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òDo you not see how necessary a World of Pains and 

troubles is to school an Intelligence and make it a soul? 

A Place where the heart must feel and suffer in a 

thousand diverse ways!ó  

                                 John Keats 
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Abstract 

Much previous research on the representation of depression and melancholy in the 

poetry of John Keats has taken a biographical approach, judging his poetry with 

reference to known facts about his life. This study is different. It takes a cognitive 

perspective in which metaphors of negative mental states are analysed from a 

conceptual point of view. To do this I adopt current approaches to analysing 

metaphor, primarily Conceptual Metaphor Theory (CMT) and Conceptual 

Integration Theory (CIT).  I make use of identification procedures and the analysis of 

the following elements: source domains, conceptual metaphors, and cross-domain 

mappings. The study is based on a selection of poems; only the parts that relate to 

negative mental states are analysed. I ōŜƎƛƴ ōȅ ŦƻŎǳǎƛƴƎ ƻƴ ǘǿƻ ǇƻŜƳǎ όΨ¢ƻ IƻǇŜΩ 

ŀƴŘ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩύ while testing my methodology, and then I broaden my 

ŦƻŎǳǎ ǘƻ ŀ YŜŀǘǎΩǎ ǿƘƻƭŜ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ǇƻŜƳǎ ƛƴ ǘƘŜ Ŧƛƴŀƭ ǎǘŀƎŜ ƻŦ Ƴȅ ǊŜǎŜŀǊŎƘΦ 

Analysing such metaphorical expressions enables me to find out how these states 

are constructed through metaphors and what concepts are used in representing 

them. 

The cognitive methodology has proven to be a useful tool to account for the 

ƳŜǘŀǇƘƻǊƛŎŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ ƛƴ YŜŀǘǎΩǎ ǇƻŜtry. The 

analytical investigation shows that Keats represents these abstract states in 

different ways. Through personification and reification, they are associated with 

various experiences from different domains that involve concrete and physical 

actions. Beside the recurrent conventional domains of darkness, gloom, cloud, 

weight and burden, Keats also represents negative mental states in terms of 

sickness. The technical medical knowledge provided to him through his former 

profession as a medical student enables him to establish a connection between 

physical illness and negative mental states. Fever, sickness, pain, ache, drowsiness 

and numbness are prolific domains for Keats to conceptualize negative mental 

states. Having established this valuable methodology, I consider future ways of 

applying it to study other metaphors in Keats. 
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Chapter One 

Introduction 

 

1.1 Foreword 

But when the melancholy fit shall fall    
   Sudden from heaven like a weeping cloud,    
That fosters the droop-headed flowers all,    
   And hides the green hill in an April shroud;    
Then glut thy sorrow on a morning rose,   
   Or on the rainbow of the salt sand-wave, 
Or on the wealth of globèd peonies; 
   Or if thy mistress some rich anger shows,    
Emprison her soft hand, and let her rave,    
   And feed deep, deep upon her peerless eyes. 
 
                                                 John Keats, ΨhŘŜ ƻƴ aŜƭŀƴŎƘƻƭȅΩ (l. 11-20) 

 
There is a long tradition of KeatsΩǎ critics responding to this passage 

thematically, observing that the poem specifies the psychological experience of 

melancholy (depression). To mention very few, Walter Jakson Bate sees the poem 

ŀǎ ŀ ǇǊƻǘŜǎǘ άŀƎŀƛƴǎǘ ǘƘŜ ŎƻƴǾŜƴǘƛƻƴŀƭ ǎȅƳōƻƭǎ ƻŦ ƻōƭƛǾƛƻƴΣ ŘŜŀǘƘΣ ŀƴŘ ƳŜƭŀƴŎƘƻƭȅέ 

(Bate, 1963: 522). Miriam Allott beliŜǾŜǎ ǘƘŀǘ άǘƘŜ ǇƻŜƳ ƛǎ ŀ ŎƘŀǊŀŎǘŜǊƛǎǘƛŎ YŜŀǘǎƛŀƴ 

ǎǘŀǘŜƳŜƴǘ ŀōƻǳǘ ǘƘŜ ƴŜŎŜǎǎŀǊȅ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ Ƨƻȅ ŀƴŘ ǎƻǊǊƻǿέ ό!ƭƭƻǘǘΣ мфтлΥ 

538). Stephen Reid argues that in the ΨOde on MelancholyΩΣ YŜŀǘǎ άŀŎƪƴƻǿƭŜŘƎŜǎ 

the inevitability of depressive pain by acceptƛƴƎ ƛǘǎ ǎƻǳǊŎŜέ όwŜƛŘΣ мфтмΥ плсύΦ 

bƛŎƘƻƭŀǎ wƻŜ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ ƻŘŜ άǊŜƧŜŎǘǎ ǘƘŜ ŎƻƴǾŜƴǘƛƻƴŀƭ ǘǊŀǇǇƛƴƎǎ ƻŦ ŀ ƳŀŎŀōǊŜΣ 

gothic imagination, in favour of a meditation on themes which had preoccupied 

Keats in ΨOde to a NightingaleΩ and ΨOde on a Grecian UrnΩέ (as cited in Strachan, 

2003: 156). Other critics suggest a personal dimension; they believe that the 

speaker in this poem bases his conception of melancholy on personal experiences. 
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CƻǊ ŜȄŀƳǇƭŜΣ IŜƭŜƴ ±ŜƴŘƭŜǊ ŀǊƎǳŜǎ ǘƘŀǘ άǘƘƛǎ ƛǎ ŀ ǇŜǊǎƻƴŀƭ ǇƻŜƳ ƛƴ ŀƴ ƛƳǇŜrsonal 

ƎǳƛǎŜέ ό±ŜƴŘƭŜǊΣ мфуоΥ мссύΦ {ƘŜ ŀƭǎƻ ŀŘŘǎ ǘƘŀǘ YŜŀǘǎ ŀǘǘŜƳǇǘǎ άŀ ǎȅǎǘŜƳ ƻŦ 

ǎŀƭǾŀǘƛƻƴέ ŀǎ ǘƘŜ ƻŘŜ ŜƳōƻŘƛŜǎ άŀ ƭƻƴƎ ƛƴƴŜǊ ŎƻƴŦƭƛŎǘ ŎƻƴŎŜǊƴƛƴƎ ǘƘŜ ƭƛŦŜ ƻŦ 

sensation and its proper language, and the life of thought and its propeǊ ƭŀƴƎǳŀƎŜέ 

(Vendler, 1983: 7). Another group of critics attempt to establish a biographical link 

to this poem, suggesting that the speaker is depressed to utter such phrases. For 

example, Anupam Nagar and Amar Nath Prasad argue that ΨhŘŜ ƻƴ aŜƭŀƴŎƘƻƭȅΩ 

άgrew out of a persistent ƪƛƴŘ ƻŦ ŜȄǇŜǊƛŜƴŎŜ ǿƘƛŎƘ ŘƻƳƛƴŀǘŜŘ YŜŀǘǎΩǎ ŦŜŜƭƛƴƎǎΣ 

ŀǘǘƛǘǳŘŜǎΣ ŀƴŘ ǘƘƻǳƎƘǘǎ ŘǳǊƛƴƎ ǘƘŀǘ ǘƛƳŜέ όbŀƎŀǊ ŀƴŘ tǊŀǎŀŘΣ нллрΥ нсоύΦ ¢ƘŜǊŜŦƻǊŜΣ 

the methods of judgement followed by most of KeatsΩǎ critics are either 

biographical or thematic; they judge the poet through literary evidence only. They 

ǊŜŀŘ YŜŀǘǎΩǎ ǇƻŜǘǊȅ ŀǎ ŀ ǿƛƴŘƻǿ ǘƻ Ƙƛǎ ƳŜƴǘŀƭ ǎǘŀǘŜǎΤ ǘƘŜȅ ƛƴǘǊƻŘǳŎŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ 

such as melancholy and depression as a peculiar feature of Keats. This 

impressionistic manner, of course, is imprecise because it does not allow us to 

understand how Keats constructs language to talk about such negative mental 

states. 

aȅ ŎƻƴŎŜǊƴ ƛǎ ƴŜƛǘƘŜǊ ǘƻ ŀǇǇǊƻŀŎƘ YŜŀǘǎΩǎ ǿƻǊƪǎ ǘƘŜƳŀǘƛŎŀƭƭȅ ƴƻǊ ǘƻ ǇǊƻǾŜ 

whether he was depressed or not. My aim is to examine how he represents these 

negative emotional experiences and mental ǎǘŀǘŜǎ ǎǳŎƘ ŀǎ ΨƳŜƭŀƴŎƘƻƭȅΩΣ ΨǎŀŘƴŜǎǎΩΣ 

ΨŘŜǇǊŜǎǎƛƻƴΩΣ ΨŦǊǳǎǘǊŀǘƛƻƴΩΣ ΨŘŜǎǇŀƛǊΩ etc. in his works. For example, in the poem cited 

above, the experience of melancholy is represented in different scenarios: in the 

first scenario, the speaker uses simile to compare it to a physical object. 

ΨaŜƭŀƴŎƘƻƭȅΩ ƛǎ ŎƻƳǇŀǊŜŘ ǘƻ ŀ Ψweeping ŎƭƻǳŘΩ that falls ŦǊƻƳ ƘŜŀǾŜƴ ŀƴŘ Ψfosters 

the droop-ƘŜŀŘŜŘ ŦƭƻǿŜǊǎΩ. In the second scenario, the experience of melancholy, 
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which is explicitly namŜŘ ŀǎ ΨǎƻǊǊƻǿΩ, is represented as an object that can be glutted, 

ΨƎƭǳǘ ǘƘȅ ǎƻǊǊƻǿΩ. In the third scenario, it is personified as a human being, namely a 

beautiful lady who can become angrȅ ŀƴŘ ƛƳǇŀǘƛŜƴǘ ǿƛǘƘ ƘŜǊ ƭƻǾŜǊ Ψif thy mistress 

ǎƻƳŜ ǊƛŎƘ ŀƴƎŜǊ ǎƘƻǿǎΩ. In all the three scenarios, there is a comparison between 

the experience of melancholy and something else taken from everyday life 

experiences. These comparisons allow the speaker to talk about abstract 

experiences through concrete images. Cognitive psychologists recognize that 

άtŜƻǇƭŜ ƻŦǘŜƴ Řƻ ƴƻǘ ŎƻƴǾŜȅ Ƙƻǿ ǘƘŜȅ ŦŜŜƭ ǘƘǊƻǳƎƘ Ǉƭŀƛƴ ŜƳƻǘƛƻƴ ǿƻǊŘǎΣ ōǳǘ ǊŀǘƘŜǊ 

ǘƘǊƻǳƎƘ ƳŜǘŀǇƘƻǊǎ ƻǊ ŦŀŎƛŀƭ ŜȄǇǊŜǎǎƛƻƴǎέ όJunghaenel et al., 2008: 51). 

The primary focus of this study is to understand how Keats uses language to 

express the experience of a negative mental state. I will explore the ways in which a 

metaphorical expression ς a term or a phrase ς is used to convey an experience of 

ƘƛƎƘƭȅ ǎǳōƧŜŎǘƛǾŜ ǇƘŜƴƻƳŜƴŀΣ ǿƘƛŎƘ L ǿƛƭƭ ŎƻƭƭŜŎǘƛǾŜƭȅ ǘŜǊƳ ΨƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΩΦ 

.ȅ ΨƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΩΣ L ƳŜŀƴ ŀ ǊŀƴƎŜ ƻŦ ƛƴǘŜǊƴŀƭ ǎǘŀǘŜǎ ǘƘŀǘ ƘŀǾŜ ƴŜƎŀǘƛǾŜ 

ŀŦŦŜŎǘ ƻǊ ƛƴŦƭǳŜƴŎŜ ƻƴ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ǎǳŎƘ ŀǎ ΨŘŜǇǊŜǎǎƛƻƴΩΣ ΨƳŜƭŀƴŎƘƻƭȅΩΣ ΨǎŀŘƴŜǎǎΩΣ 

ΨŘŜǎǇŀƛǊΩΣ ŜǘŎΦ IŀǾƛƴƎ ǘƘƛǎ Ǝƻŀƭ ƛƴ ƳƛƴŘΣ L ǿƛƭƭ ƛƴǾŜǎǘƛƎŀǘŜ ǘƘŜ ƭƛƴƎǳƛǎǘƛŎ ƳŀƴƛŦŜǎǘŀǘƛƻƴ 

ƻŦ ǘƘŜǎŜ ƴŜƎŀǘƛǾŜ ǎǘŀǘŜǎ ƛƴ YŜŀǘǎΩǎ ǇƻŜǘǊȅΦ L ǿƛƭƭ ŦƻŎǳǎ ƻƴ ǘƘŜ ƳŜǘŀǇƘƻǊƛŎŀƭ 

expressions he uses in order to see how he represents the experience of negative 

moods within his poetic persona. A second purpose of this study is to determine 

whether it is possible to ǳƴŘŜǊǎǘŀƴŘ YŜŀǘǎΩǎ ŘŜǇǊŜǎǎƛƻƴ ƛƴ ƛǘǎ ƻǿƴ ǘŜǊƳǎ, without 

looking through an anachronistic lens. This will offer a better understanding of how 

Keats constructs ideas of depression or negative mental states. I will look at 

language as evidence of how he represents negative mental states in his poetry. The 
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other important point of this study is to ŎƻƳǇŀǊŜ ŘƛŦŦŜǊŜƴǘ ǎǘŀƎŜǎ ƻŦ ǘƘŜ ǇƻŜǘΩǎ 

career in terms of representing negative mental states. 

YŜŀǘǎΩǎ ŎǊƛǘƛŎǎ ƘŀǾŜ ƴƻǘ ŀŘŘǊŜǎǎŜŘ ǘƘŜ issue of how he expresses negative 

mental states in his works before. In most of their studies, they only assume that he 

wrote about depression because he was depressed. They introduce Keats as the 

most typical depressed poet, and his depression is used to explain his poetry. They 

ƘŀǾŜ ƴƻǘ ƘƛǎǘƻǊƛŎƛǎŜŘ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ƻǊ ƛƴǾŜǎǘƛƎŀǘŜŘ Ƙƻǿ YŜŀǘǎ ŎƻƴǎǘǊǳŎǘǎ 

this mental state. Their diagnosis either takes a biographical approach, looking at 

certain events in his life to conclude that he suffered from depression, or they 

appear to judge on literary evidence looking at his poems and letters and assume 

that he wrote this poem or that because he was depressed. What I am trying to do 

in this research is to break this connection of judging KeatsΩǎ ƳŜƴǘŀƭ ǎǘŀǘŜǎ on a 

literary basis or through biographical events. My aim is to build an understanding of 

Keats in his own terms so that I can contrast the assumption which is held by many 

ƻŦ YŜŀǘǎΩǎ ǎŎƘƻƭŀǊǎ ǘƘŀǘ ǘƘŜ ǇƻŜǘ ǿǊƻǘŜ ŀōƻǳǘ ŘŜǇǊŜǎǎƛƻƴ ōŜŎŀǳǎŜ ƘŜ ǿŀǎ ŘŜǇǊŜǎǎŜŘ. 

aȅ ǊŜǎŜŀǊŎƘ ǿƛƭƭ ƭƻƻƪ ŀǘ YŜŀǘǎΩǎ ƭŀƴƎǳŀƎŜ ƴƻǘ ŀǎ ŀ ŘƛǊŜŎǘ ǿƛƴŘƻw to his mental state, 

but as evidence of how he chose to represent such states of mind. In other words, I 

will examine his language to see how he writes about depression and other negative 

mental states. Since metaphors of negative mental states such as ΨŘŜǇǊŜǎǎƛƻƴΩ ŀƴŘ 

ΨƳŜƭŀƴŎƘƻƭȅΩ ƘŀǾŜ ƴƻt been studied before in Keats, this study will focus on how 

Keats represents these negative states metaphorically (mainly what we would now 

ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ), although, as I discuss, care is needed. I will look out for the 

combination of certain types of metaphors concerning mental states. 
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The study is significant for the following reasons. First, ǎǘǳŘȅƛƴƎ YŜŀǘǎΩǎ 

representation of negative mental states is needed to avoid being impressionistic in 

ƳŀƪƛƴƎ ƧǳŘƎŜƳŜƴǘǎ ŀōƻǳǘ YŜŀǘǎΩǎ work through tracing biographical events from 

ǘƘŜ ǇƻŜǘΩǎ ƭƛŦŜΦ The study will look at YŜŀǘǎΩǎ language as a construct to examine the 

way he chose to talk about these abstract states and mood, not as a window to 

them. The second important reason for this study is to address YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ 

language to provide an idea about its nature. There has been no study on the nature 

ƻŦ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ƭŀƴƎǳŀƎŜ ƻŦ ƴŜƎŀǘƛǾŜ ƳƻƻŘ ŀƴŘ ƳŜƴǘŀƭ ǎǘŀǘŜs. Therefore, 

this study will shed some light on the structural patterns ƻŦ YŜŀǘǎΩǎ metaphorical 

language. LŘŜƴǘƛŦȅƛƴƎ ǘƘŜ ǎǘǊǳŎǘǳǊŀƭ ǇŀǘǘŜǊƴǎ Ŏŀƴ ōŜ ǳǎŜŘ ƛƴ άǘƘŜ ǉǳŀƴǘƛǘŀǘƛǾŜ 

ŎƘŀǊŀŎǘŜǊƛȊŀǘƛƻƴ ƻŦ ǘƘŜ ƳŜǘŀǇƘƻǊƛŎŀƭ ǎǘȅƭŜ ƻŦ ŀƴ ŀǳǘƘƻǊέ όCrisp, et al., 2002: 55). 

Examining these patterns will allow us to have better understanding of how Keats 

uses language and what are the different patterns that his metaphorical expressions 

may take in discourse. A third reason for this study is to allow me to see the way in 

which abstract qualities such as negative mental states and emotions are 

metaphorically conceptualised. Keats talks about them in terms of physical 

experiences and concrete objects which are more familiar. 

My study combines both language and literature; I will use tools from 

ŎƻƎƴƛǘƛǾŜ ǇƻŜǘƛŎǎ ǘƻ ŀƴŀƭȅǎŜ YŜŀǘǎΩǎ ƭŀƴƎǳŀƎŜ (Stockwell, 2002). The study applies a 

stylistic investigation of the metaphorical expressions used by Keats to represent 

the experience of different negative mental states of his persona. The stylistic 

investigation takes a cognitive perspective; it views metaphor as a matter of 

thought (Lakoff and Johnson, 1980: 153). This cognitive approach will help me 

ǳƴŘŜǊǎǘŀƴŘ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ ŀǎ ŀ ǇŀǊǘ ƻŦ ƘǳƳŀƴ ǘƘƻǳƎƘǘΦ 
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The analysis and interpretation of these metaphors will depend also on the contexts 

in which they occur. The study will employ two approaches: Conceptual Metaphor 

Theory (CMT) by George Lakoff and Mark Johnson (1980), and Conceptual 

Integration Theory (CIT) by Gilles Fauconnier and Mark Turner (2002). Cognitive 

linguists emphasize that metaphors play a significant role in our daily activities; they 

structure our thinking, perception, communication and understanding (Lakoff and 

Johnson, 1980). They also argue that authors rely on metaphors to describe 

complex ideas or mental experiences and they use them creatively to express 

meaning. Further discussion of these two approaches will be provided in chapter 2. 

The study comprises six chapters. The current chapter provides a general 

introduction to the topic. It consists of four sections: the first section introduces the 

topic, presents research questions, and gives a background to the study. The second 

section outlines the relevant literature review that discusses what YŜŀǘǎΩǎ ŎǊƛǘƛŎǎ ǎŀȅ 

about his ΨŘŜǇǊŜǎǎƛƻƴΩ, and on what basis they build their assumptions. The third 

ǎŜŎǘƛƻƴ ŘŜŀƭǎ ǿƛǘƘ ǘƘŜ ƘƛǎǘƻǊƛŎŀƭ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ǘƻ ƳŀƪŜ ǳǎ 

understand the meanings of the term and its different connotations up to the 

modern period. The fourth section is about some key concepts. It introduces the 

ōǊƻŀŘŜǊ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǘƘŜ ǘŜǊƳ ΨƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΩ ǿƘƛŎƘ ƛǎ ŜƳǇƭƻȅŜŘ ƛƴ ǘƘƛǎ 

study.  

Chapter two focuses on the methodology and the analytical framework of 

the study. It also presents a pilot study that helped to check the feasibility of the 

research before conducting the main analysis. The chapter consists of four sections. 

The first section introduces the methodological approach. The second section 
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discusses the current views of metaphor as well as the theoretical framework which 

will be used to analȅǎŜ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎτConceptual Metaphor Theory (CMT) and 

Conceptual Integration Theory (CIT). The third section presents the pilot study that 

was carried out on a selection of four metaphors from each of the two poems: ΨTo 

HopeΩ and ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. The fourth section concludes the chapter. 

Chapter three is concerned with data analysis. It contains five sections. The 

first section surveys various procedures of identifying metaphorical language. The 

next section outlines the classification and categorization of metaphors. The third 

section discusses the application of the identification method used in the present 

study. The fourth section presents a detailed propositional analysis of YŜŀǘǎΩǎ 

metaphorical language. It provides an account of the structural patterns of his 

metaphorical language. It also presents both quantitative and qualitative 

characterization of the style of his metaphors of negative mental state. The fifth 

section presents a conclusion of the chapter. 

Chapter four continues the ŜȄŀƳƛƴŀǘƛƻƴ ƻŦ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊs of negative 

mental states. It aims to identify and discuss the source domains which are used to 

construct the conceptualization of negative mental states and aspects related to 

them. It consists of four sections. The first section provides a general introduction of 

the process of the cross-domain mapping and its importance. Cross-domain 

ƳŀǇǇƛƴƎ Ǉƭŀȅǎ ŀƴ ƛƳǇƻǊǘŀƴǘ ǊƻƭŜ ƛƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ƭŀƴƎǳŀƎŜΦ 

The second section explores the cross-domain mapping in KeaǘǎΩǎ ǇƻŜƳ Ψ¢ƻ IƻǇŜΩ. 

The third section discusses the cross-ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛƴ YŜŀǘǎΩǎ ΨhŘŜ ǘƻ ŀ 

bƛƎƘǘƛƴƎŀƭŜΩ. The fourth section reviews the findings of the chapter. 
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Chapter five studies specific metaphors used by Keats to represent negative 

mental states. It examines how Keats employs medical terminology to conceptualize 

these negative mental states. The chapter looks at some metaphorical expressions 

where concepts and structures which belong to the domain of the medical 

profession are mapped onto the domain of negative mental states and emotions. It 

investigates how Keats conceptualizes these negative states by means of conceptual 

frames derived from the domain of medical knowledge. The chapter consists of six 

sections. The first section examines the relatiƻƴ ōŜǘǿŜŜƴ YŜŀǘǎΩǎ ǇƻŜǘǊȅ ŀƴŘ his 

medical training. The second section examines metaphors of fever, where the 

negative mental states are structured in terms of this illness. The third section looks 

at metaphors of sickness; the fourth section deals with metaphors of ache and pain; 

and the fifth section discusses metaphors of drowsiness and numbness. The last 

section, as usual, concludes the chapter. 

Chapter six presents the conclusion of the study. It interprets the findings of 

the study and also contains discussion on it. It is divided into five sections. The first 

section provides an overall review of the study and its contribution to the research 

ƻƴ YŜŀǘǎΩǎ ǇƻŜǘǊȅ. The second section summarises the actual findings of the study. 

The third section examines the limitations of the study. The fourth section revisits 

the methodology used in this research. Finally, section five deals with 

recommendations for future works. 

1.2 Literature Review 

In this section, I will present a review of the main literature concerning the 

ǎǘƻǊȅ ƻŦ YŜŀǘǎΩǎ ŘŜǇǊŜǎǎƛƻƴΦ 5ǳǊƛƴƎ Ƙƛǎ ǎƘƻǊǘ ƭƛŦŜΣ YŜŀǘǎ ǎǳŦŦŜǊŜŘ ŀ ƭƻǘ ƻŦ ǘǊŀƎŜŘƛŜǎ 
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and was prone to moments of despair and melancholic fits which contributed to 

formulate a myth about Keats as a depressed person (Aske, 1995: 46). Martin Aske 

ǊŜǾƛǎƛǘŜŘ YŜŀǘǎΩǎ ǎǘƻǊȅ ƻŦ ŘŜǇǊŜǎǎƛƻƴ ǘƻ ǎŜŜ ǿƘŜǘƘŜǊ ǘƘŜǊŜ ƛǎ ŀƴȅōƻŘȅ ŀƳƻƴƎ YŜŀǘǎΩǎ 

scholars who still agrees with it. .ȅ ΨƳȅǘƘΩΣ L ƳŜŀƴ ƘŜǊŜ άŀ ǿƛŘŜǎǇǊŜŀŘ ōǳǘ ǳƴǘǊǳŜ ƻǊ 

ŜǊǊƻƴŜƻǳǎ ǎǘƻǊȅ ƻǊ ōŜƭƛŜŦέ or "a popular conception of a person or thing which 

exaggerates or idealizes the truth" (Oxford English Dictionary, 2018). It is difficult to 

deny the truth that Keats was unhappy about life and this contributed to his 

underlying sadness. But on the other hand, it becomes an important part of the 

myth of Keats as a suffering young man. In YŜŀǘǎΩǎ ǎǘƻǊȅ ƻŦ ŘŜǇǊŜǎǎƛƻƴΣ ǘƘŜǊŜ ƛǎ, 

therefore, an element of exaggerating or idealising the truth. The emphasis on 

YŜŀǘǎΩǎ ƳŜƴǘŀƭ ǎǳŦŦŜǊƛƴƎ was begun by some of YŜŀǘǎΩǎ ŎƭƻǎŜ ŦǊƛŜƴŘs and members 

of his literary circle who sentimentalized his early death, attributing his ailment and 

early death to the hostility of critical reviews of his works and some familial events. 

For example, his friend Benjamin Robert Haydon describes Keats as a young man 

ǿƘƻ άōŜƎŀƴ ƭƛŦŜ Ŧǳƭƭ ƻŦ ƘƻǇŜǎΗ CƛŜǊȅΣ ƛƳǇŜǘǳƻǳǎΣ ϧ ǳƴƎƻǾŜǊƴŀōle, expecting the 

World at once to fall beneath his powers! Alas, his genius had no sooner began to 

ōǳŘΣ ǘƘŀƴ 9ƴǾȅ ϧ ƘŀǘǊŜŘ ǎǇŀǘ ǘƘŜƛǊ Ǉƻƛǎƻƴ ƻƴ ƛǘǎ ƭŜŀǾŜǎέ όIŀȅŘƻƴΣ мфслΥ омтύΦ 

Similarly, Shelley also believes that critics tortured Keats to death with their pens. In 

his poem Adonais, Shelley ŘŜǇƛŎǘŜŘ ƘƛƳ ŀǎ ǎǳŦŦŜǊƛƴƎ ŦǊƻƳ άŜƴǾȅ ŀƴŘ ŎŀƭǳƳƴȅ ŀƴŘ 

ƘŀǘŜ ŀƴŘ Ǉŀƛƴέ όAdonais, l. 353). 

No one can know for sure whether Keats had clinical depression or not. He 

was not diagnosed with it during his life time, and it is impossible to be sure now. 

bŜǾŜǊǘƘŜƭŜǎǎΣ ŘǊŀǿƛƴƎ ƻƴ ǘƘƛǎ ƳȅǘƘΣ YŜŀǘǎΩǎ ŎǊƛǘƛŎǎ ōŜƎŀƴ ǘƻ ƭƻƻƪ ŦƻǊ ŜǾƛŘŜƴŎŜ ƛƴ Ƙƛǎ 

poems and letters. Many of his poems are concerned with melancholy, sadness, 
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despair and depression and other similar experiences. Keats has been studied 

extensively in the last six decades; many books and articles tackle him as a poet, 

letter writer and a critic. Hundreds of studies deal with his poetry, most of them 

concentrating on literary aspects and thematic features of his works. As far as 

depression is concerned, a limited amount of research has been undertaken in this 

area. Previous studies on Keats and depression took different approaches searching 

for evidence to prove he was depressed. As I shall discuss below, some of them 

studied depression through biographical methods to create an intensive account 

about the whole life of the poet. Other studies followed the psychoanalytical 

ŀǇǇǊƻŀŎƘΣ ŀǘǘŜƳǇǘƛƴƎ ǘƻ ƛƴǘŜǊǇǊŜǘ YŜŀǘǎΩǎ ƭƛǘŜǊŀǊȅ ǘŜȄǘǎ ƛƴ ǊŜƎŀǊŘ ǘƻ Ƙƛǎ ǇǎȅŎƘƻƭƻƎƛŎŀƭ 

state(s). Some others took the literary critical route, focusing on the literary work 

itself as an independent entity. These investigations contributed significantly to the 

emergence of the myth of KeatsΩǎ depression. 

In the following account, I will briefly review some of the most influential 

studies that establish this claim of depression in Keats. This section will be divided 

into four parts. I will start with Keats biographies in which the story of depression is 

mentioned as if it is a factual matter. In part two, I will discuss some 

ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭ ǿƻǊƪǎ ƛƴ ǿƘƛŎƘ YŜŀǘǎΩǎ ŎǊƛǘƛŎǎ ǎǘǳŘȅ Ƙƛǎ ǿƻǊƪǎ ƛƴ ǎŜŀǊŎƘ ŦƻǊ 

evidence for the story of depression. Part three examines some works in medical 

history that establish a link between Keats and depression. Part four will look at 

some literary criticism where depression in Keats takes a critical route. However, 

these different approaches often tend to collapse into one another. Some of them 

read YŜŀǘǎΩǎ ǇƻŜǘǊȅ ŦƻǊ ǘƘŜ ǎŀƪŜ ƻŦ ǇƻŜǘǊȅ ŀƴŘ ƻǘƘŜǊǎ ǊŜŀŘ ƛǘ ŦƻǊ ƛƴŦƻǊƳŀǘƛƻƴ ŀōƻǳǘ 

his mental state. Although a few of these sources are relatively old, I refer to them 
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because they shaped the understanding of Keats in the modern criticism and 

contributed a lot to the image of him as a depressed person. 

As far as biographies are concerned, I will limit myself to a small number only 

as it is difficult to discuss all the biographies written about Keats in this study. 

Therefore, eight of the most influential and well-known ones will be discussed here. 

I will consider those written after the second half of twentieth century up to the 

present ǘƻ ǎƘƻǿ Ƙƻǿ ǘƘŜ ǎŀƳŜ ǘƘŜƻǊƛŜǎ ŀƴŘ ŀǎǎǳƳǇǘƛƻƴǎ ŎƻƴŎŜǊƴƛƴƎ YŜŀǘǎΩǎ 

ΨŘŜǇǊŜǎǎƛƻƴΩ ǊŜǇŜŀǘŜŘƭȅ ŜƳŜǊƎŜΦ YŜŀǘǎΩǎ biographers, despite differences in their 

source materials and methods of study, agree that the poet suffered fits of 

ΨŘŜǇǊŜǎǎƛƻƴΩ ƛƴ ŎŜǊǘŀƛƴ ǇŜǊƛƻŘǎ ƻŦ Ƙƛǎ ƭƛŦŜΣ ōǳǘ ǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜǎŜ ōƻǳǘǎ ƛƴ 

his language have not been their focal point. The aim of this literature review is 

ǘǿƻŦƻƭŘΥ ǘƻ ǎǳǊǾŜȅ ǿƘŀǘ ŎǊƛǘƛŎǎ ǎŀȅ ŀōƻǳǘ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀƴŘ ǘƻ ŎƻƴǎƛŘŜǊ ǘhe 

diagnostic methods they follow to build their assumptions. 

In his Pulitzer Prize winning biography John Keats (1963), Walter Jackson 

Bate portrays Keats the man and the poet in a sympathetic way. He is concerned 

ǿƛǘƘ ǊŜƭŀǘƛƴƎ YŜŀǘǎΩǎ ǇƻŜǘƛŎ ŀƴŘ ƘǳƳŀƴ ŘŜvelopment. He approaches the poems 

ŀƴŘ ƭŜǘǘŜǊǎ ƻŦ YŜŀǘǎ ǘƻ ǇǊƻǾŜ ǘƘŜƛǊ ƛƳǇƻǊǘŀƴǘ ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ǇƻŜǘΩǎ ŜƳƻǘƛƻƴǎ ŀƴŘ 

psychological states. He also investigates the issue of melancholy and observes that 

ǿƘŜƴ YŜŀǘǎ ŎƻƴŦǊƻƴǘǎ ŀ άǇŜǊǎƻƴŀƭ ƭƻǎǎ ƻǊ ŎŀƭŀƳƛǘȅέΣ ƘŜ ǊŜǎƻǊǘǎ ǘƻ άŘƛƎ ƛƴέ ǘƻ ŀŎƘƛŜǾŜ 

άǎƻƳŜ ǎƻǊǘ ƻŦ ƛƴƴŜǊ ǎŜǘǘƭŜƳŜƴǘέΣ ǘƘŜǊŜŦƻǊŜΣ άǘƘŜ ƘŜŀǾȅ ŦŜŜƭƛƴƎ ƻŦ ŘŜǇǊŜǎǎƛƻƴ ƛƴ ǘƘŜ 

ƭŜǘǘŜǊǎ ƻŦ ƭŀǘŜ !ǇǊƛƭ ƛǎ ŀƭǿŀȅǎ ŜȄǇǊŜǎǎŜŘ ƛƴŘƛǊŜŎǘƭȅέ ό.ŀǘŜΣ мфсоΥ онлύΦ IŜ ǊŜŀŎƘŜǎ ǘƘŜ 

ŎƻƴŎƭǳǎƛƻƴ ǘƘŀǘ YŜŀǘǎΩǎ ǎŜƭŦ-ŘƛŀƎƴƻǎƛǎ ƻŦ άƳƻǊōƛŘ ǘŜƳǇŜǊŀƳŜƴǘέ ƛǎ ŀǘǘǊƛōǳǘŜŘ ǘƻ Ƙƛǎ 

despondency. Despite the fact that this biography shedǎ ƭƛƎƘǘ ƻƴ YŜŀǘǎΩǎ ƳŜƴǘŀƭ ƭƛŦŜΣ 
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Bate does not mention anything about his approach to diagnose Keats with 

ΨŘŜǇǊŜǎǎƛƻƴΩΦ IŜ ŎƻƳǇƭŜǘŜƭȅ ŘŜǇŜƴŘǎ ƻƴ ƭƛǘŜǊŀǊȅ ŜǾƛŘŜƴŎŜ Ƴŀƛƴƭȅ poems, letters and 

some other biographical events. 

On the other hand, !ƛƭŜŜƴ ²ŀǊŘΩǎ John Keats: the Making of a Poet (1963), 

ǘƘŜ ǿƛƴƴŜǊ ƻŦ ǘƘŜ bŀǘƛƻƴŀƭ .ƻƻƪ !ǿŀǊŘ ŦƻǊ ŀǊǘǎ ŀƴŘ ƭŜǘǘŜǊǎΣ ŜȄǇƭƻǊŜǎ YŜŀǘǎΩǎ ƭƛŦŜ 

from a psychological perspective. Her research not only tracks the life events of the 

ǇƻŜǘΣ ōǳǘ ƛǘ ǘƻǳŎƘŜǎ ǘƘŜ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ŦŀŎǘƻǊǎ ǿƘƛŎƘ ŀŦŦŜŎǘ ǘƘŜ ǇƻŜǘΩǎ ǇŜǊǎƻƴŀƭƛǘȅΦ 

{ƘŜ ƻŦŦŜǊǎ ŀ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ƧƻǳǊƴŜȅ ƻŦ ǘƘŜ ǇƻŜǘΩǎ ƛƴƴŜǊ ƭƛŦŜ ŀƴŘ ǊŜƭŀǘŜǎ Ƙƛǎ ŀǊǘ ǘƻ Ƙƛǎ 

life. She describes the life of the poet as stormed by melancholy and argues that 

ǘƘŜǊŜ ǿŜǊŜ ǎŜǾŜǊŀƭ ǎƛƎƴǎ ƻŦ YŜŀǘǎ ƘŀǾƛƴƎ άǳƴŜŀǎȅ ƛƴŀŎǘƛƻƴ ƻŦ Ƙƛǎ ŎƻƴǘƛƴǳŜŘ 

ŘŜǇǊŜǎǎƛƻƴέ ό²ŀǊŘΣ мфсоΥ нстύΦ {ƘŜ ŀƭǎƻ ǎǘŀǘŜǎ ǘƘŀǘ ŦǊƻƳ ŀƴ ŜŀǊƭȅ ŀƎŜ άYŜŀǘǎ ǿŀǎ 

ǇƭŀƎǳŜŘ ōȅ ǾƛƻƭŜƴǘ ǎǿƛƴƎǎ ƻŦ ƳƻƻŘέΣ ŀƴŘ ƘŜ ǿŀǎ άŘƻƎƎŜŘέ ōȅ ƛƴŘƻƭŜƴce, despair, 

ŀƴȄƛŜǘȅ ŀƴŘ άŀ ƳƻƻŘ ƻŦ ǎŜƭŦ-ŘƛǎǎŀǘƛǎŦŀŎǘƛƻƴέ ǿƘƛŎƘ ǿŜǊŜ ǊŜŀǎƻƴǎ ŦƻǊ ƎǊƻǿƛƴƎ 

despondency (Ward, 1963: 14). Though her account has a psychological depth, her 

ŘƛŀƎƴƻǎǘƛŎ ƳŜǘƘƻŘ ƭŀŎƪǎ ƳŜŘƛŎŀƭ ƻǊ ŎƭƛƴƛŎŀƭ ŜǾƛŘŜƴŎŜΦ {ƘŜ ƭƛƴƪǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ǘƻ 

physicaƭ ǎȅƳǇǘƻƳǎΣ ŀǎǎǳƳƛƴƎ ǘƘŀǘ YŜŀǘǎ ǎǳŦŦŜǊŜŘ ΨŘŜǇǊŜǎǎƛƻƴΩ ƻƴƭȅ ōŜŎŀǳǎŜ ƘŜ 

showed such symptoms as laziness, inactivity; or because he had violent swings of 

mood. 

Similarly, Robert Gittings, in his notable book, John Keats (1968), provides a 

comprehensive life ƻŦ YŜŀǘǎΦ IŜ ŦƻŎǳǎŜǎ ƻƴ YŜŀǘǎΩǎ ŀōƛƭƛǘȅ ǘƻ ǇƻǳǊ Ƙƛǎ ǎƘƻǊǘ ŀƴŘ 

tragic life into his poetry. He highlights the family background, the financial troubles, 

ǘƘŜ Ŧŀǘŀƭ ƛƭƭƴŜǎǎΣ ŀƴŘ ǳƴƘŀǇǇȅ ƭƻǾŜΦ IŜ ŘƛǎŎǳǎǎŜǎ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛǾŜ ǎǿƛƴƎǎΩ ƻŦ ƳƻƻŘ 

ŀƴŘ ΨƴŜǊǾƻǳǎ ƳƻǊōƛŘ ǘŜƳǇŜǊŀƳŜƴǘΩΦ ¢ƘƻǳƎƘ ƘŜ ŀǘǘǊƛōǳǘŜǎ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ 
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partly to the English weather, a theory first initiated by George Cheney in his book 

The English Malady (1733); he also cannot avoid diagnosing on literary evidence. 

CƻǊ ŜȄŀƳǇƭŜΣ ƘŜ ǊŜŦŜǊǎ ǘƻ YŜŀǘǎΩǎ ƭŜǘǘŜǊǎ ǿƘƛŎƘ ǊŜǾŜŀƭ ǘƘŜ ǇƻŜǘΩǎ ŎƻƴŎŜǊƴ ƻǾŜǊ 

Devonshire weather and its relation to health issues such as moods and melancholia. 

!ǎ DƛǘǘƛƴƎǎ ǎǘŀǘŜǎΣ άǇŀǊǘ ƻŦ YŜŀǘǎΩǎ ŘŜǇǊŜǎǎƛƻƴ ǿŀǎ ŘǳŜ ǘƻ 5ŜǾƻƴ ǿŜŀǘƘŜǊέ (Gittings, 

1968: 200). IŜ ŀƭǎƻ ǊŜŦŜǊǎ ǘƻ YŜŀǘǎΩǎ Ǉƻem Ψ¢ƻ IƻǇŜΩ as evidence; pointing out that, 

άYŜŀǘǎ ƘŀŘ ƛƴǾƻƪŜŘ IƻǇŜ ǘƻ ŎƘŜŜǊ Ƙƛǎ ƳƻǊōƛŘ ŦŀƴŎȅέ όDƛǘǘƛƴƎǎΣ мфсуΥ ппύΦ Lƴ ǘƘƛǎ 

ǎǘǳŘȅΣ ƘŜ ŀƭǎƻ ǎǇŜŀƪǎ ƻŦ YŜŀǘǎΩǎ άƴŜǳǊƻǘƛŎ ŘƻǳōǘǎέΣ ŀƴŘ άƴǳƳō ŘŜǇǊŜǎǎƛƻƴέ ǘƘŀǘ 

raise the thought of destroying himself if he fails as a poet. He argues that such 

άŘŜǎǇƻƴŘŜƴǘ ŀƴŘ ŜǾŜƴ ǎǳƛŎƛŘŀƭ ƳƻƻŘǎέ ƎƛǾŜ ŀ ŎƭŜŀǊ ƛƳŀƎŜ ƻŦ YŜŀǘǎΩǎ ǎǘŀǘŜ ƻŦ ƳƛƴŘΦ 

Stuart M Sperry's Keats the Poet (1973) is a brief literary biography of KeatsΩǎ 

ǇƻŜǘƛŎ ŎŀǊŜŜǊΦ IŜ ŀǇǇǊƻŀŎƘŜǎ YŜŀǘǎΩǎ ǘŜȄǘ ŦƻŎǳǎƛƴƎ ƻƴ ǘƘŜ ŘŜǾelopment of the 

ŎǊŜŀǘƛǾŜ ŀƴŘ ƛƴǘŜƭƭŜŎǘǳŀƭ ǇǊƻŎŜǎǎΦ {ǇŜǊǊȅ ŀǊƎǳŜǎ ǘƘŀǘ YŜŀǘǎ ǎǳŦŦŜǊŜŘ άǊŜŎǳǊǊƛƴƎ 

moods of depression from which he can escape only fitfully, at periods when he can 

ǿǊƛǘŜέ ό{ǇŜǊǊȅΥ мфтоΥ тфύΦ ¢ƘŜ ŜǾƛŘŜƴŎŜ ƘŜ ǇǊƻǾƛdes is ŀƭǎƻ ǘŀƪŜƴ ŦǊƻƳ YŜŀǘǎΩs 

ǇƻŜƳǎ ŀƴŘ ƭŜǘǘŜǊǎΦ ²ƛƭƭƛŀƳ ²ŀƭǎƘΩǎ ōƻƻƪ Introduction to Keats (1981) offers an 

approachable study about Keats the man, the poet and his period. He looks at 

Keats's development of art and sensibility and examines some of the major poems 

and relates them tƻ Ƙƛǎ ƭŜǘǘŜǊǎΦ !ǎ ŦƻǊ ŘŜǇǊŜǎǎƛƻƴΣ ²ŀƭǎƘ ŀƭǎƻ ōŜƭƛŜǾŜǎ ǘƘŀǘ YŜŀǘǎΩǎ 

άǊŜƳŀǊƪƛƴƎέ ƻŦ Ƙƛǎ ΨƘƻǊǊƛŘ ƳƻǊōƛŘƛǘȅ ƻŦ ǘŜƳǇŜǊŀƳŜƴǘΩ άƳŀŘŜ ƘƛƳ ƭƛŀōƭŜ ǘƻ ōƻǳǘǎ ƻŦ 

ŜȄǘǊŜƳŜ ǘŜƴǎƛƻƴ ŀƴŘ ǘƻ ǘƘŜ ŘŜŜǇŜǎǘ ŘŜǇǊŜǎǎƛƻƴέ (Walsh, 1981: 31). 

Andrew Motion, in his major biography Keats (1997), offers a new account of 

YŜŀǘǎΩǎ ƭƛŦŜ ŀƴŘ Ƙƛǎ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ŀƴŘ ƛƴǘŜƭƭŜŎǘǳŀƭ ƻǊƛŜƴǘŀǘƛƻƴǎΦ IŜ ŀǘǘŜƳǇǘǎ ǘƻ ŘǊŀǿ 
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the flesh-and-blood Keats by depicting the different levels including: the man, the 

poet and the physician, with concentration on the restless world of misery and 

disease. In this study, Motion assumes a connection between suffering and writing 

ǇƻŜǘǊȅΤ ƘŜ ƭƛƴƪǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ǘƻ ƭƛǘŜǊŀǊȅ ŀŎǘƛǾƛǘȅΣ ŀ ŎƻƴƴŜŎǘƛƻƴ ǿƘƛŎƘ ǿǊƛǘŜǊǎ ŦǊƻƳ 

!ǊƛǎǘƻǘƭŜ ǘƻ DŜƻǊƎŜ /ƘŜƴŜȅ ƘŀŘ ǊŜŎƻƎƴƛȊŜŘΦ IŜ ǎŜŜǎ YŜŀǘǎΩǎ poetry in a reciprocal 

ǊŜƭŀǘƛƻƴ ǘƻ Ƙƛǎ ŘŜǇǊŜǎǎƛǾŜ ǎǘŀǘŜΤ ƘŜ ƳŜƴǘƛƻƴǎ ǘƘŀǘ άŀǎ ƘŜ ώYŜŀǘǎϐ ōŜƎŀƴ ǿǊƛǘƛƴƎΣ Ƙƛǎ 

ŘŜǇǊŜǎǎƛƻƴ Ǝƻǘ ǘƘŜ ōŜǘǘŜǊ ƻŦ ƘƛƳέ όaƻǘƛƻƴΣ мффтΥнппύΦ ¢ƘŜ ōƻƻƪ ŀƭǎƻ ŎǊŜŀǘŜǎ ǘƘŜ 

ƛƳǇǊŜǎǎƛƻƴ ǘƘŀǘ YŜŀǘǎ ǿŀǎ ǎƛƴƪƛƴƎ ƛƴ ŀ άǿƻǊƭŘ Ŧǳƭƭ ƻŦ ƳƛǎŜǊȅ ŀƴŘ ƘŜŀrt break, pain, 

ǎƛŎƪƴŜǎǎ ŀƴŘ ƻǇǇǊŜǎǎƛƻƴέ όaƻǘƛƻƴΣ мффтΥ мслύΦ IŜ ƴŀǊǊŀǘŜǎ Ƴŀƴȅ ƛƴŎƛŘŜƴǘǎ ƻŦ ǘƘŜ Ŧƛǘǎ 

of melancholy which hit the poet while he was struggling to establish his name 

ŀƳƻƴƎ ǇƻŜǘǎΤ ƘŜ ǎŀȅǎ ǘƘŀǘ άƘƛǎ ŘŜǇǊŜǎǎƛƻƴΣ ƭƛƪŜ ǘƘŜ ŎƭƻǳŘǎΣ ǊŜŦǳǎŜŘ ǘƻ ƭƛŦǘέ (Motion, 

мффтΥ нплύΦ aƻǘƛƻƴΣ ƭƛƪŜ Ƙƛǎ ǇǊŜŘŜŎŜǎǎƻǊǎΣ ǘŀƪŜǎ YŜŀǘǎΩǎ ǎǘƻǊȅ ƻŦ ΨŘŜǇǊŜǎǎƛƻƴΩ ŦƻǊ 

granted without mentioning anything about his method of diagnosis. His 

assumption is also based on biographical events and literary texts. 

Likewise, Nicholas Roe in John Keats: A New Life (2012) extols the sensitive 

ǘǊŀƎƛŎ ŦƛƎǳǊŜ ƻŦ WƻƘƴ YŜŀǘǎΦ IŜ ǇǊƻǾƛŘŜǎ ŀ ŘŜǘŀƛƭŜŘ ŀŎŎƻǳƴǘ ŀōƻǳǘ YŜŀǘǎΩǎ ŜŀǊƭȅ 

childhood in London, his education and the circle of intellectual friends. He 

attempts to draw an image of Keats close to reality, introducing him as an ambitious 

Ƴŀƴ ŘǊƛǾŜƴ ōȅ ƎǊŜŀǘ Ǉŀǎǎƛƻƴ ŦƻǊ ǇƻŜǘǊȅ ōǳǘ ǾƛŎǘƛƳƛȊŜŘ ōȅ ΨŘƻǳōǘΩΣ ΨŘŜǎǇŀƛǊΩΣ 

ΨǎǳǎǇƛŎƛƻƴΩ ŀƴŘ ΨŦǊǳǎǘǊŀǘƛƻƴΩ όwƻŜΣ нлмнΥ нтсύΦ wƻŜ ŀŦŦƛǊƳǎ ǘƘŀǘ YŜŀǘǎΣ ŘǳǊƛƴƎ Ƙƛǎ 

ǎƘƻǊǘ ŀƴŘ ǇŀǘƘŜǘƛŎ ƭƛŦŜΣ ōŀǘǘƭŜŘ ΨŘŜǎǘǊǳŎǘƛǾŜ ƳƻƻŘǎΩ ŀƴŘ ΨƘƻǊǊƛōƭŜ ƳƻǊōƛŘƛǘȅ ƻŦ 

ǘŜƳǇŜǊŀƳŜƴǘΩ όwƻŜΣ нлмнΥ соύΦ IŜ ǾƛŜǿǎ YŜŀǘǎΩǎ ŘŜǇǊŜǎǎŜŘ ǎǘŀǘŜ ŦǊƻƳ ŀ ǎƻŎƛŀƭ 

perspective and suggests that it was familial in nature. He thinks that beside 

άDŜƻǊƎŜΩǎ ƳŀǊǊƛŀƎŜ ŀƴŘ ŘŜǇŀǊǘǳǊŜ ΧƘƛǎ ŘŜǇǊŜǎǎƛƻƴ ŀƭǎƻ ǎǘŜƳƳŜŘ ŦǊƻƳ ǘƘŜ 



 

15 
 

emotional and physical exhaustion of caring for ¢ƻƳέ όwƻŜΣ нлмнΥ нолύΦ IŜ ŀǊƎǳŜǎ 

ǘƘŀǘ YŜŀǘǎΩǎ άƳƻǊōƛŘ ǘŜƳǇŜǊŀƳŜƴǘ ǿŀǎ Ƙƛǎ ƎǊŜŀǘŜǎǘ ŜƴŜƳȅ ŀƴŘ ǎǘǳƳōƭƛƴƎ ōƭƻŎƪ 

ƳǳŎƘ ƳƻǊŜ ǘƘŀƴ ŘŜǇǊŜǎǎƛƻƴ ƻǊ ƭƻǿ ǎǇƛǊƛǘǎέ όwƻŜΣ нлмнΥ ǇǇ мст-168). He relates 

YŜŀǘǎΩǎ ƳƻǊōƛŘƛǘȅ ǘƻ Ƙƛǎ ǇŜǊǎƻƴŀƭ ŀƳōƛǘƛƻƴ ŀƴŘ ǎǳƎƎŜǎǘǎ ǘƘŀǘ YŜŀǘǎ άŦŜƭǘ ƘƛƳǎŜƭŦ 

ŦǊǳǎǘǊŀǘŜŘ ōȅ ǘƘŜ ǇǊŜƧǳŘƛŎŜ ƻŦ ƻǘƘŜǊǎ ŀƴŘ ƘŀƳǇŜǊŜŘ ōȅ Ƙƛǎ ƻǿƴ ǎŜƭŦ Řƻǳōǘέ όwƻŜΣ 

нлмнΥ мсуύΦ !ƭǘƘƻǳƎƘ wƻŜ ǳǎŜǎ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ŜȄǘŜƴǎƛǾŜƭȅ ƛƴ Ƙƛǎ ōƻƻƪ όŀǘ ƭŜŀǎǘ 

17 times), he uses it very loosely. His account does not go further than making 

assumptions depending on extracts from selections of letters and some opinions 

from friends and relatives. 

wΦ {Φ ²ƘƛǘŜΩǎ John Keats: A Literary Life όнлмнύ ƛǎ ŀ ǎǘǳŘȅ ƻŦ YŜŀǘǎΩǎ ƭƛǘŜǊŀǊȅ ƭƛŦŜ 

in which the author introduces Keats as an active and creative poet. In his research, 

White tries to find links between the life of Keats and his art, mainly the battle the 

ȅƻǳƴƎ Ƴŀƴ ŦƻǳƎƘǘ ōŜǘǿŜŜƴ ƳŜŘƛŎƛƴŜ ŀƴŘ ǇƻŜǘǊȅΦ Lƴ ǊŜƎŀǊŘ ǘƻ YŜŀǘǎΩǎ ƳŜƭŀƴŎƘƻƭȅΣ 

²ƘƛǘŜ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ άtendency to swing between moods of despairing depression 

ŀƴŘ ǎƻƳŜǘƘƛƴƎ ŎƭƻǎŜ ǘƻ ŜŎǎǘŀǎȅ ǿŀǎ ƪƴƻǿƴ ǘƻ YŜŀǘǎ ƘƛƳǎŜƭŦέ ό²ƘƛǘŜΣ нлмнΥмтоύΦ 

aƻǊŜƻǾŜǊΣ ƘŜ ŜǎǘŀōƭƛǎƘŜǎ ŀ ŎƻƴƴŜŎǘƛƻƴ ōŜǘǿŜŜƴ ΨŘŜǇǊŜǎǎƛƻƴΩ and illness; he believes 

ǘƘŀǘ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ǊŜǎǳƭǘǎ ŦǊƻm a realization of a core disease or ill health. 

²ƘƛǘŜ ǎǳƎƎŜǎǘǎ ǘƘŀǘ YŜŀǘǎ ƪƴƻǿǎ ŀōƻǳǘ Ƙƛǎ ƻǿƴ άŘŜǎŎŜƴǘ ƛƴǘƻ ŀ ƎŀǘƘŜǊƛƴƎ 

ŘŜǇǊŜǎǎƛƻƴ ŀǎ ƘŜ ŀǇǇŜŀǊǎ ǘƻ ōŜŎƻƳŜ ŀǿŀǊŜ ƻŦ Ƙƛǎ ƻǿƴ ŘŜŎƭƛƴƛƴƎ ƘŜŀƭǘƘ ŀƴŘ ŦƛǘƴŜǎǎέ 

(White, 2012:122). Thus, the poet works hard to lift such fits of lowness of spirit by 

writing: άǘƘǊƻǳƎƘ ŀƭƭ ǘƘŜ ƳƻǾŜǎ ŀƴŘ ōƻǳǘǎ ƻŦ ŘŜǇǊŜǎǎƛƻƴ ŀƴŘ ŜȄƘŀǳǎǘƛƻƴΣ YŜŀǘǎ ǎǘǳŎƪ 

ŀǘ ǘƘŜ ƳŀƳƳƻǘƘ ǘŀǎƪ ƻŦ ǿǊƛǘƛƴƎέ ό²ƘƛǘŜΣ нлмнΥтуύΦ  
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It can be clearly seen that most of YŜŀǘǎΩǎ ōƛƻƎǊŀǇƘŜǊǎ ŀǎǎǳƳŜ ǘƘŀǘ ƘŜ 

suffered fits of ΨŘŜǇǊŜǎǎƛƻƴΩ ōǳǘ ǘƘŜƛǊ approach is to read his texts at the face value, 

considering them as a transparent window to his mental states. They are not 

ǘƘƛƴƪƛƴƎ ŎŀǊŜŦǳƭƭȅ ƻŦ YŜŀǘǎΩǎ ǘŜȄǘǎ; they do not interrogate them as constructs that 

can be examined to find an answer of how he speaks about mood and mental states. 

They are just bound to the idea that Keats was a depressed person and he wrote 

depressed poetry. They look at his poetry to find evidence that supports their 

assumptions. 

In the fields of psychology and psychiatry, there are some studies that 

establish a relationship betwŜŜƴ YŜŀǘǎ ŀƴŘ ΨŘŜǇǊŜǎǎƛƻƴΩΦ ¢ƘŜǎŜ ǎǘǳŘƛŜǎ take 

different methods, for example the British psychiatrist Anthony Storr in The 

Dynamics of Creation (1972) contemplates the fundamental question: what pushes 

ŀǊǘƛǎǘǎ ǘƻ ǇǊƻŘǳŎŜ ƳŀǎǘŜǊǇƛŜŎŜǎΚ IŜ ŀǊƎǳŜǎ ǘƘŀǘ άŀ Ƴŀƴ ƳŀȅōŜ ŘǊƛǾŜƴ ǘƻ ǇǊƻŘǳŎŜ 

ŀƴ ƻǊƛƎƛƴŀƭ ŎƻƴŎŜǇǘƛƻƴ ōȅ Ƙƛǎ ƴŜŜŘ ǘƻ ŘŜŦŜƴŘ ƘƛƳǎŜƭŦ ŀƎŀƛƴǎǘ ŘŜǇǊŜǎǎƛƻƴέ ό{ǘƻǊǊΣ 

1972: 188). He believes that Keats, like many other creative figures, is motivated by 

ǘƘŜ άǿƛǎƘ ǘƻ ŎƻƳǇŜƴǎŀǘŜ ƛƴ ǇƘŀƴǘŀǎȅ ŦƻǊ ǿƘŀǘ ƘŜ ŦŜŜƭǎ ǘƻ ōŜ ƳƛǎǎƛƴƎ ƛƴ ǊŜŀƭƛǘȅέ 

ό{ǘƻǊǊΣ мфтнΥ мууύΦ {ǘƻǊǊ ŎƛǘŜǎ ǎƻƳŜ ǇŀǎǎŀƎŜǎ ŦǊƻƳ YŜŀǘǎΩǎ ƭŜǘǘŜǊǎ ǿǊƛǘǘŜƴ ǘƻ Ƙƛǎ 

friends complaining of uneasy states and diffƛŎǳƭǘ ƳƻƻŘǎΦ IŜ ǎŜŜǎ YŜŀǘǎΩǎ ŎƻƳǇƭŀƛƴǘ 

ƛǎ ŦŀƳƛƭƛŀǊ ǘƻ ǇǎȅŎƘƛŀǘǊƛǎǘǎ ōŜŎŀǳǎŜΣ άǎŎƘƛȊƻƛŘ ǇŜƻǇƭŜ Ŏƻƴǎǘŀƴǘƭȅ ŜŎƘƻ ƛǘέ ό{ǘƻǊǊΣ мфтнΥ 

220). Though the psychoanalyst is very aware of the connotations of the term 

ΨŘŜǇǊŜǎǎƛƻƴΩΣ ƘŜ ŀƭǎƻ ŘƻŜǎ ƴƻǘ Ŧƻƭƭƻǿ ŀ ŎƭŜŀǊ ƛƴǾŜǎtigative approach in his diagnosis 

ƻŦ YŜŀǘǎΩǎ ǎǘŀǘŜΦ [ƛƪŜ ǘƘŜ ōƛƻƎǊŀǇƘŜǊǎΣ ƘŜ ŘŜǇŜƴŘǎ ǎƻƭŜƭȅ ƻƴ YŜŀǘǎΩǎ ƭŜǘǘŜǊǎ ǘƻ 

comment on his state of mind. 
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!ƴƻǘƘŜǊ ǎǘǳŘȅ ǘƘŀǘ ŘƻŎǳƳŜƴǘǎ YŜŀǘǎΩǎ ŘŜǇǊŜǎǎƛƻƴ ƛǎ ǳƴŘŜǊǘŀƪŜƴ ōȅ bŀƴŎȅ 

Andreasen, an American neuropsychiatrist. Her book The Broken Brain: The 

Biological Revolution in Psychiatry (1984) deals with common psychiatric and 

mental disorders such as schizophrenia and depression. The book researches the 

links between the psychopathology and the brain physiology (structure and 

function). The book contains many allusions to famous people and literary figures 

who suffered mental disorders. She sees depression as an affective mental disorder 

caused by uncontrolled extremes of excessive unhappiness and associates it with 

ŎǊŜŀǘƛǾƛǘȅΦ {ƘŜ ƭƛǎǘǎ WƻƘƴ YŜŀǘǎ ŀƳƻƴƎ άƳŀƴȅ ƎǊŜŀǘ ƘƛǎǘƻǊƛŎŀƭ ŦƛƎǳǊŜǎ ƛƴ ŀ ǾŀǊƛŜǘȅ ƻŦ 

fields [who] have also suffered affective syndromes including Oliver Cromwell, 

Samuel Johnson, Abraham Lincoln, Robert Schumann, Martin Luther, John Keats, 

±ƛƴŎŜƴǘ ±ŀƴ DƻƎƘΣ wƻōŜǊǘ [ƻǿŜƭƭΣ {ȅƭǾƛŀ tƭŀǘƘ ŀƴŘ 9ǊƴŜǎǘ IŜƳƛƴƎǿŀȅέ ό!ƴŘǊŜŀǎŜƴΣ 

1984: 37). She neither states why she believes Keats suffered such mental illness, 

nor mentions anything about her sources. Her assumption is vague; she only 

believes it to be so because she links mental illness to a high level of creativity. 

Similarly, Kay Redfield Jamison, an American clinical psychologist, 

approaches the relationship between swings of mood and manic-depressive illness. 

Her book Touched with Fire: Manic-depressive Illness and the Artistic Temperament 

(1993) contains many case studies for figures from different disciplines whose 

creativity emerges from mild forms of mental illness. She argues that John Keats has 

been touched with the fire of manic-ŘŜǇǊŜǎǎƛǾŜ ƛƭƭƴŜǎǎΣ ǎǘŀǘƛƴƎ ǘƘŀǘ ƘŜ άǇǊƻōŀōƭȅ 

had milder forms of manic-depressive illness (cyclothemȅƛŀ ƻǊ ōƛǇƻƭŀǊ LL ŘƛǎƻǊŘŜǊύέ 

(Jamison, 1993: 72). Then she retracts this to announce that Keats died before it 

became clear what the ultimate severity and course of his mood disorder would 

http://en.wikipedia.org/wiki/Neuropsychiatry
http://en.wikipedia.org/wiki/Clinical_psychology
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have been (Jamison, 1993: 72). Her resources were not medical; they were 

fundamentally biographical, autobiographical and literary materials such as the 

accounǘǎ ŘŜƭƛǾŜǊŜŘ ōȅ YŜŀǘǎΩǎ ōǊƻǘƘŜǊ Tom to Benjamin Robert Haydon in which he 

ŘŜǎŎǊƛōŜǎ Ƙƛǎ ōǊƻǘƘŜǊ ŀǎ άǾƛƻƭŜƴǘ ŀƴŘ ǳƴƎƻǾŜǊƴŀōƭŜ ŀǎ ŀ ŎƘƛƭŘέ όIŀȅŘƻƴΣ мфслΥ млтύΦ 

His brƻǘƘŜǊ DŜƻǊƎŜ ŀƭǎƻ ƳŜƴǘƛƻƴŜŘ ǘƘŀǘ YŜŀǘǎ ǎǳŦŦŜǊŜŘ άŦǊƻƳ Ƴŀƴȅ ŀ ōƛǘǘŜǊ Ŧƛǘ ƻŦ 

ƘȅǇƻŎƘƻƴŘǊƛŀǎƳέ ŀƴŘ άƘƛǎ ƴŜǊǾƻǳǎΣ ƳƻǊōƛŘ ǘŜƳǇŜǊŀƳŜƴǘ ŀǘ ǘƛƳŜǎ ƭŜŘ ƘƛƳ ǘƻ 

ƳƛǎŎƻƴǎǘǊǳŜ ǘƘŜ ƳƻǘƛǾŜǎ ƻŦ Ƙƛǎ ōŜǎǘ ŦǊƛŜƴŘǎέ όaƛƭƴŜǎΣ мупуΥ поύΦ {ƘŜ ŀƭǎƻ ǊŜŦŜǊǎ ǘƻ 

YŜŀǘǎΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ƘƛƳǎŜƭŦ ŀǎ ƘŀǾƛƴƎ άƘƻǊǊƛŘ ƳƻǊōƛŘƛǘȅ ƻŦ ǘŜƳǇŜǊŀƳŜƴǘέ ŀƴŘ 

rapidly shifting moods (Jamison, 1993: 119). Hence, even the psychoanalysts who 

ŀǊŜ ŦŀƳƛƭƛŀǊ ǿƛǘƘ ǘƘŜ ǊŀƴƎŜǎ ŎƻǾŜǊŜŘ ōȅ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ Řƻ ƴƻǘ Ŧƻƭƭƻǿ ŀ 

medical methodology in their investigations ŀōƻǳǘ YŜŀǘǎΩǎ ƛǎǎǳŜΦ ¢ƘŜȅ ŀƭǎƻ ǊŜǎƻǊǘ ǘƻ 

biographical materials and literary remains such as letters and poems. Their 

ŀǇǇǊƻŀŎƘŜǎ ŀǊŜ ǉǳƛǘŜ ǎƛƳƛƭŀǊ ǘƻ ǘƘƻǎŜ ƻŦ YŜŀǘǎΩǎ ōƛƻƎǊŀǇƘŜǊǎΦ Actually Keats is 

recruited by those psychoanalysts as a typical depressed person. 

In the field of medical history, there are two recent important studies that 

associate Keats with nervousness (a condition that has been linked with depression 

ŘǳǊƛƴƎ ǘƘŜ ŜƛƎƘǘŜŜƴǘƘ ŎŜƴǘǳǊȅ ŘƛǎŎǳǎǎƛƻƴǎύΦ CƻǊ ŜȄŀƳǇƭŜΣ /ƭŀǊƪ [ŀǿƭƻǊΩǎ From 

Melancholy to Prozac: A History of Depression (2012) emphasizes the fact that 

depression has a dynamic history, and in order to understand its present status it is 

important to understand its history. He believes that our current understanding of 

ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ƛǎ ǘƘŜ ǇǊƻŘǳŎǘ ƻŦ ǘƘŜ ǇǊŜǾƛƻǳǎ ŎŜƴǘǳǊƛŜǎΩ ŎƻƴŎŜǇǘƛƻƴǎΦ IŜ 

points out that during the RƻƳŀƴǘƛŎ ǇŜǊƛƻŘΣ ǇƻŜǘǎ ǎǳŦŦŜǊŜŘ ŦǊƻƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀƴŘ 

used it in their poetry such as Charlotte Smith (1749-1806). As for Keats, Lawlor is 

ŎŀǊŜŦǳƭ ƴƻǘ ǘƻ ǳǎŜ ǘƘŜ ǿƻǊŘ ΨŘŜǇǊŜǎǎƛƻƴΩ ƛƴ Ƙƛǎ ŘŜǎŎǊƛption of Keats. Instead, he uses 
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contemporary ǘŜǊƳǎ ǎǳŎƘ ŀǎ ΨƳŜƭŀƴŎƘƻƭƛŀΩ ŀƴŘ ΨƴŜǊǾƻǳǎƴŜǎǎΩ ǘƻ ŘŜǇƛŎǘ ǘƘŜ 

ǇǎȅŎƘƻƭƻƎƛŎŀƭ ŀǎǇŜŎǘǎ ƻŦ ǘƘŜ ȅƻǳƴƎ ǇƻŜǘΦ CƻǊ ŜȄŀƳǇƭŜΣ ƘŜ ŀǎǎƻŎƛŀǘŜǎ YŜŀǘǎΩǎ 

melancholia with nervousness and considers his literature as a good representation 

ƻŦ ǘƘƛǎ ǎǘŀǘŜΦ IŜ ōŜƭƛŜǾŜǎ ǘƘŀǘ ǘƘŜ ǇƻŜǘ άǎǳŦŦŜǊŜŘ ōŀŘƭȅ ŦǊƻƳ ƳŜƭŀƴŎƘƻƭƛŀ ŀƴŘ 

associated physical problems ς YŜŀǘǎΩǎ ΨƴŜǊǾŜǎΩ ǿŜǊŜ ǇŀǊǘƭȅ ŀ ǇǊƻŘǳŎǘ ƻŦ Ƙƛǎ 

ŎƻƴǎǳƳǇǘƛǾŜ ƛƭƭƴŜǎǎέ ό[ŀǿƭƻǊΣ нлмнΥ ффύΦ  

The other study that assocƛŀǘŜǎ YŜŀǘǎ ǿƛǘƘ ƴŜǊǾƻǳǎƴŜǎǎ ƛǎ IŜŀǘƘŜǊ .ŜŀǘǘȅΩǎ 

Nervous Disease in Late Eighteenth-Century Britain: The Reality of a Fashionable 

Disorder (2012). She examines the experience of suffering from nervousness as a 

ƳŜŘƛŎŀƭ ƛǎǎǳŜ ŘǳǊƛƴƎ ǘƘŜ ŜƛƎƘǘŜŜƴǘƘ ŎŜƴǘǳǊȅΦ {ƘŜ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ ǘŜǊƳ ΨƴŜǊǾƻǳǎ 

ŘƛǎŜŀǎŜΩ ŎƻǾŜǊǎ ŀ ǾŜǊȅ ōǊƻŀŘ ŀǊŜŀ ǘƘŀǘ ƛƴŎƭǳŘŜǎ ǎǘŀǘŜǎ ǎǳŎƘ ŀǎΥ ǘƘŜ ŎƻƴŘƛǘƛƻƴǎ ƻŦ 

hysteria, hypochondria ŀƴŘ ƳŜƭŀƴŎƘƻƭȅΦ Lƴ ǊŜƎŀǊŘ ǘƻ YŜŀǘǎΣ ǎƘŜ ǎǘŀǘŜǎ ǘƘŀǘ άǘƘŜ 

ƳŜŘƛŎŀƭƭȅ ǘǊŀƛƴŜŘ WƻƘƴ YŜŀǘǎ ŎƻƳǇƭŀƛƴŜŘ ƛƴ Ƙƛǎ ǇŜǊǎƻƴŀƭ ƭŜǘǘŜǊǎ ǘƘŀǘ ƘŜ ǿŀǎ ΨǾŜǊȅ 

ƴŜǊǾƻǳǎΩΣ ŀƴŘ ŀŎƪƴƻǿƭŜŘƎŜŘ ǘƻ Ƙƛǎ ǎƛǎǘŜǊ ƛƴ мунл ǘƘŀǘ ƘŜ ǿŀǎ ǎǳŦŦŜǊƛƴƎ ŦǊƻƳ 

ΨƴŜǊǾƻǳǎ ƛǊǊƛǘŀōƛƭƛǘȅΩ ŀƴŘ ΨŀƴȄƛŜǘȅ ƻŦ ƳƛƴŘΩ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ΨǘƘŜ ǘƻƻ ƎǊŜŀǘ ŜȄŎƛǘŜƳŜƴǘ 

ƻŦ ǇƻŜǘǊȅΩέ ό.ŜŀǘǘȅΣ нлмнΥ мтсύΦ IŜǊ ǎƻǳǊŎŜ ƳŀǘŜǊƛŀƭǎ ŀǊŜ Ƴŀƛƴƭȅ YŜŀǘǎΩǎ ƭŜǘǘŜǊǎ 

which were written by a person who received medical training that enables him to 

give a sensible diagnosis. In order to tell a history of mental illnesses, both Clark and 

Beatty seem to be very careful about terminology; they attempt to use historically 

correct terminology. For instance, when speaking about Keats, they use the terms 

ΨƴŜǊǾŜǎΩ ŀƴŘ ΨƴŜǊǾƻǳǎƴŜǎǎΩ ŀǎ ǎȅƴƻƴȅƳǎ ŦƻǊ ΨƳŜƭŀƴŎƘƻƭȅΩ ƛƴǎǘŜŀŘ ƻŦ ΨŘŜǇǊŜǎǎƛƻƴΩΦ 

But they also look at him through his poems and letters in order to find evidence for 

these negative mental states. 
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Lƴ ǘƘŜ ŦƛŜƭŘ ƻŦ ƭƛǘŜǊŀǊȅ ŎǊƛǘƛŎƛǎƳΣ Ƴŀƴȅ ƻŦ YŜŀǘǎΩǎ ǎŎƘƻƭŀǊǎ ōŜƎŀƴ ǘƻ ǎƘƻǿ ƭŜǎǎ 

interest in the story of depression. AlǘƘƻǳƎƘ YŜŀǘǎΩǎ ōƛƻƎǊŀǇƘŜǊǎ ŎƻƴǘƛƴǳŜ ǘƻ ŘŜŀƭ 

with the story of his depression as factual, later critics seem to stop favouring this 

established view in their critical writings. However, I will bring it back into focus by 

thinking about how it was represented in their critical works. Some of the critical 

studies still pass judgment on a biographical basis. In the following account, I will 

consider those who still write in favour of Keats depression and see it reflected in 

his works. They examine YŜŀǘǎΩǎ ŘŜǇǊŜǎǎƛǾŜ ǇƻŜǘǊȅ ŦǊƻƳ ŘƛŦŦŜǊŜƴǘ standpoints. Some 

of them apply psychological theories such as those of Sigmund Freud (1856 ς 1939) 

and Carl Jung (1875 ς 1961) to the poems to find evidence of disturbed mental 

states. Another group of critics associate some symptoms of current research and 

ŀǇǇƭȅ ǘƘŜƳ ǊŜǘǊƻǎǇŜŎǘƛǾŜƭȅ ǘƻ YŜŀǘǎΩǎ ǿƻǊƪǎΦ CƻǊ ŜȄŀƳǇƭŜΣ YŀǘƘŀǊƛƴŜ aŀǊƎŀǊŜǘ 

Wilson in her psychological study, The Nightingale and the Hawk: A Psychological 

Study of Keats' Ode όмфспύ ŀǇǇƭƛŜǎ /Φ DΦ WǳƴƎΩǎ ŦƛƴŘƛƴƎǎ ǘƻ ǎƻƳŜ ƻŦ YŜŀǘǎΩǎ ǇƻŜƳǎΦ 

{ƘŜ ŀǊƎǳŜǎ ǘƘŀǘ άYŜŀǘǎ ǿŀǎ ǎǳōƧŜŎǘ ǘƻ ŘŜǇǊŜǎǎƛƻƴ ŦƻǊ ƛƴǿŀǊŘ ǊŜŀǎƻƴǎέ ό²ƛƭǎƻƴΣ мфспΥ 

млоύΦ {ƘŜ ŘƛǎŀƎǊŜŜǎ ǿƛǘƘ ǘƘƻǎŜ ǿƘƻ ŀǘǘǊƛōǳǘŜ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ǘƻ ŜȄǘŜǊƴŀƭ 

circumstances. She thinks that if the external circumstances are the main cause 

ōŜƘƛƴŘ Ƙƛǎ ΨŘŜǇǊŜǎǎƛƻƴΩΣ άƛǘ Ƴǳǎǘ ƘŀǾŜ ōŜŜƴ ōŜŎŀǳǎŜ ǘƘŜȅ ǎǘƛǊǊŜŘ ǳǇ ŀ ŦŀǊ-reaching 

ƛƴƴŜǊ ŎƻƴŦƭƛŎǘέ ό²ƛƭǎƻƴΣ мфспΥ млоύΦ IŜǊ ŜǾƛŘŜƴŎŜ ƛǎ ŀƭǎƻ ŘŜǊƛǾŜŘ ŦǊƻƳ ƭƛǘŜǊŀǊȅ ǘŜȄǘǎΦ 

{ƛƳƛƭŀǊƭȅΣ wƻōŜǊǘ wƻƎŜǊǎ ƛƴ άYŜŀǘǎϥǎ {ǘǊŜƴǳƻǳǎ ¢ƻƴƎǳŜΥ ! {ǘǳŘȅ ƻŦ ΨhŘŜ on 

aŜƭŀƴŎƘƻƭȅΩέ όмфстύ ŜȄŀƳƛƴŜǎ ǘƘŜ ƴŀǘǳǊŜ ƻŦ ƳŜƭŀƴŎƘƻƭȅ ƛƴ YŜŀǘǎΩǎ ŦŀƳƻǳǎ ƻŘŜΦ IŜ 

ŀǇǇƭƛŜǎ ǎƻƳŜ ƻŦ CǊŜǳŘΩǎ ǇǎȅŎƘƻŀƴŀƭȅǘƛŎŀƭ ǘƘŜƻǊƛŜǎΣ Ƴŀƛƴƭȅ ǘƘƻǎŜ ǿƘƛŎƘ ƻǳǘƭƛƴŜ ǘƘŜ 

ǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ ƭƻǎǎ ŀƴŘ ƳŜƭŀƴŎƘƻƭȅ ǘƻ YŜŀǘǎΩǎ ǇƻŜƳΦ IŜ ōŜƭƛŜǾŜǎ ǘƘŀǘ ƳŜƭŀƴŎƘƻƭȅ 

occupies ŀ ŎŜƴǘǊŀƭ ǇƭŀŎŜ ƛƴ YŜŀǘǎΩǎ ƭƛŦŜ ŀƴŘ ǇǊƻŘǳŎǘƛǾƛǘȅΦ IŜ ƘƻƭŘǎ ǘƘŀǘ 
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άƳŜƭŀƴŎƘƻƭƛŀŎǎ ŀǊŜ ƻŦǘŜƴ ŘŜǎŎǊƛōŜŘ ŀǎ ΨƭƻǾŜ ŀŘŘƛŎǘǎΩΧ ŀƴŘ ǿƘŜƴ ǘƘŜȅ ŦŜŜƭ 

abandoned their rage turns inward because their love is fundamentally narcissistic 

and introjected. This rage in turn cǊŜŀǘŜǎ ŘŜǇǊŜǎǎƛƻƴέ όwƻƎŜǊǎΣ мфстΥ уύΦ aƻǊŜƻǾŜǊΣ 

ƘŜ ǎŜŜǎ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀǎ ŀ ǊŜŀŎǘƛƻƴ ǘƻ ŀ ŎƘŀƛƴ ƻŦ ǘǊŀƎƛŎ ŜǾŜƴǘǎ ǿƘƛŎƘ ǇǊƻǾƛŘŜ 

άŦǊǳƛǘŦǳƭ ƎǊƻǳƴŘ ŦƻǊ ǘƘŜ ǇǊŜŎƛǇƛǘŀǘƛƻƴ ƻŦ ŀ ƳŀƴƛŎ-depressive orientation to life and 

ƭƻǾŜέ όwƻƎŜǊǎΣ мфстΥ фύΦ !ƭǘƘƻǳƎƘ ƘŜ ǳǎŜǎ ƳŜŘƛŎŀƭ ǘŜǊƳǎ ǎǳŎƘ ŀǎ ΨŘŜǇǊŜǎǎƛƻƴ ŀƴŘ 

ƳŀƴƛŎΩΣ ƘŜ ŘƻŜǎ ƴƻǘ ǇǊƻǾƛŘŜ ŀƴȅ ƳŜŘƛŎŀƭ ǇǊƻƻŦ ƛƴ Ƙƛǎ ŘƛŀƎƴƻǎƛǎΦ IŜ Ƨǳǎǘ ŀǇǇƭƛŜǎ 

psychological rules and theories to literary texts. 

Another study by Alethea Hayter Opium and the Romantic Imagination 

(1968) examines some of the works of prominent writers in relation to opium taking. 

She attempts to find out whether opium influences literary production or not. She 

ƳŜƴǘƛƻƴǎ ǘƘŀǘ YŜŀǘǎ ǿƘƻ ƛǎ ŀ ǉǳŀƭƛŦƛŜŘ ŘƻŎǘƻǊ ǿŀǎ ǘŀƪƛƴƎ ƭŀǳŘŀƴǳƳ άǘƻ ǎǿƛǘŎƘ ƻŦŦ 

not only the phyǎƛŎŀƭ ǇŀƛƴΣ ōǳǘ ŀƭǎƻ ǘƘŜ ƳŜƴǘŀƭ ƳƛǎŜǊȅέ όIŀȅǘŜǊΣ мфсуΥ омсύΦ Lǘ ƛǎ ƴƻǘ 

ŎƭŜŀǊ ǿƘŀǘ ǎƘŜ ƳŜŀƴǎ ōȅ άƳŜƴǘŀƭ ƳƛǎŜǊȅέΤ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ǎƻǳƴŘǎ ƛƳǇǊŜŎƛǎŜ ŀƴŘ Ŏŀƴ 

be interpreted differently. It could be a serious medical issue, or an intense 

emotional state. Her approach to Keats also takes the path of literary investigation. 

{ǘŜǇƘŜƴ wŜƛŘΣ ƛƴ Ƙƛǎ ŀǊǘƛŎƭŜ άYŜŀǘǎΩǎ 5ŜǇǊŜǎǎƛǾŜ tƻŜǘǊȅέ όмфтмύΣ ƻŦŦŜǊǎ ŀ ƴŜǿ ǘƘŜƻǊȅ 

ƻŦ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ǿƘƛŎƘ ǎƻǳƴŘǎ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ƛƴ ƴŀǘǳǊŜΦ IŜ ŀǊƎǳŜǎ ǘƘŀǘ 

άŘŜǇǊŜǎǎƛƻƴ ƛǎ ǘƘŜ ǊŜǎǳƭǘ ƻŦ YŜŀǘǎΩǎ ƛƴǘŜƴǎŜ ŀǿŀǊŜƴŜǎǎ ƻŦ Ƴǳǘŀōƛƭƛǘȅέ όwŜƛŘΣ мфтмΥ 

офтύΦ IŜ ŀƭǎƻ ǎǘŀǘŜǎ ǘƘŀǘ YŜŀǘǎΩǎ άƻōǎŜǎǎƛǾŜ ŎƻƴŎŜǊƴ ǿƛǘƘ ǘƘŜ ŦŀŘƛƴƎ ƻŦ ōŜŀǳǘȅ- with 

the fact that he cannot look at that which is both beautiful and mortal without 

ōŜŎƻƳƛƴƎ ŘŜǇǊŜǎǎŜŘέ όwŜƛŘΣ мфтмΥ офуύΦ ¢ƻ support his argument, Reid finds 

ŜǾƛŘŜƴŎŜ ƛƴ YŜŀǘǎΩǎ ŘŜǇǊŜǎǎƛǾŜ ǘƻƴŜ ƛƴ ǎƻƳŜ ǇƻŜƳǎΣ ƴŀƳŜƭȅ ǘƘŜ ƻŘŜǎ ƻŦ !ǇǊƛƭ-May 

мумфΦ IŜ ǎŜŜǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀǎ ǘƘŜ ŀŎǘǳŀƭ ǎǳōƧŜŎǘ ƻŦ YŜŀǘǎΩǎ hŘŜǎΤ ǘƘŜȅ άǊŜŎƻǊŘ ŀ 
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more acute awareness of depression than anything he had thus ŦŀǊ ǿǊƛǘǘŜƴέ όwŜƛŘΣ 

1971: 417). The study is interesting; it shows poetry as an authentic representation 

ƻŦ ΨŘŜǇǊŜǎǎƛƻƴΩΦ .ǳǘ ƻƴŜ Ǉƻƛƴǘ ƻŦ ŎǊƛǘƛŎƛǎƳ Ŏŀƴ ōŜ ƳŀŘŜ ŀƎŀƛƴǎǘ ƛǘΥ ǿŜ Ŏŀƴƴƻǘ ǘŀƪŜ 

ǘƘŜǎŜ ŘŜǇǊŜǎǎƛǾŜ ǘƻƴŜǎ ŀǎ YŜŀǘǎΩǎ ƻǿƴ ǘƻƴŜǎΤ ǘƘŜȅ Ƴŀȅ ǊŀǘƘŜǊ ōŜƭƻƴƎ to his poetic 

personas. 

Donald C. Goellnicht, The Poet-Physician: Keats and Medical Science (1984), 

ǇƻƴŘŜǊǎ ǘƘŜ ƛƴŦƭǳŜƴŎŜ ƻŦ ǎŎƛŜƴŎŜ ŀƴŘ ƳŜŘƛŎƛƴŜ ƻƴ YŜŀǘǎΩǎ ǿǊƛǘƛƴƎǎΦ IŜ ƛƴǾŜǎǘƛƎŀǘŜǎ 

the medical thought of the day to prove the fundamental influence of the medical 

ǘǊŀƛƴƛƴƎ ƻƴ Ƙƛǎ ǇƻŜǘǊȅΦ IŜ ǎǘŀǘŜǎ ǘƘŀǘ άYŜŀǘǎ ǊŜŀƭƛȊŜǎ ǘƘŀǘΣ ƛƴ ƻǊŘŜǊ ǘƻ ōŜŎƻƳŜ ǘƘŜ 

poet-physician of society, he must first heal his own spirit of its violent vacillations 

ōŜǘǿŜŜƴ ŘŜǇǊŜǎǎƛƻƴ ŀƴŘ ŦŜǾŜǊŜŘ ǇƻŜǘƛŎ ǘǊŀƴŎŜǎέ όGoellnicht, 1984: 212). He argues 

ǘƘŀǘ ǘƘŜ ǇƻŜǘǊȅ ƻŦ WƻƘƴ YŜŀǘǎ ǊŜŎƻǊŘǎ Ƙƛǎ ŘŜŜǇ ŀƴŘ άƳŜƭŀƴŎƘƻƭƛŎ ŘŜǇǊŜǎǎƛƻƴέΦ 

Goellnicht ōŜƭƛŜǾŜǎ ǘƘŀǘ ŦƻǊ YŜŀǘǎ ǘƘŜ άŎǊŜŀǘƛǾŜ ŀŎǘέ ƛǎ ƭƛƪŜ ŀ Ŧƛǘ ƻŦ άŦǊŜƴȊƛŜŘ ŦŜǾŜǊέ 

ǘƘŀǘ ōǊƛƴƎǎ ƘƛƳ ǊŜƭƛŜŦ ŦǊƻƳ Ƙƛǎ άƴŜǊǾƻǳǎ ƳƻƻŘǎ ƻŦ ŘŜǇǊŜǎǎƛƻƴέΣ ŀƴŘ άǘƘŜǊŜ ƛǎ ƴƻ 

doubt that Keats needed these fever fits to create poetry and to relieve him from 

ƳŜƭŀƴŎƘƻƭƛŎ ŘŜǇǊŜǎǎƛƻƴέ όGoellnicht, 1984: 200-203). Though the book is about 

YŜŀǘǎ ŀƴŘ ƳŜŘƛŎŀƭ ǎŎƛŜƴŎŜΣ ǘƘŜ ǿǊƛǘŜǊ ŘƻŜǎ ƴƻǘ ŀǇǇǊƻŀŎƘ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ 

medically. He also depends heavily on literary materials such as poems and letters. 

wƻƎŜǊ ²ŀƭǘŜǊǎ ƛƴ άYŜŀǘǎ ŀƴŘ /ȅŎƭƻǘƘȅƳƛŀέ όмфууύ, researches the swings of mood in 

YŜŀǘǎΩǎ ƭƛǘŜǊŀǊȅ ŎŀǊŜŜǊΦ IŜ ǎǳƎƎŜǎǘǎ ǘƘŀǘ άYŜŀǘǎ ǎǳŦŦŜǊŜŘ ŦǊƻƳ ŎȅŎƭƻǘƘȅƳƛŀέΣ ǿƘƛŎƘ 

άƛǎ ŀ ƳƛƭŘ ŦƻǊƳ ƻŦ ƳŀƴƛŎ ŘŜǇǊŜǎǎƛƻƴ ǿƘƛŎƘ ǇǊƻŘǳŎŜǎ ǎǿƛƴƎǎ ƻŦ ƳƻƻŘέ ό²ŀƭǘŜǊǎΣ мфууΥ 

тлύΦ Iƛǎ ŜǾƛŘŜƴŎŜ ƛǎ ōŀǎŜŘ ƻƴ YŜŀǘǎΩǎ ƻǳǘǇǳǘ ƻŦ ǇƻŜǘǊȅ ŀǎ ǿŜƭƭ ŀǎ ƛƴŎƛŘŜƴŎŜ ƻŦ Ƙƛǎ 

ŘŜǇǊŜǎǎƛǾŜ ǇŜǊƛƻŘǎΦ IŜ ŀǊƎǳŜǎ ǘƘŀǘ YŜŀǘǎΩǎ άŘŜǇǊŜǎǎƛǾŜ ǇŜǊƛƻŘǎέ ƛƴŦƭǳŜƴŎŜŘ ǘƘŜ 

ƻǳǘǇǳǘ ƻŦ Ƙƛǎ ǇƻŜǘǊȅΣ ŀƴŘ άǘƘŜ ƭƛǘŜǊŀǊȅ ǉǳŀƭƛǘȅ ƻŦ Ƙƛǎ ǇƻŜƳǎ ŀƴŘ ƭŜǘǘŜǊǎέΣ ƛƴ ŀŘŘƛǘƛƻƴ 
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ǘƻ άǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ Ƙƛǎ ƛŘŜŀǎέ ό²ŀƭǘŜǊǎΣ мфууΥ тлύΦ IŜ ŎƻƴŎƭǳŘŜǎ ǘƘŀǘ ǘƘŜǊŜ ŀǊŜ 

άǘƛƳŜǎ ƻŦ ƘƛƎƘ ǇƻŜǘƛŎ ƻǳǘǇǳǘ ǿƘƛŎƘ Ƴŀȅ ŀƭǎƻ ƘŀǾŜ ōŜŜƴ ƘȅǇƻƳŀƴƛŎ ǇŜǊƛƻŘǎέ 

(Walters, 1988: 76). His approach is to investigate KeŀǘǎΩǎ ƭŜǘǘŜǊǎ ǘƻ ŦƛƴŘ ǿƘŀǘ ǘƘŜ 

poet says about himself and how he describes his moods. Again, the evidence is 

fundamentally autobiographical material. Kelvin Everest in his book English 

Romantic Poetry όмффлύ ŘŜǎŎǊƛōŜǎ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀǎ ŀ ŎǳƭƳƛƴŀǘƛƻƴ of many 

factors: sickness, loss, family deaths and the futility of his poetic career. He also 

ƘƛƎƘƭƛƎƘǘǎ ǘƘŜ Ƙƻǎǘƛƭƛǘȅ ƻŦ ǘƘŜ ŎƻƴǘŜƳǇƻǊŀǊȅ ŎǊƛǘƛŎǎ ǘƻǿŀǊŘǎ YŜŀǘǎΩǎ ǿƻǊƪǎ ǿƘƛŎƘ 

ƛƴǘŜƴǎƛŦƛŜǎ Ƙƛǎ ǎǘŀǘŜ ƻŦ ΨŘŜǇǊŜǎǎƛƻƴΩΤ ƘŜ ǎŀȅǎ ǘƘŀǘ άYŜŀǘǎΣ ŀƭǊŜŀŘȅ ŀ ǾŜǊȅ ǎƛŎƪ man, 

probably felt that the hostile reviews confirmed the failure and futility of his poetic 

ŎŀǊŜŜǊΣ ŀƴŘ ŀƭƭƻǿŜŘ ǘƘŜƳ ǘƻ ŘŜŜǇŜƴ ǘƘŜ ŘŜǇǊŜǎǎƛƻƴ ƻŦ Ƙƛǎ ƭŀǎǘ ƳƻƴǘƘǎέ ό9ǾŜǊŜǎǘΣ 

1990: 85). Though he accounts various factors in his assumption, he could not avoid 

ŜŎƘƻƛƴƎ ǿƘŀǘ YŜŀǘǎΩǎ ōƛƻƎǊŀǇƘŜǊǎ have already mentioned. 

hƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ ǊŜŎŜƴǘ ǊŜǎŜŀǊŎƘ ƻƴ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ Ƙŀǎ ǘŀƪŜƴ ŀ 

ƳŜŘƛŎŀƭ ǊƻǳǘŜΦ {ǳȊŀƴ [Φ 5ŀǾƛǎ ƛƴ ƘŜǊ ŀǊǘƛŎƭŜ άWƻƘƴ YŜŀǘǎ ŀƴŘ Ψ¢ƘŜ tƻƛǎƻƴΩΥ ±ŜƴŜǊŜŀƭ 

ƻǊ aŜǊŎǳǊƛŀƭΚέ όнллпύ ǎǇŜŀƪǎ ƻŦ YŜŀǘǎΩǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ƳŜǊŎǳǊȅ ǇƻƛǎƻƴƛƴƎΦ 

Her evidence is mainly some physical and mental symptoms which are associated 

with mercury intake. She believes that the poet began to show many symptoms of 

ƳŜǊŎǳǊȅ ǇƻƛǎƻƴƛƴƎ ƛƴ Ƙƛǎ Ŧƛƴŀƭ ȅŜŀǊ ŀƴŘ ΨŘŜǇǊŜǎǎƛƻƴΩ ǿŀs one of these symptoms. 

{ƘŜ ǎŀȅǎ ǘƘŀǘ άƛƴ ŀŘŘƛǘƛƻƴ ǘƻ ŀ ǇƭŜǘƘƻǊŀ ƻŦ ǇƘȅǎƛŎŀƭ ǎȅƳǇǘƻƳǎΣ ƳŜǊŎǳǊȅ ǇƻƛǎƻƴƛƴƎ 

produces neuropsychiatric symptoms including depression, irritability, insomnia, 

ƘŀƭƭǳŎƛƴŀǘƛƻƴǎΣ ǇŀǊŀƴƻƛŀΣ ŀƴŘ ǎǳƛŎƛŘŀƭ ƎŜǎǘǳǊŜǎέ ό5ŀǾƛǎΣ нллпΥ ус-96). Though 

ƳŜŘƛŎŀƭ ƛƴǾŜǎǘƛƎŀǘƛƻƴ ǊŜǉǳƛǊŜǎ ǎƻƭƛŘ ǇǊƻƻŦΣ ƘŜǊ ŘƛŀƎƴƻǎƛǎ ƛǎ ōŀǎŜŘ ƻƴ YŜŀǘǎΩǎ ǎǘƻǊȅ ƻŦ 

ŘƻǎƛƴƎ ƘƛƳǎŜƭŦ ǿƛǘƘ ƳŜǊŎǳǊȅ ǇǊƻōŀōƭȅ ŦƻǊ ŀ ǾŜƴŜǊŜŀƭ ŘƛǎŜŀǎŜΦ {ƛƳƛƭŀǊƭȅΣ !Ƴȅ [ŜŀƭΩǎ 
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ŀǊǘƛŎƭŜ ά²Ƙƻ YƛƭƭŜŘ WƻƘƴ YŜŀǘǎΚέ όнллтύ ƛƴǾŜǎǘƛƎŀǘŜǎ ǘƘŜ ǊŜŀǎƻƴǎ ōŜƘƛƴŘ YŜŀǘǎΩǎ 

mysterious and premature death. The possibility of being killed by mercury is also 

considered but not highly emphasized. She believes that Keats was a very skilled 

diagnostician and his awareness of the strange numbness, heart palpitations, and 

the spitting of arterial blood arose out of his solid medical training. She confirms 

that Keats knew ƻŦ Ƙƛǎ ΨŘŜǇǊŜǎǎƛǾŜ ǎǘŀǘŜΩ ŀƴŘ ƘŜ ŀǘǘǊƛōǳǘŜŘ Ƙƛǎ ƛƭƭ ƘŜŀƭǘƘ ǘƻ άǘƻƻ 

much reading and depression ς ŀ ŎƻƳƳƻƴ ǘƘŜƻǊȅ ƻŦ ƴŜǊǾƻǳǎ ŘƛǎŜŀǎŜǎ ŀǘ ǘƘŜ ǘƛƳŜέ 

(Leal, 2007: 4). [ƛƪŜ Ƴŀƴȅ ƻŦ YŜŀǘǎΩǎ ǊŜǎŜŀǊŎƘŜǊǎΣ ǎƘŜ ŀƭǎƻ ǊŜƭƛŜǎ ƻƴ YŜŀǘǎΩǎ ƭŜǘǘŜǊǎ ǘƻ 

ǘŀƪŜ YŜŀǘǎΩǎ ŎƻƳƳŜƴǘ ƻƴ Ƙƛǎ ƳŜƴǘŀƭ ǎǘŀǘŜ ŀƴŘ Ƙƛǎ ǎǳǎǇƛŎƛƻƴǎ ƻŦ ǇƻƛǎƻƴƛƴƎ ǿƘƛŎƘ 

ǇƭŀƎǳŜŘ ƘƛƳ ŘǳǊƛƴƎ Ƙƛǎ Ŧƛƴŀƭ ƳƻƴǘƘǎ ŀǎ ŀ ǎƻƭƛŘ ǇǊƻƻŦ ƻŦ Ƙƛǎ ΨŘŜǇǊŜǎǎƛƻƴΩΦ  

From what have been surveyed above, we see that there is a long tradition 

among KeatǎΩǎ ŎǊƛǘƛŎǎ ŀƴŘ ǊŜǎŜŀǊŎƘŜǊǎ ǘƻ ƳŜƴǘƛƻƴ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ƛƴ ǘƘŜƛǊ 

discussions of Keats. They either depend on biographical and autobiographical 

events or literary materials (poems and letters) in their claims that Keats suffered 

ŦǊƻƳ ΨŘŜǇǊŜǎǎƛǾŜ ǎǘŀǘŜǎΩΦ ¢Ƙƛǎ ǎŜŎǘƛƻƴ Ƙŀǎ ǊŀƛǎŜŘ ǎƻƳŜ ǉǳŜǎǘƛƻƴǎ ǘƘŀǘ L ǿƛƭƭ ŀǘǘŜƳǇǘ 

ǘƻ ŦƛƴŘ ŀƴ ŀƴǎǿŜǊ ŦƻǊΦ CƻǊ ŜȄŀƳǇƭŜΣ Ƴƻǎǘ ƻŦ ǘƘŜǎŜ ǎǘǳŘƛŜǎ ŜȄŀƳƛƴŜŘ YŜŀǘǎΩǎ ǿƻǊƪǎ ǘƻ 

find evidence for such states; none of them looked at his language to see how the 

poet speaks about these depressive states in his works. My study will be different; I 

will examine his poetic language to see how he represents sadness and melancholy 

όŘŜǇǊŜǎǎƛƻƴύΦ aȅ Ǝƻŀƭ ƛǎ ǘƻ ǊŜŀŘ YŜŀǘǎΩǎ ǇƻŜƳǎ ƴƻǘ ŀǎ ŀ ŘƛǊŜŎǘ window into his 

negative mental state, but rather by looking at how he uses language, particularly 

metaphors, to construct these negative mental states. My method of investigation 

ƛǎ ǘƻ ŀǇǇǊƻŀŎƘ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ƭŀƴƎǳŀƎŜ ŦǊƻƳ a cognitive perspective. But at 

ǘƘƛǎ ǎǘŀƎŜΣ ƛǘ ƛǎ ƛƳǇƻǊǘŀƴǘ ǘƻ ƘŀǾŜ ŀƴ ƛŘŜŀ ŀōƻǳǘ ǘƘŜ ƘƛǎǘƻǊȅ ƻŦ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ 
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ŀƴŘ Ƙƻǿ ƛǘ ŜǾƻƭǾŜŘ ŦǊƻƳ ΨƳŜƭŀƴŎƘƻƭȅΩΦ ¢Ƙƛǎ ǿƛƭƭ ƘŜƭǇ ƳŜ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ƳŜŀƴƛƴƎ 

and the implication of the term down the ages up to the nineteenth century the 

period in which Keats composed his poetry. In the following section, I will briefly 

survey the meaning of depression in history and its emergence in the discourse of 

mental states. 

1.3 Depression in History 

This section presents a historical survey of the development of the term 

ΨŘŜǇǊŜǎǎƛƻƴΩΦ ¢ƘŜ ǎǳǊǾŜȅ ŘǊŀǿǎ ǿƛŘŜƭȅ ŦǊƻƳ ǎǘǳŘƛŜǎ ǿǊƛǘǘŜƴ ƛƴ ǘƘƛǎ ŀǊŜŀ ƛƴŎƭǳŘƛƴƎΥ 

Arthur Kleinman and Byron Good, Culture and Depression (1985) which is a 

multidisciplinary study that involves anthropology, psychiatry and psychology. It 

examines the way of structuring and conceptualizing sadness and depression 

culturally. Stanley W. Jackson, Melancholia and Depression from Hippocratic Times 

to Modern Times (1986), is a comprehensive study which presents the way different 

societies viewed melancholia and depression over the centuries. Jennifer Radden, 

The Nature of Melancholy from Aristotle to Kristeva (2000) is an anthology of texts 

which are written on the nature of melancholy and depression across history. Roy 

tƻǊǘŜǊΩǎ Madness: A Brief History (2002) historicizes madness and its different 

ǇŜǊŎŜǇǘƛƻƴǎ ŀƴŘ ǘƘŜ ǿŀȅǎ ƻŦ ǘǊŜŀǘƳŜƴǘΦ /ƭŀǊƪ [ŀǿƭƻǊΩǎ From Melancholy to Prozac: 

A History of Depression (2012) looks back at how melancholy and depression have 

been diagnosed and understood and how it was dealt with and what were the 

methods of treatment in different cultures throughout history. 

 The world of literature is full of stories about people who suffered from 

depression and wrote about it. In poetry, we find plenty of fictionalization of 
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negative experiences and states such as: melancholy, despair, sadness, etc. What is 

ƴƻǿ ǘŜǊƳŜŘ ΨŘŜǇǊŜǎǎƛƻƴΩ Ƙŀǎ ŀǘǘǊŀŎǘŜŘ ǘƘŜ ŀǘǘŜƴǘƛƻƴ ƻŦ ǎŎƘƻƭŀǊǎΣ ǇƘƛƭƻǎƻǇƘŜǊs and 

authors for many years. In the classical world, writers recognized complex 

psychological conditions causing health problems and discussed their causes and 

symptoms in many of their texts. Greek and Roman medical writers talked about 

ΨƳŜƭŀƴŎƘƻƭƛŎ ŘƛǎŜŀǎŜǎΩ όŀ ǾŜǊȅ ǊŜƳƻǘŜ ŀƴŎŜǎǘƻǊ ƻŦ ǿƘŀǘ ƛǎ ƴƻǿ ŎŀƭƭŜŘ ΨŘŜǇǊŜǎǎƛƻƴΩύΦ 

!ŎŎƻǊŘƛƴƎ ǘƻ !ǊǘƘǳǊ YƭŜƛƴƳŀƴ ŀƴŘ .ȅǊƻƴ DƻƻŘ ǘƘŜ ǘŜǊƳ ΨƳŜƭŀƴŎƘƻƭƛŎ ŘƛǎŜŀǎŜǎΩΣ 

ǿƘƛŎƘ ƛƴŎƭǳŘŜ ΨƳŜƭŀƴŎƘƻƭƛŀΩΣ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀƴŘ ΨƳŀƴƛŀΩΣ ƘŀǾŜ ŀ ƭƻƴƎ ƘƛǎǘƻǊȅ ƛƴ 

European thought (Kleinman and Good, 1985: 1). Throughout history, many 

changes happened to the conception of depression and its contextual meaning. 

aŜƭŀƴŎƘƻƭȅ ŀƴŘ ŘŜǇǊŜǎǎƛƻƴΣ ŀǎ /ƭŀǊƪ [ŀǿƭƻǊ ŀŦŦƛǊƳǎΣ άŀǊŜ ǎƘŀǇŜŘ ōȅ ǘƘŜƛǊ ŎǳƭǘǳǊŀƭ 

contexts to a grŜŀǘŜǊ ƻǊ ƭŜǎǎŜǊ ŜȄǘŜƴǘΣ ŀƴŘ ώΧϐ those cultural contents include works 

of creative literatuǊŜ ŀƴŘ ŀǊǘΣ ŀǎ ǿŜƭƭ ŀǎ ōǊƻŀŘ ŘƛǎŎƻǳǊǎŜ ƻŦ ǊŜƭƛƎƛƻƴΣ Ŏƭŀǎǎ ŀƴŘ ƎŜƴŘŜǊέ 

ό[ŀǿƭƻǊΣ нлмнΥ ппύΦ aƻǊŜƻǾŜǊΣ ŘŜǇǊŜǎǎƛƻƴ ŀǇǇŜŀǊǎ ǘƻ ōŜ άŘƛŦŦŜǊŜƴǘ ŀǘ ŀ ǇŜǊǎƻƴŀƭ 

level, in the sense that each individual has a specific psychological and social 

Ǉƻǎƛǘƛƻƴέ ό[ŀǿƭƻǊΣ нлмнΥ 2). Accordingly, each person has his/her own story that 

provokes him/her to construct his/her own narrative around this disease. 

The term depression is derived from the Latin ΨdeΩ which means down, and 

ΨpremereΩ which means to press so that ΨdeprimereΩ means to press down (Jackson, 

мфусΥ рύΦ ¢ƘŜǊŜ ŀǊŜ Ƴŀƴȅ ŘŜŦƛƴƛǘƛƻƴǎ ŦƻǊ ǘƘƛǎ ƴƻǘƻǊƛƻǳǎ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩΦ ¢ƘŜȅ 

range from a hateful feeling of severe sadness and lowness in spirit of the standard 

dictionaries to include pathological and clinical symptoms of the medical 

ŎƻƳǇŜƴŘƛǳƳǎ όLƴƎǊŀƳ Ŝǘ ŀƭΦΣ нлммΥ мύΦ ¢ƘŜ ŘŜƴƻǘŀǘƛƻƴǎ ƻŦ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀǊŜ 

also various depending upon who is writing about it; it has been discussed by 
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writers, physicians and philosophers. Each group defines it according to their 

viewpoints. Some see it as a spiritual or mental illness mainly attributed to demonic 

possession like in the ancient Mesopotamian texts  (Fountoulakis, 2014: 1). 

According to this understanding of the condition, patients are usually treated by 

priests who use exorcism techniques such as starvation, restraint and beatings to 

drive demons out. Others think it is a physical or biological disease caused by an 

imbalance of humors in the body such as the early Greek texts. According to this 

view, patients can be treated by bleeding, special diets, and taking some mixed 

ingredients prescribed to them by specialists (Jackson, 1986: 29). Some see it as a 

psychological illness caused by violent rage, fear and grief as in some Roman 

medical texts. Therefore, patients can be healed by giving them special care and 

humane treatment and protection which have psychological benefits to reduce their 

fear and grief (Jackson, 1986: 29). 

In the classical period, the set of behaviours of what is now termed 

ΨŘŜǇǊŜǎǎƛƻƴΩ ǿŀǎ ƴƻǘ ŎŀƭƭŜd by the same name. It has a similar condition often 

ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ΨƳŜƭŀƴŎƘƻƭƛŀΩ ōȅ ǘƘŜ ƳŜŘƛŎŀƭ ǿǊƛǘƛƴƎǎ ŀƴŘ ǘŜȄǘǎ ƻŦ ǘƘŜ ŘŀȅΦ ¢ƘŜ ǘŜǊƳ 

ΨƳŜƭŀƴŎƘƻƭƛŀΩ άŎƻƳƳƻƴƭȅ ƛƴŘƛŎŀǘŜŘ ŀ ƭƻƴƎ-running mental illness with core 

symptoms of causeless sadness and fear that dŜǊƛǾŜŘ ŦǊƻƳ ŀƴ ŜȄŎŜǎǎ ƻŦ ōƭŀŎƪ ōƛƭŜέ 

(Lawlor, 2012: 25). The Greek Hippocrates was one of the first physicians who 

studied melancholia and contemplated its causes. He was aware of the existence of 

ǘƘƛǎ ǇǎȅŎƘƻƭƻƎƛŎŀƭ ŎƻƴŘƛǘƛƻƴ ŀƴŘ ŎŀƭƭŜŘ ƛǘ ΨƳŜƭŀƴŎƘƻƭƛŀΩΦ .ȅ ǘƘŜ ǘŜǊƳ ΨƳŜƭŀƴŎƘƻƭƛŀΩ ƘŜ 

ƳŜŀƴǘ ŀ ŎƻƴŘƛǘƛƻƴ ǘƘŀǘ ǘƻŘŀȅ ƛǎ ǊŜŦŜǊǊŜŘ ǘƻ ŀǎ ƻƴŜ ŦƻǊƳ ƻŦ ΨŘŜǇǊŜǎǎƛƻƴΩΦ Iƛǎ ŎƻƴŎŜǇǘ 

of melancholia is considered one of the first attempts in history to draw the 

ŘƛŦŦŜǊŜƴŎŜ ōŜǘǿŜŜƴ ǘƘŜ άōƛƻƭƻƎƛŎŀƭέ ŀƴŘ ǘƘŜ άǎƻƳŀǘƛŎέ ƛƴǘŜǊǇǊŜǘŀǘion of this 
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ŎƻƴŘƛǘƛƻƴΦ IŜ ǎŜŜǎ ƛǘ ŀǎ άƳƻƻŘ ŘƛǎǘǳǊōŀƴŎŜ ŎŀǳǎŜŘ ōȅ ŀƴ ŜȄŎŜǎǎ ƻŦ ƻƴŜ ƻŦ ǘƘŜ ŦƻǳǊ 

ōƻŘȅ ƘǳƳƻǳǊǎΣ ǘƘŜ ōƭŀŎƪ ōƛƭŜέ ό/ƻŎƘǊŀƴ ŀƴŘ wŀōƛƴƻǿƛǘȊΣ нлллΥ пύΦ ¢Ƙƛǎ ŜŀǊƭȅ 

descriptive diagnosis of mood disorder was a very important step in our modern 

understanding of depression. The art and literature of the period show that the 

ǘǊŀƎƛŎ ŎƘŀǊŀŎǘŜǊ ƻŦ hǊŜǎǘŜǎΣ ǿƘƻ ƛǎ ŘŜǇƛŎǘŜŘ ƛƴ !ŜǎŎƘȅƭǳǎΩǎ όрнр-456 BC) tragic 

trilogy, can be seen as an example of άa depressed personέ ό[ŀǿƭƻǊΣ нлмнΥ нпύ. 

According to the classical definition, melancholia was accompanied by many 

features, fear and sadness were basic ones, and other symptoms were also 

recognized such as powerful emotion. What makes the picture more complicated is 

ǘƘŀǘ άƳŜƭŀƴŎƘƻƭƛŀ ƛƴ ŎƭŀǎǎƛŎŀƭ ƭƛǘŜǊŀǘǳǊŜ ŎƻǳƭŘ ƛƴǾƻƭǾŜ ŀƎƎǊŜǎǎƛǾŜ ƳŀŘƴŜǎǎέ ό[ŀǿƭƻǊΣ 

2012: 25). Galen of Pergamon (129-200 AD) is another key point in the history of 

ŘŜǇǊŜǎǎƛƻƴΦ IŜ ŀŘƻǇǘŜŘ IƛǇǇƻŎǊŀǘŜǎΩ ƴƻǘƛƻƴ ǘƘŀǘ ƳŜƭŀƴŎƘƻƭƛŀ ǊŜǎǳƭǘǎ ŦǊƻƳ ǘƘŜ 

ƛƳōŀƭŀƴŎŜ ƛƴ ǘƘŜ ōƻŘȅ ƘǳƳƻǳǊǎ ǿƘƛŎƘ ŘŜǘŜǊƳƛƴŜ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ ǘŜmperament. His 

contribution to the humoral theory lies in establishing a connection between 

Hippocrates' ideas about the four humors and the four elements of: earth, air, fire, 

and water. He identified the difference between melancholia as an illness that 

results from black bile and the melancholic temperament which results from yellow 

bile (Radden, 2000: 62). 

During the middle Ages the concept of melancholia witnessed a shift. With 

the advent of Christianity, the thinking concerning melancholia introduced a 

religious frameǿƻǊƪΦ CƻǊ ŜȄŀƳǇƭŜΣ /ƘǊƛǎǘƛŀƴ ǇŜƻǇƭŜ ŀǘǘǊƛōǳǘŜŘ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭΩǎ 

ǎǳŦŦŜǊƛƴƎ ƻŦ ƳŜƭŀƴŎƘƻƭƛŀ ǘƻ DƻŘΩǎ ŀƴƎŜǊ ƻǊ ǘƘŜ ŘŜǾƛƭΩǎ ŎǳǊǎŜΦ 5ǳǊƛƴƎ ǘƘŜ ŦƻǳǊǘƘ 

ŎŜƴǘǳǊȅΣ ǎƻƳŜ ǊŜƭƛƎƛƻǳǎ ǇǊŀŎǘƛŎŜǎ ǎǳŎƘ ŀǎ άǘƘŜ ƛǎolation of monks in Egyptian desert 

άƎŀǾŜ ǊƛǎŜ to a set of symptoms that included a nostalgia for their previous lives and 
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ŀ ƘŀǘǊŜŘ ƻŦ ǘƘŜ ǇǊŜǎŜƴǘ ƳƻƴŀǎǘƛŎ ƻƴŜΣ ƭƻǿ ƳƻƻŘΣ Ŝƴƴǳƛ ŀƴŘ ƎŜƴŜǊŀƭ ƳƛǎŜǊȅέ ό[ŀǿƭƻǊΣ 

2012: 37). ΨAcediaΩ, which is a form of despondency, was framed by religious 

context, particularly a Christian one. It was seen by some scholars as a type of 

άŘŜǇǊŜǎǎƛǾŜ ǎǘŀǘŜ ƻǊ ŀ ǎȅƴƻƴȅƳ ŦƻǊ ƳŜƭŀƴŎƘƻƭƛŀέ ŀƴŘ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘΥ ŘŜƧŜŎǘƛƻƴΣ 

sadness, sorrow, despair, weariness and inaction (Jackson, 1986: 66). The term 

ΨŀŎŜŘƛŀΩ was taken from Latin ΨŀŎŜŘƢŀΩ to describe certain monastic traditions. Many 

connotations are attached to the term such as grief, boredom, weariness and 

despair. In addition to that, the term sometimes overlaps with depression 

(Macquarrie, 2012: 3). What is called the sin of despair can be so close to the 

concept of acedia which found its way to the western culture through Christian cults 

of fighting vices. The spiritual connotation that attached to it represents the 

struggle against the worldly temptations of the devil and the sins of the flesh, and 

the related pressure to attain the unattainable (Lawlor, 2012: 37). Myths and 

legends were also involved in the medieval interpretation of melancholia. In the 

middle ages, a person suffering from melancholia was thought to be possessed or 

bewitched (Cochran and Rabinowitz, 2000: 23). Philosophically, the Italian 

philosopher and theologian Thomas Aquinas (1225-мнтп!5ύ ǎŜŜǎ ŀŎŜŘƛŀ ŀǎ άŀƴ 

ŀǾŜǊǎƛƻƴ ǘƻ ŜŦŦƻǊǘΣ ōǳǘ ŀƭǎƻ ŘƛǎǘƛƴƎǳƛǎƘŜǎ ƛǘ ŦǊƻƳ ƳŜǊŜ ƭŀȊƛƴŜǎǎέ όMacquarrie, 2012: 

35). According to the language of the day, ΨacediaΩ has been used to denote both 

ǇƘȅǎƛŎŀƭ ŀƴŘ ƳŜƴǘŀƭ ΨŘŜǇǊŜǎǎƛƻƴΩΣ ŀƴŘ ǎƻƳŜ ƛŘŜƴǘƛŦƛŜŘ ƛǘǎ Ǉŀƛƴ ǿƛǘƘ ǘƘŜ Ǉŀƛƴ ƻŦ ƘŜƭƭ 

(Lawlor, 2012: 38). The crucial aspect of acedia which denotes sadness began to 

soak up into melancholia, while its relation to depression can only be understood 

through the religious framework of the medieval culture. Before Aquinas, 

Bartholomaeus Anglicus (1203-1272), who is believed to have studied at Oxford 
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University and taught in thirteenth-century Paris, clŀǎǎƛŦƛŜŘ άǳƴŘŜǊ ƳŜƭŀƴŎƘƻƭƛŀ ǎǳŎƘ 

ǎǘŀǘŜǎ ŀǎ ŀƴȄƛŜǘȅΣ ƘȅǇƻŎƘƻƴŘǊƛŀǎƛǎΣ ŘŜǇǊŜǎǎƛƻƴΣ ŀƴŘ ŘŜƭǳǎƛƻƴέ όtƻǊǘŜǊΣ нллнΥ пфύΦ In 

the literature of the medieval period, ΨacediaΩ was used by famous poets such as 

Geoffrey Chaucer (c. 1343-1400), John Gower (c. 1330 ς 1408) and William Langland 

(c. 1332-1386) to describe physical and mental conditions as well as some forms of 

sloth and iŘƭŜƴŜǎǎ ό[ŀǿƭƻǊΣ нлмнΥ оуύΦ Lƴ Ψ¢ƘŜ tŀǊǎƻƴΩǎ ¢ŀƭŜΩ of The Canterbury Tales, 

Chaucer discussed the nature of acedia. He described the effect of this state on man 

ƛƴ ǘƘŜ ŦƻƭƭƻǿƛƴƎ ǿŀȅ ά!ƴŘ ŀŎŎƛŘƛŜ ƳŀƪŜǘƘ ƘȅƳ IŜǾȅΣ ǘƘƻƎƘǘŦǳƭΣ ŀƴŘ ǿǊŀǿŜέ 

ό/ƘŀǳŎŜǊΣ ¢ƘŜ tŀǊǎƻƴŜǊΩǎ ¢ŀƭŜΥ смоύΦ IŜ ŀƭǎƻ ǎǇŜŀƪǎ ƻŦ ǘƘƛǎ ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƛƴ ŀ 

metaphorical way by comparing it to the pain of hell, ά!ŎŎƛŘƛŜ ƛǎ ƭȅƪ ǘƻ ǘƘŜƳ ǘƘŀǘ 

been in the peyne of helle, by-ŎŀǳǎŜ ƻŦ ƘƛǊ ǎƭƻǳǘƘŜ ŀƴŘ ƻŦ ƘƛǊ ƘŜǾƛƴŜǎǎŜέ (Chaucer, 

¢ƘŜ tŀǊǎƻƴŜǊΩǎ ¢ŀƭŜΥ 613). 

In the Renaissance period, melancholia acquired a pathological diagnosis. 

Writers of the day began to notice that this state seems to be different at personal 

levels. It means that each person has specific psychological and social positions that 

determine his or her vulnerability to this condition. Timothie Bright (1551? -1615) is 

one of the notable scholars who wrote about melancholia and other related 

conditions during the Renaissance period. In his work Treaties of Melancholy (1586), 

he declares that the spirit could make the body sick and the body could make the 

mind delusional. He differentiates between the natural melancholia which is a 

disease and the one that afflicts the conscience (Bright, 1586: vii). .ǊƛƎƘǘΩǎ ōƻƻƪ was 

an influential account; he focuses on how the mind causes the body to become 

melancholy and he suggested taking no medicines as a cure for it. He marks certain 

ŎƘŀǊŀŎǘŜǊƛȊŀǘƛƻƴǎ ŦƻǊ ǘƘŜ ǎǘŀǘŜ ƻŦ ƳŜƭŀƴŎƘƻƭƛŀΣ άǘƘŜȅ ŀǊŜ ŦƻǊ ǘƘŜ Ƴƻǎǘ ǇŀǊǘ ǎŀŘƴŜǎǎ 
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and fear, together with related and resultant states such as distrust, doubt, 

ŘƛŦŦƛŘŜƴŎŜΣ ŀƴŘ ŘŜǎǇŀƛǊέ όwŀdden, 2000: 120). In his treatise, he emphasizes that 

such states of melancholia often happen without apparent or external cause. His 

views had a great influence on later scholars such as Robert Burton (1577ς1640), 

whose The Anatomy of Melancholy (1621) is rich with references to classical ideas 

and interpretations concerning the cult of melancholia such as those of Hippocrates 

and Galen. The work was particularly influential and becomes a reference to many 

of the writers of the day and for the coming generation. Burton distinguishes 

between the melancholia experienced by men and that undergone by women. He 

ƴƻǘŜŘ ǘƘŀǘ ƳŜƭŀƴŎƘƻƭȅ άƎƻŜǎ ŀƴŘ ŎƻƳŜǎ ǳǇƻƴ ŜǾŜǊȅ ǎƳŀƭƭ ƻŎŎŀǎƛƻƴ ƻŦ ǎƻǊǊƻǿΣ ƴŜŜŘΣ 

ǎƛŎƪƴŜǎǎΣ ǘǊƻǳōƭŜΣ ŦŜŀǊΣ ƎǊƛŜŦΣ ǇŀǎǎƛƻƴΣ ƻǊ ǇŜǊǘǳǊōŀǘƛƻƴ ƻŦ ǘƘŜ aƛƴŘέ όwŀŘŘŜƴΣ мол-

131). The literature of the renaissance period provides many examples of 

ƳŜƭŀƴŎƘƻƭƛŎ ǎǘŀǘŜǎΦ ¢ƻ ƳŜƴǘƛƻƴ ǾŜǊȅ ŦŜǿΣ {ƘŀƪŜǎǇŜŀǊŜΩǎ IŀƳƭŜǘ ƛǎ ŀ ǿŜƭƭ-known 

example of a melancholic character who was presented as άa manicςdepressive 

whose melancholy moods ς as his failure to take revenge continues ς deepened into 

self-ŎƻƴǘŜƳǇǘέ (Feingold, 1985:16). The works of Christopher Marlowe and Edmund 

Spenser also contain many representations of melancholic characters (Bowe, 1968: 

41-178). 

The age of Enlightenment (17th and 18th centuries) brought a conceptual 

change concerning melancholia and its cognate states. In the seventeenth century, 

melancholia began to acquire a clinical status and the humoural theory began to 

lose ground in favour of scientific empirical evidence. A good example of the clinical 

investigations was the sixty manuscript volumes left by Richard Napier (1559-1634) 

ƻƴ Ƙƛǎ ǿƻǊƪ ǿƛǘƘ нллл ǇŀǘƛŜƴǘǎ ǿƛǘƘ ƳŜƴǘŀƭ ŘƛǎǘǳǊōŀƴŎŜΦ bŀǇƛŜǊΩǎ ƭŜƎŀŎȅ ǇǊƻǾƛŘŜǎ ŀ 
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record of several forms of mental disorders studied by later scholars in this field. 

Thomas Willis (1621-1675) introduced another approach for melancholia; he shifted 

ǘƘŜ ƛƴǘŜǊŜǎǘ ŦǊƻƳ ƘǳƳƻǳǊǎ ǘƻ /ƘŜƳƛǎǘǊȅΦ IŜ ǎŜŜǎ ƳŜƭŀƴŎƘƻƭƛŀ ŀǎ ŀ άŎƻƳǇƭƛŎŀǘŜŘ 

5ƛǎǘŜƳǇŜǊ ƻŦ ǘƘŜ .Ǌŀƛƴ ŀƴŘ IŜŀǊǘέ όWŀŎƪǎƻƴΣ мфусΥ мммύΦ ¢ƘŜ ŜƛƎƘǘŜŜƴǘh century 

Scottish physician Archibald Pitcairn (1652-1713) describes melancholia as a 

delirium without fever caused by a defect in the blood circulation, and usually 

accompanied by fear and sadness (Jackson, 1986: 117). The period also witnessed 

the separation between hypochondriasis and depression, the former is concerned 

with physical syndromes which result from pathogenic material while the latter is a 

psychotic state. This separation between the two states is supported by William 

Cullen (1710-1790) who emphasized clinical observation rather than mechanical 

explanation (Jackson, 1986: 130). Not very far from the medical culture of that 

period, its literature was also replete with references to melancholy and other 

psychological states. The seventeenth ceƴǘǳǊȅ WƻƘƴ aƛƭǘƻƴΩǎ Il Penseroso celebrates 

and idealizes this depressive emotional state. The speaker invokes poetic 

melancholy to inspire him in his future works. In the eighteenth century literature, 

ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ōŜƎŀƴ ǘƻ ŦƛƴŘ ŀ ǇƭŀŎŜ ƛƴ ǘƘŜ discussions of melancholia and 

dejection with the works of outstanding figures like Samuel Johnson (1709-1784) 

(Jackson, 1986: 5). Johnson ǳǎŜŘ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ Ƴŀƴȅ ǘƛƳŜǎ ƛƴ Ƙƛǎ ǿƻǊƪǎ ŀƴŘ 

in a specific context. In his famous book A Dictionary of the English Language (1755), 

ƘŜ ƭƛǎǘŜŘ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ǳƴŘŜǊ ǘƘŜ ŜƴǘǊȅ ƻŦ ǘƘŜ ǿƻǊŘ Ψǘƻ ŘŜǇǊŜǎǎΩΣ ǿƘƛŎƘ ƘŜ 

ŘŜŦƛƴŜǎ ŀǎ άǘƻ ƘǳƳōƭŜΣ ŘŜƧŜŎǘΣ ŎŀǎǘέΣ ǿƘƛƭŜ ǘƘŜ ǿƻǊŘ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀǎ άǘƘŜ ŀŎǘ ƻŦ 

ƘǳƳōƭƛƴƎΣ ƭƻǿƴŜǎǎ ƻŦ ǎǇƛǊƛǘǎΣ ŀŎǘ ƻŦ ǇǊŜǎǎƛƴƎ Řƻǿƴέ ŀƴŘ ΨŘŜǇǊŜǎǎƻǊΩ ƳŜŀƴǎ ΨƘŜ ǘƘŀǘ 

ƪŜŜǇǎ ƻǊ ǇǊŜǎǎŜǎ Řƻǿƴέ όWƻƘƴǎƻƴΣ мтррΥ фсύΦ Lƴ The Rambler (1752), he described 
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ƘƛƳǎŜƭŦ ŀǎ ŀ ǾƛŎǘƛƳ ƻŦ ǘƘƛǎ ƴƻǘƻǊƛƻǳǎ ǎǘŀǘŜ άǘƘŜ ŎƻƴǎŎƛƻǳǎƴŜǎǎ ƻŦ Ƴȅ ƻǿƴ ŀōƛƭƛǘƛŜǎ 

ǊƻǳǎŜŘ ƳŜ ŦǊƻƳ ŘŜǇǊŜǎǎƛƻƴέ ό.ŀǘŜΣ 1977: 307). In his diaries of Easter Eve (1761) he 

ǘŀƭƪŜŘ ŀōƻǳǘ ōŜƛƴƎ άǳƴŘŜǊ ƎǊŜŀǘ ŘŜǇǊŜǎǎƛƻƴ ŀƴŘ ŘƛǎŎƻǳǊŀƎŜƳŜƴǘέ ό.ƛǊƪōŜŎƪΣ муфтΥ 

26). 

¢ƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅ ǎŀǿ ŀƴ ƛƴŎǊŜŀǎŜŘ ǳǎŜ ƻŦ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀƴŘ 

its related states in medical contexts to talk about psychological and melancholic 

disorders such as mania and dementia. These terms were mostly used by the French 

physician Philippe Pinel (1745-1826) in his descriptive accounts of mental disorders 

to denote states of affect or negative mood. He was among the figures who drew 

the public attention to mental illness. In his writings, he presented a simple scheme 

ƻŦ ƳŜƴǘŀƭ ŘƛǎƻǊŘŜǊǎ ǿƘƛŎƘ ŎƻƴǘŀƛƴŜŘ άƳŀƴƛŀΣ ƳŜƭŀƴŎƘƻƭƛŀΣ ŘŜƳŜƴǘƛŀΣ ŀƴŘ ƛŘƛƻǘƛǎƳέ 

(Jackson, 1986: 147). Around the second half of the nineteenth century, 

melancholia and other mental disorders were seen as diseases of the brain. The 

German neurologist and psychiatrist, Wilhelm Griesinger (1817-1868) was one of 

ǘƘŜ ŀŘǾƻŎŀǘŜǎ ƻŦ ǘƘƛǎ ōŜƭƛŜŦΦ IŜ ƛƴǘǊƻŘǳŎŜŘ ǘƘŜ ǘŜǊƳ άǎǘŀǘŜǎ ƻŦ ƳŜƴǘŀƭ ŘŜǇǊŜǎǎƛƻƴέ 

in a diagnostic way; he used it in a psychiatric sense to describe melancholia. He 

ǊŜŦŜǊǎ ǘƻ άŀ ǎǘŀǘŜ ƻŦ ǇǊƻŦƻǳƴŘ ŜƳƻǘƛƻƴŀƭ ǇŜǊǾŜǊǎƛƻƴΣ ƻŦ ŀ ŘŜǇǊŜǎǎƛƴƎ ŀƴŘ ǎƻǊǊƻǿŦǳƭ 

ŎƘŀǊŀŎǘŜǊέ όWŀŎƪǎƻƴΣ мфусΥ мсмύΦ 5ŀƴƛŜƭ IŀŎƪ ¢ǳƪŜ όмунт-1895), an English physician 

ŀƴŘ ŀƴ ŜȄǇŜǊǘ ƛƴ ƳŜƴǘŀƭ ƛƭƭƴŜǎǎ ǳǎŜŘ ǘƘŜ ǘŜǊƳ ΨdepressioƴΩ ǘƻ ŘŜƴƻǘŜ ŀ ǎǘŀǘŜ ƻŦ 

affect. In his Dictionary of Psychological Medicine (1892), he discussed clinical states 

such as dejection and melancholia. He considered mental depression as a synonym 

for the state of melancholia. He also interpreted the term ΨƴŜǊǾƻǳǎ ŘŜǇǊŜǎǎƛƻƴΩ ŀǎ άŀ 

ǘŜǊƳ ŀǇǇƭƛŜŘ ǎƻƳŜǘƛƳŜǎ ǘƻ ŀ ƳƻǊōƛŘ ŦŀƴŎȅ ƻǊ ƳŜƭŀƴŎƘƻƭȅ ƻŦ ǘŜƳǇƻǊŀǊȅ ŘǳǊŀǘƛƻƴέ 

(Tuke, 1892: 6). Toward thŜ ŜƴŘ ƻŦ ǘƘŜ ŎŜƴǘǳǊȅΣ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ began to 
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acquire a pure psychological dimension. In the 1880s, Emil Kraepelin (1856-1926) 

ōŜƎŀƴ ǳǎƛƴƎ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ƛƴ ŀ ŘƛŀƎƴƻǎǘƛŎ ǿŀȅΦ CƻǊ ŜȄŀƳǇƭŜΣ ƘŜ ǳǎŜŘ 

άŘŜǇǊŜǎǎƛǾŜ ƛƴǎŀƴƛǘȅέ ŀƴŘ άƳŀƴƛŎ-ŘŜǇǊŜǎǎƛǾŜ ƛƴǎŀƴƛǘȅέ ǘƻ ƭŀōŜƭ ǎƻƳŜ ƻŦ ǘƘŜ 

ŎŀǘŜƎƻǊƛŜǎ ƻŦ ƛƴǎŀƴƛǘȅΦ IŜ ŀƭǎƻ ƛƴŎƭǳŘŜŘ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛǾŜ ŦƻǊƳΩ ǘƻ ƴŀƳŜ ƻƴŜ ƻŦ 

the categories of paranoia. He considered melancholia and other related conditions 

as different forms of mental depression (Jackson, 1986: 6). He also attempted to 

ǎŜǇŀǊŀǘŜ Ƴŀƴƛŀ ŦǊƻƳ ŘŜǇǊŜǎǎƛƻƴΤ ƘŜ ƻōǎŜǊǾŜŘ ǘƘŀǘ ƛƴ ŘŜǇǊŜǎǎƛƻƴΣ άǘƘŜ ƛƴŘƛǾƛŘǳŀƭ 

manifested a sad or anxious mood, retardation or sluggishness of thought and 

ōŜƘŀǾƛƻǊέ ό/ƻŎƘǊŀƴ ŀƴŘ wŀōƛƴƻǿƛǘȊΣ нлллΥ пύΦ .ȅ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜntury, 

Sigmund Freud ǳǎŜŘ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀǎ ŀ ǎȅƴƻƴȅƳ ŦƻǊ ƳŜƭŀƴŎƘƻƭƛŀΦ Lƴ Ƙƛǎ 

early works, he describes some clinical conditions of what modern psychiatry calls 

ΨŘŜǇǊŜǎǎƛƻƴΩΦ IŜ ǳǎŜǎ ǘƘŜƳ ƛƴ ŀ ŘŜǎŎǊƛǇǘƛǾŜ ǿŀȅ ǘƻ ƳŀǊƪ ŀ άǇŀǊǘƛŎǳƭŀǊ ŀŦŦŜŎǘƛǾŜ 

ŀǎǇŜŎǘ ƻŦ ŀ ǇŜǊǎƻƴΩǎ ǎǘŀǘŜ ƻŦ ƳƛƴŘΣ ǿƘŜǘƘŜǊ ǇŀǘƘƻƭƻƎƛŎŀƭ ƻǊ ƴƻǘέ όWŀŎƪǎƻƴΣ мфусΥ 

219). Freud believes that this psychological state results from losing a loved person 

or someone dear. He argues ǘƘŀǘ άthese obsessional states of depression following 

upon the death of a loved person show us what the conflict due to ambivalence can 

achieve by itself when there is no regressive drawing-in of libido as ǿŜƭƭέ όCǊŜǳŘΣ 

1917: 251). In line with the medical theory of the period, the nineteenth century 

ŀƭǎƻ ǿƛǘƴŜǎǎŜŘ ǘƘŜ ŦǊŜǉǳŜƴǘ ǳǎŜ ƻŦ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ƛƴ ƭƛǘŜǊŀǊȅ ŎƻƴǘŜȄǘǎ ǘƻ 

describe states such as lowness in spirit, melancholia and melancholy (Jackson, 1986: 

6). The trend of using such psychological disorders in the literature of the day 

suggests that people believed there is a relationship between creativity and illness. 

Lawlor argues that the RƻƳŀƴǘƛŎ ǇŜǊƛƻŘ ǊŜǇǊŜǎŜƴǘŜŘ ŀ άƘƛƎƘ Ǉƻƛƴǘ ƻŦ ǘƘŜ cult and 

ŎǳƭǘǳǊŜ ƻŦ ƳŜƭŀƴŎƘƻƭȅέ (Lawlor, 2012: 99). Melancholy was one of the main features 
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of the Romantic literature, namely poetry. Poets did not deny their romanticized 

view of melancholy. For some of them, melancholy was a kind of pleasurable 

sadness that much linked with romantic ideas of sensibility. As George Grinnell has 

ŜȄǇƭŀƛƴŜŘΣ ƘȅǇƻŎƘƻƴŘǊƛŀŎ ƛƴ ǘƘŜ wƻƳŀƴǘƛŎ ŜǊŀ άƘŀŘ ōŜŎƻƳŜ ŀ ƳŜǘŀǇƘƻǊ ŦƻǊ ŀ 

ŎǳƭǘǳǊŜΩǎ ƻōǎŜǎǎƛƻƴ ǿƛǘƘ ƘŜŀƭǘƘ ŀƴŘ ƛƭƭƴŜǎǎέ όDǊƛƴƴŜƭƭΣ нлмлΥ рύΦ DŜƴŜǊŀƭƭȅΣ ǘƘŜǊŜ 

were two divergent views concerning such states: while literary figures use it as a 

sign of superiority, common people believed that suffering from such states 

άǎƛƎƴƛŦƛŜŘ ǘƘŜƛǊ ŘŜƎŜƴŜǊŀǘŜŘ ƳŀǎŎǳƭƛƴƛǘȅέ ό.ŜŀǘǘȅΣ нлмнΥ оύΦ !ƳƻƴƎ ǘƘƻǎŜ ǿƘƻ 

confessed their suffering from such states of nervous distemper was Samuel Taylor 

Coleridge. He was diagnosed with hypochondriac nervous disorder which he later 

on attributed to anxiety (Beatty, 2012: 176). Lord Byron too, in a letter to Mr. 

Hodgson in 1811, confessed that he suffered from nervous states (Moore, 1830: 

мооύΦ YŜŀǘǎΣ ƛƴ ǎƻƳŜ ƻŦ Ƙƛǎ ƭŜǘǘŜǊǎ ŎƻƳǇƭŀƛƴŜŘ ǘƘŀǘ ƘŜ ǿŀǎ άǾŜǊȅ ƴŜǊǾƻǳǎέΣ ŀƴŘ ƛƴ 

1820 writing to his sister, Fanny Keats, he confided that he was suffering from 

άƴŜǊǾƻǳǎ ƛǊǊƛǘŀōƛƭƛǘȅέ ŀƴŘ άŀƴȄƛŜǘȅ ƻŦ ƳƛƴŘέ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ άǘƘŜ ǘƻƻ ƎǊeat 

ŜȄŎƛǘŜƳŜƴǘ ƻŦ ǇƻŜǘǊȅέ όYŜŀǘǎΩǎ ƭŜǘǘŜǊǎΣ ¢ƻ CŀƴƴȅύΦ ¢ƘŜǎŜ ŀŎŎƻǳƴǘǎ ƻŦ ǘƘŜ ŦŀƳƻǳǎ 

Romantic poets show that during the Romantic period, the cult and culture of 

melancholy towered above other characteristics which paved the way for modern 

depression. Ψ[ƻǿƴŜǎǎ ƻŦ ǎǇƛǊƛǘǎΩ ŀƴŘ ΨŘŜƧŜŎǘƛƻƴ ƻŦ ǎǇƛǊƛǘǎΩ ǿŜǊŜ ŀƳƻƴƎ ǘƘŜ ŎƻƳƳƻƴ 

features of the depressive accounts of the literature of the period. 

As far as Keats is concerned, his understanding of melancholy was a 

combination of two sources: medical learning and literary reading. During the six 

years of his medical career, especially the ones he spent in Guys Hospital, he was 

familiar with diagnosing psychological and nervous diseases. According to the 
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ƳŜŘƛŎŀƭ ǘƘŜƻǊȅ ƻŦ ǘƘŜ ŀƎŜΣ ƳŜƭŀƴŎƘƻƭȅ ōŜƎŀƴ ǘƻ ōŜ ǊŜŎƻƎƴƛȊŜŘ ŀǎ ŀ άnervous 

ŘƛǎƻǊŘŜǊέ ƻǊ ŀ άǘȅǇŜ ƻŦ ƘȅǇƻŎƘƻƴŘǊƛŀέ ǿƘƛŎƘ ƛǎ Ƴŀƛƴƭȅ ŎŀǳǎŜŘ ōȅ ƛƳŀƎƛƴŀǘƛƻƴ ŀƴŘ 

emotions (Goellnicht, 1984: 173). For example, by the end of eighteenth century, 

Richard Blackmore (physician and poet) said that ƳŜƭŀƴŎƘƻƭȅ άŦƛƭƭǎ ǘƘŜ ƛƳŀƎƛƴŀǘƛƻƴ 

with ŀ ǘƘƻǳǎŀƴŘ ǳƴŎƻǳǘƘ ŦƛƎǳǊŜǎΣ ƳƻƴǎǘǊƻǳǎ ŀǇǇŜŀǊŀƴŎŜǎ ŀƴŘ ǘǊƻǳōƭŜǎƻƳŜ ƛƭƭǳǎƛƻƴǎέ 

ǿƘƛŎƘ άŀŦŦŜŎǘ ǘƘŜ ƘŜŀǊǘ ǿƛǘƘ !ƴȄƛŜǘȅΣ ǎŀŘƴŜǎǎΣ ŦŜŀǊ ŀƴŘ ǘŜǊǊƻǊέ ό.ƭŀŎƪƳƻǊŜΣ мтнрΥ 

163). Similarly, Robert Whytt, another eighteenth century physician, classified 

nervous disorders into three categories according to the degree of severity such as: 

ΨƴŜǊǾƻǳǎΩΣ ΨƘȅǎǘŜǊƛŎΩ ŀƴŘ ΨƘȅǇƻŎƘƻƴŘǊƛŀŎΩ ό²ƘȅǘǘΣ мтсрΥ урύΦ YŜŀǘǎΩǎ ŦŀƳƻǳǎ ǘŜŀŎƘŜǊǎ 

at the medicaƭ ǎŎƘƻƻƭ ƻŦ ǘƘŜ DǳȅΩǎ IƻǎǇƛǘŀƭΣ ²ƛƭƭƛŀƳ .ŀōƛƴƎǘƻƴ ŀƴŘ WŀƳŜǎ /ǳǊǊȅΣ 

ŎƭŀǎǎƛŦƛŜŘ ǘƘŜǎŜ ΨƴŜǊǾƻǳǎ ŘƛǎƻǊŘŜǊǎΩ ŀǎ ƘȅǎǘŜǊƛŀ ŀƴŘ ƘȅǇƻŎƘƻƴŘǊƛŀǎƛǎ ǿƘƛŎƘ ǿŜǊŜ 

ǇǊŜǾƛƻǳǎƭȅ ŎŀƭƭŜŘ ά{ǇƭŜŜƴΣ ς Vapours, ς [ƻǿ {ǇƛǊƛǘǎέ ό.ŀōƛƴƎǘƻƴ ŀƴŘ /ǳǊǊȅΣ муммΥ 

203). They also identified some general symptoms of this condition such as 

ά¦ƴǳǎǳŀƭ ŀƴȄƛŜǘȅΣ ŘŜǇǊŜǎǎƛƻƴ ƻŦ ǎǇƛǊƛǘǎΣ ŀƴŘ ōŜƭƛŜŦ ƻŦ ǇǊŜǎŜƴǘ ƻǊ ŘǊŜŀŘ ƻŦ ŦǳǘǳǊŜ ŜǾƛƭΣ 

directed particularly to the state of health; always accompanied with symptoms of 

indigestion, and other marks of bodily ŘƛǎƻǊŘŜǊέ ό.ŀōƛƴƎǘƻƴ ŀƴŘ /ǳǊǊȅΣ муммΥ нлоύ. 

¢ƘŜǊŜŦƻǊŜΣ YŜŀǘǎΩǎ ǇǊƻŦŜǎǎƛƻƴŀƭ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘƛǎ ŎƻƴŘƛǘƛƻƴ ƛǎ ǘƘŜ ǊŜǎǳƭǘ ƻŦ ǘƘŜ 

available medical sources taught to him during his medical training. On the literary 

level, Keats was also familiar with works of Robert Burton and other writers such as 

Milton, Spenser, and Shakespeare who wrote about the subject of melancholy. 

YŜŀǘǎΩǎ ŦŀƳƛƭƛŀǊƛǘȅ ǿƛǘƘ .ǳǊǘƻƴΩǎ The Anatomy of Melancholy has greatly shaped his 

conception of melancholy and its related conditions. BǳǊǘƻƴΩǎ ōƻƻƪ Ŏŀƴ ōŜ 

considered as a catalyst which enabled him to form his own notion of melancholy. 

Lƴ ŀŘŘƛǘƛƻƴ ǘƻ ǘƘŀǘΣ YŜŀǘǎΩǎ ƪƴƻǿƭŜŘƎŜ ƻŦ ƳŜƭŀƴŎƘƻƭȅ ƛǎ ŀƭǎƻ ŀ ǇǊƻŘǳŎǘ ƻŦ Ƙƛǎ ŀƎŜΩǎ 
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ƴƻǘƛƻƴ ƻŦ ǘƘƛǎ ǘŜǊƳ ŀƴŘ ƻǘƘŜǊ ǊŜƭŀǘŜŘ ǎǘŀǘŜǎ ǎǳŎƘ ŀǎ ΨŘŜǇǊŜǎǎƛƻƴΩ ŀƴŘ Ψnervous 

ŘƛǎŜŀǎŜǎΩΦ !ƭǘƘƻǳƎƘ ǘƘŜ ǿƻǊŘ ΨŘŜǇǊŜǎǎƛƻƴΩ was used recurrently during the Romantic 

period, it was not necessarily used in the same sense as it means to us today. It was 

commonly used to mean lowness in spirit accompanied with severe and unusual 

sadness. It also meant a state of gloominess characterized by mental weight and 

sometimes associated with physical complaint. It was only after the second half of 

ǘƘŜ ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅ ǘƘŀǘ ΨŘŜǇǊŜǎǎƛƻƴΩ ƎŀƛƴŜŘ ƛƴŎǊŜŀǎƛƴƎ ŎǳǊǊŜƴŎȅ ƛƴ ǘƘŜ ƳŜŘƛŎŀƭ 

texts to refer to different kinds of mental disorder and depressive states (Davison, 

2006: 115-118). 

From what has been reviewed, it can be seen that there are some factors 

that determine the meaning of depression in any period of time. Besides the 

cultural and social factors of literature and art, there is the medical theory of the 

age which is the production of the engagement of science with illness that has a 

potential influence on literalizing the figurative language. For example, Kimberly K. 

Emmons suggests that the scientific thought of the day plays a great role in shaping 

the metaphorical notions concerning illness and disease. ShŜ ǎŀȅǎ ǘƘŀǘ άǘƘŜ 

ƳŜǘŀǇƘƻǊƛŎŀƭ ƴƻǘƛƻƴ ƻŦ ŀ ƳƛƴŘ ΨǿŜƛƎƘǘŜŘ ŘƻǿƴΩ ƛƴ ŜŀǊƭȅ 9ƴƎƭƛǎƘ ƭŀƴƎǳŀƎŜ ŜǾŜƴǘǳŀƭƭȅ 

took on the form of a physical sensŀǘƛƻƴΥ ƘŜŀǾȅ ƭƛƳōǎέ ό9ƳƳƻƴǎ, 2010: 96). The 

ǿƻǊŘ ΨƘŜŀǾȅΩ began to appear in the discourse of the depressed patients to refer to 

states of inactivity such as lethargy, numbness, drowsiness, dullness and torpor. 

Similarly, during the seventeenth and eighteenth centuries the scientific thought 

ŎƻƴŎŜǊƴƛƴƎ άŦƭǳƛŘ Ŧƭƻǿ ǘƘŜƻǊƛŜǎ ŀǎǎŜǊǘŜŘ ǘƘŀǘ ōƭƻƻŘ ƘŀŘ ΨǎƭƻǿŜŘ ŘƻǿƴΩ ƛƴ ŘŜǇǊŜǎǎŜŘ 

individuals, leading to the use of such phrases to describe the experience of the 

ƛƭƭƴŜǎǎέ ό9ƳƳƻƴǎΣ нлмлΥ фсύΦ Lƴ the ƴƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊȅΣ ǘƘŜ ǘŜǊƳ ΨŘŜǇǊŜǎǎƛƻƴΩ ƛǎ ŀƭǎƻ 
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affected by the medical theories of the age especially those of the nerve disorders. 

As a result, it was used in a medical context by the psychologists in their discussions 

of states such as melancholia and dejection.  Phrases such as Ψ5ŜǇǊŜǎǎƛƻƴ ƻŦ ƳƻƻŘΩ 

ŀƴŘ ΨŘŜǇǊŜǎǎƛƻƴ ƻŦ ǎǇƛǊƛǘǎΩ ŀǊŜ ŀƳƻƴƎ ǘƘŜ expressions which are used to refer to 

melancholy at that time. On the other hand, words such as ΨspleenΩ, ΨvaporΩ, 

ΨdepressionΩ, ΨhypochondriaΩ and ΨmelancholiaΩ were often used synonymously with 

melancholy. Toward the end of the century, psychiatrists used it in their diagnostic 

ŀŎŎƻǳƴǘǎ ƻŦ ƳƻƻŘ ǎǳŎƘ ŀǎ ǘƘŜ ǇƘǊŀǎŜ άǎǘŀǘŜǎ ƻŦ ƳŜƴǘŀƭ ŘŜǇǊŜǎǎƛƻƴέ όWŀŎƪǎƻƴΣ мфусΥ 

6). 

It can be seen that throughout the history, melancholia and depression 

attracted the attention of physicians, philosophers and writers as well. They 

attempted to identify the concepts of these states and understand their nature to 

find treatment for them. For hundreds of years many theories of different origins 

were proposed to explain them. During the ancient times, depression was 

attributed to a spiritual dilemma which was treated by clergy men. This spiritual 

theory of the ancient times was replaced by the humoral theory of the medieval 

and renaissance times. This chemical theory was overtaken by the mechanical 

explanations of the eighteenth century. During the nineteenth century, the 

mechanical theory lost ground to the nerve disorders hypotheses which was 

replaced by the biological explanations of the modern times. 

In the next section, I will discuss some key concepts that this study will 

employ such as terminology and methodology. 
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1.4 Key Concepts 

 Having reached this stage of my research, a clarification of my approach and 

an explanation of the key terminology that my study will adopt are needed. Since 

ΨŘŜǇǊŜǎǎƛƻƴΩ ŀƴŘ ΨƳŜƭŀƴŎƘƻƭȅΩ ŀǊŜ ǎǇŜŎƛŦƛŎ ƳŜƴǘŀƭ ǎǘŀǘŜǎ ƻŦ ƴŜƎŀǘƛǾŜ ŀŦŦŜŎǘ ǘƘŀǘ ǾŀǊȅ 

ƻǾŜǊ ƘƛǎǘƻǊƛŎŀƭ ǘƛƳŜΣ L ǿƛƭƭ ǳǎŜ ǘƘŜ ǘŜǊƳ ΨƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΩ ŀǎ ŀ ŎƻƭƭŜŎǘƛǾŜ ǘerm 

in my study to refer to a range of states of mind which straddle between the two 

terms and are marked by having negative influence on the individual. The term 

ΨƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΩ ς which I use in this study ς is a broad and very slippery one 

to define because negative mental states are various, and none is quite like the 

other. Moreover, these states are subjectively experienced and as a result they are 

individually constructed. .ŜŦƻǊŜ ŜȄǇƭŀƛƴƛƴƎ ǘƘŜ ǘŜǊƳ ΨƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΩΣ L ǘƘƛƴƪ 

it is ƴŜŎŜǎǎŀǊȅ ŦƛǊǎǘ ǘƻ ǳƴŘŜǊǎǘŀƴŘ ǘƘŜ ǘŜǊƳ ΨƳŜƴǘŀƭ ǎǘŀǘŜΩ ƛƴ ƎŜƴŜǊŀƭ. In fact, there is 

little agreement about the meaning of mental states; the divergence of opinion 

about their identity is matched by the divergence of opinion about their nature. 

Mental state is defined as a disposition to action such as any aspect of a human 

inner state that could contribute to his/her behaviour or other responses which may 

include thoughts, feelings, beliefs, intentions, active memories, and perceptions, 

etc., which are present at a given moment (Salzman and Fusi, 2010: 175). Generally, 

these internal states incorporate variable reactions depending on the nature of the 

stimuli. The actions can be cognitive such as thinking or making decisions or 

behavioural such as fleeing or freezing, or physiological such as increasing the heart 

rate (Salzman and Fusi, 2010: 175). Mental states have been viewed differently by 

many scholars from different fields. For example, in neurology, mental states are 
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seen as separable from emotions (Scheve and Salmela, 2014: 35). Neuroscientists 

often describe cognition and emotion as different processes activated by distinct 

regions of the human brain. For example, the amygdala is seen as responsible for 

emotions and the prefrontal cortex for cognitions (Scheve and Salmela, 2014: 173). 

In cognitive psychology and the philosophy of mind, a mental state is viewed as a 

kind of hypothetical state that corresponds to thinking and feeling, and consists of a 

variety of mental representations and propositional attitudes (Schalley and 

Khlentzos, 2007: 7). For the purposes of my study, I will adopt the later notion as it 

unites both coƎƴƛǘƛƻƴ ŀƴŘ ŜƳƻǘƛƻƴΦ ¢ƘŜ ǘŜǊƳ ΨƳŜƴǘŀƭ ǎǘŀǘŜΩ ƴŜŜŘǎ ǘƻ ōŜ ǳƴŘŜǊǎǘƻƻŘ 

as a collective term that synthesizes both cognitive functions and emotional 

concern. Mental states are more concerned with the self, and the self's private and 

inner experiences of thoughts and emotions (e.g. thinking, remembering, imagining, 

making decisions, fear, love, hate etc.). Moreover, I will limit myself further to 

discuss the representations of negative mental states only. I will not discuss the 

representations of positive mental states such as love, joy, happiness etc. I am 

aware that this is partial and will eliminate what could be a significant area of study 

as Keats metaphorically represented both negative and positive mental states in his 

poetry. But for reasons of space, I will only deal with metaphors of negative mental 

states in this study. ¢ƘŜ ƴƻǘƛƻƴ ƻŦ ΨƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΩ which I will use in this 

study should be seen as a wider umbrella term that denotes various experiences of 

negative moods or affect. The term refers to diverse aspects of cognitive and 

emotional functioning, but my main focus is on states of negative affect i.e. those 

mental or emotional states that have negative valence such as: sadness, melancholy, 
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depression, disappointment, despair, despondence, anxiety, fear, hate etc. (Ortony 

and Turner , 1990: 318). 

!ǎ ŦŀǊ ŀǎ YŜŀǘǎΩǎ ǿƻǊƪǎ ŀǊŜ concerned, the poet uses many terms denoting 

negative mental states in his poems and letters. Sometimes he uses words that 

ŘƛǊŜŎǘƭȅ ŀƴŘ ŜȄǇƭƛŎƛǘƭȅ ǊŜŦŜǊ ǘƻ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ ǎǳŎƘ ŀǎ ΨƴŜǊǾƻǳǎΩΣ 

ΨƴŜǊǾƻǳǎƴŜǎǎΩΣ ΨŘƛǎŀǇǇƻƛƴǘƳŜƴǘΩΣ ΨŘŜǎǇŀƛǊΩΣ ΨŘŜǎǇƻƴŘŜƴŎŜΩΣ ΨŘŜǇǊŜǎǎƛƻƴΩΣ ΨŀƴȄƛŜǘȅΩ 

ŀƴŘ ΨǎǇƭŜŜƴΩΦ IŜ ŀƭǎƻ ǳǎŜǎ ǇƘǊŀǎŜǎ ǎǳŎƘ ŀǎ ΨǎŀŘ ƳƻƻŘΩΣ ΨƳŜƭŀƴŎƘƻƭȅ ƳƻƻŘΩΣ ΨƘƻǊǊƛŘ 

ƳƻƻŘǎΩΣ ŀƴŘ ΨŘŜǘŜǎǘŜŘ ƳƻƻŘǎΩ ŜǘŎΦ aŀƴȅ ƻǘƘŜǊ ǘƛƳŜǎΣ ƘŜ ƛƴŘƛǊŜŎǘƭȅ ǊŜŦŜǊǎ ǘƻ ǘƘŜǎŜ 

states through metaphorical representation. In my study, I look at his metaphorical 

language; I approach the metaphorical representation of these negative abstract 

states in his poetry. My approach is based on two contemporary views of metaphor 

ǿƘƛŎƘ ǿŜǊŜ ƛƴƛǘƛŀǘŜŘ ōȅ DŜƻǊƎŜ [ŀƪƻŦŦ ŀƴŘ aŀǊƪ WƻƘƴǎƻƴΩǎ /ƻƴŎŜǇǘǳŀƭ aŜǘŀǇƘƻǊ 

¢ƘŜƻǊȅ όмфунύΣ ŀƴŘ DƛƭƭŜǎ CŀǳŎƻƴƴƛŜǊ ŀƴŘ aŀǊƪ ¢ǳǊƴŜǊΩǎ /ƻƴŎŜǇǘǳŀƭ LƴǘŜƎǊŀǘƛƻƴ 

Theory (2002). A detailed discussion about these two frameworks will be provided 

in chapter two. 
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Chapter Two 

Methodology and Pilot Study 

 

2.1 Methodological Introduction 

In chapter 1, I introduced the topic and discussed the main research 

questions of this study. A review of the main literature about Keats and depression 

was provided. This chapter focuses on the methodology which will be used in my 

research and presents a pilot study. Since my study attempts to understand how 

Keats constructs negative mental states metaphorically, I will analyse the 

metaphors used to represent these negative states in selected poems. I approach 

his works as performative; I look at his language as evidence of how he chose to 

represent these mental states in his poetics. My investigation of the metaphors will 

take a cognitive perspective. The cognitive perspective views language use as a 

mental (cognitive) process (Lakoff, 1987). For example, Lakoff argues that "language 

makes use of our general cognitive apparatus" (Lakoff, 1987: 58). The cognitive 

perspective recognizes that mental states, as well as other abstract concepts, are 

often represented metaphorically in everyday language. It is also useful in dealing 

ǿƛǘƘ ŎƻƳǇƭŜȄ ƭƛǘŜǊŀǊȅ ƳŜǘŀǇƘƻǊǎ ǎǳŎƘ ŀǎ ǘƘƻǎŜ ŦƻǳƴŘ ƛƴ YŜŀǘǎΩǎ ǇƻŜǘƛŎǎΦ ¢ƻ ǎǘǳŘȅ 

YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΣ L ǿƛƭƭ ƳŀƪŜ ǳǎŜ ƻŦ [ŀƪƻŦŦ ŀƴŘ WƻƘƴǎƻƴΩǎ 

contribution to the contemporary view of metaphor: that metaphorical language 

should be seen as a matter of thought and the metaphorical expressions found in 

any text are but presentations of an underlying conceptual system that governs our 

thoughts (Lakoff and Johnson, 1980; Lakoff and Johnson, 2003). Furthermore, I will 
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maƪŜ ǳǎŜ ƻŦ CŀǳŎƻƴƴƛŜǊ ŀƴŘ ¢ǳǊƴŜǊΩǎ ŀŘŘƛǘƛƻƴ ǘƻ ǘƘŜ ŎǳǊǊŜƴǘ ǘƘŜƻǊȅ ƻŦ ƳŜǘŀǇƘƻǊ 

(Fauconnier and Turner, 2002; Turner, 2014; Turner, 2015). Their views are 

ŎƻƴǎƛŘŜǊŜŘ ŀǎ ŎƻƳǇƭŜƳŜƴǘŀǊȅ ǘƻ [ŀƪƻŦŦ ŀƴŘ WƻƘƴǎƻƴΩǎΦ ¢ƘŜȅ ǎŜŜ ƳŜǘŀǇƘƻǊ ŀǎ ŀ 

result of conceptual integration that occurs between input spaces where elements 

from diverse scenarios are blended together in a new space called blended space or 

Ψthe ōƭŜƴŘΩ (Fauconnier and Turner, 2002; Ungerer & Schmid, 2006). Studying the 

way in which negative mental states are structured in terms of metaphors seems 

useful to understand how Keats talks about such complex states in his poetry. 

Although some previous studies of Keats have used cognitive approaches, they have 

not considered this issue of the metaphorical representation of negative mental 

states. For example, Marcello Giovanelli (2013) applies Text World Theory to 

selected poems by Keats, but his main focus is not on metaphorical language. The 

aim of DƛƻǾŀƴŜƭƭƛΩǎ research was to study how abstract states such as dreams, 

desires and nightmares are conceptualized and understood by readers in the act of 

reading experience (Giovanelli, 2013: 3). His research demonstrates that it is 

possible and fruitful ǘƻ ŀǇǇƭȅ ŎƻƎƴƛǘƛǾŜ ƳƻŘŜƭǎ ǘƻ YŜŀǘǎΩǎ ǿƻǊƪǎΦ My study will 

continue this cognitive approach to Keats. In the following section 2.2, I will discuss 

the cognitive theories of metaphor on which this study is based. I will introduce 

important information about them and outline how they will be used in this study.  

2.2 Current View of Metaphor 

Today, the idea that metaphor is a cognitive phenomenon is widely accepted in 

almost all fields of linguistic study (Semino, 2008; Semino & Demjén, 2017; Kövecses, 

2017). This contemporary view has replaced the traditional view which considered 
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metaphor as a poetical means of embellishment or a rhetorical device. According to 

this traditional viewpoint, metaphor was seen as a property of words or a linguistic 

device mainly based on two entities that resemble each other (Benczes, 2006: 48). 

The advocates of this view see metaphor as a deliberate as well as conscious use of 

ǿƻǊŘǎ ǘƘŀǘ ǿŜ άŎŀƴ ƎŜǘ ŀƭƻƴƎ ǇŜǊŦŜŎǘƭȅ ǿŜƭƭ ǿƛǘƘƻǳǘέ ό[ŀƪƻŦŦ ŀƴŘ WƻƘƴǎƻƴΣ мфулΥ оύΦ 

On the other hand, the cognitive view of metaphor differs quite considerably from 

the traditional one. From a cognitive perspective, metaphor is not only seen as a 

feature of language, but of thought as well. In the light of this cognitive viewpoint, 

metaphor means the understanding of one idea or concept in terms of another 

(Lakoff and Johnson, 1980; Lakoff and Johnson, 2003; Steen, 2006; Semino, 2008, 

Sullivan, 2013). The proponents of this approach argue that not only is language 

metaphorical, but even άour conceptual system [Χϐ is fundamentally metaphorical 

in natureέ (Lakoff and Johnson, 1980: 3). ¢ƘŜȅ ōŜƭƛŜǾŜ ǘƘŀǘ άƳŜǘŀǇƘƻǊ ƛǎ ǇŜǊǾŀǎƛǾŜ 

in everyday life, not just in language but in thought and actƛƻƴέ ό[ŀƪƻŦŦ ŀƴŘ WƻƘƴǎƻƴΣ 

1980: 3). There are two main cognitive approaches to the contemporary view of 

metaphor: Conceptual Metaphor Theory (CMT) which originated in the 1980s, and 

Conceptual Integration Theory (CIT), which is an early 21st century development of 

CMT. 

2.2.1 Conceptual Metaphor Theory  

Conceptual Metaphor Theory (henceforth CMT) was first developed by 

George Lakoff and Mark Johnson in their seminal book Metaphors We Live By 

όмфулύΦ [ŀƪƻŦŦ ŀƴŘ WƻƘƴǎƻƴΩǎ ǇǊƛƴŎƛǇŀƭ ŀǊƎǳƳŜƴǘ ƛǎ ǘhat metaphor is not only a 

matter of language; metaphor operates in thought too and our conceptual system is 
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largely metaphorical as well. They argue that metaphors help us understand one 

concept through another (Lakoff and Johnson, 2003; Lakoff, 2008; Kövecses, 2009). 

Metaphors connect or link two different conceptual domains together (Steen, 2008; 

Dancygier, 2017)Φ ! ŎƻƴŎŜǇǘǳŀƭ ŘƻƳŀƛƴ ǊŜŦŜǊǎ ǘƻ άŀƴȅ ŎƻƘŜǊŜƴǘ ƻǊƎŀƴƛǎŀǘƛƻƴ ƻŦ 

ŜȄǇŜǊƛŜƴŎŜέ όYǀǾŜŎǎŜǎΣ нлмлΥ пύΦ Lǘ ƛǎ ŀ ƳŜƴǘŀƭ ǎǇŀŎŜ ǘƘŀǘ Ŏƻƴǘŀƛƴǎ schematic 

knowledge and information about particular human experiences such as: love, work, 

war, study, travel ŜǘŎΦ aŜƴǘŀƭ ǎǇŀŎŜǎ ŀǊŜ ŘŜŦƛƴŜŘ ŀǎ άŎƻƴŎŜǇǘǳŀƭ ǇŀŎƪŜǘǎ 

ŎƻƴǎǘǊǳŎǘŜŘ ŀǎ ǿŜ ǘƘƛƴƪ ŀƴŘ ǘŀƭƪΣ ŦƻǊ ǇǳǊǇƻǎŜǎ ƻŦ ƭƻŎŀƭ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀƴŘ ŀŎǘƛƻƴέ 

(Fauconnier and Turner, 2002: 40). Lakoff and Johnson discuss the way that 

conceptual metaphor consists of two domains; we structure our understanding of 

one domain in terms of the other (Lakoff and Johnson, 2003: 52). Conceptual 

metaphor involves understanding a target domain in terms of a source domain. In 

order to process metaphor, the mind makes correspondences between the 

conceptual elements of the source domain and those of the target domain. The 

correspondences between these elements are called metaphorical mappings (Lakoff 

and Johnson, 2003: 246). This mapping process which occurs across the domains 

explains how different άelements in the two ŘƻƳŀƛƴǎ ƭƛƴŜ ǳǇ ǿƛǘƘ ŜŀŎƘ ƻǘƘŜǊέ 

conceptually (Grady et al., 1999: 102). /a¢ Ƴŀƛƴǘŀƛƴǎ ǘƘŀǘ άǘƘŜǎŜ ƘƛƎƘƭȅ 

conventionalized ways of talking about one cognitive model or domain in terms of 

another are particularly interesting and important because [...] they represent tacit 

ǇŀǘǘŜǊƴǎ ƻŦ ǘƘƻǳƎƘǘ ǎƘŀǊŜŘ ōȅ ǘƘŜ ƳŜƳōŜǊǎ ƻŦ ŀ ǎǇŜŜŎƘ ŎƻƳƳǳƴƛǘȅέ ό{ŎƘƳƛŘΣ нлмнΥ 

386). 

CMT applies not only to poetic expressions; it also applies to everyday 

language (Gibbs, 2006; Coulson, & Cánovas, 2009). The way we actually understand 
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one concept in terms of another is demonstrated by the example LIFE IS A JOURNEY 

(Kövecses, 2010: 4). In this conceptual metaphor, άthe target domain of life is 

understood in terms of the source domain of journeyέ. As the cognitive linguists 

point out, this conceptual metaphor is reflected in our everyday language in various 

ways. It underpins many metaphorical expressions, such as: I am at a crossroads in 

my life; this decision takes you nowhere; or she will go places in life, etc (Kövecses, 

2005: 123). This conceptual metaphor has the effect of helping us to understand an 

abstract concept life in terms of a more concrete and embodied concept journey. 

The conceptual metaphor LIFE IS A JOURNEY structures the actions we perform in 

life in terms of the actions we perform on a journey. Another example of a 

conceptual metaphor is ARGUMENT IS WAR (Lakoff and Johnson, 1980: 4; Kövecses, 

2010: 6; Gibbs, 2017) in which the concept of argument is understood in terms of 

another concept, war. This conceptual metaphor is also reflected in our everyday 

language through various metaphorical expressions such as: He attacked every 

weak point in my argument; she never won an argument with her boss; your claims 

are indefensible etc. (Lakoff and Johnson, 1980: 4; Kövecses, 2010: 6). The 

understanding of argument is structured through the concept of war; we could win, 

lose or defend arguments as we do with war (Lakoff and Johnson, 1980: 4; Gibbs, 

2017). Thus, Lakoff and Johnson argue that the way we think about ourselves and 

the way we perceive and experience things around us are revealed in the 

metaphors we use. They believe that even the way we understand and express our 

daily experiences is figurative, and the metaphors we use have a great influence on 

the way we communicate with each other (Lakoff and Johnson, 1980: 3). They claim 

that the structuring of one concept in terms of another is partial, not total; some of 
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the aspects are mapped and others remain unaffected (Lakoff and Johnson, 1980; 

Kövecses, 2010)Φ ¢ƘŜȅ ŜƳǇƘŀǎƛȊŜ ǘƘŀǘ ƛŦ ǘƘŜ ǎǘǊǳŎǘǳǊƛƴƎ ǿŜǊŜ ǘƻǘŀƭΣ άƻƴŜ ŎƻƴŎŜǇǘ 

would actually be the other, not merely be understood in terms of iǘέ ό[ŀƪƻŦŦ ŀƴŘ 

Johnson, 1980: 13). In their point of view, conceptual metaphor can be categorised 

into three main types: ΨstructuralΩ, ΨorientationalΩ and ΨontologicalΩ ƳŜǘŀǇƘƻǊǎ 

(Lakoff and Johnson, 1980; Lakoff and Johnson, 2003; Kövecses, 2010). Structural 

metaphors are those where one concept is metaphorically structured by means of 

another concept as in the examples above LIFE IS A JOURNEY and ARGUMENT IS 

WAR. Orientational metaphors are those in which some concepts are understood in 

orientational terms. They deal with spatial orientations which are derived from our 

physical and cultural experiences such as IN and OUT, UP and DOWN, HIGH and 

LOW and FRONT and BACK, and so on (Lakoff and Johnson, 1980: 14). Based on 

these binary opposites of spatial experiences we can make up the following 

metaphors: GOOD IS UP and BAD IS DOWN; MORE IS UP and LESS IS DOWN; HAPPY 

IS UP and SAD IS DOWN (Kövecses, 2010: 40). The third type is ontological 

metaphors. They are based on our experiences of physical objects and substances. 

Lakoff and Jonson argue that "our experiences with physical objects (especially our 

own bodies) provide [...] ways of viewing events, activities, emotions, ideas, etc., as 

entities and substances" (Lakoff and Johnson, 1980: 25). Ontological metaphors, 

therefore, occur when we understand abstract concepts, emotional experiences, 

ideas and events in terms of physical entities or substances such as THE MIND IS A 

BRITTLE OBJECT, IDEAS ARE OBJECTS (Lakoff and Johnson, 1980: 28; (Kövecses, 2010: 

39).  
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The findings of conceptual metaphor theory have been used by many 

scholars in various fields of knowledge such as studying literature, language 

teaching, science and education, politics and music (Semino, 2008). In the field of 

literature, conceptual metaphor theory is applied by some cognitive linguists to 

analyse the figurative language used by authors in their literary works. For instance, 

ƛǘ ǿŀǎ ŀǇǇƭƛŜŘ ōȅ DŜǊŀǊŘ {ǘŜŜƴ ǘƻ ŀƴŀƭȅǎŜ ƳŜǘŀǇƘƻǊǎ ƛƴ ²ƻǊŘǎǿƻǊǘƘΩǎ ǇƻŜǘǊȅ ό{ǘŜŜƴΣ 

1999b: 507). Other researchers have applied it to the works of Ian McEwan and 

Harold Pinter (Forceville, 1999), Sara Maitland and Salman Rushdie (Heywood, et al., 

2002), and Sylvia Plath (Demjén, 2010). The findings of conceptual metaphor theory 

are also used in conceptualizing and constructing musical concepts. Lawrence 

Zbikowski applies Lakoff and WƻƘƴǎƻƴΩǎ ƛŘŜŀǎ ŀōƻǳǘ ŎƻƴŎŜǇǘǳŀƭ ƳŀǇǇƛƴƎ ǘƻ ƳǳǎƛŎ 

theories mainly to construct the understanding of musical concepts in terms of 

other concepts from other domains (Zbikowski, 2002: 74). Recent research (White & 

Herrera 2003; Wolf & Polzenhagen 2003) has applied this cognitive approach to 

analyze ideology in the press. They examine an article from the newspaper USA 

Today which describes the economic tension between USA and Japan during the 90s. 

The studies show how metaphors of war are used to reflect ideology. Similarly, 

aǳǎǎƻƭŦ ŀǇǇƭƛŜǎ ƛǘ ǘƻ ŀƴŀƭȅȊŜ άǘƘŜ ƛŘŜƻƭƻƎƛŎŀƭ ŦǳƴŎǘƛƻƴ ƻŦ ƳŜǘŀǇƘƻǊ ƻŦ ƘŜŀƭǘƘ ŀƴŘ 

ƛƭƭƴŜǎǎ ƛƴ ǇǳōƭƛŎ ŘƛǎŎƻǳǊǎŜέ όaǳǎǎƻƭŦΣ нллоύΦ Later, it has been used in studying and 

understanding scientific notions. For example, teachers in the domain of physics, 

find this framework very helpful in teaching and learning physics concepts. They 

claim that the analogies generated by students affect their understanding of these 

abstract concepts (Podolefsky and Finkelstein, 2006: 2). In the domain of 

mathematics, Marcel Danesi used this framework in teaching word problems. He 

http://lal.sagepub.com/search?author1=Elena+Semino&sortspec=date&submit=Submit
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claims that conceptual metaphor theory was useful in converting abstract concepts 

into concrete which helped students comprehend and solve word problems 

effectively (Danesi, 2007: 230). In the domain of language teaching, CMT has also 

been used in learning and teaching English as a foreign language (EFL) and as a 

second language (L2). Scholars argue that it provides them with a άnew perspective 

in vocabulary teaching and learning in the EFL context" (Fang, 2014: 377). Most 

recent research use CMT in cognitive and experimental psychology to examine 

examples of constructing mental models (Landau, 2016: 143).  

aȅ ǎǘǳŘȅ ǿƛƭƭ ōŜƴŜŦƛǘ ŦǊƻƳ ǘƘƛǎ ŀǇǇǊƻŀŎƘ ƛƴ ŘƛǎŎǳǎǎƛƴƎ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ 

expressions. This cognitive framework will assist me in identifying the conceptual 

metaphors that structure the metaphorical system used by Keats when he 

conceptualizes negative mental states such as melancholy and depression. It will 

help in discussing the underlying conceptual structures that Keats uses in 

constructing his own metaphors. Conceptual metaphors will be clearly marked in 

the text; they are written in SMALL CAPS, with the order: TARGET DOMAIN IS 

SOURCE DOMAIN. 

2.2.2 Conceptual Integration Theory 

The second approach to metaphor is called Conceptual Integration Theory 

(CIT) or Blending. It is formulated by Gilles Fauconnier and Mark Turner in their 

book The Way We Think: /ƻƴŎŜǇǘǳŀƭ .ƭŜƴŘƛƴƎ ŀƴŘ ǘƘŜ aƛƴŘΩǎ IƛŘŘŜƴ /ƻƳǇƭŜȄƛǘƛŜǎ 

όнллнύΦ CŀǳŎƻƴƴƛŜǊ ŀƴŘ ¢ǳǊƴŜǊ ǘƘƛƴƪ ǘƘŀǘ ŎƻƴŎŜǇǘǳŀƭ ōƭŜƴŘƛƴƎ ƛǎ ŀ άƎǊŜŀǘ ƳŜƴǘŀƭ 

ŎŀǇŀŎƛǘȅέ ǘƘŀǘ ƎƛǾŜǎ ƘǳƳŀƴ ōŜƛƴƎǎ ǎǳǇŜǊƛƻǊƛǘȅ ƻǾŜǊ ƻǘƘŜǊ ŎǊŜŀǘǳǊŜǎ ŀƴŘ ƳŀƪŜǎ ǘƘŜƳ 

what they are today. They also argue thŀǘ ǘƘƛǎ ŘȅƴŀƳƛŎ ŎŀǇŀŎƛǘȅ άƻǇŜǊŀǘŜǎ ƭŀǊƎŜƭȅ 
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ōŜƘƛƴŘ ǘƘŜ ǎŎŜƴŜǎέ ŀƴŘ άǿŜ ŀǊŜ ƴƻǘ ŎƻƴǎŎƛƻǳǎƭȅ ŀǿŀǊŜ ƻŦ ƛǘǎ ƘƛŘŘŜƴ ŎƻƳǇƭŜȄƛǘƛŜǎέ 

(Fauconnier and Turner, 2002: v). The CIT approach both complements and 

develops CMT. It shares many of its aspects and takes the study of the conceptual 

metaphors to a more advanced level (Coulson, 2006; Fauconnier & Lakoff, 2009;  

Dancygier, 2017). Both approaches consider metaphor as a άconceptualέ rather 

than a άlinguistic phenomenonέ. However, there are some fundamental differences 

between the two. For example, CMT considers metaphor in terms of a systematic 

ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǘǿƻ ƳŜƴǘŀƭ ǎǇŀŎŜǎ ŎŀƭƭŜŘ ΨǎƻǳǊŎŜΩ ŀƴŘ ΨǘŀǊƎŜǘΩ ŘƻƳŀƛƴǎΤ ǿƘƛƭŜ 

CIT allows more than two mental spaces όŎŀƭƭŜŘ ΨƛƴǇǳǘ ǎǇŀŎŜǎΩύ to be involved in 

metaphorical processing (Fauconnier and Turner, 2002; IŀǊǘ ϧ [ǳƪŜǑΣ нллт). CIT 

argues that metaphorical thinking involves more than the matching of two or more 

analogues. Instead, the mind must conceptualise scenarios and produce new 

mental spaces during the mapping process. ¢ƘŜ ΨƳŀǇǇƛƴƎ ǇǊƻŎŜǎǎΩ ƳŜŀƴǎ 

establishing conceptual correspondences or a set of analogues between the input 

spaces in order to produce a blended scenario. As Fauconnier and Turner point out 

άȅƻǳ Ŏŀƴ't fully match the analogues without constructing that imaginative blended 

scenario, because what counts as a good match depends on whether the match 

gives you ǿƘŀǘ ȅƻǳ ƴŜŜŘ ŦƻǊ ǘƘŜ ōƭŜƴŘέ (Fauconnier and Turner, 2002: 20). They 

believe that even a little matching would help us running the blend which in return 

helps us find more matches. According to this view, metaphor is a result of a 

process of blending which produces a conceptual integration network (Fauconnier 

and Turner, 2008: 53; Steen, 2007a: 273). This process requires a network of a 

minimum of four mental spaces: two input spaces which are associated with source 

and target domains, a generic space which is a conceptual structure that contains 



 

51 
 

shared information between the two input spaces, then the blended space which is 

a new emergent space that contains new constructed meaning which results from 

the combination and interaction of the information in the two initial input spaces 

(Fauconnier and Turner, 2002: pp. 40-47, IŀǊǘ ϧ [ǳƪŜǑΣ нллтΥ ǇǇΦ млф-111). This 

blended space results from an interaction among input spaces and background 

knowledge. It is a new construction of meaning which is formed through selective 

projection from the inputs and is in neither of them (Fauconnier and Turner, 2002: 

pp. 46-47; Kövecses, 2006: 292). 

According to Fauconnier and Turner, an input space can retrieve information 

from more than one conceptual domain to create its own structure. Complex 

ƴŜǘǿƻǊƪǎ ƳƛƎƘǘ ƛƴŎƭǳŘŜ ƳǳƭǘƛǇƭŜ ƛƴǇǳǘ ǎǇŀŎŜǎΦ ¢ƘŜȅ ōŜƭƛŜǾŜ ǘƘŀǘ ά/ƻƴŎŜǇǘǳŀƭ 

integration networks can have several input spaces and even multiple blended 

ǎǇŀŎŜǎέ όCŀǳŎƻƴƴƛŜǊ ŀƴŘ ¢ǳǊƴŜǊΣ нллнΥ птύΦ ¢ƘŜ ōƭŜƴŘƛƴƎ ǇǊƻŎŜǎǎ ƛƴǾƻƭǾŜǎ ǘƘǊŜŜ 

Ƴŀƛƴ ǎǘŜǇǎΥ ŎƻƳǇƻǎƛǘƛƻƴ ƛƴ ǿƘƛŎƘ άǇǊƻƧŜŎǘƛƻƴǎ ŦǊƻƳ ƛƴǇǳǘǎέ ōŜŎƻƳŜ ŀǾŀƛƭŀōƭŜ ǘƻ 

establish a relation between elements in the input spaces; completion in which 

άǊŜŎǊǳƛǘƛƴƎ ŦǊŀƳŜǎ ŀƴŘ ǎŎŜƴŀǊƛƻǎέ ŀŘŘǎ ŀŘŘƛǘƛƻƴŀƭ ǎǘǊǳŎǘǳǊŀƭ ǇǊƻǇŜǊǘƛŜǎ ǘƻ ǘƘŜ 

ōƭŜƴŘŜŘ ǎǇŀŎŜΤ ŀƴŘ ŜƭŀōƻǊŀǘƛƻƴ ƻǊ άǊǳƴƴƛƴƎ ǘƘŜ ōƭŜƴŘέ ƛƴ ǿƘƛŎƘ ǘƘŜ ŘŜǾŜƭƻǇƳŜƴǘ ƻŦ 

the blended space through imaginative mental stimulation is fulfilled. The result of 

the three processes is that the blended space can become more complex and 

elaborate (Fauconnier and Turner, 2002: 42-44; Moreno, 2007: 79). 

CIT or blending can be a useful explanatory tool in the analysis of KŜŀǘǎΩǎ 

metaphors along with CMT because poetic metaphors are often complex. 

Conceptual blending has recently been used to analyze topics of interest in various 
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fields of knowledge (Freeman, 2010). For example, in the field of linguistics, Oakley 

uses blending theory to address the concerns of linguists, rhetoricians and literary 

critics who are interested in the construction of meaning and other linguistic 

aspects in discourse such as: language use, discourse and narrative structure 

(Oakley, 1998: 321). He applies this model to a passage from Maus II: A Survivor's 

Tale ōȅ !Ǌǘ {ǇƛŜƎŜƭƳŀƴΦ Lƴ Ƙƛǎ ǎǘǳŘȅΣ hŀƪƭŜȅ ŀǊƎǳŜǎ ǘƘŀǘ άŎƻƴŎŜǇǘǳŀƭ ōƭŜƴŘƛƴƎ 

provides a plausible account of how readers construct meaning in narrative 

ŘƛǎŎƻǳǊǎŜέ όhŀƪley, 1998: 321). In literature, Per Aage Brandt has applied blending 

ǘƘŜƻǊȅ ǘƻ /ƘŀǊƭŜǎ .ŀǳŘŜƭŀƛǊŜΩǎ ǇƻŜƳ Ψ/ŀǘΩ to account for the use of conceptual 

integration in representing inferences and imagery in the poem (Brandt, 2004: 135-

153). Similarly, Elena Semino applies this framework ǘƻ ±ƛǊƎƛƴƛŀ ²ƻƻƭŦΩǎ ǎƘƻǊǘ ǎǘƻǊȅ 

Ψ[ŀǇǇƛƴ ŀƴŘ [ŀǇƛƴƻǾŀΩΦ {ƘŜ ƛǎ Ƴŀƛƴƭȅ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘƘŜ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ƳŜƴǘŀƭ ƭƛǾŜǎ ƻŦ 

the characters. The female character of the story faces difficulty in adjusting to her 

new life; therefore in order to sort out these difficulties she creates an alternative 

fantasy world through the use of conceptual blending (Semino, 2006: 55). In the 

field of psychiatry, this approach is used to understand άthe cognitive processes 

ƛƴǾƻƭǾŜŘ ƛƴ ŘƛŦŦŜǊŜƴǘ ŎƭŀǎǎŜǎ ƻŦ ǇǎȅŎƘƻǇŀǘƘƻƭƻƎƛŎŀƭ ǎȅƳǇǘƻƳǎέ όYƛŀƴƎΣ нллрΥ ноύΦ CIT 

is also used to study advertisements to explore how consumers use conceptual 

blending to construct meanings out of existing thinking (Annamma et al, 2009: 39). 

In the field of anthropology, Timothy Gill applies this model to see how people 

constructed meaning in Ice Age Europe (Gill, 2010). Recent applications of this 

framework include the field of science as well, for example, Hu et al conduct a study 

to see how CIT ŦǊŀƳŜǿƻǊƪ Ŏŀƴ ōŜ ǳǎŜŘ ǘƻ ŀƴŀƭȅȊŜ ǎǘǳŘŜƴǘǎΩ ŀǇǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘŜ 

integration concept in physics problem solving (Hu et al., 2013: 15). Other scholars 

http://lal.sagepub.com/search?author1=Elena+Semino&sortspec=date&submit=Submit
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use CIT to explain scientific notions and phenomena, Dreyfus et al apply blending to 

study the metaphors used by students and experts in teaching abstract science 

concepts such as energy and power. In their study, the authors argue that in 

thinking and talking about energy, teachers of physics rely heavily on ontological 

metaphors such as ENERGY AS A SUBSTANCE and ENERGY AS A VERTICAL LOCATION 

(Dreyfus et al., 2015: 812). 

The main concern of blending is how people make new meanings out of 

ŜȄƛǎǘƛƴƎ ŎƻƴŎŜǇǘǎΦ CǊƻƳ ǘƘƛǎ ǇŜǊǎǇŜŎǘƛǾŜΣ ŎƻƴŎŜǇǘǳŀƭ ōƭŜƴŘƛƴƎ άƻŦŦŜǊǎ a unique way 

to understand how people use simple concepts and schemas to create new 

conceptual constructions and how those same conceptual constructions are in turn 

ǳǎŜŘ ǘƻ ǎǘǊǳŎǘǳǊŜ ŀŘŘƛǘƛƻƴŀƭ ŎƻƴŎŜǇǘǎέ ό¢ǊƻƻƭƛƴΣ нлмнΥ нύΦ hƴŜ ƻŦ ǘƘŜ ŀŘǾŀƴǘŀƎŜǎ ƻŦ 

blending theory is that it allows us to connect together things which seem unrelated 

or disconnected through a mental mapping. It is through the help of conceptual 

blending networks that we can talk about or describe abstract or invisible things 

without difficulty. For example, in the field of physics, the concept of wave 

propagation is taught to students through using conceptual blend. In describing this 

abstract notion, students associate mental scenarios with abstract concepts in 

memory, and recruit information from common experiences to evoke visual images 

about these abstract concepts and make them appear tangible or conceivable 

(Wittmann, 2010: 2). 

Another fundamental advantage of applying this theory of blending is its 

connection with literary language. It has already been adopted by literary theorists, 

critics and linguists in their cognitive examination of verbal creativity in some 
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literary texts (Oakley, 1998: 322, Freeman, 2006: 107). They believe that CIT 

facilitates the recognition and analysis of examples of literary creativity, for instance 

when authors construct new metaphors to represent abstract concepts and mental 

or emotional states. Margaret H. Freeman comments on this link between 

conceptual blending and literary language. She states that one of the reasons 

behind the popularity of άcognitive linguistics (and the theory of conceptual 

integration, or blending) is ƛǘǎ ŜƳōǊŀŎŜ ƻŦ ƭƛǘŜǊŀǊȅ ŀǎ ǿŜƭƭ ŀǎ ŎƻƴǾŜƴǘƛƻƴŀƭ ƭŀƴƎǳŀƎŜέ 

(Freeman, 2006: 107). She argues that the embodied mind is one of the principles 

ǘƘŀǘ ǳƴŘŜǊƭƛŜ ŎƻƎƴƛǘƛǾŜ ƭƛƴƎǳƛǎǘƛŎǎ ŀƴŘ ǘƘŀǘ ŎƻƴŎŜǇǘǳŀƭ ƛƴǘŜƎǊŀǘƛƻƴ άƛǎ ǇŀǊǘƛŎǳƭŀǊƭȅ 

powerful in revealing the ways in which the embodied mind articulates the many 

dimensions of human experience, whether physiological, biological, psychological, 

ǎƻŎƛŀƭΣ ŎǳƭǘǳǊŀƭΣ ǇƻƭƛǘƛŎŀƭΣ ŀƴŘ ǎƻ ƻƴΣ ǘƘǊƻǳƎƘ ƭŀƴƎǳŀƎŜέ όCǊŜŜƳŀƴΣ нллсΥ млтύΦ 

My study will use conceptual iƴǘŜƎǊŀǘƛƻƴ ǘƘŜƻǊȅ ǘƻ ŜȄŀƳƛƴŜ YŜŀǘǎΩǎ 

metaphorical representation of human psychological experience such as negative 

mental states. His metaphors are sometimes complex and draw on multiple input 

spaces from different domains to create specific effects. Therefore, CIT or 

conceptual blending is useful in interpreting the various input spaces. It emphasizes 

the role of the emergent structure (blended space) in expressing the negative 

mental state of the speaker. Blending can help to describe the emergent meaning 

since there is more than one element from different spaces contributing to the 

blend to form a coherent understanding of how these elements are related 

(Dancygier, 2014: 298-299). Blending, therefore, allows us to explore the meanings 

created by these metaphorical expressions. It brings the text into the operating 

theatre; we act as anatomists to its textures and expressions. 



 

55 
 

CMT and CIT offer two ways of looking at metaphors: the former involves 

unidirectional mapping between two spaces, the latter involves mapping across 

multiple input spaces. In my study, I will argue that Conceptual Metaphor Theory is 

useful ƛƴ ǎǘǳŘȅƛƴƎ YŜŀǘǎΩǎ metaphors of negative mental states because this model 

is used in analysing the common and everyday metaphors that underpin 

expressions in language. It facilitates recognition of familiar connections between 

different and unrelated domains (Lakoff and Johnson, 1980). Conceptual Integration 

Theory, on the other hand, is useful for analysing YŜŀǘǎΩǎ poetic language as it can 

be used as a tool to study literary and conventional language (Freeman, 2005, 

Freeman, 2006). It can account for complex metaphors by combining multiple ideas 

and diffuse mappings. Combining insights from CMT and CIT enables me to look 

ŎƭŜŀǊƭȅ ŀǘ YŜŀǘǎΩǎ ǇƻŜǘƛŎ ƭŀƴƎǳŀƎŜ ǘƻ ŎƻƴǎƛŘŜǊ ǿƛŘŜǊ ǇŀǘǘŜǊƴǎ ƛƴ Ƙƛǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ 

negative mental states. 

2.3 Pilot Study 

In this section, I will present a short pilot study in which I apply CMT and CIT 

ǘƻ ŀƴŀƭȅǎŜ ǎƻƳŜ ƳŜǘŀǇƘƻǊƛŎŀƭ ŜȄǇǊŜǎǎƛƻƴ ŦǊƻƳ ǘǿƻ ƻŦ YŜŀǘǎΩǎ ǇƻŜƳǎΦ ¢ƘŜ ǇǳǊǇƻǎŜ 

of the pilot study is to check the feasibility of the study on a small scale before 

conducting the major study which will be discussed in chapter three. This mini 

version of the study aims to pre-test or try out a particular research instrument 

(Baker 1994:182-3). The poems I will be dealing with belong to two periods in 

YŜŀǘǎΩǎ ǎƘƻǊǘ ŎŀǊŜŜǊΥ ǘƘŜ ŦƛǊst poem is taken from his early career and the second 

belongs to his late career. At this stage, I will not deal with all the metaphorical 
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representations of negative mental states in the two poems. I will only select a small 

number of metaphors to try out the research tool. 

2.3.1 Brief Aƴŀƭȅǎƛǎ ƻŦ YŜŀǘǎΩǎ Ψ¢ƻ IƻǇŜΩ 

Ψ¢ƻ IƻǇŜΩ is ƻƴŜ ƻŦ YŜŀǘǎΩǎ ŜŀǊƭȅ ŀǘǘŜƳǇǘǎ ǘƻ ǿǊƛǘŜ ǇƻŜǘǊȅΦ Lǘ ǿŀǎ ǿǊƛǘǘŜƴ ƛƴ 

1815 and published in 1817 in his first volume of poetry entitled PoemsΦ YŜŀǘǎΩǎ ŦƛǊǎǘ 

collection of poetry did not attract the public attention and was considered a critical 

failure, with a few exceptions of close friends and members of his literary circle. 

Many of KeatsΩǎ contemporary critics undervalue this volume of poetry and consider 

it as lacking poetic maturity. For example, William Howitt (1792-1879), a member of 

a group of Quaker Romantic poets, sees YŜŀǘǎΩǎ first collection of poetry as a 

άǾƻƭǳƳŜ ƻŦ ƛƳƳŀǘǳǊŜ ŦŀƴŎƛŜǎ ŀƴŘ ǳƴǎŜǘǘƭŜŘ ǎǘȅƭŜέ όHowitt, 1847: 429). In their 

reviews of the poems of 1817Σ YŜŀǘǎΩǎ ŎƭƻǎŜ ŦǊƛŜƴŘǎΣ DŜƻǊƎŜ CŜƭǘƻƴ aŀǘƘŜǿ ŀƴŘ 

.ŜƴƧŀƳƛƴ wƻōŜǊǘ IŀȅŘƻƴ ŎƻƴǎƛŘŜǊ ǘƘŜ ŦƛǊǎǘ ǾƻƭǳƳŜ ŀǎ ŀ άƳƛƴƻǊ ŘƻŎǳƳŜƴǘ ŦƻǊ YŜŀǘǎΩ 

ǇƻŜǘƛŎ ƘƛǎǘƻǊȅέ containing ǇƻŜƳǎ ǿƘƛŎƘ ŀǊŜ άǾŜǊȅ ƛƴŦŜǊƛƻǊ ǘƻ ǘƘŜƛǊ ŎƻƳǇŀƴƛƻƴǎέ 

(Murry, 1939: 10). They excused Keats for this immature style and attributed it to 

his early career. As far as Ψ¢ƻ IƻǇŜΩ is concerned, the poem was not given much 

attention and popularity compared to the later odes. The general impression among 

literary critics from the mid-twentieth-century onwards about the poem is that it is 

άǇƻƻǊ ǇƻŜǘǊȅέ ǘƘŀǘ άǊŜŦƭŜŎǘǎ ǳƴŘƻǳōǘŜŘƭȅ YŜŀǘǎΩǎ ƳƻƻŘ ƛƴ ǘƘƛǎ ǇŜǊƛƻŘέ όCƛƴƴŜȅΣ мфсо: 

61). They see it as an imitation of the eighteenth century diction and style. For 

example, Walter Jackson Bate believes that the poem is άƧŜƧǳƴŜ ƭƛƴŜǎέ which άŦŀƭƭ 

into typical eighteenth-ŎŜƴǘǳǊȅ ƳƻŘŜǎέ ǿƛǘƘ άŎƻƴǾŜƴǘƛƻƴŀƭ ƛƳŀƎŜǊȅέ ŀōƻǳǘ άǘƘƛǎ 

ǇŀǊǘƛŎǳƭŀǊ ŀōǎǘǊŀŎǘƛƻƴέ ό.ŀǘŜΣ мфсоΥ пмύΦ {ƛƳƛƭŀǊƭȅΣ IŀǊƻƭŘ .ƭƻƻƳ ŀƎǊŜŜǎ ǿƛǘƘ ǘƘŜ 
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ƻǇƛƴƛƻƴ ŀƴŘ ŎƻƴǎƛŘŜǊǎ ƛǘ ŀǎ άŀ ŎƻƴǾŜƴǘƛƻƴŀƭ eighteenth-ŎŜƴǘǳǊȅ ƭƛōŜǊǘŀǊƛŀƴ ƛŘƛƻƳέ 

(Bloom, 2007: 189). Miriam Allott argues that the ǇƻŜƳ άŜȄǇǊŜǎǎŜǎ ǇŜǊǎƻƴŀƭ ŦŜŜƭƛƴƎέ 

ŀƴŘ Ŏƻƴǘŀƛƴǎ Ƴŀƴȅ άǇŜǊǎƻƴƛŦƛŜŘ ŀōǎǘǊŀŎǘƛƻƴǎέ ό!ƭƭƻǘǘΣ мфтлΥ мнύΦ It is possible to say 

that the poem, Ψ¢ƻ IƻǇŜΩ, does not enjoy the same reputation as the great odes of 

the latter period. However, I am not interested in the critical reception of these two 

poems; their fame and reputation will not affect my analysis. My sole aim is to 

examine the language of the poem to see how the poet represents negative mental 

states. I look at the metaphors of negative mental states in this early poem and 

compare it to a later poem.  

Ψ¢ƻ IƻǇŜΩ is an apostrophe in which the speaker addresses the abstract 

ƴƻǘƛƻƴ ΨƘƻǇŜΩ to lift him up in times of hardships. The poem is introspective; it 

opens with a situation in which the poetic voice sits alone and describes moments 

ƻŦ ǎŀŘƴŜǎǎΦ ¢ƘŜ ǎǇŜŀƪŜǊ ǳǎŜǎ ŦƛǊǎǘ ǇŜǊǎƻƴ ǇǊƻƴƻǳƴǎ ǎǳŎƘ ŀǎ ΨLΩΣ ΨƳŜΩ ŀƴŘ ΨƳȅΩ ǘƻ 

relate these experiences of hardships and sadness. For example, the lines 1 through 

8, 14, 19 through 25, 27 through 37 and lines 41 through 48 use a variety of these 

pronouns to refer these negative experiences to the poetic voice. During the 

moments of sadness, the poetic voice uses metaphorical scenarios to represent 

mental states in general. I will demonstrate how CMT and CIT can be useful tools in 

understanding the representation of these states. The poetic voice uses a number 

of input spaces such as gloom, darkness, fiendishness and illness to describe 

negative mental states such as despondency and melancholy. He also uses various 

input spaces such as balm, pinion and brightness and sweetness to describe hope. 

In my analysis I will focus on the representation of the negative mental states. In 
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particular, I will consider how different sources contribute to the creation of these 

metaphors. 

The first stanza opens with the poetic voice metaphorically describing the 

experience of a melancholic state: 

When by my solitary hearth I sit,  
And hateful thoughts enwrap my soul in gloom, 
                                                                         (L.1-2) 
 

In order to represent his melancholic mood, the poetic voice describes the feeling 

that his soul is being wrapped in gloom by his thoughts. This metaphorical 

expression cues multiple input spaces which are combined in a blended space which 

develops as the line progresses. Thoughts, an abstract notion, are represented as 

ǇƘȅǎƛŎŀƭƭȅ ŀƴŘ ƛƴǘŜƴǘƛƻƴŀƭƭȅ ŀŎǘƛƴƎ ǘƻ ΨŜƴǿǊŀǇΩ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ǎƻǳƭ όŀƴƻǘƘŜǊ 

abstract notion). This combines input spaces representing the abstract notion of 

thought and the notion of animate, human actors, so in the blending of these input 

spaces the thoughts are personified and given the capacity to act. The use of the 

ŀŘƧŜŎǘƛǾŜ ΨƘŀǘŜŦǳƭΩ ǿƘƛŎƘ is commonly used to describe a person or a thing rather 

ǘƘŀƴ ŀƴ ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ƴƻǳƴ ΨǘƘƻǳƎƘǘǎΩ ŎƻƴǘǊƛōǳǘŜǎ ǘƻ ǘƘŜƛǊ 

personification. Another important input space in this metaphor is the action of 

wrapping, which involves an object being enclosed or covered with something by an 

actor. The act of wrapping can be both positive (resulting in wrapped gifts, for 

instance) or negative (resulting in captivity or restriction, for instance). The negative 

side of wrapping is selectively projected into the blended space to create a scenario 

that maximizes the effect performed by ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΦ The item 

which is used to enclose or cover something is usually a material thing, such as 
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paper or a blanket for instance. However, in this metaphor, the wrap is not physical, 

it is an abstract entity i.e. gloom. Gloom has negative connotations of darkness and 

dimness, and this combines with the notion of wrapping to suggest that the 

ǎǇŜŀƪŜǊΩǎ ǎƻǳƭ Ƙŀǎ ōŜen surrounded by something unpleasant. It adds negative 

features to the blended space such as fear and dreariness. A further input space 

relates to the domain of the spiritual and immaterial, ΨƳȅ ǎƻǳƭΩ, in which the 

speaker represents his soul as a physical object which can be enveloped or wrapped 

up.  

In the blended space, we selectively project information from the different 

input spaces to create a new meaning which exists in none of the initial mental 

spaces. It contains the new constructed meaning; the ŀŎǘƛƻƴǎ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

thoughts result in a sense of captivity, lack of movement and deprivation of vision. 

¢ƘŜ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ǘƘƻǳƎƘǘǎ ŀǎ ΨƘŀǘŜŦǳƭΩ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ ǎǇŜŀƪŜǊ ŘƛǎƭƛƪŜǎ ǘƘŜƳΣ 

and he is being trapped by them. The analogy between these unrelated input 

spaces is achieved conceptually through establishing a network connection that 

covers a mental mapping between them. In creating this expression, the poetic 

voice seems to draw upon familiar conceptual metaphors such as: SAD IS DARK and 

SADNESS IS AN OPPONENT (Kövecses, 2000: 25-26). The poetic voice clearly displays 

a sense of lacking vision and motion and he highlights an aspect of negativity that 

attempts to control him. These conceptual metaphors contribute a sense of fear, 

anxiety, helplessness and hopelessness. His negative mental state is conceptualized 

as a state of gloom that enwraps his soul; the consequences of that enwrapping are 

ƭŀŎƪ ƻŦ Ƴƻǘƛƻƴ ŀƴŘ ƭŀŎƪ ƻŦ ǾƛǎƛƻƴΦ ¢ƘŜ ǎǇŜŀƪŜǊ ƛǎ ōƭƛƴŘŜŘ ōȅ Ƙƛǎ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ 

which hinder him and cause him to be in a static state.  
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A similar metaphorical expression occurs in the final stanza:  

So, when dark thoughts my boding spirit shroud, 
Sweet Hope, celestial influence round me shed,  

                                                                                        (L. 46) 
 

The poetic voice uses another compound sentence to describe two contrastive 

ƳŜƴǘŀƭ ǎǘŀǘŜǎΥ ƻƴŜ ƛǎ ǇƻǎƛǘƛǾŜ ŀƴŘ ǊŜǇǊŜǎŜƴǘŜŘ ōȅ άǎǿŜŜǘ ƘƻǇŜέΣ ŀƴŘ ǘƘŜ ƻǘƘŜǊ ƛǎ 

neƎŀǘƛǾŜ ŀƴŘ ǊŜǇǊŜǎŜƴǘŜŘ ōȅ άŘŀǊƪ ǘƘƻǳƎƘǘǎέΦ !ǎ L ƳŜƴǘƛƻƴŜŘ ŜŀǊƭƛŜǊΣ L ǿƛƭƭ ƴƻǘ 

consider the positive mental states in my analysis. I only focus on the negative ones, 

a will to keep consistent with previous sentences. Therefore, I only discuss the 

expression άǿƘŜƴ ŘŀǊƪ ǘƘƻǳƎƘǘǎ Ƴȅ ōƻŘƛƴƎ ǎǇƛǊƛǘ ǎƘǊƻǳŘέ ōŜŎŀǳǎŜ ƛǘ Ŏƻƴǘŀƛƴǎ a 

negative mental state. In this expression, the poetic voice describes a negative 

mental state as acting upon him. Thoughts are personified as they are represented 

as carrying out an intentƛƻƴŀƭ ŀŎǘƛƻƴΥ ǎƘǊƻǳŘƛƴƎ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ǎǇƛǊƛǘΦ ¢Ƙƛǎ ŀŎǘƛƻƴ 

of shrouding is an important input space in this metaphor. It is similar to the action 

of enwrapping (in Lines 1-2). Both involve an agent covering a target with an object, 

but shrouding has specific connotations which add different information to the 

ōƭŜƴŘŜŘ ǎǇŀŎŜΦ ! ǎƘǊƻǳŘ ƛǎ ŀ ǇƛŜŎŜ ƻŦ ŎƭƻǘƘ ǳǎŜŘ ǘƻ ŎƻǾŜǊ ǳǇ ŀ ŘŜŀŘ ǇŜǊǎƻƴΩǎ ŎƻǊǇǎŜ 

to prepare it for a burial ceremony. The shroud input space contributes an 

atmosphere of death to the blended space; it also suggests a lack of movement. In 

the blended space the act of shrouding performed by dark thoughts implies the act 

of shrouding performed after death. 

The premodification in this line also contributes an input space to the 

ƳŜǘŀǇƘƻǊΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ǘƘƻǳƎƘǘǎ ŀǊŜ ŘŜǎŎǊƛōŜŘ ŀǎ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ŀƴŘ ǘƘƛǎ ΨŘŀǊƪΩ 

induces not only fear; it also adds lack of vision, mobility and directionality. The 
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ǎǇŜŀƪŜǊ ƛǎ ǎǘǳŎƪ ǎƻƳŜǿƘŜǊŜ ƛƴ ǘƘŜ ŘŀǊƪ ŀƴŘ Ŏŀƴƴƻǘ ŜǎŎŀǇŜΦ ¢ƘŜ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ŀǊŜ 

throwing a shadow of fear over his spirit and this shadow corresponds to the 

negative image of the shroud. The notion of the human actor is another important 

input space in this metaphor. The dark thoughts are represented as capable of 

performing an action upon the poetic voice (shrouding his spirit). The other 

ŎƻƴǘǊƛōǳǘƛƴƎ ƛƴǇǳǘ ǎǇŀŎŜǎ ƛƴ ǘƘƛǎ ƳŜǘŀǇƘƻǊ ǊŜƭŀǘŜ ǘƻ ǘƘŜ ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩΦ ¢ƘŜ ŀŘƧŜŎǘƛǾŜ 

ΨōƻŘƛƴƎΩ ŀŘŘǎ ŀƴ ƻƳƛƴƻǳǎ ŀƴǘƛŎƛǇŀǘƛƻƴ ƻŦ ŜǾƛƭΤ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜ ƛǎ ǇǊŜǎŀƎŜŘ ƻŦ ŀƴ 

action and that action is ominous and relates to death. The feeling of being 

threatened by ominous dark thoughts is projected in the blended space; it parallels 

the feeling of being dead and shrouded in a grave. 

In the blended space parallels are drawn between experiencing a negative 

mental state and death or immobility. The poetic voice represents the feeling of 

having a negative mental state as similar to the feeling of being dead. In order to 

create this expression, the speaker makes use of a familiar conceptual metaphor 

SADNESS IS AN OPPONENT (Kövecses, 2000: 26). This conceptual metaphor conveys 

many negative senses such as: death, restriction and opposition that threaten the 

speaker. His dark thoughts are his opponent that shrouds his spirit and causes him 

death inside. 

In the second stanza, the poetic voice also conceptualizes his negative 

mental state metaǇƘƻǊƛŎŀƭƭȅΦ IŜ ƛƴǾƻƪŜǎ ƘƻǇŜ ǘƻ ΨǇŜŜǇΩ ƛƴ ΨǿƛǘƘ Ƴƻƻƴ-ōŜŀƳǎΩ and 

save hƛƳ ŦǊƻƳ ΨŦƛŜƴŘ ŘŜǎǇƻƴŘŜƴŎŜΩ:  

Peep with the moon-beams through the leafy roof  
And keep that fiend despondence far aloof!  
                                                                     (L.11- 12) 
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The speaker again uses a compound sentence to set a comparison between two 

ŎƻƴǘǊŀǊȅ ǎǘŀǘŜǎΣ ΨƘƻǇŜΩ ŀƴŘ ΨŘŜǎǇƻƴŘŜƴŎŜΩ. In his conceptualization of the negative 

mental state, he draws informatioƴ ŦǊƻƳ ǘƘŜ ŦǊŀƳŜ ƻŦ ŜǾƛƭ ΨŦƛŜƴŘΩ to describe it. He 

ǳǎŜǎ ǘƘŜ ƴƻǳƴ ΨŦƛŜƴŘΩ as a modifier to create this metaphorical expression. 

Personification is also used in order to represent the feeling of being threatened by 

an evil state of mind. In this expreǎǎƛƻƴ Ψkeep tƘŀǘ ŦƛŜƴŘ ŘŜǎǇƻƴŘŜƴŎŜ ŦŀǊ ŀƭƻƻŦΩ, the 

ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƻŦ ΨŘŜǎǇƻƴŘŜƴŎŜΩ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ŀƴ ŀƴƛƳŀǘŜ ƻōƧŜŎǘ ŎŀǇŀōƭŜ ƻŦ 

doing harm to him. This metaphor arises from blending information from two input 

ǎǇŀŎŜǎΥ ŀƴ ƛƴǇǳǘ ǎǇŀŎŜ ƻŦ ΨŦƛŜƴŘΩ which contains elements such as evil and demon. It 

involves a stereotypical sinister creature performing an action of evil nature upon 

an agent. It adds a sense of evil, fear and horror to the blended space; this 

generated sense emphasizes the effect of this negative mental state. A notion of 

crime is also projected from the space of fiend; despondence acts as a killer upon 

the poetic voice. It contributes senses of enmity and victimization to the blended 

space. The poetic voice therefore is pitting Hope against this melancholic mental 

state as he realizes the consequences of falling into such a state. The other input 

ǎǇŀŎŜ ƻŦ ǘƘƛǎ ƳŜǘŀǇƘƻǊ ǊŜƭŀǘŜǎ ǘƻ ΨŘŜǎǇƻƴŘŜƴŎŜΩ ƛƴ ǘƘŜ ǎŎŜƴŀǊƛƻ ƻŦ ƘƻǇŜƭŜǎǎƴŜǎǎΤ ƛǘ 

suggests all the negative connotations of the absence of hope. It contributes to the 

blended space elements such as despair and dejection where an agent loses 

positive expectations of the future. 

In the blended space a parallel projection from the input spaces creates a 

new meaning; a negative mental state performs an evil action upon the poetic voice. 

¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ŀ ōŜŀǎǘ ƻǊ ŀ ƳƻƴǎǘŜǊ ǘƘŀǘ 

resides inside and takes him over. This expression reflects an inner turmoil; this 
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mental state is bringing the speaker down and as he faces this evil state, he invokes 

ƘƻǇŜ ǘƻ ƪŜŜǇ ƛǘǎ ǘƘǊŜŀǘ ΨŦŀǊ ŀƭƻƻŦΩ (l. 12).  Again, the poetic voice uses a familiar 

conceptual metaphor to create this blend: SADNESS IS AN OPPONENT (Kövecses, 

2000: 26). This conceptual metaphor conveys and demonstrates a threatening sense 

which can be understood in terms of fear and terror. 

The fourth stanza contains another metaphorical representation of mental 

ǎǘŀǘŜǎΦ ¢ƘŜ ǎǇŜŀƪŜǊ ŀǇǇŜŀƭǎ ǘƻ ΨōǊƛƎƘǘ-ŜȅŜŘ IƻǇŜΩ ǘƻ ŎƘŜŜǊ Ƙƛǎ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ: 

O bright-eyed Hope, my morbid fancy cheer; 
                                                   (L. 21) 

 

Although the poetic voice conceptualizes two contrary mental states in this line 

ǎǳŎƘ ŀǎ ΨōǊƛƎƘǘ-ŜȅŜŘ ƘƻǇŜΩ ŀƴŘ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ, I will again only focus on the 

representation of the negative one. In representing the negative mental state, he 

uses an adjective-ƴƻǳƴ ŎƻƳōƛƴŀǘƛƻƴ ǘƻ ŎǊŜŀǘŜ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨƳƻǊōƛŘ ŦŀƴŎȅΩΦ IŜ 

evokes hope (the positive mental state) to cheer his morbid fancy (the negative). 

The speaker uses information from the space ƻŦ ǎƛŎƪƴŜǎǎ ΨƳƻǊōƛŘΩ to describe an 

abstract space of fancy. Once again the poetic voice uses personification in order to 

attribute physical qualities to an abstract notion. Fancy is personified as an animate 

creature that is prone to illness or any other pathological condition. This metaphor 

arises from a multiple network of input spaces: an input space relates to the domain 

of morbidity which contains elements such as: sickness, illness and disease. It 

suggests that a pathological state has affected an agent; it contributes to the 

blended space a sense of illness. The concept of morbidity has also another negative 

connotation which involves a preoccupation with negative or unpleasant subjects. It 

indicates a preoccupation with passivity; it contributes to the blended space a state 
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ƻŦ ŘƛǎǘŀǎǘŜŦǳƭƴŜǎǎ ƛƴ ǿƘƛŎƘ ŀƴ ŀƎŜƴǘΩǎ ƳƛƴŘ ƛǎ ŘƻƳƛƴŀǘŜŘ ōȅ ŘƛǎǘǳǊōƛƴƎ ŀƴŘ 

unpleasant things such as: disease and death. In this metaphor, there is another 

input space of an abstract pattern which contains a stereotypical agent who is 

targeted by a form of illness or unpleasant state which acts upon him and causes 

ƘƛƳ ǎƻƳŜǘƘƛƴƎ ǊŜǇǳƭǎƛǾŜ ŀƴŘ ƎǊǳŜǎƻƳŜΦ ¢Ƙƛǎ ǎǘŀǘŜ Ƙŀǎ ŀŦŦŜŎǘŜŘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

imagination to the extent that he cannot generate positive thoughts or ideas. The 

other important input space of this metaphor relates to the domain of fancy, an 

abstract notion that denotes mental activity. It contains information such as 

imagination, vision and fascination. Fancy is described as morbid which has a 

negative implication; this suggests that it no longer maintains a proper state of 

function. This space adds a notion of dysfunction to the blended space. 

In the blended space there is a new construction of meaning in which the 

poetic voicŜΩǎ ŦŀƴŎȅ ƛǎ ŀŦflicted with a state of morbidity. This expression is 

employed metaphorically to describe an inner struggle and conflict. This state 

involves low mood and swings in temperament and various emotional reactions. It 

makes him unable to refresh his fancy and imagination where his dark and hateful 

thoughts dwell. This state can be interpreted as a mental torment which consumes 

ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ǇƻǎƛǘƛǾŜ ǘƘƻǳƎƘǘǎΦ ¢ƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜ ŜƳǇƭƻȅǎ ŀ ŦŀƳƛƭƛŀǊ ŎƻƴŎŜǇǘǳŀƭ 

metaphor in the creation of this expression: SADNESS IS ILLNESS (Kövecses, 2000: 

26). 

In conclusion, negative mental states in this poem are represented through 

different scenarios. In the first two metaphors, the poetic voice draws an analogy 

between negative mental states and gloom or death. He also uses verbs of action 

ΨenwrapΩ and ΨǎƘǊƻǳŘΩ to ascribe his negative mental states a role of human actor 
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ǿƘƻ ŀŎǘǎ ǳǇƻƴ ƘƛƳ ƴŜƎŀǘƛǾŜƭȅΦ Lƴ ōƻǘƘ ƻŦ ǘƘŜ ǘǿƻ ƳŜǘŀǇƘƻǊǎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŀōǎǘǊŀŎǘ 

notions ΨsoulΩ and ΨǎǇƛǊƛǘΩ were the targets of these acts. In the third metaphor, the 

negative mental state is represented as an ŜǾƛƭ ŎǊŜŀǘǳǊŜ ΨŦƛŜƴŘΩ which also acts upon 

the poetic voice and threatens him. In the fourth metaphor, a negative mental state 

ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ŀ ǎǘŀǘŜ ƻŦ ƛƭƭƴŜǎǎ ǘƘŀǘ ŀŦŦŜŎǘǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƳŀƎƛƴŀǘƛƻƴΦ 

In the following section, I will analyse some metaphorical expressions which 

will be taken from another poem by Keats that belongs to his later career. This will 

allow me to compare and contrast YŜŀǘǎΩǎ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜs 

in his early and later poetic career. 

2.3.2 Brief Analysis of ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ 

The other poem I will discuss is ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. It was written in 

ǎǇǊƛƴƎ мумфΣ ŀƴŘ ƛǎ ǘƘŜǊŜŦƻǊŜ ƻƴŜ ƻŦ ǘƘŜ ƭŀǘŜ ǇƻŜƳǎ ƛƴ ǘƘŜ ǇƻŜǘΩǎ ŎŀǊŜŜǊΦ Lƴ ŎƻƴǘǊŀǎǘ 

to the previous poem, ǘƘƛǎ ƻŘŜ ŜƴƧƻȅǎ ŀ ǾŜǊȅ ƎƻƻŘ ǊŜǇǳǘŀǘƛƻƴ ŀƳƻƴƎ ŎǊƛǘƛŎǎΦ YŜŀǘǎΩǎ 

contemporary critics and readers enjoyed the poem and praised it in their critical 

reviews. For example, Leigh Hunt (1784 ς 1859), an English essayist, poet, critic and 

writer, in his review of YŜŀǘǎΩǎ ƭŀǘŜǊ ǇƻŜǘǊȅ ǿǊƻǘŜ ƛƴ ǘƘŜ Indicator that in this ode 

άthere is that mixture ώΧϐ ƻŦ ǊŜŀƭ ƳŜƭŀƴŎƘƻƭȅ ŀƴŘ ƛƳŀƎƛƴŀǘƛǾŜ ǊŜƭƛŜŦέ όIǳƴǘΣ мунлΥ 

345). John Scott (1784 ς 1821), a Scottish journalist, editor and publisher, wrote in 

the The London Magazine (1820) about the greatness of Keats's poetry and the 

poetical merit which were exemplified by poems such as ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. He 

ǎŀƛŘ ŀōƻǳǘ ǘƘŜ ǇƻŜƳΣ άǿŜ ƘŀǾŜ ŦƻǳƴŘ ƛǘ ƻŦ ŀ ƴŀǘǳǊŜ ǘƻ ǇǊŜǎŜƴǘ ǘƻ ŎƻƳƳƻƴ 

understandings the poetical power with which the author's mind is gifted, in a more 

tangible and intelligible shape than that in which it has appeared in any of his 
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ŦƻǊƳŜǊ ŎƻƳǇƻǎƛǘƛƻƴǎέ ό{ŎƻǘǘΣ мунлΥ омуύΦ YŜŀǘǎΩǎ later critics see it as a great piece 

of work and place it among the literary heritage. Some ŎƻƴǎƛŘŜǊ ƛǘ YŜŀǘǎΩǎ Ƴƻǎǘ 

important work and one of the great poems of the Romantic period. For example, 

Walter Jackson Bate argues that this poem is among "the greatest lyrics in English" 

(Bate, 1963: 501). He also claims that it is the only one written with such speed, "we 

are free to doubt whether any poem in English of comparable length and quality has 

ōŜŜƴ ŎƻƳǇƻǎŜŘ ǎƻ ǉǳƛŎƪƭȅέ ό.ŀǘŜΣ мфсоΥ рлмύΦ IŀǊƻƭŘ .ƭƻƻƳ ōŜƭƛŜǾŜǎ ǘƘŀǘ ǘƘƛǎ ƻŘŜ 

contributes a lot to the Romantic tradition. He argues that ά²Ƙŀǘ YŜŀǘǎ ǎo greatly 

gives to the Romantic tradition in the Nightingale ode is what no poet before him 

had the capability of givingτthe sense of the human making choice of a human self, 

aware of its deathly nature, and yet having the will to celebrate the imaginative 

ǊƛŎƘƴŜǎǎ ƻŦ ƳƻǊǘŀƭƛǘȅέ ό.ƭƻƻƳΣ нллтΥ тύΦ Lǘ Ŏŀƴ ōŜ ǎŜŜƴ ŦǊƻƳ ǘƘŜ ŀōƻǾŜ ŀŎŎƻǳƴǘǎ ǘƘŀǘ 

the poem is viewed as much more significant than Ψ¢ƻ IƻǇŜΩ. However, this will not 

affect my analysis of the poem. My focus is on the language used in the poem itself, 

rather than the critical reception of the work. I will examine the metaphorical 

language to see how negative mental states are represented.    

ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ is very similar to the previous poem Ψ¢ƻ IƻǇŜΩ. It is 

also introspective; the poetic voice examines and self-analyses his mental states. It 

is also an apostrophe whose addressee is a biǊŘ ΨƴƛƎƘǘƛƴƎŀƭŜΩ which dwells in a world 

of extreme happiness compared to the poetic persona whose world is full of sorrow, 

suffering and pain. Another similarity is that, in both of them there is an element of 

contrast between two opposite qualities. In Ψ¢ƻ IƻǇŜΩ, the contrast occurs between 

abstract states: one positive and represented by ΨƘƻǇŜΩ and the other is negative 

ŀƴŘ ǊŜǇǊŜǎŜƴǘŜŘ ōȅ ΨdespondencyΩ and ΨŘŜǎǇŀƛǊΩ. In ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, the 
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contrast ƻŎŎǳǊǎ ōŜǘǿŜŜƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǿƻǊƭŘ ŀƴŘ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ǿƻǊƭŘΦ ¢Ƙƛǎ 

contrast between the two worlds is also represented through the use of many 

poetic devices such as dichotomy, anaphora, imagery and metaphor. In the 

following account, I limit my analysis to the metaphorical representation of negative 

mental states only.  

In ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, the poetic voice tries to escape his unbearable 

world of misery and agony to the perfect world of the nightingale using all his 

senses as mediums. As he endeavours to flee his world, he encounters certain 

undesired negative mental states which hinder him and make his attempts 

unsuccessful. In referring to these negative mental states, the poetic voice uses first 

person pronouns such as in lines 1-2, 31-34, 41-43, and 51-55. Sometimes he 

switches between first and third person pronouns as in lines 24-30 and 66-70. The 

shift into third person pronouns suggests that the poetic voice is not only concerned 

with his personal feelings; he is also commenting on the world in which he lives and 

experiences all these negative moods. The metaphors are dense and consist of 

complex ideas; they are concentrated in meaning and have input spaces derived 

from various domains such as physical and nonphysical pain, medical and biological 

categories, natural elements, some abstract notions like darkness and death. Some 

of them are challenging and demand extensive and deep interpretation; a cognitive 

approach to metaphor analysis is helpful in tracing the meanings and effects which 

they generate. 

The novelty of creating these expressions lies in employing some linguistic 

devices in order to achieve conceptual mapping among multiple input spaces. 

Cognitive linguists, especially those who deal with metaphors, have pointed out that 
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άǇƻŜǘǎ ǊŜƎǳƭŀǊƭȅ ŜƳǇƭƻȅ ǎŜǾŜǊŀƭ ŘŜǾƛŎŜǎ ǘƻ ŎǊŜŀǘŜ ƴƻǾŜƭ ǳƴŎƻƴǾŜƴǘƛƻƴŀƭ ƭŀƴƎǳŀƎŜ 

ŀƴŘ ΨƛƳŀƎŜǎΩ ŦǊƻƳ ǘƘŜ ŎƻƴǾŜƴǘƛƻƴŀƭ ƳŀǘŜǊƛŀƭǎ ƻŦ ŜǾŜǊȅŘŀȅ ƭŀƴƎǳŀƎŜ ŀƴŘ ǘƘƻǳƎƘǘέ 

(Kövecses, 2010: 53). Poets can go beyond familiar and conventional metaphors 

when producing nonconventional ones. There ŀǊŜ ŦƻǳǊ άƳƻŘŜǎ ƻŦ ǇƻŜǘƛŎ ǘƘƻǳƎƘǘǎέ 

ǘƻ ŎƘƻƻǎŜ ŦǊƻƳΥ ΨŜȄǘŜƴŘƛƴƎΩΣ ΨŜƭŀōƻǊŀǘƛƴƎΩΣ ΨǉǳŜǎǘƛƻƴƛƴƎΩ ŀƴŘ ΨŎƻƳǇƻǎƛƴƎΩ ό[ŀƪƻŦŦ ŀƴŘ 

Turner, 1989; Kövecses, 2010). According to Lakoff and Turner (1989: 67), in 

ΨextendingΩΣ ŀ ǇƻŜǘ Ŏŀƴ άǘŀƪŜ ŀ ŎƻƴǾŜƴǘƛƻƴŀƭƛȊŜŘ ƳŜǘŀǇƘƻǊ ŀƴŘ ŜȄǘŜƴŘ ƛǘέ. In this 

regard, they present an example from William Shakespeare in which the 

conventional metaphor DEATH IS SLEEP is extended to include some other aspects 

such as dreaming: 

                       To die; ς  to sleep; ς  
To sleep! Perchance, to dream; ς  !ȅΣ ǘƘŜǊŜΩǎ ǘƘŜ ǊǳōΤ 
For in that sleep of death what dreams may come,  
                                                        (Hamlet, III. 1. 71-73) 

 

In ΨelaboratingΩ, Lakoff and Turner (1989: 67) argue that ǘƘƛǎ ΨƳƻŘŜΩ is 

different from extending. Poets elaborate on already existing element in the source 

ŘƻƳŀƛƴ ōȅ άfilling in slots in unusual ways rather than by extending the metaphor to 

ƳŀǇ ŀŘŘƛǘƛƻƴŀƭ ǎƭƻǘǎέΦ ¢ƻ ŎƭŀǊƛŦȅ ǘƘƛǎ ΨƳƻŘŜΩΣ Lakoff and Turner provided an example 

from Emily Dickinson where the conventional metaphor DEATH IS DEPARTURE is 

elaborated to include destination and the destination is filled in as home ΨŦŀǘƘŜǊΩǎ 

ƭƻŘƎŜΩ:  

Afraid? Of whom am I afraid? 
Not Death, for who is He? 
¢ƘŜ tƻǊǘŜǊ ƻŦ Ƴȅ ŦŀǘƘŜǊΩǎ ƭƻŘƎŜ 
As much abasheth me 
                                    (XXIV, l. 1-4) 
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¢ƘŜ ǘƘƛǊŘ ΨƳƻŘŜΩ ƻǊ ŘŜǾƛŎŜ presented by Lakoff and Turner (1989: 69) is 

ΨǉǳŜǎǘƛƻƴƛƴƎΩ ǿƘŜǊŜ ǇƻŜǘǎ άǇƻƛƴǘ ƻǳǘΣ ŀƴŘ Ŏŀƭƭ into question, the boundaries of our 

everyday metaphorical understanding of ƛƳǇƻǊǘŀƴǘ ŎƻƴŎŜǇǘǎέΦ To provide an 

example of this device, Lakoff and Turner refer to CaǘǳƭƭǳǎΩǎ ƭƛƴŜǎ ǿƘŜǊŜ ǘƘŜ 

concepts in the conventional metaphors LIFETIME IS A DAY and DEATH IS A NIGHT 

are called into question and made inadequate because death in the following lines 

ōŜŎƻƳŜǎ ΨƻƴŜ ǇŜǊǇŜǘǳŀƭ ƴƛƎƘǘ ǘƻ ōŜ ǎƭŜǇǘΩΥ 

Suns can set and return again, 
but when our brief light goes out, 
ǘƘŜǊŜΩǎ ƻƴŜ ǇŜǊǇŜǘǳŀƭ ƴƛƎƘǘ ǘƻ ōŜ ǎƭŜǇǘ ǘƘǊƻǳƎƘΦ 
                                                                     (Catullus, ll. 5) 

 
The inadequacy or the inappropriateness arise here because when death occurs to 

people, they do not live again to see whether it is one night slept or more. As 

Kövecses explainsΣ άǿƘƛƭŜ ǘƘŜ ƳŜǘŀǇƘƻǊǎ ƻŦ [LC9¢La9 L{ ! 5!¸ ŀƴŘ 59!¢I L{ ! 

bLDI¢ ŀǊŜ ǇǊŜǎŜǊǾŜŘΣ ǘƘŜƛǊ ǾŀƭƛŘƛǘȅ ƻǊ ŀǇǇǊƻǇǊƛŀǘŜƴŜǎǎ ƛǎ ŎŀƭƭŜŘ ƛƴǘƻ ǉǳŜǎǘƛƻƴέ 

(Kövecses, 2010: 54). In other words, the conventional metaphors become partially 

adequate or appropriate. 

The fourth poetic device according to Lakoff and Turner (1989: 70) is called 

ΨŎƻƳǇƻǎƛƴƎΩ. They describe ƛǘ ŀǎ ǘƘŜ άƳƻǎǘ ǇƻǿŜǊŦǳƭ ƻŦ ŀƭƭ ǿŀȅǎέ where poets 

formulate composite conventional metaphors for a target domain. To elucidate this 

ΨƳƻŘŜΩΣ ǘƘŜy use another example from ShakespeareΩǎ Ψ{ƻƴƴŜǘ тоΩ: 

In me thou seest the twilight of such day 
As after sunset fadeth in the west; 
Which by and by black night doth take away, 
5ŜŀǘƘΩǎ ǎŜŎƻƴŘ ǎŜƭŦ ǘƘŀǘ ǎŜŀƭǎ ǳǇ ŀƭƭ ƛƴ ǊŜǎǘΦ 
                                                                      (Sonnet 73, l. 5-8) 
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As they argue, there are a combination of more than one conventional metaphor (at 

least five) are at work in these lines such as LIGHT IS A SUBSTANCE, EVENTS ARE 

ACTIONS, LIFE IS A PRECIOUS POSSESSION, A LIFETIME IS A DAY and LIFE IS A LIGHT 

(Lakoff and Turner,1989: 70). 

In cognitive stylistics, researchers applied these findings of conceptual 

metaphor theory to their works. For example, Simpson offers a good example of 

ǘƘƛǎ ǇǊƻŎŜǎǎ ƛƴ Ƙƛǎ ŀƴŀƭȅǎƛǎ ƻŦ ŀ ǇƻŜƳ ōȅ wƻƎŜǊ aŎDƻǳƎƘΣ Ψпл-[ƻǾŜΩ ǿǊƛǘǘŜƴ мфтм 

(Simpson, 2004: 94). Simpson notices that in this poem, the poet speaks of human 

relations in terms of a game of sport; he develops the metaphor A HUMAN 

RELATIONSHIP IS A GAME OF SPORT. Simpson argues that the poet άextends the 

source domain from the general concept of sport to one specific type of sport 

[tennis]έ (Simpson, 2004: 95). In order to elaborate his metaphor, the poet captures 

some existing components of the source domain in a new and different way. For 

example, άǘƘŜ ƴŜǘ ǿƘƛŎƘ ǎŜǊǾŜǎ ŀǎ ǘƘŜ physical barrierέ in a game of tennis is used 

to represent spiritual and emotional barrier in this poem. Even the scoring system in 

the game of tennis (40) offers further elaboration to the new metaphor; it parallels 

ǘƘŜ ŎƻǳǇƭŜΩǎ ŀƎŜ όSimpson, 2004: 95). Poets can also use reification when coining 

these metaphorical expressions; by reification they add concrete qualities to 

abstract states. The process of reification is crucial in understanding these 

ƳŜǘŀǇƘƻǊǎΤ ƛǘ ƛƴǾƻƭǾŜǎ άŦƛƎǳǊŀǘƛǾŜ ǇǊƻƧŜŎǘƛƻƴǎ ŦǊƻƳ ǘƘŜ ǘŀƴƎƛōƭŜ ǿƻǊƭŘ ƛƴǘo the 

ǳƴƛǾŜǊǎŜ ƻŦ ƛŘŜŀǎέ όSfard, 1994: 52). Reification solves the problem of describing 

abstract ideas which have no physical counterparts. Through metaphor, it becomes 

possible to talk about abstract things as if they possess physical or concrete bodies. 

¢ƘŜǎŜ ǇǊƻŎŜǎǎŜǎ Ŏŀƴ ōŜ ǎŜŜƴ ƛƴ ΨOde to a bƛƎƘǘƛƴƎŀƭŜΩΤ ǘƘŜȅ ǿƛƭƭ ōŜ ǊŜŦŜǊǊŜŘ ǘƻ 
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throughout the analysis. In my analysis, I link these wide conceptualizations of 

negative mental states with the notion of creativity in poetic language. 

ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ ƛǎ ŀ ƎƻƻŘ ŜȄŀƳǇƭŜ ǘƻ ǎƘƻǿ ǘƘŜ ǇƻŜǘΩǎ ŎǊŜŀǘƛǾƛǘȅ ƛƴ 

representing negative mental states metaphorically. The poem involves lots of 

ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ǎŜƴǎŜŘ ŜȄǇŜǊƛŜƴŎŜǎΣ ǿƘƛŎƘ ŀǊŜ ƻŦǘŜƴ ŘŜǎŎǊƛōŜŘ 

metaphorically. The opening quatrain describŜǎ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ƛƴǘŜǊƴŀƭ 

sensations: 

My heart aches, and a drowsy numbness pains 
My sense, as though of hemlock I had drunk, 
Or emptied some dull opiate to the drains 
One minute past, and Lethe-wards had sunk: 
                                                                        (ll. 1-4) 
 

The poet speaks of a heart ache and a drowsy numbness that pain his senses and 

likens this experience to feeling drugged. He describes this sensation in terms of 

ǇŀƛƴΥ ΨƳȅ ƘŜŀǊǘ ŀŎƘŜǎΩ ŀƴŘ Ψa ŘǊƻǿǎȅ ƴǳƳōƴŜǎǎ Ǉŀƛƴǎ Ƴȅ ǎŜƴǎŜΩ. The opening lines 

begin with a complex sentence that contains five clauses. To begin with the first two 

clauses ΨMy heart aches, and a ŘǊƻǿǎȅ ƴǳƳōƴŜǎǎ Ǉŀƛƴǎ Ƴȅ ǎŜƴǎŜΩ, it is possible to 

see that they contain metaphorical representation of negative mental states. They 

are descriptive clauses of a subject-verb-complement. The speaker uses two verbs, 

one is intransitive ΨŀŎƘŜǎΩ and the other is transitive ΨǇŀƛƴǎΩ. The use of the present 

tense indicates that this state is current and actual; in other words, it sounds real. 

The first person pronouns of the first stanza suggest that this state is personal and 

the speaker is engaged in a process of mood identification; he is trying to 

understand what is happening to him. The poet derives an analogy from the source 

domains of ache, pain and numbness to describe a target domain of sensed 
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experience. The moment experienced in this stanza sets a complicated integration 

network of various input spaces. One input space derives its information from the 

domain of bioloƎȅ ƛƴ ǿƘƛŎƘ ŀ ōƻŘȅ ƻǊƎŀƴ ΨƘŜŀǊǘΩ is highlighted. This input contains 

information such as core, centre, vitality and life sustainability. The heart input 

space in this metaphor provides the blended space with a notion of tribulation in 

which an agent is afflicted with something that causes an uncomfortable feeling. 

Another input belonƎǎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƛƴŀŎǘƛǾƛǘȅ ΨdǊƻǿǎȅΩ and contains elements 

such as sluggishness, lassitude, idleness and laziness. The drowsy input space adds 

to the blended space a notion of heaviness or inability to move in which an agent is 

hindered by immobility and motionlessness. Another significant input space is 

derived from the domain of sensation and contains all the elements of lacking 

sensation and responsiveness. The numbness input space contributes a notion of 

insensibility and unconsciousness in which an agent is deprived of the power of 

feeling and sensation. A further input space derives its structure from the domain of 

sickness and illness which contains ŀƭƭ Ŏƻƴƴƻǘŀǘƛƻƴǎ ƻŦ ΨacheΩ and ΨǇŀƛƴΩ. This input 

space contributes a state of suffering in which an agent is severely pained by illness. 

There is also another input space relatiƴƎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǇŜǊŎŜǇǘƛƻƴ ΨǎŜƴǎŜΩ; it 

adds a notion of lacking sensation in which an agent has lost his ability to perceive 

the world around him due to a pain experience. 

In lines 2-3, the poetic voice sets up a metaphorical comparison between his 

current experience and a hypothetical scenario in which he has imbibed poison or 

drugs. The input space of drinking (intoxicating drink) is very contributive in this 

complex network; it contributes a notion of senselessness and unconsciousness to 

the blended space, in which an agent loses control of his mental or physical power. 
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It is a multiple input space containing hemlock, opiate and Lethe. This drink input is 

a network by itself; its first input space derives its information from the general 

frame of drug (hemlock and opiate) and contains information such as poison, toxin, 

anaesthetic, intoxication and numbness. Medically, the two plants are known to 

numb the sense and cause a decrease in consciousness or a deprivation of feeling 

and responsiveness. This input adds an element of anaesthesia to the state of 

drowsy numbness that the speaker already suffers. The space of opiate and 

hemlock creates a notion of insensitiveness in which an agent is deprived of 

responsiveness and remains in a state of unconsciousness. The other input of the 

drink space relates to the classical mythology of Lethe River; the Lethe input space 

contains information such as underworld, forgetfulness and oblivion. This space 

creates an action of memory erasure in which an agent suffers a state of complete 

forgetfulness, an absence of identity or self-consciousness. The comparison set up 

ōȅ Ψŀǎ ǘƘƻǳƎƘΩ ƛƴ ƭƛƴŜ όнύ ƛǎ ƛƴ ŦŀŎǘ ŀ ŎƘŀƛƴ ƻŦ ŎƻƳǇŀǊƛǎƻƴǎΥ ǘƘŜ ǎǘŀǘŜ ƻŦ ŘǊƻǿǎȅ 

numbness is first compared to the state of drinking hemlock; then it is compared to 

ŘǊƛƴƪƛƴƎ ΨǎƻƳŜ Řǳƭƭ ƻǇƛŀǘŜΩ; and finally is compared to drinking from the river of 

Lethe. Medically and hygienically, the act of imbibing intoxicating drink reduces 

awareness and causes an absence or a dysfunction of the faculty of perception. 

Implicitly, these comparisons indicate that the state of numbness is similar to the 

effect of imbibing, but the speaker describes the former as capable of inducing pain. 

A mapping among these mental spaces suggests that the agents in these spaces are 

probably one and the same; a person who has lost his ability to feel and perceive 

things due to a state of numbness which is drowsy in nature and similar to a state of 

anaesthesia. 
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In the blended space, a new construction of meaning results from blending 

these input spaces together; a person has a chain of losses: he loses his activity, 

sensation, health, perception, memory and consciousness. The blended space is 

highly creative and represents the poetic voice with oxymoronic features e.g. having 

heart ache and being drowsy contrasts with being numb. Readers selectively project 

information from different spaces to allow the scenario to cohere in the blended 

space. The experience of drowsy numbness does not appear to be of a physical 

nature, it is an experience of nonphysical pain. This notion of being non-physical is 

suppƻǊǘŜŘ ōȅ ǘƘŜ ƻǇŜƴƛƴƎ ǎǘŀǘŜƳŜƴǘ ΨƳȅ ƘŜŀǊǘ ŀŎƘŜǎΩ, the heart, though 

misconceptually, is culturally known as the locus of the emotion and passion. 

¢ƘŜǊŜŦƻǊŜΣ ƻǳǊ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŜŀǊǘ ŀŎƘŜ ƛǎ ŜƴǘƛǊŜƭȅ ƴƻƴǇƘȅǎƛŎŀƭΤ ǿŜ 

do not conceive him suffering from a heart attack. It is rather a negative mental 

state or it is an emotional state that has been conceptualized in terms of an ache in 

the heart. The poetic voice fluctuates between the feeling of pain and the feeling of 

nothing ΨƴǳƳōΩ; and by contributing states such as drowsy numbness and heart 

ache to the blended space he conveys a sort of numbness targeting his feeling and 

sensation. In fact, the poetic voice employs more than one conceptual metaphor to 

create his own. The whole stanza serves as a linguistic construction that adds input 

spaces to the underlying conceptual metaphors of SADNESS IS ILLNESS, SADNESS IS 

APPONENT and SADNESS IS A PHYSICAL FORCE (Kövecses, 2000: 25). These 

conceptual structures demonstrate physical sensation and can be understood in 

terms of physical ordeal. For the poetic voice, having a negative mental state is like 

ƘŀǾƛƴƎ ŀ ǎǘŀǘŜ ƻŦ ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩ that pains and threatens not only his sense, 

but his existence too. 
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¢ƘŜ ƻǇŜƴƛƴƎ ǎǘŀǘŜƳŜƴǘ Ψmy heart aches and a drowsy numbness pains my 

ǎŜƴǎŜǎΩ suggest an intense passion. As I said earlier, the experience is not physical; it 

ƛǎ ǎƻƳŜǘƘƛƴƎ ŀŦŦŜŎǘƛƴƎ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ǎŜƴǎŜ ǘƻƻΤ ǘƘŜ ŎƻƴǘŜȄǘ ǎǳƎƎŜǎǘǎ ƛǘ ƛǎ ŀƭǎƻ ŀ 

state of mind. It can be seen as a state of burdensome stillness or a state of languor, 

indolence, lacking interest and enthusiasm. The drowsy numbness could be a 

ǎǇƛǊƛǘǳŀƭ ƴǳƳōƴŜǎǎ ǘƘŀǘ ŀŦŦŜŎǘǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŎƻƴǎŎƛƻǳǎƴŜǎǎ ŀƴŘ ƳŀǊƪǎ ŀ 

ŘƛǎŎƻƴƴŜŎǘƛƻƴ ŦǊƻƳ ǘƘŜ ǿƻǊƭŘΦ ¢ƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ŦŜŜƭƛƴƎǎ ƘŀǾŜ ōŜŜƴ ƳŜǘŀǇƘƻrically 

reified as a physical ailment; through the reification, the poetic voice adds physical 

qualities to this mental state to make it sound painful. The physical qualities involve 

the faculty of sensation; though the word numbness denotes a lack of sensation, 

ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƭŀŎƪƛƴƎ ǎŜƴǎŀǘƛƻƴ Ǉŀƛƴǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎŜƴǎŜǎΦ IŜ ǘǊƛŜǎ ǘƻ 

communicate the suffering of the inability to feel; he speaks of an emotional 

numbness or in other words the feeling of lacking feeling. It is a state of emptiness 

or nothingness which can only be understood in terms of physical conceptualization. 

The third stanza of the poem features a shift from the description of the 

ǇƻŜǘƛŎ ǾƻƛŎŜΩǎ ǇŜǊǎƻƴŀƭ ŦŜŜƭƛƴƎ ǘƻ Ƙƛǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ ǘƘŜ ƘǳƳŀƴ ǿƻǊƭŘΤ ǿƘƛŎƘ 

suggests that the speaker is not only concerned with his own personal issues; he is 

also concerned with public and social issues too: 

Here, where men sit and hear each other groan; 
Where palsy shakes a few, sad, last grey hairs, 
Where youth grows pale, and spectre-thin, and dies; 
Where but to think is to be full of sorrow 
And leaden-eyed despairs, 
                                                                     (ll. 24-28) 
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In this stanza, the poetic voice uses the expression ΨƭŜŀŘŜƴ-ŜȅŜŘ ŘŜǎǇŀƛǊǎΩ to refer to 

the outcome of thinking in the human world. He derives the analogy from the 

soǳǊŎŜ ŘƻƳŀƛƴ ƻŦ ǎƻƭƛŘ ƳŜǘŀƭ ΨleadΩ to describe ŀ ǘŀǊƎŜǘ ŘƻƳŀƛƴ ƻŦ ŀ ōƻŘȅ ΨŜȅŜΩ. He 

uses this metaphor to depict a sense of heaviness and weightiness he experiences in 

this mortal world. He also reifies mental pain in terms of a physical entity. The 

metaphor containǎ ŀ ǊŜŦŜǊŜƴŎŜ ǘƻ ōƻŘȅ ǇŀǊǘ ΨŜȅŜΩ to represent a negative mental 

state. The reader is involved in interpreting what kind of experience the speaker 

suffers. The expression prompts a blending network of many input spaces: one 

input space gets its information ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƳŜǘŀƭ ΨƭŜŀŘΩ which contains 

information like solidity, greyness and heaviness. The lead space provides the 

blended space with a sense of heaviness in which an agent experiences a heavy load 

or a burden. The other negative connotation of the word leaden is pale and grey 

and contains information like gloomy, dull and spiritless. It adds negative features of 

greyness and paleness to the blended space where an agent lacks liveliness. 

Another input space derives its information ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ōƛƻƭƻƎȅ ΨŜȅŜΩ and 

contains information like vision, sight and perception. This input space contributes 

to the blended space a notion that the organ or the faculty of vision is targeted by 

heaviness or paleness. The other important input space in this metaphor relates to 

the domain of despair which contains information such as hopelessness, 

despondence, melancholy and unhappiness. It adds negative features to the 

blended space such as a state of complete loss of hope and positive expectations. A 

further input space in this complex network is the locus input space; the location is 

referred to through the use of anaphora. The poetic voice uses anaphora as a 

linguistic and rhetorical device to add a spatial effect to the metaphor. The use of 
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ǘƘŜ ŀƴŀǇƘƻǊƛŎ ΨǿƘŜǊŜΩ recurrently can be seen as a stylistic feature in this poem. It 

refers to a place that the speaker knows very well and describes in detail; it is where 

an agent encounters all these repulsive states mentioned above. It prompts another 

dichotomy that shows the sharp contrast between the two worlds. The speaker 

ŎƻƴŎŜǇǘǳŀƭƛȊŜǎ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ǿƻǊƭŘ ŀǎ up ǿƘŜǊŜ ǘƘŜ ōƛǊŘ ΨƭƛƎƘǘ-ǿƛƴƎŜŘ 5ǊȅŀŘΩ 

flies and moves ŦǊƻƳ ƻƴŜ ǘǊŜŜ ǘƻ ŀƴƻǘƘŜǊ ƘŀǇǇƛƭȅΤ ǿƘƛƭŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǿƻǊƭŘ ƛǎ down 

ǿƘŜǊŜ ǇŜƻǇƭŜ Ψǎƛǘ ŀƴŘ ƘŜŀǊ ŜŀŎƘ ƻǘƘŜǊ ƎǊƻŀƴΩ. Another input is the abstract space of 

cause and effect notions and the relation between them; it contains information 

like this particular state results from this/these reason(s). In this space we have a 

person whose eyes feel like lead due to a list of undesired states of suffering. It is 

ǘƘŜ ǿƻǊŘ ΨŘŜǎǇŀƛǊΩ that evokes this abstract frame of cause and effect; the despair 

ŀŎǘǎ ŀǎ ŀ ǾƛŎǘƛƳƛȊŜǊ ŀƴŘ ǘƘŜ ŀƎŜƴǘΩǎ ŜȅŜ ƛǎ ǘƘŜ ǾƛŎǘƛƳƛȊŜŘΦ ¢ƘŜ ƎŜƴŜǊƛŎ ǎǇŀŎŜ Ŏƻƴǘŀƛƴǎ 

shared information of the input spaces, namely the experience of heaviness; the 

lead is known for heaviness, eyes can experience heaviness and despair may result 

from heaviness. The input spaces feed the blended space with new emergent 

ǎǘǊǳŎǘǳǊŜ ƻŦ ƳŜŀƴƛƴƎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ 

ƭƛƪŜ ƘŀǾƛƴƎ ƭŜŀŘŜƴ ŜȅŜǎΦ ¢ƘŜ ǊŜŀŘŜǊΩǎ ōŀckground knowledge of pointing downwards, 

lowering the eyes and the downward gaze contributes to the creation of this 

metaphor. 

This metaphor draws upon the conventional metaphor of SADNESS IS A 

BURDEN (Kövecses, 2000: 26); the poetic voice extends the conventional metaphor 

by adding some extra elements to make his own expression. The senses of weight 

and heaviness are the elements which have been extended in this expression. While 

for many people sadness can be weight and burden, it is for the poetic voice like 
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ōŜƛƴƎ ΨƭŜŀŘŜƴ- ŜȅŜŘΩ (l. 28). In addition to the notion of heaviness, the lead input 

space could also contribute other information to the blended space. When read in 

ǊŜƭŀǘƛƻƴ ǘƻ ǘƘŜ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ .ŜŀǳǘȅΩǎ ΨƭǳǎǘǊƻǳǎ ŜȅŜǎΩ ƛƴ όƭƛƴŜ нфύΣ ǘƘŜ ŎƻƭƻǳǊ ƻŦ lead, 

particularly paleness and greyness, becomes significant as it contrasts the 

ōǊƛƎƘǘƴŜǎǎ ƻŦ .ŜŀǳǘȅΩǎ ŜȅŜΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƭŜŀŘŜƴ ŜȅŜǎ ƘŀǾŜ ƭƻǎǘ ǘƘŜƛǊ ƭƛǾŜƭƛƴŜǎǎΣ 

sparkle and vivacity. Therefore, the leaden eyes describe a moment of severe 

sadness at watching beauty and youth departing from his world. The leaden eyes 

image also evokes connections with previous metaphorical expressions in the poem. 

For instance, the word leaden denotes properties such as heaviness and 

sluggishness which is related to passivity and inactivity, and seems to echo the 

ǎǘŀǘŜǎ ƻŦ ƭŜǘƘŀǊƎȅ ŀƴŘ ŘǊƻǿǎƛƴŜǎǎ ƛƴ ǘƘŜ ǇƻŜƳΩǎ ƻǇŜƴƛƴƎ ǎǘŀƴȊŀΦ ¢Ƙƛǎ ŀǎǇŜŎǘ ƻŦ ƭŜŀŘ 

also seems to connect with the dullness that ŀŦŦŜŎǘǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ōǊŀƛƴ ƛƴ ƭƛƴŜǎ оо-

34. 

The implication of slowness in motion continues even to the next stanza. The 

use of words that denote heaviness, lack of motion and lack of activity can be seen 

as another stylistic feature in ǘƘƛǎ ǇƻŜƳΦ 9ȄǇǊŜǎǎƛƻƴǎ ǎǳŎƘ ŀǎ ΨŘǳƭƭ ƻǇƛŀǘŜΩΣ ΨŘǳƭƭ 

ōǊŀƛƴΩΣ ΨǇŜǊǇƭŜȄŜǎΩ, ΨǊŜǘŀǊŘǎΩ have been used in different contexts to represent some 

undesired states. The poet is very fond of using such expressions.1 In the fourth 

stanza, the poetic voice uses dullness of the brain as a metaphorical expression to 

conceptualize another negative mental state: 

                                                           
1CƻǊ ƳƻǊŜ ƛƴŦƻǊƳŀǘƛƻƴΣ ǎŜŜ YŜŀǘǎΩǎ ƻǘƘŜǊ ǇƻŜƳǎ ǿƘŜǊŜ ƘŜ ǊŜŎǳǊǊŜƴǘƭȅ ǳǎŜǎ ǘƘŜ ǿƻǊŘ ΨŘǳƭƭΩ ƛƴ 
different contexts to denote negative experiences e.g.  in Lamia, ƘŜ ǳǎŜǎ ΨŘǳƭƭ ǎƘŀŘŜΩΣ ΨŘǳƭƭ 
ŎŀǘŀƭƻƎǳŜΩΤ ƛƴ Endymion, ƘŜ ƳŜƴǘƛƻƴǎ ǘƘŜ ǿƻǊŘ ΨŘǳƭƭΩ ф ǘƛƳŜǎ Ƴƻǎǘ ƴƻǘŀōƭŜ ƻƴŜǎ ΨŘǳƭƭ ŀƴŘ ŎƭƻŘŘŜŘ 
ŜŀǊǘƘΩΣ ΨŘǳƭƭ ǎƪƛŜǎΩΣ ΨŘǳƭƭ ƳƻǊǘŀƭƛǘȅΩΣ ΨŘǳƭƭ ƭƛǾŜǎΩΣ ΨŘǳƭƭ ŀƴŘ ǎŀŘŘŜƴΩŘ ǎǇƛǊƛǘΩΤ  ƛƴ Isabella, ƘŜ ǎǇŜŀƪǎ ƻŦ ΨŘǳƭƭ 
ƻŦ ƳƛŘƴƛƎƘǘΩΣ ΨŘǳƭƭŜǊ ǎǘŜŜƭΩΤ ƛƴ HyperionΣ ƘŜ ǎǇŜŀƪǎ ƻŦ ΨŘǳƭƭ bƻǾŜƳōŜǊΩΣ ΨŘǳƭƭ ǎƻƛƭΩΣ ΨǘƘŜ Řǳƭƭ ǎƘŜƭƭΩǎ 
ŜŎƘƻΩΤ ƛƴ Ψ9ǇƛǎǘƭŜ ǘƻ Ƴȅ .ǊƻǘƘŜǊ DŜƻǊƎŜΩ, ƘŜ ƳŜƴǘƛƻƴǎ ΨŘǳƭƭ ŀƴŘ ŜŀǊǘƘƭȅ ƳƻǳƭŘΩΤ  ƛƴ ΨLŦ ōȅ 5ǳƭƭ wƘȅƳŜǎ 
hǳǊ 9ƴƎƭƛǎƘ aǳǎǘ ōŜ /ƘŀƛƴŜŘΩ, ƘŜ ǘŀƭƪǎ ŀōƻǳǘ ΨŘǳƭƭ ǊƘȅƳŜǎΩΤ ƛƴ Ψ¢ƻ /ƘŀǊƭŜǎ /ƻǿŘŜƴ /ƭŀǊƪŜΩ, he uses 
ΨƳȅ ŘǳƭƭΣ ǳƴƭŜŀǊƴŜŘ ǉǳƛƭƭΩΦ 
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Away! away! for I will fly to thee, 
Not charioted by Bacchus and his pards, 
But on the viewless wings of Poesy, 
Though the dull brain perplexes and retards: 

                                                                                   (L. 31-34) 
 

In the expressiƻƴ Ψthe dǳƭƭ ōǊŀƛƴ ǇŜǊǇƭŜȄŜǎ ŀƴŘ ǊŜǘŀǊŘǎΩ, the poetic voice uses the 

source domain of dullness to describe the target domain of brain which is the center 

of mental activities. The metaphor suggests a sense of slothfulness and weightiness 

which confuses and slows the speaker down. It also constitutes an integration 

network of multiple input spaces: one input space derives its information from the 

domain of dullness which contains information such as slowness, heaviness, laziness 

and idleness. It contributes to the blended space a sense of dullness and slowness in 

which an agent is not performing well. Another input space relates to the domain of 

ōƛƻƭƻƎȅ ΨōǊŀƛƴΩ and contains information such as mentality, intellectuality, 

understanding and other mental activities. It contributes a notion of inactivity to the 

ōƭŜƴŘŜŘ ǎǇŀŎŜ ƛƴ ǿƘƛŎƘ ŀƴ ŀƎŜƴǘΩǎ ǇŜǊŎŜǇǘƛƻƴ ŀƴŘ ǳƴŘŜǊǎǘŀƴŘƛƴƎ ŀre affected by 

dullness. An input space draws on the ƎŜƴŜǊŀƭ ŦǊŀƳŜ ƻŦ ōŜǿƛƭŘŜǊƳŜƴǘ ΨǇŜǊǇƭŜȄΩ that 

contains information such as confusion, distraction and disruption. This space 

provides the notion of complication and complexity in which certain activities 

become very hard to understand and perceive for an agent. A further input space 

relŀǘŜǎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǎƭƻǿƴŜǎǎ ΨǊŜǘŀǊŘΩ which contains information such as delay, 

handicap and hindrance. It provides the blended space with a notion of impediment 

ŀƴŘ ǊŜǎǘǊƛŎǘƛƻƴ ƛƴ ƳŜƴǘŀƭ ŦǳƴŎǘƛƻƴ ƛƴ ǿƘƛŎƘ ŀƴ ŀƎŜƴǘΩǎ ƳŜƴǘŀƭ ŀōƛƭƛǘȅ Ƙŀǎ ōŜŜƴ 

hindered and restricted. Another signifiŎŀƴǘ ƛƴǇǳǘ ƛƴ ǘƘƛǎ ƳŜǘŀǇƘƻǊ ƛǎ ΨǇƻŜǎȅΩ; it 

contains information like imagination, inspiration, emotion, feeling, passion. This 
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input provides the notion of escaǇŜ ŦǊƻƳ ǘƘƛǎ ǿƻǊƭŘ ǘƘǊƻǳƎƘ ǘƘŜ ΨǾƛŜǿƭŜǎǎ ǿƛƴƎǎ ƻŦ 

ǇƻŜǎȅΩΦ tƻŜǘǊȅ ǊŜǉǳƛǊŜǎ ŀƴ ŀŎǘƛǾŜ ōǊŀƛƴ ǘƻ ǇǊƻŎŜŜŘ ǿƛǘƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǿƛǎƘ ƻŦ fleeing 

ŦǊƻƳ ǘƘŜ ǇǊŜǎǎǳǊŜǎ ƻŦ Ƙƛǎ ƳƻǊǘŀƭ ǿƻǊƭŘ ōȅ ŦƭȅƛƴƎ ǘƻ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ƛƳƳƻǊǘŀƭ ǿƻǊƭŘΦ 

Lƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ Řǳƭƭ ōǊŀƛƴΣ ŀ ƘŜŀƭǘƘȅ ōǊŀƛƴ ǿƻǳƭŘ ŀŎŎŜƭŜǊŀǘŜ ǘƘŜ ǇǊƻŎŜǎǎ 

ƻŦ ƧƻƛƴƛƴƎ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ǿƻǊƭŘΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ōǊŀƛƴ ƛǎ ƘƛƴŘŜǊŜŘ ōȅ ŀƴ ƻōstacle; 

this obstacle is a sort of slowness affecting the brain processes. The dullness, 

inactivity and dysfunction of the brain are threatening the poetic voice. His brain 

ƛǎƴΩǘ ŦǳƴŎǘƛƻƴƛƴƎ ǇǊƻǇŜǊƭȅΤ ƛǘ ǘƘǊŜŀǘŜƴǎ Ƙƛǎ ŜǎŎŀǇŜ ŦǊƻƳ ǘƘŜ ǇŀƛƴŦǳƭ ǿƻǊƭŘ. 

In the blended space, the poetic voice describes a negative mental state as 

mental lethargy that causes him mental regression and lack of concentration. It 

dulls the brain activity and makes the poet lose interest in the world around him; 

the speaker feels more bored, fatigued and even frustrated. This may explain his 

ƛƴŀōƛƭƛǘȅ ǘƻ ǘŀǎǘŜ ǘƘŜ ƴŀǘǳǊŀƭ ōŜŀǳǘȅ ƻŦ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ǿƻǊƭŘ ŀǎ ǘƘƛǎ ŘŜǇǊŜǎǎƛǾŜ 

state has diminished his sensory perception. The blended space has a touch of 

novelty; the poetic voice extends the conventional metaphor of SADNESS IS A LACK 

OF VITALITY (Kövecses, 2000: 25) to create his own expression which conveys the 

experience of a negative mental state. What has been extended here is the feeling 

of lacking vitality and through conceptual blending the poetic voice adds a sense of 

confusion and slow movement to the state of dullness experienced by his brain. 

In describing activities related to brain and mind, the poetic voice reifies 

mental activity in terms of a physical quality. The state of dullness is also 

ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǊŜƛŦƛŜŘ ǘƻ ǎƻǳƴŘ ƭƛƪŜ ŀ ǇƘȅǎƛŎŀƭ ŘȅǎŦǳƴŎǘƛƻƴ ǘƘŀǘ ŀŦŦŜŎǘǎ ǘƘŜ ǇƻŜǘΩǎ 

brain; it has been attributed a concrete property which can make the brain suffer 

ǎƭƻǿƴŜǎǎ ŀƴŘ ŘŜƭŀȅΦ Wǳƭƛŀƴŀ DƻǎŎƘƭŜǊ ǎǘŀǘŜǎ ǘƘŀǘΣ ǊŜƛŦƛŎŀǘƛƻƴ ƛǎ ŀ άmajor type of 
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metaphor used in texts on the human brainέ όGoschler, 2007: 11). The 

metaphorization of brain as dull and heavy is distinctive here in the sense that 

dullness is used to denote areas beyond stupidity and laziness; it extends to include 

heaviness, boredom and even paleness. The poetic voice conceptualizes his brain as 

a body part that is heavy, pale and slow. 

In lines 35-38, the poetic voice uses another dichotomy to show the contrast 

ōŜǘǿŜŜƴ Ƙƛǎ ǿƻǊƭŘ ŀƴŘ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎΤ ǘƘŜ ōƛǊŘ ŜƴƧƻȅǎ ǘƘŜ ǘŜƴŘer night that is 

ōǊƛƎƘǘƭȅ ƭƛǘ ōȅ ǘƘŜ ΨvǳŜŜƴ-aƻƻƴΩ ǿƘƻ ƛǎ ǎǳǊǊƻǳƴŘŜŘ ōȅ Ψall heǊ ǎǘŀǊǊȅ CŀȅǎΩΣ ǿƘƛƭŜ ǘƘŜ 

ǇƻŜǘƛŎ ǾƻƛŎŜ ΨŘŀǊƪƭƛƴƎΩ ƭƛǎǘŜƴǎ ǘƻ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ǎƻng that for him becomes like a 

ΨǊŜǉǳƛŜƳΩ for the many times he contemplates death. Therefore, the fifth stanza 

depicts another negative mental state; the poet conceptualizes this moment as 

ǎǘŀƴŘƛƴƎ Ψƛƴ ŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩ: 

I cannot see what flowers are at my feet, 
Nor what soft incense hangs upon the boughs, 
But, in embalmèd darkness, guess each sweet        
                                                            (L.41-43) 

 

TƘŜ ǳǘǘŜǊŀƴŎŜ Ψƛƴ ŜƳōŀƭƳŝŘ ŘŀǊƪƴŜǎǎΣ ƎǳŜǎǎ each sweetΩ implies a complex 

integration network of multiple inputs: one input space derives its information from 

the domain of embalming which contains information such as corpse, decay, 

decomposition and perfume. This input space provides the blended space with a 

notion of death and demise or an end of something in which an agent with a dead 

body being embalmed. Another input space relates to the domain of darkness and 

contains information such as an absence of light, sight and vision. It may also 

indicate a lack of perception; there is a general mapping between the act of visual 
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perception and mental activity especially when it is associated ǿƛǘƘ ǘƘŜ ǾŜǊō ΨƎǳŜǎǎΩ 

in the same line which describes mental activity. Another important input space 

relateǎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǎǇŜŎǳƭŀǘƛƻƴ ΨƎǳŜǎǎΩ. This input space contributes to the 

blended space a notion of mental processing in which an agent is trying to perceive 

ǘƘƛƴƎǎ ƛƴ ŀ ŘŀǊƪ ǇƭŀŎŜΦ ¢ƘŜ ŀƎŜƴǘΩǎ ƛƴŀōƛƭƛǘȅ ǘƻ ǎŜŜ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ Ƙƛǎ ƭŀŎƪ ƻŦ 

perception; he is deprived of accessing certain information. The act of guessing is 

performed in a dark location and this doubles its negativity; the speaker has lost an 

access to something while he is in the dark. Another contributing input space relates 

ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǇŜǊŦǳƳŜ ΨƛƴŎŜƴǎŜΩ which contains information such as incense, 

fragrance, perfume and sweet smell. Though this space provides the positive notion 

of an agent experiencing sweet smell, a projection of its negative connotation 

becomes available in the blended space. The negative connotation of this input 

space maps directly to the space of death where the embalming of dead bodies 

processed with spices and other substances to induce preservation and produce a 

sweet smell. Furthermore, the space of embalming stands as a network by itself: its 

first input is related to death where dead figures are preserved. And the other input 

draws on the act of perfuming and adding pleasant fragrance and sweet smell to an 

ƻōƧŜŎǘΦ ²ƘŜǘƘŜǊ ǘƘŜ ǳǎŜ ƻŦ ΨŜƳōŀƭƳŜŘΩ ŘŜƴƻǘŜǎ ŀƴ ŀŎǘ ƻŦ ǇŜǊŦǳƳƛƴƎ ƻǊ ǇǊŜǎŜǊǾƛƴƎΤ 

in both cases an allusion to death exists. The embalming space is directly mapped 

onto death because the act of embalmment is culturally associated with dead 

bodies; they are embalmed and perfumed to be preserved and prepared for funeral 

ceremonies. The ancient Egyptians used the process of embalming to preserve the 

dead bodies of their kings from decay by adding chemical elements and spaces of 

pleasant fragrances. TƘŜ ǾŜǊō ΨŜƳōŀƭƳΩ ƛǎ ǘǊŀƴǎƛǘƛǾŜΤ ƛǘ ǊŜǉǳƛǊŜǎ ŀƴ ƻōƧŜŎǘΦ Lƴ ǘƘƛǎ 
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example, darkness is an abstract; it is impossible to embalm it due to the concrete/ 

abstract inconsistency. Therefore, the poet reifies darkness by applying some 

physical elements of the embalming process to make the darkness sound tangible 

and concrete. The integrated image of embalmed darkness suggests that this state 

of lowness is preserved and cherished; it is long-lasting and continuous not a short 

term one. It shows how the speaker conceptualizes this experience metaphorically; 

it is associated with death and it is also a reminder of it; the speaker is engulfed by 

death in the same manner as an embalmed corpse. The flowers and the incense he 

guesses are the tools of the embalming process; and darkness is the embalmer. The 

poetic voice is preoccupied with the idea of death; and the poem contains a direct 

reference to his death wish (lines 51-55). IŜ ƭƻƴƎǎ ŦƻǊ ŀƴ ΨŜŀǎŜŦǳƭ deathΩ so as to 

take his ΨǉǳƛŜǘ ōǊŜŀǘƘΩ ŀƴŘ Ψǘƻ ŎŜŀǎŜ ǳǇƻƴ ǘƘŜ ƳƛŘƴƛƎƘǘ ǿƛǘƘ ƴƻ ǇŀƛƴΩ (ll. 54- 56). The 

speaker feels dead inside and, ǘƘŜǊŜŦƻǊŜΣ ƘŜ Ŏŀƭƭǎ ŘŜŀǘƘ ΨǎƻŦǘ ƴŀƳŜǎΩ ƛƴ Ƙƛǎ ǇƻŜǘǊȅΦ 

His death is not only physical; disappointment, despair, and hopelessness also 

contribute immensely to his spiritual death. 

In the blended space, there is a new emergent structure of meaning in which 

a negative mental state causes the speaker to be surrounded by darkness in a place 

saturated with incense. This place could be anywhere, but it sounds similar to a 

grave where a corpse is embalmed and laid underground in total darkness and 

complete loss of vision. The poetic voice adds to the domain of darkness an 

atmosphere of death which is generated by the word embalmed. In order to make 

the abstract idea of embalmed darkness conceivable, analogous information from 

the general frame of death in which an event of death has happened to an agent 

and causes his body to be embalmed have been imported to the blended space. The 
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mapping enables other possibilities; for example, the spatial or the orientational 

position of the dead bodies is captured in this metaphor through the death space. 

The metaphor is based upon the conventional conceptual metaphor of SAD IS DARK 

(Kövecses, 2000: 25). The poet extends this conventional metaphor, as some 

elements from the general source domain of darkness have been extended to a 

more specific form of an embalmed one. The expression illustrates the novelty of 

the metaphor; it offers new conceptual mapping between the source and target 

domains. 

2.4 Conclusion 

Despite the fact that the two examined poems belong to two different 

ǇŜǊƛƻŘǎ ƻŦ YŜŀǘǎΩǎ ǇƻŜǘƛŎ ŎŀǊŜŜǊ ŀƴŘ ŜƴƧƻȅ differing critical views, they both 

demonstrate a tendency to represent negative mental states metaphorically. The 

extracts from Ψ¢ƻ IƻǇŜΩ and ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ contain many conceptualizations 

of these abstract states in terms of physical experiences drawn from everyday life. 

Through conceptualization, the speaker establishes an analogy between these 

negative mental states and the physical experiences. As a result, various scenarios 

have been borrowed from the domains of physical experiences to describe the 

effect of these negative mental states on the speaker. The speaker extends the 

everyday concepts and goes beyond their ordinary thoughts to create his own 

metaphors. Personification and reification are used as tools to make these abstract 

notions sound more physical and concrete. 

Although there are similarities between the metaphorical representations in 

the two poems, some differences can be marked here too. In contrast to the 
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examples from Ψ¢ƻ IƻǇŜΩ in which personification was predominantly used, in ΨhŘŜ 

ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, reification was used to make the abstract negative mental states 

into something more concrete. For example, in Ψ¢ƻ IƻǇŜΩ, negative mental states 

are personified as a doer aŎǘƛƴƎ ǳǇƻƴ ǘƘŜ ǎǇŜŀƪŜǊ ǎǳŎƘ ŀǎ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ 

enwrapping tƘŜ ǎǇŜŀƪŜǊΩǎ ǎƻǳƭ ƛƴ ƎƭƻƻƳΣ ƻǊ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ǎƘǊƻǳŘƛƴƎ Ƙƛǎ ǎǇƛǊƛǘΣ ŀƴŘ 

ΨŦƛŜƴŘ ŘŜǎǇƻƴŘŜƴŎŜΩ frightening him. In ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, the speaker uses 

reification to add physical qualitiŜǎ ǘƻ ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴǎ ǎǳŎƘ ŀǎ ΨŀŎƘŜΩ, ΨǇŀƛƴΩΣ 

ΨŘǳƭƭƴŜǎǎΩ and ΨŘŜǎǇŀƛǊΩ. The metaphors in these expressions are based on physical 

experiences connŜŎǘŜŘ ǘƻ ōƻŘƛƭȅ ǇŀǊǘǎ ǎǳŎƘ ŀǎ ΨƘŜŀǊǘ ŀŎƘŜΩΣ ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩ, 

ΨƭŜŀŘŜƴ-ŜȅŜŘΩ ŀƴŘ ΨŘǳƭƭ-ōǊŀƛƴΩΦ ¢ƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜ ŜƳǇƭƻȅǎ ǘƘŜƳ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǘƻ 

denote pain experiences that exceed their physicality. 

My analysis of the two poems has approached the metaphorical 

representation of negative mental states using two cognitive frameworks. 

Conceptual Metaphor Theory and Conceptual Integration Theory can be very useful 

ǘƻƻƭǎ ƛƴ ǳƴŘŜǊǎǘŀƴŘƛƴƎ YŜŀǘǎΩǎ ƳŜǘŀphors of negative mental states. The metaphors 

blend elements from various scenarios together to create new expressions that 

have their own separate meaning. The poetic voice relies on conventional 

metaphors; he extends or elaborates them to create his own. He also uses figures of 

speech like personification and reification to add tangible forms to abstractions to 

make them more concrete and real. The pilot analysis has shown that the blends 

created by the metaphorical expressions are grounded in the conventional 

conceptual metaphors. As mentioned in section 2.2.2, the two frameworks are not 

opposed; CIT is just an updated version of CMT. CMT views metaphor as a two 

domain process; it is one-way mapping between the domains, and CIT talks about 
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four mental spaces. In the following chapters, I will focus more on conceptual 

metaphor theory than blending. The decision to look at the two domain metaphor 

has an analytical purpose that tells me more about the poems and allows me to 

focus on the issues that the pilot study has identified as being particularly 

interesting. It also keeps my analysis on a manageable scale, I could spend a lot of 

time to talk about the blends that are created by the poems, but I am more 

interested in the elaboration and extension of conventional metaphors in these two 

poems. 

The analysis in this pilot study has not been without problems. I encountered 

a serious problem concerning the identification of metaphorical language. The 

major issue was: how do I know that I am being systematic in identifying metaphors 

ƛƴ YŜŀǘǎΩǎ ǿƻǊƪǎΚ It seems to be true that conceptual metaphors are clear and easy 

to be spotted in theory. However, in practice, sometimes it is difficult to decide 

whether a linguistic expression is metaphorical or not. For example, it is quite clear 

that the ŜȄǇǊŜǎǎƛƻƴ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ƛƴ Ψ¢ƻ IƻǇŜΩ is metaphorical; thoughts are not 

dark in the same sense of an object or a place. But the question to be asked here, is 

the exprŜǎǎƛƻƴ ΨƳȅ ƘŜŀǊǘ ŀŎƘŜǎΩ ƛƴ ǘƘŜ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ literal or metaphorical? 

This makes it difficult to decide. In my pilot analysis, I did not follow any criteria or 

methodology to recognize metaphorical language. I was mainly relying on my 

intuition (a kind of critical tradition) in identifying metaphorical language. After 

completing my pilot study, I realized that any analysis of metaphorical language 

must be preceded by the question of how to recognize a metaphor in the first place. 

A possible approach for answering this question is to follow a criterion in which a 

literal use of an expression can be differentiated from a metaphorical one. 
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Therefore, the need for a metaphor identification procedure arose in my pilot study. 

In chapter 3, I will first discuss the procedures by which we can identify metaphors 

and outline my decision about the one to use in my main study. Then, I will examine 

ǘƘŜ ǎǘǊǳŎǘǳǊŀƭ ǇŀǘǘŜǊƴǎ ƻŦ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƛƴ ǎŜƭŜŎǘŜŘ ǇƻŜƳǎΦ 
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Chapter Three 

Data Analysis: Identifying Metaphors and Their 

Structural Patterns 

 

In the previous chapter, I introduced the analytical framework of the study 

and presented a pilot analysis of a selection of metaphorical expressions taken from 

two poems of John Keats (4 metaphors from each poem). As I concluded from the 

pilot analysis, the study of metaphor in discourse requires a procedure to identify 

metaphors in the first place. This chapter presents data analysis in which I discuss in 

detail three important points: the identification of metaphor, the propositional 

analysis of YŜŀǘǎΩǎ metaphors and the examination of their structural patterns.2 

Concerning the first point, I will address the issue of identifying metaphorical 

language in detail. I will discuss the procedures for identifying metaphors proposed 

by researchers to date. I will also look at the different ways of classifying and 

categorizing them. Identifying metaphors will allow me to be more precise about 

what is a metaphor and what is not. It will also enable the examination of other 

aspects such as structural or syntactic patterns that metaphorical expressions may 

take. In regard to the second point of propositional analysis, it allows breaking the 

text down into small units to see the metaphorical ideas contained in it. The third 

                                                           
2 Structural pattern is a technical term used by some members of the Pragglejaz group such as Peter 
Crisp, John Heywood and Gerard Steen to describe different structural patterns of metaphors from a 
lexical point of view. They argue that metaphors, in language, can take various patterns depending 
on the lexical elements they contain. 
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point will present some qualitative and quantitative analysis of the structural 

patterns of YŜŀǘǎΩǎ metaphors.  

In section 3.1, I discuss the process of identifying metaphorical language. I 

will demonstrate that the issues concerning the nature of metaphor and metaphor 

identification procedures are still unsolved and require further research.  

3.1 Identifying Metaphors 

Everybody agrees that there is such a thing as metaphor in language such as 

saying the nightmares shook the ocean of my sleep, but the problem when 

approaching long or continuous texts such as poems or narrative passages is that 

they often contain multiple examples of metaphorical language. The big analytical 

challenge is how to differentiate between figurative and nonfigurative language. In 

order to identify metaphors in a given discourse, one should consider the following 

questions: first, what counts as a metaphor and what does not? As noted by many 

metaphor scholars, there is an element of subjectivity in the metaphor 

identification process, and researchers have different subjective intuitive ideas of 

what a metaphor is (Charteris-Black, 2005: 29). This may cause various 

interpretations of what constitutes or does not constitute a metaphor. Therefore, 

the main difficulty faced by metaphor scholars is the lack of agreed criteria which 

determines what a metaphor is. The second question is how to identify the literal 

and the metaphorical meaning in a discourse. This differs depending on the context 

in which a word or a group of words occur. For example, consider the verb fight in 

the following sentence the fight against terrorism. The verb can be interpreted as a 

metaphor depending on the context; if there is a real physical fight, the sentence 
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will not be understood as metaphorical because it will be interpreted literally. But if 

the verb refers to a psychological fight rather than a physical fight, the sentence will 

be interpreted as metaphorical (Garcia, 2008: 69). Therefore, distinguishing 

between literal and metaphorical meaning is very important in recognizing 

metaphorical language. To make the task of identifying metaphorically used words 

in a text easier there must be a measuring tool that helps identify metaphorical 

language. It is not the purpose of this thesis to design or establish a tool for 

identifying metaphorically used words. The main goal of this section is to survey 

previous studies that have attempted various procedures for identifying 

metaphorical language so as to have an idea about their criteria of identification. 

Research in metaphor identification tells us that during the past few decades 

there have been many attempts to find a reliable method by which metaphors can 

be easily identified and analysed in spoken and written language. These attempts 

took various approaches depending on the level of identification. Looking at these 

various methods of metaphor identification can tell us ǘƘŀǘ ǘƘŜǊŜ ƛǎ άƭƛǘǘƭŜ 

agreement on the essential properties of metaphorical languageέ (Gibbs, 2002: 78). 

It also can give us an idea about the various ways and perspectives from which 

metaphors have been approached. It would be very demanding to give an account 

of all of these attempts, so the following account will survey the most important 

ones. 

Early methods of identification began with manual analysis of linguistic data. 

The most popular of these manuals is Barlow, YŜǊƭƛƴ ŀƴŘ tƻƭƭƛƻΩǎ Training manual for 

identifying figurative language (1971). This procedure was composed by a 
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metaphor research group at The University of Tennessee and addressed to anyone 

interested in identifying figuratively used words in ordinary and standard language. 

It looks like a glossary of terms. The manual is introduced as an empirical attempt to 

establish a reliable procedure that can help readers identify figurative language in 

different contexts. It describes 14 different figures with a brief definition and 

examples of each one such as: metaphor, simile, oxymoron, personification, 

apostrophe, metonymy, periphrasis, pun, anthimeria, onomatopoeia, hyperbole, 

litotes, irony, and rhetorical question (Barlow, et al, 1971: 3). It was used by scholars 

to identify figurative language in different domains. Researchers who used this 

manual claim that it is useful because it produces reliable results in metaphor 

identification and it can also distinguish between dead and live metaphor (Pollio et 

al., 1977: 67). Despite its popularity, current metaphor scholars argue that this 

Ƴŀƴǳŀƭ άŘƻŜǎ ƴƻǘ ǇǊƻǾƛŘŜ ŜȄǇƭƛŎƛǘ ŎǊƛǘŜǊƛŀ ŦƻǊ ƧǳŘƎƛƴƎ ǿƘŜǘƘŜǊ ŀ ƎƛǾŜƴ ǿƻǊŘΣ ƻǊ 

phrase, is metaphorical or not, and it only offers a few prototypical instances of the 

ŎŀǘŜƎƻǊȅ ƻƴ ǿƘƛŎƘ ŀƴŀƭȅǎǘǎ ŀǊŜ ǎǳǇǇƻǎŜŘ ǘƻ ōŀǎŜ ǘƘŜƛǊ ŎƭŀǎǎƛŦƛŎŀǘƛƻƴǎέ όPragglejaz 

Group, 2007: 33). Other scholars believe that this manual only focuses on the 

figurative meaning and fails to provide criteria for identifying figuratively used 

words (Gibbs and Colston, 2012: 48). It cannot provide the required and reliable 

instrument which can be used in metaphor identifications projects, and therefore 

cannot distinguish between metaphorically used words and those which are 

nonmetaphorical. 

Another taxonomy for identifying figurative language in literature was 

proposed by Kreuz et al. (1996). This taxonomy classified figurative language into 

eight basic categories: Hyperbole, idiom, irony, metaphor, simile, understatement, 

http://find.shef.ac.uk/primo_library/libweb/action/search.do?vl(38298064UI0)=creator&vl(187895964UI1)=all_items&fn=search&tab=remote&mode=Basic&vid=SFD_VU2&scp.scps=primo_central_multiple_fe&ct=lateralLinking
http://find.shef.ac.uk/primo_library/libweb/action/search.do?vl(38298064UI0)=creator&vl(187895964UI1)=all_items&fn=search&tab=remote&mode=Basic&vid=SFD_VU2&scp.scps=primo_central_multiple_fe&ct=lateralLinking
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indirect request, and rhetorical questions, which in turn contain more specific types 

of nonliteral language. The main purpose of this taxonomy was to examine 

figurative language in contemporary American literature so as to identify and 

categorize instances of nonliteral language as well as estimating the frequency of 

ƻŎŎǳǊǊŜƴŎŜ ƻŦ ǘƘŜǎŜ ǾŀǊƛƻǳǎ ǘȅǇŜǎ ƛƴ ǿǊƛǘǘŜƴ ǘŜȄǘΦ Lǘ ǿŀǎ ŘŜǎŎǊƛōŜŘ άŀǎ ŀ ƘȅōǊƛŘ ŦǊƻƳ 

ŀ ǾŀǊƛŜǘȅ ƻŦ ǎƻǳǊŎŜǎΣ ǎǳŎƘ ŀǎ ŘƛŎǘƛƻƴŀǊƛŜǎ ƻǊ ƭƛǘŜǊŀǊȅ ǘŜǊƳǎέ (Kreuz et al., 1996: 86). 

Despite the fact that this taxonomy worked reasonably well and provided useful 

information about identifying figurative language in literature, there were some 

problems and limitations in it. One of them is that sometimes it is difficult to tell 

from the context whether a segment is literally or nonliterally used especially when 

ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƴǘŜƴǘƛƻƴ ƛǎ ǳƴŎƭŜŀǊ. Therefore, the raters had to make arbitrary 

ŀǎǎǳƳǇǘƛƻƴǎ ŎƻƴŎŜǊƴƛƴƎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎǘŀǘŜ ƻŦ ƳƛƴŘ ƛƴ ƻǊŘŜǊ ǘƻ ŎƭŀǎǎƛŦȅ ŀ ǎŜƎƳŜƴǘΣ 

for example labelling ironic statements (Kreuz et al.,1996: 93). Another issue is 

related to the size of the segment; it could be short as a single word or it could be 

one paragraph long (Kreuz et al.,1996: 94). This issue affects the efforts of 

determining the co-occurrence of the figurative language as a long segment may 

contain more than one category. Another problematic issue relates to determining 

the boundaries between certain figures such as classifying segments as either 

ƳŜǘŀǇƘƻǊƛŎ ƻǊ ƛŘƛƻƳŀǘƛŎ ǎǳŎƘ ŀǎ άǘƘŜ ƭŜƎǎ ƻŦ ǘƘŜ ŎƘŀƛǊέ (Roberts et al., 1996: 95). 

Alternative methods attempted to identify metaphor from a linguistic 

ǇŜǊǎǇŜŎǘƛǾŜΦ [ƛƴƎǳƛǎǘǎ ōŜƭƛŜǾŜ ǘƘŀǘ άǘƘŜ ŎƻƴŎŜǇǘƛƻƴ ƻŦ ƳŜǘŀǇƘƻǊ ƛǎ ŜƳōŜŘŘŜŘ ƛƴ ǘƘŜ 

ŎƻƴŎŜǇǘƛƻƴ ƻŦ ƭŀƴƎǳŀƎŜ ƛƴ ƎŜƴŜǊŀƭέ όTaverniersΣ нллнΥ олύΦ ¢ƘǳǎΣ ǘƘŜ άŘŜǎŎǊƛǇǘƛǾŜ 

ǘƻƻƭέ ǘƻ ƛŘŜƴǘƛŦȅ ŀƴŘ ŜȄǇƭŀƛƴ ǘƘŜ ǇƘŜƴƻƳŜƴƻƴ ƻŦ ƳŜǘŀǇƘƻǊ ǎƘƻǳƭŘ ōŜ ŦƻǳƴŘ ƛƴ 

linguistics and the philosophy of language. As a result of this view point, metaphor 

https://www.google.co.uk/search?tbo=p&tbm=bks&q=inauthor:%22Miriam+Taverniers%22&source=gbs_metadata_r&cad=7
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became the focus of linguists and the philosophers of language as well. For example, 

a group of linguists worked with the syntactic level to analyse a large corpus 

considering linguistic patterns of metaphors (Brooke-Rose, 1958; Goatly, 1997; 

Cameron, 2003). Their identifying procedures considered grammatical and syntactic 

forms such as using noun, verbs, adjective and adverb clustering. Brooke-Rose for 

example, examined the different linguistic forms and syntactic groups in which 

metaphors occur. She offered analysis and classification of metaphors via their 

grammatical structure and provided a helpful typology of metaphor. She classified 

five types of noun metaphor: simple replacement, the pointing formula, the copula 

or verb to be, the link with make, and the genitive (Brooke-Rose, 1958). Andrew 

Goatly worked with syntactic forms of metaphor to highlight the contribution of 

syntax in identifying metaphor. He also underlined the importance of syntax as a 

factor in interpreting metaphor (Goatly, 1997: 7). Similarly, Lynne Cameron was 

concerned with the grammatical forms of metaphor such as nominal metaphors, 

verb metaphors, adjective and adverb metaphors, and prepositional metaphors 

(Cameron, 2003: 89-96). She proposed a method of identifying metaphor based on 

syntactic investigation. Her approach is mainly based on identifying the vehicle and 

ǘƻǇƛŎΦ ¢ƘŜ ΨǾŜƘƛŎƭŜΩ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ƭŜȄƛŎŀƭ ƛǘŜƳ ǿƘƛŎƘ ƛǎ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅΤ ƛǘ ƛǎ ŀƭǎƻ 

ƪƴƻǿƴ ŀǎ ǘƘŜ ƳŜǘŀǇƘƻǊƛŎŀƭ ΨŦƻŎǳǎΩΦ ¢ƘŜ ΨǘƻǇƛŎΩ ǊŜŦŜǊǎ ǘƻ ǘƘŜ ŎƻƴǘŜƴǘ ƻŦ ǘƘŜ ŘƛǎŎƻǳǊǎŜ 

ƻǊ ǘƘŜ ƛŘŜŀΤ ƛǘ ƛǎ ŀƭǎƻ ƪƴƻǿƴ ŀǎ ǘƘŜ ΨŦǊŀƳŜΩΣ ŦƻǊ ŜȄŀƳǇƭŜ in the atmosphere is a 

blanket of gases, tƘŜ ƭŜȄƛŎŀƭ ƛǘŜƳ ΨōƭŀƴƪŜǘΩ ƛǎ ǘƘŜ ǾŜƘƛŎƭŜ ǘŜǊƳΣ ŀƴŘ ǘƘŜ ǊŜǎǘ ƻŦ ǘƘŜ 

sentence, is called the topic of the metaphor (Cameron, 2003: 9). Although these 

approaches to metaphor showed the growing interest in the grammar of metaphor, 

they have their own limitations. The followers of the syntactic approach realized 
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that metaphors are not characterized by their grammatical forms. In other words, 

the syntactic forms in which metaphors occur cannot provide a definite criterion for 

identifying them because metaphors caƴ ǘŀƪŜ ŀƴȅ άǎȅƴǘŀŎǘƛŎ ŎŀǘŜƎƻǊȅέ ό[ƻŜǿŜƴōŜǊƎΣ 

1975: 315). 

Since syntactic forms alone are not helpful in identifying metaphorical 

language, other aspects must be considered. Metaphors contain meaning and they 

άŀǇǇŜŀǊ ǘƻ ƛƴǾƻƭǾŜ ǎŜƳŀƴǘƛŎ ŎƘŀƴƎŜέΣ ǘƘŜǊŜŦƻǊŜ ŀ άǎŜƳŀƴǘƛŎ ǘƘŜƻǊȅ ƛǎ ǘƘŜ ƭƛƪŜƭƛŜǎǘ 

ǎƻǳǊŎŜ ƻŦ ŀ ŦƻǊƳǳƭŀ ŦƻǊ ƛŘŜƴǘƛŦȅƛƴƎ ǘƘŜƳέ ό[ƻŜǿŜƴōŜǊƎΣ мфтрΥ омсύΦ ¢ƘŜǊŜ ƘŀǾŜ 

been many attempts to identify metaphor through the semantic forms. Semantic 

approaches consider the nature of metaphor; the advocates of this approach argue 

that metaphor should be categorised as a purely linguistic phenomenon. They claim 

that it is possible to define and explain metaphors at the word level; their 

identification procedure worked with the semantic level of the word (Katz and 

Fodor, 1964; Bickerton 1969). One of the attempts in this stream was the 

componential analysis in which a word can be broken down into semantic 

ŎƻƳǇƻƴŜƴǘǎΦ !ƴ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ ŎƻƳǇƻƴŜƴǘƛŀƭ ŀƴŀƭȅǎƛǎ ƛǎ ǘƘŜ ƴƻǳƴ ΨōƻȅΩ ǿƘƛŎƘ Ŏŀƴ 

be broken into [human + adult + maleϐΦ {ƛƳƛƭŀǊƭȅΣ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨǇǊŜƎƴŀƴǘΩ ǊŜǉǳƛǊŜǎ 

ώƴƻǳƴ Ҍ ŦŜƳŀƭŜϐŀƴŘ ǘƘŜ ǾŜǊō ΨŘǊƛƴƪΩ ǊŜǉǳƛǊŜǎ ώƴƻǳƴ Ҍ ƭƛǉǳƛŘϐ όYŀǘȊ ŀƴŘ CƻŘƻǊΣ мфспύΦ 

The proponents of this type of analysis believe that the relation between the 

collocations of words is governed by compatible components known as Selection 

Restriction SR (Fass, 1991: 53).  According to this model, metaphor results from 

selection restriction violation or the semantic deviance view (Cohen, 1979: 61; 

Johnson 1980, p. 50). For instance, in the following sentences my car drinks gasoline 

and John drinks his words it is possible to ƴƻǘƛŎŜ ǘƘŜ ǾŜǊō ΨŘǊƛƴƪΩ ƛƴ ōƻǘƘ ǎŜƴǘŜƴŎŜs 
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violates selection restriction rules because άthe verb drink normally takes an 

animate subject and a liquid objectέ ό{ƘǳǘƻǾŀ Ŝǘ ŀƭΣ нлмлΥ мллоύ. In the first 

ǎŜƴǘŜƴŎŜΣ ǘƘŜ ǎǳōƧŜŎǘ ΨŎŀǊΩ ƛǎ ŀƴ ŀƴƻƳŀƭȅΣ ǿƘƛƭŜ ƛƴ ǘƘŜ ǎŜŎƻƴŘ sentence, the object 

ΨǿƻǊŘǎΩ ƛǎ ŀƴ ŀƴƻƳŀƭȅΦ ¢Ƙƛǎ ǎǳƎƎŜǎǘǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ǳǎŜ ƻŦ ΨŘǊƛƴƪΩ ƛƴ ōƻǘƘ ŎŀǎŜǎ όCŀǎǎΣ 

1991: 53). The problem in this model of identification ς the deviance from 

selectional norms ς is questioned by Michael Reddy who argues that the violation of 

selection restrictions does not always produce metaphors. In other words, not all 

violations of SR rules are metaphorical. For example, the sentence the rock is 

becoming brittle with age can be read literally ς  as a group of geologists on an 

expedition commenting on a real landscape ς   unless it is read in a context in which 

a group of students passing by an aging professor (Reddy, 1969: 242). Similarly, the 

sentence the lost sheep has returned to the fold can be read literally unless it is read 

within a specific context in which a student is dismissed from the class by his 

teacher for a while. In this case, ǘƘŜ Ψƭƻǎǘ ǎƘŜŜǇΩ ǎǘŀƴŘǎ ŦƻǊ ŀ ǎǘǳŘŜƴǘ ŀƴŘ ǘƘŜ ΨŦƻƭŘΩ 

stands for the class. 

Using the semantic approach alone is also restrictive, because it does not 

consider the contextual use of language. The recognition of the importance of the 

context makes another approach to metaphor identification possible. This method 

is to be taken as the pragmatic approach which considers the theory of language 

use. The advocates of this approach see metaphor as a communication 

phenomenon. Therefore, identifying metaphorical language on the word level is not 

enough, the context in which the words are used is needed (Loewenberg, 1975; 

Reddy, 1969; Sanders, 1973. For example, Michael Reddy claims that metaphor is a 

phenomenon in which words can have referents outside their conventional areas of 
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ǊŜŦŜǊŜƴŎŜ όwŜŘŘȅΣ мфсфύΦ ¢ƘŜȅ ǿƻǊƪ ǘƘǊƻǳƎƘ άƛƴŎƻƳǇŀǘƛōƛƭƛǘȅέ ƻǊ ŎƻƴǘǊŀǎǘ ōŜǘǿŜŜƴ 

άǘƘŜ ƭƛǘŜǊŀƭ ƳŜŀƴƛƴƎ ŀƴŘ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ ǘƘŜ ǳǘǘŜǊŀƴŎŜέΦ CƻǊ ŜȄŀƳǇƭŜΣ {ƘŀƪŜǎǇŜŀǊŜΩǎ 

ƭƛƴŜ άL ǿŀǎ ŀ ƳƻǊǎŜƭ ŦƻǊ ŀ ƳƻƴŀǊŎƘέ ƛǎ metaphorical by the context in which 

/ƭŜƻǇŀǘǊŀ ŘŜǎŎǊƛōŜǎ /ŀŜǎŀǊΩǎ ōŜƘŀǾƛƻǳǊ ǿƛǘƘ ƘŜǊ (Loewenberg, 1975: 322). However, 

there are some points to be raised such as is context enough to identify 

metaphorical language, and how much context is needed. The problem with this 

approach is that sometimes the context is ambiguous and it is possible to have a 

sentence which is not metaphorical in context and receives metaphorical 

interpretation such as he walks in darkness. On the other hand, it is possible to have 

a sentence which is metaphorical in context and can receive literal interpretation 

such as John is a bear ǿƘƛŎƘ Ŏŀƴ ōŜ ƭƛǘŜǊŀƭ ƛŦ ǘƘŜ ŎƻƴǘŜȄǘ ƛƴ ǿƘƛŎƘ ΨWƻƘƴΩ ǊŜŦŜǊǎ ǘƻ ŀ 

ǇŜǘ ōŜŀǊ ǿƘƻǎŜ ƴŀƳŜ ƛǎ ΨWƻƘƴΩ ό[ƻŜǿŜƴōŜǊƎΣ мфтрΥ оннύΦ Sanders describes this 

phenomenon as an apparently deviant sentence which can be literalised by odd 

(Sanders, 1973: 61). For example, ShŀƪŜǎǇŜŀǊŜΩǎ ƭƛƴŜ ŎƛǘŜŘ ŀōƻǾŜ I was a morsel for 

a monarch Ŏŀƴ ǊŜŎŜƛǾŜ ŀ ƭƛǘŜǊŀƭ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ άƛŦ ǘƘŜ ƳƻƴŀǊŎƘ ǊŜŦŜǊǊŜŘ ǘƻ ƛǎ ŀ 

Ŏŀƴƴƛōŀƭέ ό[oewenberg, 1975: 322). This allows pragmatists to insist on the 

distinction between a sentence and utterance. They argue that this distinction is 

necessary because the metaphorical nature of an utterance is located entirely in the 

ǇǊŀƎƳŀǘƛŎ ƭŜǾŜƭ ό{ŜŀǊƭŜΣ мфтфΥ упύΦ WƻƘƴ {ŜŀǊƭŜΩǎ ǇǊŀƎƳŀǘƛŎ ŀŎŎƻǳƴǘ ƻŦ ƳŜǘŀǇƘƻǊ 

suggests that metaphor can be located at the different uses of sentences. He 

ŘƛǎǘƛƴƎǳƛǎƘŜǎ ōŜǘǿŜŜƴ ǿƘŀǘ άŀ ǎǇŜŀƪŜǊ ƳŜŀƴǎ ōȅ ǳǘǘŜǊƛƴƎ ǿƻǊŘǎΣ ǎŜƴǘŜƴŎŜǎΣ ŀƴŘ 

expressions, on the one hand, and what the words, sentences, and expressions 

meŀƴΣ ƻƴ ǘƘŜ ƻǘƘŜǊέ ό{ŜŀǊƭŜΣ мфтфΥ уп). He names the former as άǎǇŜŀƪŜǊΩǎ 

ǳǘǘŜǊŀƴŎŜ ƳŜŀƴƛƴƎέ ŀƴŘ calls ǘƘŜ ƭŀǘǘŜǊ άǿƻǊŘ ƻǊ ǎŜƴǘŜƴŎŜ ƳŜŀƴƛƴƎέ (Searle, 1979: 
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84). IŜ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ άƳŜǘŀǇƘƻǊƛŎŀƭ ƳŜŀƴƛƴƎ ƛǎ ŀƭǿŀȅǎ ǎǇŜŀƪŜǊΩǎ ǳǘǘŜǊŀƴŎŜ 

ƳŜŀƴƛƴƎέ ƴƻǘ ōŜŎŀǳǎŜ ƻŦ ŀƴȅ ŎƘŀƴƎŜ ƛƴ ǘƘŜ άlexicalέ meaning of the words used, 

άbut because the speaker means something differentέ (p.90) by his/her utterance. 

WƻƘƴ {ŜŀǊƭŜ ŜƳǇƘŀǎƛǎŜŘ ǘƘŜ ƳƻŘŜ ƻŦ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƛƴ ǿƘƛŎƘ άǿƘŀǘ ǘƘŜ ǎǇŜŀƪŜǊ 

ƳŜŀƴǎ ŘƛŦŦŜǊǎ ŦǊƻƳ ǿƘŀǘ ƘŜ ǎŀȅǎέ ό{ŜŀǊƭŜΣ мфтфΥ утύΦ For example, saying Richard is 

a gorilla to mean he is nasty and violent.  

Max Black rejected the pragmatic approach to metaphor. His approach 

marks the shift from the grammatical form to the meaning; he believes that 

metaphor is about meaning not the form. His approach relies on the distinction 

between the metaphorical focus and the frame (Black, 1979: 27). By the focus he 

means a word or group of words used metaphorically within a frame which refers to 

the surrounding. For example, in the following sentence Man is a wolf, ΨƳŀƴ ƛǎΩ 

marks thŜ ΨŦǊŀƳŜΩ ƻŦ ǘƘŜ ƳŜǘŀǇƘƻǊΣ ŀƴŘ Ψŀ ǿƻƭŦΩ marks the focus of the metaphor, 

ǿƘƛŎƘ ƛǎ ǘƘŜ ǿƻǊŘ ōŜƛƴƎ άǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅέ ό.ƭŀŎƪΣ мфтфΥ 20). He argues that 

metaphor occurs through an interaction between focus and frame. One word which 

is the focus stands out in a frame to support two thoughts or ideas (Black, 1979: 22). 

Thus, the meaning resides in the concept, idea or reference (intentional level) not in 

the thing, object or referent (extensional level). Black calls metaphor a mystery 

where one can make άsense of appareƴǘ ƴƻƴǎŜƴǎŜέ ό.ƭŀŎƪΣ мфтфΥ нмύΦ 

.ƭŀŎƪ ŀƴŘ {ŜŀǊƭŜΩǎ ŜƳǇƘŀǎƛǎ ƻƴ ǘƘŜ ƳŜŀƴƛƴƎ ŀƴŘ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ƳŜǘŀǇƘƻǊ 

paved the way for the cognitive level of identifying metaphor as metaphors 

assimilate thoughts not words or things (Black, 1979: 36). Cognitive linguists 

disagree with the syntactic, semantic and pragmatic theories. They point out that 

ǘƘŜ ƭƛƴƎǳƛǎǘƛŎ ŦƻǊƳ Ƴŀȅ ōŜ ǾƛŜǿŜŘ ŀǎ άǘƘŜ ǘƛǇ ƻŦ ǘƘŜ ƛŎŜōŜǊƎ ƻŦ ŎƻƎƴƛǘƛǾŜ 
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ŎƻƴǎǘǊǳŎǘƛƻƴέ όCŀǳŎƻƴƴƛŜǊΣ мффпΥ ȄȄƛƛύΦ [ŀƪƻŦŦ ŀƴŘ Johnson, for example, argue that 

metaphor is a representation of conceptual thought, i. e., one concept is 

represented in terms of another. In this view, metaphor is seen as a cognitive 

phenomenon; it occurs at the level of concepts, not at the linguistic level. Their 

ǇǊƻŎŜŘǳǊŜ ƻŦ ƳŜǘŀǇƘƻǊ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ ƛǎ ǎƛƳǇƭȅ ǘƘŜ άǳƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ ƻƴŜ ǘƘƛƴƎ ƛƴ 

ǘŜǊƳǎ ƻŦ ŀƴƻǘƘŜǊέ ό[ŀƪƻŦŦ ŀƴŘ WƻƘƴǎƻƴΣ мфулΥ оύΦ Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ƳŜǘŀǇƘƻǊ Ƙŀǎ 

ŎƻƳŜ ǘƻ ōŜ ǎŜŜƴ ŀǎ ŀ άŎǊƻǎǎ ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛƴ ǘƘŜ ŎƻƴŎŜǇǘǳŀƭ ǎȅǎǘŜƳέ ό[ŀƪƻŦŦΣ 

1979: 203). Therefore, recognizing metaphor means recognizing the cross-domain 

mapping. This inclusive definition of άunderstanding one conceptual domain in 

terms of another conceptual domainέ becomes their measuring tool to identify 

metaphors in language. Seeing metaphor as a cognitive phenomenon suggests that 

meaning is not given, but is constructed (Nerlich and Clarke, 2003: 573). 

The rise of cognitive linguistic research on metaphor motivated many 

scholars and metaphor analysts to apply this procedure to identify metaphor in 

natural discourse. The most famous attempts within the boundaries of cognitive 

ƭƛƴƎǳƛǎǘƛŎǎ ōŜƎŀƴ ǿƛǘƘ DŜǊŀǊŘ {ǘŜŜƴ ǿƘƻ ŀƛƳŜŘ ǘƻ άōǳƛƭŘ ŀ ōǊƛŘƎŜ ōŜǘǿŜŜƴ ƭƛƴƎǳƛǎǘƛŎ 

and conceptual metaphor by proposing a series of five ŀƴŀƭȅǘƛŎŀƭ ǎǘŜǇǎέ ό{ǘŜŜƴΣ 

1999c: 57). The five step procedure formed the beginning of identifying conceptual 

ƳŜǘŀǇƘƻǊ ƛƴ ŘƛǎŎƻǳǊǎŜΦ Lǘ ƛǎ ƳŜŀƴǘ ǘƻ άŎƻƴǎǘǊŀƛƴ ǘƘŜ ǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ ƭƛƴƎǳƛǎǘƛŎ ŀƴd 

ŎƻƴŎŜǇǘǳŀƭ ƳŜǘŀǇƘƻǊέ ό{ǘŜŜƴΣ мфффc: 57). The aim of this procedure is to determine 

which linguistic expression is metaphorical. Steen suggested that identifying 

conceptual metaphor in discourse requires the following five steps (Steen, 1999c: 

73; Steen, 2002a: 393): 
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1. Metaphor focus identification 

2. Metaphorical idea identification 

3. Nonliteral comparison identification 

4. Nonliteral analogy identification 

5. Nonliteral mapping identification 

The procedure begins with identifying the metaphorical focus where the 

metaphorically used word (the focus) is used beyond the background of its literal 

frame. The second step, the identification of the metaphorical idea, happens in the 

same token; when a word contains a metaphorically used concept (idea). The third 

step, identifying the metaphorical comparison, involves άseparating out elements of 

two domains in an open comparisonέ that establishes a constructed similarity 

between activities in the source and target domains. The fourth step, identifying the 

metaphorical analogy, involves the task of filling of the slots; it indicates moving 

άaway from an open and indeterminate comparison statement to a completed and 

determinate nonliteral analogyέ ό{ǘŜŜƴΣ нллнŀ: 395). The fifth step is άidentifying 

the metaphorical mappingέ which can be achieved through άadopting the format of 

Lakoff and Johnsonέ which involves άa list of correspondences that are entailed by 

analogy constructed under step ŦƻǳǊέ (Steen, 2002a: 395). According to Steen, 

άeach of these entailments and their elaborationsέ can be άconsidered as possible 

componentsέ of the process of άcomplete mappingέ (Steen, 2002a: 396). Steen 

notices that most researchers, when they identify metaphorically used words, move 

directly from the first step to the fifth step without considering the in-between 

steps (Steen, 2002a: 393). He also admits the fact that there are problems with his 

procedure, but they are άproblems that have to do with the nature of metaphor 
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analysis more than with the nature of the procedure itselfέ (Steen, 2002a: 395). In 

ǘƘƛǎ ǇǊƻŎŜŘǳǊŜΣ {ǘŜŜƴ ǿŀƴǘŜŘ ǘƻ άǇǳǘ ŎƻƴŎŜǇǘǳŀƭ ƳŜtaphor theory on a firmer 

liƴƎǳƛǎǘƛŎ ŦƻƻǘƛƴƎέ ό{ǘŜŜƴΣ мфффc: 57). The five steps procedure was applied to 

extracts taken from literary texts such as poems and extracts from conversation 

about cancer (Steen, 2002a; Semino et al. 2004). 

Later on, a group of metaphor scholars called the Pragglejaz Group published 

a paper in which they introduced a tool that helps analysts in identifying and 

recognizing metaphors in spoken and written language. The tǊŀƎƎƭŜƧŀȊ DǊƻǳǇΩǎ 

procedure is called ΨMetaphor IŘŜƴǘƛŦƛŎŀǘƛƻƴ tǊƻŎŜŘǳǊŜΩ (MIP). It is a result of six 

years of work conducted by ten experienced άmetaphor researchers: Peter Crisp, 

Raymond Gibbs, Alice Deignan, Graham Low, Gerard Steen, Lynne Cameron, Elena 

Semino, Joe Grady, Alan Cienki and Zoltán Kövecsesέ (Steen, et al., 2010a: 4). Their 

project aims at producing a theoretical framework where analysts focus on the 

linguistic analysis of metaphorically used expressions; sometimes they call them 

(lexical units). MIP is one of the most recent attempts to reliably identify metaphors 

in language. It involves four main steps in identifying metaphorically used words; 

These steps are the following: 

1. Read the entire textςdiscourse to establish a general understanding of 
the meaning. 
2. Determine the lexical units in the textςdiscourse 

3. (a) For each lexical unit in the text, establish its meaning in context, that 
is, how it applies to an entity, relation, or attribute in the situation evoked 
by the text (contextual meaning). Take into account what comes before 
and after the lexical unit. 
(b) For each lexical unit, determine if it has a more basic contemporary 
meaning in other contexts than the one in the given context. For our 
purposes, basic meanings tend to be 
τMore concrete; what they evoke is easier to imagine, see, hear, feel, 
smell, and taste. 
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τRelated to bodily action. 
τMore precise (as opposed to vague) 
τHistorically older. 
Basic meanings are not necessarily the most frequent meanings of the 
lexical unit. 
(c) If the lexical unit has a more basic currentςcontemporary meaning in 
other contexts than the given context, decide whether the contextual 
meaning contrasts with the basic meaning but can be understood in 
comparison with it. 
4. If yes, mark the lexical unit as metaphorical (Pragglejaz Group, 2007: 3). 

 

Since the aim of this procedure is to focus on finding the metaphorically used words 

in discourse, it does not deny the connections between language and conceptual 

structure. It only shifts the attention from metaphor in the mind to metaphor in real 

language use (Pragglejaz Group, 2007: 24). The basic argument of this procedure is 

that the metaphorical meaning is the indirect meaning of a word in usage which 

άarises out of a contrast between the contextual meaning of a lexical unit and its 

more basic meaningέ (Steen, et al., 2010a: 6). The Pragglejaz Group argue that the 

the basic meaning sometimes άbecomes absent from the actual context but 

observableέ in other contexts. For instance, in the sentence he attacked every point 

in my research argumentΣ ǘƘŜ ƭŜȄƛŎŀƭ ǳƴƛǘ ΨŀǘǘŀŎƪΩ is άused in a context of 

argumentationέ ōŜŎŀǳǎŜ άƛts contextual meaning has to do with verbal exchangeέ 

and άcan be contrasted with the more basic meaningέ of this word in other contexts 

(Steen, et al., 2010a: 6). ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ǿƻǊŘ ΨŀǘǘŀŎƪΩ ƛǎ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ƛƴ ǘƘƛǎ 

sentence and does not involve physical engagement between the two persons of 

the sentence. The instructions of this procedure were άdeveloped and tested over 

five yearsέ; and the advocates of this method claim that it άproduces fairly reliable 

results between individual analysts who display relatively high levels of agreement 
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between their independent analyses of the textsέ (Steen, et al., 2010a: 7). There 

have been many studies which applied the findings of this method to identify 

metaphor in texts. For example, the Pragglejaz MIP was applied to a number of 

texts ranging from articles in newspapers to data taken from British National corpus 

( Pragglejaz Group, 2007; Steen, 2007b; Steen et al., 2010c).  

From what has been surveyed, it is possible to see that identifying 

metaphorical language in discourse has been done in various ways. They stretch 

from manual methods to linguistic (syntactic and semantic); and from pragmatic to 

cognitive approaches. In the following section, I will look at some approaches that 

attempt to classify metaphor into main and subcategories. Looking at these 

classifications will help me see how metaphor linguists group them and what their 

diverse criteria of classification are. It also helps me understand and interpret them 

in terms of their features, status and purpose. In other words, classifying metaphors 

can provide an idea about their types, properties and their actual use in a given 

context. 

3.2 Classifying and Categorizing Metaphor 

Having looked at the procedures of identifying metaphors, it is quite 

reasonable to have a look at the way in which they are classified or categorised. 

Metaphors, in general, can be classified in various ways depending on multiple 

criteria ranging from the degree of complexity to the level of usage. They are 

traditionally classified into three main groups: genuine metaphors, trite metaphors, 

and sustained metaphors (Kemertelidze and Manjavidze, 2012: 14). Genuine 

metaphors (or live metaphors) are those metaphors that can arouse strong emotion 

http://find.shef.ac.uk/primo_library/libweb/action/search.do?vl(38298064UI0)=creator&vl(187895964UI1)=all_items&fn=search&tab=remote&mode=Basic&vid=SFD_VU2&scp.scps=primo_central_multiple_fe&ct=lateralLinking


 

103 
 

in the audience such as a train of horrible thoughts (Kemertelidze and Manjavidze, 

2012: 15). Trite metaphors (or dead metaphors) are those which once άwere 

metaphors and had the corresponding emotional colouring but as a result of being 

used frequently they lost their initial loadingέ (Kemertelidze and Manjavidze, 2012: 

18) and become dead such as They fled from the eyes of the worldέ. The third class 

is known as sustained metaphors which are those άmetaphors to which the strong 

emotional loading is added according to the contextέ (Kemertelidze and Manjavidze, 

2012: 19). It has been argued that, a metaphor becomes άsustained when a trite 

metaphor acquires new colouring in a certain context such as dance of blossomsέ 

(Kemertelidze and Manjavidze, 2012: 19). 

It is not my ambition in this section to give an exhaustive presentation of 

these categories. I merely deal with conceptual metaphor classifications. 

Conceptual metaphors can be classified variously depending on different factors. 

CƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜȅ άŎŀƴ ōŜ classified according to their conventionality, cognitive 

ŦǳƴŎǘƛƻƴ ŀƴŘ ƴŀǘǳǊŜΣ ŀƴŘ ƎŜƴŜǊŀƭƛǘȅέ όYǀǾŜŎǎŜǎΣ нллсΥ молύΦ !ǎ ƳŜƴǘƛƻƴŜŘ in 

chapter 2, there have been many attempts to classify conceptual metaphors under 

categories based on their nature (structural, ontological and orientational) (Lakoff 

and Johnson, 1980) or on their contextual use (cognitive, social and textual 

ƳŜǘŀǇƘƻǊǎύ ό[ǳƪŜǑΣ нллрΥ нт). Other metaphor linguists attempt to put these 

metaphors into different categories. For example Gerard Steen (1999) distinguishes 

between implicit and explicit metaphors. Implicit metaphor occurs when there is no 

linguistic equivalent or literal referent in the text itself and the reader has to 

establish some form of coherence by means of discourse comprehension strategies 

ƻǊ ƛƴŦŜǊŜƴŎŜǎΦ CƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ǎŜƴǘŜƴŎŜ άthe bird of prey hung ready over the 
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ŎǊƻǿŘέ ǿƘƛŎƘ ƛǎ ǘŀƪŜƴ ŦǊƻƳ ŀ ƴŀǊǊŀǘƛǾŜ ŀōƻǳǘ ǇƻƭƛŎŜ ŦƻǊŎŜǎ ǘƘŀǘ ǿŜǊŜ ŦƛƎƘǘƛƴƎ ŀ 

group of demonstrators, while a police helicopter is hovering in the sky, watching 

people on the ground (Steen, 1999a: 82). In this expression, the figuratively used 

ǿƻǊŘǎ ΨōƛǊŘ ƻŦ ǇǊŜȅΩ ǊŜŦŜǊ ǘƻ ǎƻƳŜǘƘƛƴƎ in the sentence which is not expressed 

explicitly ΨƘŜƭƛŎƻǇǘŜǊΩ; it might be expressed earlier or might not be expressed at all. 

Steen ŀǊƎǳŜǎ ǘƘŀǘ άƛf the referent is not expressed in the same clauseέ, in this case 

we are dealing with an ΨƛƳǇƭƛŎƛǘΩ ƳŜǘŀǇƘƻǊ (Gerard Steen, 1999a: 84). Explicit 

metaphor occurs when άthe literal referent is expressedέ in the text itself for 

ŜȄŀƳǇƭŜ άThe ƘŜƭƛŎƻǇǘŜǊ ƛǎ ŀ ōƛǊŘ ƻŦ ǇǊŜȅέ (Gerard Steen, 1999a: 84). 

Similarly, Peter Stockwell (2002) classifies conceptual metaphors according 

to the conceptual mapping process. His classification includes two main types of 

metaphor: visible and invisible. To elaborate his argument, Stockwell takes the 

ŦƻƭƭƻǿƛƴƎ ŜȄŀƳǇƭŜ ŦǊƻƳ {ƘŀƪŜǎǇŜŀǊŜΩǎ Romeo and Juliet: 

But soft! What light through yonder window breaks? 
             It is the east, and Juliet is the sun. 

                                             (Act II, Scene II, ll.1-2)  
 

He argues that in the case of the visible metaphor both the source and the target 

domains are stylistically realized in the uttered statement, as in the second line 

ΨWǳƭƛŜǘ ƛǎ ǘƘŜ ǎǳƴΩΦ ²ƘŜǊŜŀǎ ƛƴ ǘƘŜ ƛƴǾƛǎƛōƭŜ ƳŜǘŀǇƘƻǊΣ ƻƴŜ ƻŦ ǘƘŜ ŎƻƎƴƛǘƛǾŜ models 

(source/target) is not realized stylistically, for example in the first line the words 

ΨƭƛƎƘǘΩ ŀƴŘ ΨōǊŜŀƪǎΩ are both used metaphorically; and the two words denote the 

source domain from which Juliet derives her beauty, but Juliet (the target) is not 

mentioned in the first line and thus they are invisible metaphors. It is only in the 
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second line that the metaphor becomes visible where a reference to the target 

domain (Juliet) occurs (Stockwell, 2002: 107). 

Some other studies classify metaphors according to their structural patterns. 

Peter Crisp and et al (2002) argue that metaphors occur in a text in different 

structural patterns; they integrated them into a proper taxonomy. There are single 

vs multiple metaphors; simple vs complex metaphors; pure vs mixed metaphors; 

restricted vs extended metaphors (Crisp, et al., 2002: 56). More of these 

classifications will be discussed in sections 3.4.2 and 3.4.3. 

3.3 Application 

Now that I have outlined some procedures of identifying and classifying 

metaphors, I am going to revisit YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ όƛƴ 

particular depression, melancholy and sadness) in the poems I discussed in chapter 

2. Here, I will ŀǇǇƭȅ {ǘŜŜƴΩǎ ŦƛǾŜ ǎǘŜǇ ƛŘŜƴtification procedure: the metaphor focus, 

idea, comparison, analogy and mapping. This procedure connects the linguistic 

aspects and the cognitive aspects of the text together. It helps me identify 

metaphorical language by breaking the texts into small units. Breaking the text into 

small units allows judgment of each proposition contained in the text to see if it is 

used metaphorically or not. It will also help to examine the structural patterns of 

YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ǘƻ ǇǊƻǾƛŘŜ ŀƴ ƛŘŜŀ ŀōƻǳǘ ǘƘŜ ƴŀǘǳǊŜ ƻŦ Ƙƛǎ metaphorical language. 

My research will also consider some important aspects of the Pragglejaz method 

MIP (2007) as a measuring tool such as establishing the meaning of lexical units in 

the context and comparing it to the basic meaning in other contexts. These two 

methods (the five steps procedure and the Pragglejaz procedure) will complement 
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my analysis as they ǇǊƻǾƛŘŜ άŀ ƎƻƻŘ ǘƻƻƭ ŦƻǊ ŎƻƎƴƛǘƛǾŜ ƭƛƴƎǳƛǎǘǎέ ǿƘƻ ŀǊŜ ŎƻƴŎŜǊƴŜŘ 

with άǘƘŜ ǊŜƭŀǘƛƻƴ ōŜǘǿŜŜƴ metaphorically used words on one hand and cross-

domain mappings in conceptual structure ƻƴ ǘƘŜ ƻǘƘŜǊέ (Steen, 2007b: 23). These 

tools aim at eliminating bias on the part of the analyst and produce retrievable 

results. 

Lƴ Ƴȅ ŀƴŀƭȅǎƛǎ ƻŦ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎΣ L ƴŜŜŘ ǘƻ ŎƻƴǎƛŘŜǊ ŘƛŦŦŜǊŜƴǘ ŀǎǇŜŎǘǎ 

such as the dictionary meaning of the word and also the pragmatic aspect in order 

to interpret a metaphor and its source domains. The Oxford English Dictionary will 

be used as the main source to provide the literal meaning of the words. The 

interpretation of any metaphorical expression needs first to consider the meaning 

of the word given by the dictionary, and then analysing it should also take into 

account the contextual meaning. The explanation of these metaphors will be 

provided by taking into account the contexts in which they are used. Beside the 

explanation of the metaphor, the explanation of their source domains will also be 

provided. This will allow us to make connection between different source domains 

and analyze their relation. It also considers the mapping between two or more 

domains and also will consider the distinction between the literal and metaphorical 

senses of the words used. 

3.4 Examining the Structural Patterns of KeaǘǎΩǎ aetaphors 

¢ƘŜ ŀƛƳ ƻŦ ǘƘƛǎ ǎŜŎǘƛƻƴ ƛǎ ǘƻ ŘŜǘŜŎǘ ǘƘŜ ǎǘǊǳŎǘǳǊŀƭ ǇŀǘǘŜǊƴǎ ƻŦ YŜŀǘǎΩǎ 

metaphors. By structural patterns, I mean the variable types of metaphors looked at 

from a lexical point of view. In language, metaphors can take various patterns 

depending on the lexical elements they contain. They can be single or multiple; 
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simple or complex; pure or mixed etc. The ǎǘǊǳŎǘǳǊŀƭ ǇŀǘǘŜǊƴǎ ƻŦ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ 

will be examined in the light of a taxonomy of metaphorical structures proposed 

and developed in 2002 by three metaphor scholars: Peter Crisp, John Heywood, and 

Gerard Steen mainly to describe the structural patterns of metaphors in language 

(Crisp, et al., 2002: 55-69). This taxonomy is a detailed approach to systematically 

explore the propositional structure of metaphorical expressions that occur in 

discourse. The three scholars believe that establishing this tool for metaphor 

analysis will enable the linguists who are interested in metaphor to see the 

differences of metaphorical language patterning in discourse (Crisp, et al., 2002: 56). 

To bring their taxonomy into light, they worked with three analytical levels of 

metaphor: surface linguistic expression (metaphoric language); the metaphorical 

proposition (basic predicate and argument structure); and the conceptual mapping 

(cross domain mapping). They already applied this taxonomy to selected texts from 

Sara Maitland (1990) Three Times Table and Salman Rushdie (1995) ¢ƘŜ aƻƻǊΩǎ [ŀǎǘ 

Sigh to examine the άquantitative characterization of the metaphorical styleέ of the 

two authors (Crisp, et al., 2002: 55). They found sets of oppositions of metaphorical 

types such as άsingle as opposed to multiple metaphor, simple as opposed to 

complex metaphor, pure as opposed to mixed metaphor, and restricted as opposed 

to extended metaphorέ (Crisp, et al., 2002: 55). This measuring tool or taxonomy 

check runs in the following way: first they break the text into small units of 

ŘƛǎŎƻǳǊǎŜ ŎŀƭƭŜŘ Ψ¢-ǳƴƛǘΩ3, then they break up the T-unit into propositions so as to 

άŎŀǇǘǳǊŜ ƳƛƴƛƳŀƭ ƛŘŜŀ ǳƴƛǘǎ ǇǊŜǎŜƴǘ ƛƴ ŀ ǘŜȄǘέ ό{ǘŜŜƴΣ нллнō: 23). For any T-unit that 

                                                           
3 By T-ǳƴƛǘΣ ǘƘŜȅ ƳŜŀƴ ŀ άǎŜƳƛ-independent clause, a category that covers main clauses, matrix 
clauses plus their embedded clauses, non-restrictive relative ŎƭŀǳǎŜǎ ŀƴŘ Ƴƻǎǘ ŀŘǾŜǊōƛŀƭ ŎƭŀǳǎŜǎέ 
(Crisp, et al., 2002: 57). In other words, a Tςǳƴƛǘ ƛǎ ŀ άŘƛǎǘƛƴŎǘ ǳƴƛǘ ƻŦ ŘƛǎŎƻǳǊǎŜ ǘƘŀǘ Ŏŀƴ ōŜ ǎŜǇŀǊŀǘŜƭȅ 
ŀƴŀƭȅǎŜŘ ŀƴŘ ŎƭŀǎǎƛŦƛŜŘ ǿƛǘƘ ǊŜƎŀǊŘ ǘƻ ƛǘǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ǇǊƻǇŜǊǘƛŜǎέ ό/ǊƛǎǇΣ Ŝǘ ŀƭΦΣ нллнΥрфύ 
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contains άone or more metaphorically used wordsέ, it should be decided άwhether 

the metaphorical mapping is continued in the next T-unit or notέ ό/ǊƛǎǇΣ Ŝǘ ŀƭΦΣ 

2002:64). If it continues to the next T-unit, it is extended metaphor, and if it does 

not continue to the next T-unit, it is restricted metaphor. Whatever the answer to 

this question, the next step is to check άwhether the main metaphorical proposition 

expressed by the T-unit contains only one or more than one  metaphorical semantic 

item4έ(Crisp, et al., 2002:64). If the T-unit contains one metaphorical semantic item 

it is called single metaphor; if it contains more than one it is called multiple 

metaphor (Crisp, et al., 2002: 65). Whatever the answer to this question, the next 

step is to check άwhether the main metaphorical proposition has a metaphorical 

item with a downgraded proposition5 dependent on it that itself contains at least 

one metaphorical semantic itemέ (Crisp, et al., 2002: 65). If the answer is positive, it 

is complex metaphor, if the answer is not it is simple metaphor. The final step is to 

ask άwhether the complex and/or multiple metaphorical mapping is pure or mixedέ 

(Crisp, et al., 2002: 65). If the mapping process is derived from one source domain, it 

is pure metaphor, but if the mapping is άderived from more than one source 

domainέ, it is mixed metaphor (Crisp, et al., 2002: 62). See the following table for 

more information about each type. The table below follows the taxonomy which is 

developed by some members of the Pragglejaz group (Crisp, et al., 2002). 

                                                           
4 ¢ƘŜ ǇƘǊŀǎŜ ΨǎŜƳŀƴǘƛŎ ƛǘŜƳΩ ƛǎ ǳǎŜŘ ōȅ ǘƘŜ ǊŜǎŜŀǊŎƘŜǊǎ ǘƻ ǊŜŦŜǊ ǘƻ ŜƛǘƘŜǊ ŀƴ ŀǊƎǳƳŜƴǘ ƻǊ ŀ ǇǊŜŘƛŎŀǘŜ 
in the metaphorical proposition. 
5 5ƻǿƴƎǊŀŘŜŘ ǇǊƻǇƻǎƛǘƛƻƴ ƳŜŀƴǎ ǘƘŜ ǇǊŜǎŜƴŎŜ ƻŦ ƳŜǘŀǇƘƻǊƛŎŀƭ ǿƻǊŘǎ ǿƘƛŎƘ άƛƴǾƻƭǾŜ ǘǿƻ ŘƛŦŦŜǊŜƴǘ 
propositions, one superordinate and the other subordinate and dependent on the semantic item in 
ǘƘŜ ǎǳǇŜǊƻǊŘƛƴŀǘŜ ǇǊƻǇƻǎƛǘƛƻƴέ ό/ǊƛǎǇΣ Ŝǘ ŀƭΦΣ нллнΥ смύΣ ŦƻǊ ŜȄŀƳǇƭŜ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩΦ  
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Single metaphor occurs when a 
άsingle metaphorical word (single 
semantic item) which denotes 
only one potential source 
ŘƻƳŀƛƴέ ŜȄǇǊŜǎǎŜǎ ǎƛƴƎƭŜ ŜƭŜƳŜƴǘ 
of propositional structure, for 
example, the student absorbs 
everything said by the teacher 
(Crisp, et al., 2002: 60) 

Multiple metaphor occurs when more than one 
metaphorical word (semantic item) signalling more 
than one metaphorical source domain in 
metaphorical proposition, for instance, He has set 
his mark on them. 

Simple metaphor occurs when a 
single metaphorical word (single 
semantic item) is not developed 
by a downgraded proposition. In 
other words, there is no 
modifying element, for example 
the sentence the woman snarling 
at her husband. In this case άa 
single metaphorical word 
expresses a single semantic itemέ 
(Crisp, et al., 2002: 60) denoting 
only one single potential source 
domain in the underlying 
propositional structure. 

Complex metaphor arises when more than one 
metaphorical words (semantic items) are άfurther 
developed by a downgraded proposition which 
involves two different propositions, one 
superordinate and the other subordinate and 
dependent on a semantic item in the 
superordinate propositionέ (Crisp, et al., 2002: 61). 
The metaphorical words could be an argument or 
a predicate for a subject in the sentence for 
example, phoebe asked herself with a sudden rush 
of nostalgia. (Crisp, et al., 2002: 60). 

Pure metaphor occurs when the 
mapping process is derived from 
one source domain as in the 
example, she sat in the dark 
shadow of her mind, both of the 
two metaphorical semantic items 
ΨŘŀǊƪΩ ŀƴŘ ΨǎƘŀŘƻǿΩ ōŜƭƻƴƎ ǘƻ ƻƴŜ 
source domain of light. In this 
case, this mapping is pure 
because it occurs within the same 
source domain. 

Mixed metaphor άarises when multiple or 
complex metaphor contains metaphorical items 
which may be derived from more than one source 
domainέ (Crisp, et al., 2002: 63). For example, that 
was the stuff of melodrama; in this sentence, the 
ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ǎŜƳŀƴǘƛŎ ƛǘŜƳǎ ΨǎǘǳŦŦΩ ŀƴŘ 
ΨƳŜƭƻŘǊŀƳŀΩ ōŜƭƻƴƎ ǘƻ ǘǿƻ ŘƛŦŦŜǊŜƴǘ ǎƻǳǊŎŜ 
domains, for this reason the mapping is not pure; 
it is mixed. 

Restricted metaphor occurs when 
άŀ metaphor is not continued in 
the next text unit (T-unit)έ (Crisp, 
et al., 2002: 64). For example, in 
the following sentence there was 
a time when her body and her 
mind fitted together, the 
metaphor is restricted to the 
border of this T-unit; it does not 
continue to the next T-unit. 

Extended metaphor happens when the metaphor 
continues or extends across the next text units, for 
example, their women, far from being grateful, 
turned on them, snarling, in late night 
conversations telling them to shut up (Crisp, et al., 
2002: 57). In this sentence, there is more than one 
T-unit, and the metaphor extends across them; 
from the first T-unit to the other T-units of the 
long sentence forming an extending metaphor. 
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In my study, I will apply this taxonomy to the metaphors of negative mental 

states taken from the two poems which I discussed in chapter 2 (pilot study). In the 

pilot study, I conducted a brief analysis of 8 metaphors of negative mental states 

taken from two poems: 4 metaphors from Ψ¢ƻ IƻǇŜΩ and 4 metaphors from ΨhŘŜ ǘƻ 

ŀ bƛƎƘǘƛƴƎŀƭŜΩ. In this section, I will consider all the metaphorical expressions in 

these two poems that represent negative mental states. The main goal is to 

ŜȄŀƳƛƴŜ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ǇŀǘǘŜǊƴƛƴƎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΦ Studying the 

structural patterns of metaphors can provide an idea about the nature of the 

metaphorical language as well as the differences between expressions containing 

metaphorically used words. It also provides an idea about the most recurrent types 

of metaphor used or preferred by the poet. As I already mentioned in section 3.3, I 

ǿƛƭƭ ǳǎŜ {ǘŜŜƴΩǎ ŦƛǾŜ ǎǘŜǇ procedure and the Pragglejaz method to identify 

metaphorically used words. My analysis will be detailed and will approach these 

metaphors from three analytical levels which include: the linguistic expression, 

propositional analysis and metaphorical mapping (Crisp, 2002, Steen, 2002b, Crisp, 

et al., 2002). This detailed approach is meant to achieve three main objectives: to 

identify metaphorical language in discourse; to see the distinct patterns of the 

metaphorical language; and also to make us able to explain and comment on them 

in terms of mapping between different domains.  

This section is divided into three subsections: section 3.4.1, introduces the 

process of propositional analysis. In section 3.4.2, L ǿƛƭƭ ŜȄŀƳƛƴŜ YŜŀǘǎΩǎ ǇƻŜƳ Ψ¢ƻ 

IƻǇŜΩ to see the structural patterns of the metaphors of negative mental states. In 

section 3.4.3, I will look at the structural patterns in ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. For ease 

of reference, the sentences that contain metaphorical representation of negative 
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mental states will be numbered and the metaphorically used words will be 

underlined. For reasons of space, my analysis of this section will consider the first 

two levels only (linguistic expression and metaphorical proposition). As for the third 

level of the metaphorical concepts or the conceptual mapping, it will be the focus of 

chapter 4. In other words, at this stage, I will count the metaphorical T-units and the 

metaphorical propositions of negative mental states for each poem. I will start with 

the preparatory stage which requires breaking up the discourse into units (T-unit) to 

specify surface linguistic expressions. This preparatory step helps create a list of 

semi-independent clauses or (T-units) which enjoy relative semantic integrity (Steen, 

2002b: 26). Each T-unit is άa distinct unit of discourse that can be separately 

analysed and classified with regard to its metaphorical propertiesέ ό/ǊƛǎǇ Ŝǘ ŀƭΦΣ нллнΥ 

59). Then I will move to the second step which is to break up the T-units into 

propositions. This step helps in creating a series of conceptual structures of 

predicates and arguments. I will be most concerned with metaphorical propositions 

in each T-unit to examine the distinct patterns exhibited by these units. I will only 

refer to the key words that are identified as being metaphorically used and relate to 

negative mental states.  

Before proceeding with my analysis of the structural patterns, it is necessary 

to have an idea about the importance of propositional analysis beforehand. In the 

following section, I will introduce a brief account about this process.  

3.4.1 Propositional Analysis 

Since cognitive theories see metaphors as concepts and thoughts integrated 

in language, there must be a tool for metaphor analysts to break down these 

thoughts into small units so that metaphors can be identified and analysed 
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conveniently. To break down thoughts into small units, language must be broken 

down into small units of discourse (T-unit) so as to be evaluated. This process is 

ŎŀƭƭŜŘ ǇǊƻǇƻǎƛǘƛƻƴŀƭ ŀƴŀƭȅǎƛǎ όt!ύΦ Lǘ ƛǎ ŘŜŦƛƴŜŘ ōȅ WƻƘƴ CŀǊǊƻǿ ŀǎ ōǊŜŀƪƛƴƎ άŀ 

discourse (speech or text) into its constituŜƴǘ ǳƴƛǘǎ ƻŦ ǘƘƻǳƎƘǘέ όCŀǊǊƻǿΣ мффсΥ сύΦ 

.ǊȅŎŜ !ƭƭŜƴ ŀǊƎǳŜǎ ǘƘŀǘ ǘƘŜ ǇǳǊǇƻǎŜ ƻŦ ǇǊƻǇƻǎƛǘƛƻƴŀƭ ŀƴŀƭȅǎƛǎ ƛǎ άǘƻ ǇǊƻŘǳŎŜ 

unambiguous representations of the small units of meaning which make up 

ŎƻƴƴŜŎǘŜŘ ŘƛǎŎƻǳǊǎŜέ ό!ƭƭŜƴΣ мфуфΥ норύΦ ¢Ƙƛǎ ǇǊƻŎŜǎǎΣ ŀŎŎƻǊŘƛƴƎ ǘo Steen, begins 

ǿƛǘƘ άƎŜǘǘƛƴƎ ǊƛŘ ƻŦ ŀƭƭ ǘƘŜ ƭƛƴƎǳƛǎǘƛŎ ǎǳǊŦŀŎŜ ŦŜŀǘǳǊŜǎ ƻŦ ǘŜȄǘ ŀƴŘ ŘƛǎŎƻǳǊǎŜ ŀƴŘ 

translates all woǊŘǎ ƛƴǘƻ ǘƘƻǳƎƘǘǎέ ό{ǘŜŜƴΣ нллнō: 17). In the construction of the 

propositions some of the aspects in the texts are moved away from the linguistic 

domain into the conceptual (Steen, 2002b: 23). Propositional analysis is important 

in metaphor identification procedures. This type of analysis was άdeveloped to 

bridge the gapέ between discourse and conceptualization through explicating the 

implicit metaphors in discourse (Gibbs and Steen, 1999: 61). It can help identifying 

the metaphorical idea and is therefore a valuable tool in metaphor classification, 

interpretation and processing. Metaphor analysts such as the Pragglejazz group 

believe that άthe identification of metaphor has to be linked to the analysis of the 

conceptual structure activated by languageέ ό{ǘŜŜƴΣ нллнō: 18). They think that by 

translating language into thoughts and propositions one can easily see which of 

these propositions have been used metaphorically and which ones have been used 

literally (Steen, 2002b: 18). When a given discourse is analysed as a list of ideas in a 

cluster of propositions, the actual process of identifying metaphor can begin (Steen, 

2002b: 23). 
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Propositional analysis therefore can help in making a detailed representation 

of the meaning of a discourse. In metaphor studies, propositional analysis has 

provided insights into the ways analysts can view and describe metaphors or 

comment and make judgments about them. It also enables comparisons of the 

metaphor content and structure. The purpose of content analysis is to extract the 

content of discourses so that they can be compared to one another (Allen, 1989: 

236). Propositions, as Steen puts it, άare conceptual representations of the basic 

idea units or thoughts in a textέ (Steen, 2002b: 22). Their function is to άdesignate 

mental representations of projected states of affairs that have been expressed 

linguisticallyέ (Steen, 2002b: 22). A proposition can be defined in more detail as: 

A conceptual predication consisting of a predicate and one or more 
arguments. It expresses the conceptualization of an attribute of an 
entity, or of a relation between two or more entities, in some state of 
ŀŦŦŀƛǊǎΧ9ǾŜǊȅ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ used word in discourse can be related 
to a proposition in a text base that is derived in an automatic fashion 
according to some systematic procedure (Steen, 2004: 1299). 

 
If a άproposition contains one or more metaphorically used concepts, it may be 

called a metaphorical propositionέ that άpresents a metaphorical thoughtέ (Steen, 

2002b: 22). Propositional analysis is important to my study because it breaks 

discourse into simple word clusters (propositions) in order to produce detailed 

representations of the meaning of this discourse. This type of content analysis has 

been used by psycholinguists in their research mainly to investigate the cognitive 

processes and structures which are employed in reading and understanding texts 

e.g. Johnson-Laird's Mental Models: Towards a Cognitive Science of Language, 

Inference, and Consciousness (1983) (Johnson-Laird, 1983: 156). Propositional 

analysis is also used as άa tool for library and information science researchέ 
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specifically in summarizing and classifying documents (Allen, 1989: 235). As far as 

metaphor analysis is concerned, propositional analysis is used as a tool for analysing 

conceptual metaphor (Crisp, 2002: 7). In the words of Gerard Steen, propositional 

ŀƴŀƭȅǎƛǎ άǊŜǇǊŜǎŜƴǘǎ ŀƴ ŜȄŎŜƭƭŜƴǘ ǘƻƻƭ ŦƻǊ ŎŀǇǘǳǊƛƴƎ ǘƘŜ conceptual structure of 

ƳŜǘŀǇƘƻǊƛŎŀƭ ǘƘƻǳƎƘǘ ŀǎ ŜȄǇǊŜǎǎŜŘ ƛƴ ŘƛǎŎƻǳǊǎŜέ ό{ǘŜŜƴΣ нллпΥ мнффύΦ Lǘ Ŏŀƴ ōŜ 

useful when there is a small body of texts available and a detailed analysis of 

content is required (Allen, 1989: 236). In my study, I need the propositional analysis 

of each T-unit so as to be able to see the distinct metaphorical structures clearly. 

Metaphorical propositions function as a άbridge between linguistic metaphors and 

metaphorical mappingsέ (Steen, 2002b: 26). Since propositional analysis aims to 

capture άthe conceptual content of a linguisticέ utterance, it can help analysing 

these concepts directly (Steen, 2002b: 31) In other words, propositional analysis has 

some advantages: άit concenǘǊŀǘŜǎ ƻƴ ǘƘŜ ǳƴŘŜǊƭȅƛƴƎ ƳƛƴƛƳŀƭ ƛŘŜŀέ contained in an 

utǘŜǊŀƴŎŜ ǘƘǊƻǳƎƘ ŦƛƭǘŜǊƛƴƎ ƛǘǎ ƭƛƴƎǳƛǎǘƛŎ ΨƴƻƛǎŜΩ ǘƻ ŘŜǘŜǊƳƛƴŜ άhow many mappingsέ 

are there in a άparticular unitέ as well as facilitating the direct analysis of concepts 

used in each proposition (Steen, 2002b: 31). 

{ƛƴŎŜ Ƴȅ ŀƛƳ ƛǎ ǘƻ ŜȄŀƳƛƴŜ ǘƘŜ ǇŀǘǘŜǊƴǎ ƻŦ ƳŜǘŀǇƘƻǊƛŎŀƭ ǎǘǊǳŎǘǳǊŜǎ ƛƴ YŜŀǘǎΩǎ 

poems, I will start with breaking up the text of the poems into T-units and breaking 

up the T-units into propositions. This ǘȅǇŜ ƻŦ ŀƴŀƭȅǎƛǎ άwill facilitate the examination 

and comparison of metaphorical structures acrossέ and within the άT-unitsέ (Crisp, 

et al., 2002: 59). I can now look at the patterns of metaphorical language exhibited 

by Ψ¢ƻ IƻǇŜΩ and ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. I will start with Ψ¢ƻ IƻǇŜΩ which belongs to 

YŜŀǘǎΩs early career. 
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3.4.2 Propositional Aƴŀƭȅǎƛǎ ƻŦ YŜŀǘǎΩǎ Ψ¢ƻ IƻǇŜΩ 

Ψ¢ƻ IƻǇŜΩ has 9 extracts which contain linguistic expressions used 

metaphorically to represent negative mental states. These extracts which contain 

metaphorical words are listed and numbered below. The words which are used 

metaphorically and relate to negative mental states are underlined so as to 

distinguish them from the words that are not metaphorically used. For ease of 

exposition, prepositions will be ignored to avoid the complexities raised by their 

metaphoricity (Crisp, et al., 2002: 60). The nine extracts are listed below: 

1- άAnd Hateful thoughts enwrap my soul in gloomέ (l. 2) 
 

2- άShould sad Despondency my musings fright,  
And frown, to drive fair Cheerfulness away,έ (l. 9-10) 
 
3- άAnd keep that fiend Despondence far aloof!έ  (l. 12) 

 
4- άShould Disappointment, parent of Despair,  
Strive for her son to seize my careless heartΤέ (l. 13-14) 
 
5- ά²ƘŜƴŜΩŜǊ ǘƘŜ fate of those I hold most dear  
Tells to my fearful breast a tale of sorrow,έ (l. 19-20) 
 
6- άO bright-eyed Hope, my morbid fancy cheerΤέ (l. 21) 
 
7- ά{ƘƻǳƭŘ ŜΩŜǊ unhappy love my bosom painέ (l. 25) 
 
8- άAnd as, in sparkling majesty, a star,  
Gilds the bright summit of some gloomy cloud;έ όl. 43-44) 
 
9- άSo, when dark thoughts my boding spirit shroudέ (l. 46) 

 

The extracts from (1) through (9) are all complete sentences that contain more than 

one metaphorically used word. However, there are some differences among them. 

For example, extracts (1), (3), (6), (7), and (9) each can count as one T-unit, whereas 

extracts (2), (4), (5) and (8) do not. They contain more than one T-unit as they 
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involve clausal and phrasal co-ordination that can be treated as independent units 

of discourse. The extracts from (1) through (9) exhibit many different instances of 

metaphorical language patterns. For reasons of coherence, I will start my analysis 

with the sentences that contain one T-unit and later I will examine those extracts 

that contain more than one T-unit. 

The next step is to analyse these T-units to see what structural categories 

these metaphors can take. For reasons of clarity and economy, my analysis will not 

focus on every metaphorically used word in these extracts. My aim is to analyse 

only the metaphorical words used by the speaker to represent negative mental 

states. After specifying and identifying the surface linguistic unit of discourse or the 

text units (T-unit) in this poem, I will proceed with the propositional analysis for 

each T-unit to identify the metaphorical idea in each proposition. In propositional 

analysis, it is advised that άgrammatical features such as tense and determinacy are 

omittedέ ōŜŎŀǳǎŜ ǘƘŜ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘ ǘƘƛƴƎ ƛǎ ǘƘŜ άŎƻƴŎŜǇǘǎ and their use in 

relation to a conceptual or abstract ǎƛǘǳŀǘƛƻƴ ƳƻŘŜƭέ ό{ǘŜŜƴΣ нллнō: 27). The first 

step in propositional analysis is to identify the verb in each clause and transform it 

into active and present infinitive form (Bovair and Kieras, 1981: 7). This step of 

identifying and transforming verbs will simplify the process of propositional analysis. 

The next step is to identify the modifiers in each proposition; modifiers are meant 

ǘƻ ōŜ ǘƘŜ άŀŘƧŜŎǘƛǾŜǎ ŀƴŘ ŀŘǾŜǊōǎ ǘƘŀǘ ƳƻŘƛŦȅ ƴƻǳƴǎ ƻǊ ǾŜǊōǎέ (Bovair and Kieras, 

1981: 12). !ŦǘŜǊ ŜȄŀƳƛƴƛƴƎ ǘƘŜ ǇǊƻǇƻǎƛǘƛƻƴŀƭ ŀƴŀƭȅǎƛǎΣ L ǿƛƭƭ ŀǇǇƭȅ /ǊƛǎǇΩǎ Ŝǘ ŀƭ 

ǘŀȄƻƴƻƳȅ ǘƻ ŘŜǎŎǊƛōƛƴƎ ŀƴŘ ŎƻƳƳŜƴǘ ƻƴ ǘƘŜ ǎǘǊǳŎǘǳǊŀƭ ǇŀǘǘŜǊƴǎ ƻŦ YŜŀǘǎΩǎ 

metaphors. 
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I will begin with the first extract in which the speaker represents a negative 

mental state metaphorically. 9ȄǘǊŀŎǘ όмύ ά!ƴŘ Hateful thoughts enwrap my soul in 

gloomέ ƛǎ a co-ordinated clause containing more than one metaphorically used 

word, five words in total. This linguistic expression counts as one T-unit. Next, I will 

have a look at the propositional analysis of this T-unit to identify metaphorical ideas. 

The propositional analysis of T-unit (1) is shown below:  

P1 (Enwrap thought soul) 
P2 (Mod6 thought hateful)  
P3 (Possess7 speaker soul) 
P4 (In P3 gloom) 
 
The T-unit of extract (1) has more than one metaphorical proposition, 

because each metaphorical idea is considered a metaphorical proposition (Steen, 

2007: 298). An explication of this step can be seen as the following. The main 

proposition of this T-unit is determined by the finite verb of the clause which is the 

ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨŜƴǿǊŀǇΩ ŀŎǘƛƴƎ ŀǎ ŀ ǇǊŜŘƛŎŀǘŜΦ ¢ƘŜ ǾŜǊō ΨŜƴǿǊŀǇΩ ƻŦ tм ƛǎ ǳǎŜŘ 

metaphoǊƛŎŀƭƭȅΦ LƴǘŜǊǇǊŜǘƛƴƎ ǘƘŜ ǾŜǊō ΨŜƴǿǊŀǇΩ as metaphorical in this context 

means that we consider wrapping souls as a non-prototypical use of the verb. It 

evokes concepts that literally relate to physical objects, but it is applied here to an 

ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨǎƻǳƭΩΦ {ƛƳƛƭŀǊƭȅΣ ǘƘŜ ƴƻƳƛƴŀƭ ΨǎƻǳƭΩ ƛƴ tо ƛǎ ŀƭǎƻ ǳǎŜŘ 

metaphorically. An abstract soul cannot be enclosed in the same way physical 

objects can be covered with cƻƴŎǊŜǘŜ ƳŀǘŜǊƛŀƭΦ ¢ƘŜ ŀǊƎǳƳŜƴǘ ΨǎƻǳƭΩ can invoke a 

                                                           
6 MOD stands for modifier, it characterises the relationship between two or more words in a 
ƳŜǘŀǇƘƻǊƛŎŀƭ ǇǊƻǇƻǎƛǘƛƻƴΦ  !ŎŎƻǊŘƛƴƎ ǘƻ {ǘŜŜƴΩǎ ǇǊƻŎŜŘǳǊŜ ƻŦ ƳŜǘŀǇƘƻǊ ƛŘŜƴǘƛŦƛŎŀǘƛƻƴ άǿƘŜƴ ǘƘŜ 
main proposition of a T-ǳƴƛǘ ƛǎ ŀŎŎƻǳƴǘŜŘ ŦƻǊέΣ ǘƘŜ ƴŜȄǘ ǎǘŜǇ ƛǎ ǘƻ άǇǊƻŎŜŜŘ ǘƻ ŘŜŀƭ ǿƛǘƘ ΨƳƻŘƛŦƛŜǊǎΩ ƻŦ 
ǘƘŜ Ƴŀƛƴ ǇǊƻǇƻǎƛǘƛƻƴέΦ aƻŘƛŦƛŜǊǎ ŀǊŜ ǳǎǳŀƭƭȅ άǊŜǇǊŜǎŜƴǘŜŘ ƛƴ ǘƘŜ ƻǊŘŜǊ ƛƴ ǿƘƛŎƘ ǘƘŜȅ ŀǊŜ 
ŜƴŎƻǳƴǘŜǊŜŘέ ό{ǘŜŜƴΣ нллнōΥ нтύΦ ŀǎ ƛƴ ǘƘŜ ŜȄŀƳǇƭŜ ŀōƻǾŜ όƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎύΣ ǘƘŜ ƴƻǳƴ ΨthoughtsΩ 
are modified by the adjective ΨhatefulΩ. 
7 Possess here refers to all possessive forms such as personal pronoun (my, your, our, etc), 
ǇƻǎǎŜǎǎƛǾŜ ǇǊƻƴƻǳƴ όƳƛƴŜΣ ƘƛǎΣ ƘŜǊǎ ŜǘŎύ ƴƻǳƴ ǇƘǊŀǎŜ όWƻƘƴΩǎΣ aŀǊȅΩǎΣ ŜǘŎύΦ 
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more concrete domain of use. It involves mapping from the domain of spirituality 

onto the domain of physicality, because literally, a soul cannot be enwrapped or 

enclosed as concrete objects can. P2 also suggests metaphorical usage because the 

ƴƻǳƴ ǇƘǊŀǎŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ Ŏƻƴǘŀƛƴǎ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴΦ ¢ƘŜ ŀōǎǘǊŀŎǘ ǘƘƻǳƎƘǘǎ ŀǊŜ 

ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŎŀǊǊȅƛƴƎ ƻǳǘ ǘƘŜ ŀŎǘ ƻŦ ǿǊŀǇǇƛƴƎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎƻǳƭ ƛƴ ƎƭƻƻƳΦ ¢ƘŜ 

other argument that has been used metaphorically in this T-unit is the adverbial 

ǇƘǊŀǎŜ Ψƛƴ ƎƭƻƻƳΩ ƻŦ tпΦ [ƛǘŜǊŀƭƭȅΣ ƎƭƻƻƳ ƛǎ ƴƻǘ ŀ ǇƘȅǎƛŎŀƭ ǇƭŀŎŜ ǘƻ ōŜ ƻŎŎǳǇƛŜŘ ƻǊ 

inhabited. Therefore, the projected relations between P1, P2, P3 and P4 are 

expressed in a metaphorical fŀǎƘƛƻƴΦ !ŎŎƻǊŘƛƴƎ ǘƻ {ǘŜŜƴΩǎ ǇǊƻŎŜŘǳǊŜ ƻŦ ƛŘŜƴǘƛŦȅƛƴƎ 

metaphorical language, άthese concepts do not directly relate to default referentǎέ, 

but they άindirectly designate other literal referentsέ ƛƴ ǘƘŜ ǘŜȄǘ άǿƘƛŎƘ ŀǊŜ 

conventionally classified as entities, attributes of entities, or relations between 

ŜƴǘƛǘƛŜǎέ ό{ǘŜŜƴΣ нллнō: 19).  

After running the propositional analysis and identifying the metaphorical 

ideas in extract (1), the next step is to see the type of metaphor exhibited by this 

extract through applying the taxonomy of Crisp et al. In the light of this taxonomy, 

extract (1) simultaneously exhibits a restricted, multiple, complex, and mixed 

metaphor. Let us now come to these categories one by one. First, it is a multiple 

metaphor because it contains more than one metaphorical word (semantic item) 

such as: hateful, thoughts, enwrap, soul, and gloom. All these underlined words are 

used metaphorically in this T-unit and this is actually what makes multiple 

metaphors multiple (Crisp, et al., 2002: 61). The T-unit has also one complex 

metaphor which is realized in a downgraded proposition. In other words, it is 

ŎƻƳǇƭŜȄ ōŜŎŀǳǎŜ ƛǘ Ƙŀǎ ŀ ƳŜǘŀǇƘƻǊƛŎŀƭ ǿƻǊŘ όǎŜƳŀƴǘƛŎ ƛǘŜƳύ άŦǳǊǘƘŜǊ ŘŜǾŜƭƻǇŜŘ ōȅ 
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a downƎǊŀŘŜŘ ǇǊƻǇƻǎƛǘƛƻƴέ ό/ǊƛǎǇΣ Ŝǘ ŀƭΦΣ нллнΥ соύΦ  CƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ǎŜƳŀƴǘƛŎ ƛǘŜƳ 

ΨǘƘƻǳƎƘǘǎΩ ǿƘƛŎƘ ƛǎ ǘƘŜ ƘŜŀŘ ƴƻǳƴ ƛǎ ǇǊŜ-ƳƻŘƛŦƛŜŘ ōȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƘŀǘŜŦǳƭΩ ǿƘƛŎƘ 

signals the άpresence of a metaphorical downgraded propositionέ (Crisp, et al., 2002: 

63). The downgraded proposition consists of two metaphorically used words which 

seem to denote a potential source domain (Because the idea of hatefulness can be 

seen as part of the concept evoked by ǘƘŜ ǎŜƳŀƴǘƛŎ ƛǘŜƳ ΨthoughtsΩ). However, this 

metaphorical downgraded proposition contains some kind of internal semantic 

complexity. This semantic complexity occurs because there are two metaphorical 

ŀǊƎǳƳŜƴǘǎΥ ΨƘŀǘŜŦǳƭΩ ŀƴŘ ΨǘƘƻǳƎƘǘǎΩΣ ǘƘŜ ŦƻǊƳŜǊ ΨƘŀǘŜŦǳƭΩ ƛǎ Ŏƻ-referential with the 

ƭŀǘǘŜǊ ΨǘƘƻǳƎƘǘǎΩ ƛƴ tн ǿƘƛŎƘ ƛǎ ƛǘǎelf metaphorical and relates to a potential source 

domain (Crisp, et al., 2002: 61). Extract (1) also exhibits features of mixed metaphor 

because there are more than one potential source domain. In other words, mixed 

metaphor occurs when there is more than one cross-domain mapping happening 

inside one T-unit (Crisp, et al., 2002: 62). It also exhibits restricted metaphor 

because it is not continued in the next T-unit (Crisp, et al., 2002: 64). At this point, I 

have covered the first two levels of metaphor analysis: the linguistic expression and 

the propositional analysis. The third level of the cross-domain mapping will be dealt 

with in chapter 4. Therefore, I will come back to this extract in chapter four to 

examine the process of metaphorical mapping in detail. Now, I will proceed with the 

other extracts to see their metaphorical patterns. 

Extract (3) ά!ƴŘ keep that fiend Despondence ŦŀǊ ŀƭƻƻŦέ also counts as one 

T-unit in its own right. This T-unit contains three metaphorically used words; the 

propositional analysis of this T-unit runs as the following: 

P1 (Keep despondence far aloof) 
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P2 (Mod despondence fiend) 
 

The finite verb of the clause whiŎƘ ƛǎ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨƪŜŜǇΩ ŘŜǘŜǊƳƛƴŜǎ ǘƘŜ main 

proposition; it acts as a predicate that requires ŀƴ ŀǊƎǳƳŜƴǘ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ. The 

verb ΨƪŜŜǇΩ in P1 is used metaphorically because the concept evoked by the verb 

ΨƪŜŜǇΩ prototypically involves retaining or holding a physical object or possession of 

something. The use of the verb is non-prototypical because it is applied to an 

abstract mental state Ψ5ŜǎǇƻƴŘŜƴŎŜΩ. The abstract state of despondence is 

constructed in terms of a concrete or physical object that can be kept far aloof. 

LƴǘŜǊǇǊŜǘƛƴƎ ǘƘŜ ǾŜǊō ΨƪŜŜǇΩ as metaphorical in this context means that we consider 

keeping (the abstract state of despondence) as a separate domain from the 

prototypical use of the verb (retaining or possessing concrete objects). The noun 

ǇƘǊŀǎŜ ΨŦƛŜƴŘ ŘŜǎǇƻƴŘŜƴŎŜΩ ƛƴ tн is also used metaphorically. The speaker uses 

reification to make ǘƘŜ ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƻŦ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ more concrete by 

attributing physical qualities such as being a physical object to be kept away. The 

ǎŜƳŀƴǘƛŎ ƛǘŜƳ ΨŦƛŜƴŘΩ ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ƛƴ ǘƘƛǎ ŜȄǘǊŀŎǘ; the abstract state of 

Ψ5ŜǎǇƻƴŘŜƴŎŜΩ Ŏŀƴƴƻǘ ōŜ Ŧiend for two reasons: first because it is an abstract state, 

second fiends do not exist in reality. Thus, thŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŦƛŜƴŘ 5ŜǎǇƻƴŘŜƴŎŜΩ Ƙŀǎ 

a semantic complexityΤ ǘƘŜ ǎŜƳŀƴǘƛŎ ƛǘŜƳ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ ǿƘƛŎƘ ƛǎ ǘƘŜ ƘŜŀŘ ƴƻǳƴ ƛǎ 

pre-ƳƻŘƛŦƛŜŘ ōȅ ǘƘŜ ƴƻǳƴ ΨŦƛŜƴŘΩ ǿƘƛŎƘ ŀŎǘǎ ŀǎ ŀ modifier. This semantic complexity 

signals the presence of a metaphorical downgraded proposition which consists of 

two metaphorically used words that denote two potential source domains: one 

ǊŜƭŀǘŜǎ ǘƻ ŜǾƛƭ ΨŦƛŜƴŘΩ ŀƴŘ ǘƘŜ ƻǘƘŜǊ ǊŜƭŀǘŜǎ ǘƻ ƘƻǇŜƭŜǎǎƴŜǎǎ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ.   

In terms of metaphorical pattern, extract (3) simultaneously exhibits a 

restricted, multiple, complex, and mixed metaphor. It is a multiple metaphor 
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because it contains more than one semantic item (metaphorical word) such as: keep, 

fiend, and despondence. It is a complex metaphor because the object acting noun 

ǇƘǊŀǎŜ ΨŦƛŜƴŘ ŘŜǎǇƻƴŘŜƴŎŜΩ expresses an argument in the main metaphorical 

proposition P2. This argument seems to denote in the same source domain because 

the idea of fiend can be viewed as part of the concept evoked by the word 

Ψ5ŜǎǇƻƴŘŜƴŎŜΩ. However, this argument in P2 has an internal semantic complexity 

because it occurs in a metaphorical downgraded proposition (fiend despondence) 

and contains two metaphorical arguments: the ŦƛǊǎǘ ƻƴŜ ƛǎ ΨŦƛŜƴŘΩ ŀƴŘ ǘƘŜ ǎŜŎƻƴŘ ƛǎ 

ΨŘŜǎǇƻƴŘŜƴŎŜΩΦ ¢ƘŜ ŦƛǊǎǘ ŀǊƎǳƳŜƴǘ ΨŦƛŜƴŘΩ ǿƘƛŎƘ ƛǎ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀlly is co-

referential with the main argument despondence which is also used metaphorically. 

Extract (3) is also mixed metaphor because there is more than one cross-domain 

mapping occurring inside this T-unit. It also exhibits a feature of restricted metaphor 

because it is not continued to the next T-unit. 

Extract (6) άh bright-eyed Hope, my morbid fancy cheerέ ƛǎ ŀ ŎƻƳǇƭŜǘŜ 

sentence that contains five metaphorically used words which belong to different 

potential metaphorical source domains such as: bright-eyed, hope, morbid, fancy, 

and cheer. The sentence counts as one T-unit which has more than one proposition; 

the propositional analysis of this T-unit is: 

P1 (Cheer hope fancy) 
P2 (Mod hope bright-eyed) 
P3 (Mod fancy morbid) 
P5 (Possess fancy) 
 

As in earlier examples, the main proposition is determined by the finite verb of the 

clausŜ ǿƘƛŎƘ ƛǎ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨŎƘŜŜǊΩ which is the predicate that requires an 

argument ΨŦŀƴŎȅΩΦ ¢ƘŜ ǾŜǊō ΨŎƘŜŜǊΩ in P1 evokes concepts that literally relate to the 
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abstract state of cheerfulness, but it is applied here to a mental state ΨƘƻǇŜΩ. 

Although the word cheer can be literal, the main clause of the T-unit (hope cheer 

fancy) can be conceived metaphorically. Hope is personified as the doer of the 

action of cheering, hope cannot ƭƛǘŜǊŀƭƭȅ ΨŎƘŜŜǊΩ, and fancy cannot be cheered in the 

same way people are. The propositional analysis reveals two downgraded 

propositions: (bright-eyed hope) in P2 and (morbid fancy) in P3. The underlying 

Ƴŀƛƴ ǇǊƻǇƻǎƛǘƛƻƴ ΨƳȅ ƳƻǊōƛŘ ŦŀƴŎȅ ŎƘŜŜǊΩ ǿƘƛŎƘ Ŏƻƴǘŀƛƴǎ ŀ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ a 

negative mental state has three metaphorical words. The three metaphorical words 

are related to three source domains: the predicate ΨŎƘŜŜǊΩ is related to the source 

domain of joy; and the complex argument (morbid fancy) is related to two source 

domains: morbid is related to disease and fancy related to the domain of 

imagination. 

Extract or T-unit (6) simultaneously exhibits multiple, complex, mixed and 

restricted metaphor. It is multiple because there are more than one metaphorically 

used word in it. It is also a complex metaphor because it has two downgraded 

propositions: ΨōǊƛƎƘǘ-ŜȅŜŘ IƻǇŜΩ ǊŜǇǊŜǎŜƴǘƛƴƎ ǇƻǎƛǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΣ ŀƴŘ ΨƳƻǊōƛŘ 

ŦŀƴŎȅΩ ǊŜǇǊŜǎŜƴǘing a negative mental state. Since I am more concerned with the 

negative mental state, I will not include the positive mental state in my analysis. The 

ƴƻǳƴ ǇƘǊŀǎŜ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ occurs in a downgraded proposition and contains an 

internal semantic complexity. This semantic complexity is caused by the two 

ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘǎ ΨƳƻǊōƛŘΩ ŀƴŘ ΨŦŀƴŎȅΩ ƛƴ tоΦ hƴŜ ŀǊƎǳƳŜƴǘ ΨƳƻǊōƛŘΩ ƛǎ Ŏƻ-

referential ǿƛǘƘ ǘƘŜ ŀǊƎǳƳŜƴǘ ΨŦŀƴŎȅΩ ŀƴŘ also relates to a potential source domain. 

The T-unit also exhibits features of mixed metaphor because the metaphorical items 

are derived from more than one source domain. In addition to that, this T-unit 
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exhibits a feature of restricted metaphor because it is not continued in the next T-

unit. 

 Extract (7) ά{ƘƻǳƭŘ ŜΩŜǊ unhappy love my bosom painέ ƛǎ ŀ ŎƻƳǇƭŜǘŜ 

sentence which counts as one T-unit. It contains four metaphorically used words 

that belong to different potential metaphorical source domains such as: unhappy, 

love, bosom and pain. The T-unit has more than one metaphorical proposition; the 

propositional analysis of this T-unit is: 

P1 (Pain love bosom) 
P2 (Mod love unhappy) 
P3 (Possess bosom) 
 

¢ƘŜ Ƴŀƛƴ ǇǊƻǇƻǎƛǘƛƻƴ ƛǎ ǘƘŜ ŦƛƴƛǘŜ ǾŜǊō ΨǇŀƛƴΩ ŀŎǘƛƴƎ ŀǎ ŀ ǇǊŜŘƛŎŀǘŜ ŀƴŘ ƛǘǎ ŀǊƎǳƳŜƴǘ 

ΨōƻǎƻƳΩΦ ¢ƘŜ ǾŜǊō Ǉŀƛƴ ƛƴ tм ƛǎ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ƛƴ ǘƘƛǎ ¢-unit because the main 

clause (love pains bosom) can be conceived metaphorically. A bosom cannot be 

physically pained by love and love is not a prototypical cause of physical pain. The 

other metaphorical word in this T-ǳƴƛǘ ƛǎ ǘƘŜ ŀǊƎǳƳŜƴǘ ΨōƻǎƻƳΩ ǿƘƛŎƘ can invoke a 

ƳƻǊŜ ŎƻƴŎǊŜǘŜ ŘƻƳŀƛƴ ƻŦ ǳǎŀƎŜΦ ¢ƘŜ ƳŜǘŀǇƘƻǊƛŎƛǘȅ ƻŦ ΨōƻǎƻƳΩ ƛǎ ŘǳŜ ǘƻ ǘƘŜ ŦŀŎǘ 

that its primary relevant concept relates to the domain of physicality (body part), 

but here is applied to the abstract domain of emotional state. It metaphorically 

refers to a person; because literally, unhappy love cannot cause pain to a bosom. 

¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨǳƴƘŀǇǇȅ ƭƻǾŜΩ ƛƴ tн ŀƭǎƻ ǎǳƎƎŜǎǘǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ǳǎŀƎŜΦ It occurs in 

a metaphorical downgraded proposition and has άtwo metaphorical arguments one 

of which is co-referentialέ ǿƛǘƘ ǘƘŜ ŀǊƎǳƳŜƴǘ ΨƭƻǾŜΩ ŀƴŘ ǊŜƭŀǘŜǎ ǘƻ ŀ ǇƻǘŜƴǘƛŀƭ ǎƻǳǊŎŜ 

domain. 

Extract (7) simultaneously exhibits multiple, complex, mixed and restricted 

metaphor. Multiple because it contains more than one semantic item that relates to 



 

124 
 

potential metaphorical source domains: Unhappy, love, bosom and pain. It is 

complex because there is a metaphorical downgradŜŘ ǇǊƻǇƻǎƛǘƛƻƴ ΨǳƴƘŀǇǇȅ ƭƻǾŜΩΦ 

Mixed because there is more than one cross-domain mapping present inside this T-

unit. Restricted because it is not continued to the next T-unit. 

Extract όфύ ά{ƻΣ ǿƘŜƴ dark thoughts my boding spirit shroudέ Ŏƻƴǘŀƛƴǎ ŦƛǾŜ 

metaphorically used words that relate to different potential metaphorical source 

domains such as: dark, thoughts, boding, spirit, and shroud. The propositional 

analysis of this T-unit is: 

P1 (Shroud thoughts spirit) 
P2 (Mod of thoughts dark) 
P3 (Mod of spirit boding) 
P4 (Possess spirit) 
 

Interpreting the main finite verb ΨǎƘǊƻǳŘΩ in P1 as metaphorical in this context 

involves recognising that shrouding spirits is different from the prototypical use of 

the verb, shrouding dead bodies. The verb evokes a concept that literally relates to 

physical objects, but it is applied here to an abstract phenomenon. The abstract 

spirit cannot be shrouded in the same way physical dead bodies are. As we can see 

from the propositional analysis, there are two metaphorical downgraded 

ǇǊƻǇƻǎƛǘƛƻƴǎΥ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ tн ŀƴŘ ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩ tоΦ .ƻǘƘ ƻŦ ǘƘŜǎŜ ŘƻǿƴƎǊŀŘŜŘ 

propositions entail internal semantic complexity. For instance, the noun phrase 

ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ Ŏƻƴǘŀƛƴǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘǎΥ ΨŘŀǊƪΩ ŀƴŘ ΨǘƘƻǳƎƘǘǎΩ ƻƴŜ ƻŦ 

which is co-ǊŜŦŜǊŜƴǘƛŀƭ ǿƛǘƘ ǘƘŜ ǎŜƳŀƴǘƛŎ ƛǘŜƳ ΨǘƘƻǳƎƘǘǎΩ ǿƘƛŎƘ ƛǎ ƛǘǎŜƭŦ 

metaphorical and relates to a potential source domain. In the same token, the noun 

ǇƘǊŀǎŜ ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩ contains άtwo metaphorical arguments one of which is co-
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reŦŜǊŜƴǘƛŀƭέ with the argument ΨspiritΩ which is itself metaphorical and relates to a 

potential source domain. 

 Extract (9) simultaneously exhibits multiple, complex, mixed and restricted 

metaphor. It is a multiple metaphor because it contains more than one semantic 

item such as: dark, thoughts, boding, spirit, and shroud. It is complex because it has 

a metaphorical word (semantic item) developed by a downgraded proposition. It 

also exhibits features of mixed metaphor because mixed metaphor άarises when 

multiple or complex metaphor contains metaphorical items which may be derived 

from more than one source domainέ ό/ǊƛǎǇ Ŝǘ ŀƭΦΣ нллнΥ соύ. In other words, there is 

more than one cross-domain mapping present inside this T-unit. It also exhibits a 

feature of restricted metaphor because it is not continued in the next T-unit. 

Next I will examine extracts that contain more than one T-unit. Although 

extracts (2), (4), (5) and (8) are also complex sentences that contain more than one 

metaphorically used word, they are different from the other extracts because they 

involve clausal and phrasal coordination that can be treated as independent T-units. 

In this case extracts (2), (4), (5) and (8) contain two T-units, listed below as (a) and 

(b):  

Extract (2) άShould sad Despondency my musings fright / And frown, to drive fair 

Cheerfulness ŀǿŀȅέΥ 

2A. Should sad Despondency my musings fright and frown 
2B. to drive fair Cheerfulness away 
 

Extract όпύ άShould Disappointment, parent of Despair / Strive for her son to seize 

my careless heartέ:  

4A. Should Disappointment Strive for her son to seize my careless heart 
4B. parent of Despair 
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Extract (5) ά²ƘŜƴŜΩŜǊ ǘƘŜ fate of those I hold most dear/ tells to my fearful breast a 

tale of sorrowέΥ 

р!Φ ²ƘŜƴŜΩŜǊ ǘƘŜ fate tells to my fearful breast a tale of sorrow 
5B. of those I hold most dear8 
 

Extract (8) άAnd as, in sparkling majesty, a star/ Gilds the bright summit of some 

gloomy cloudέ: 

8A. And as a star Gilds the bright summit of some gloomy cloud 
8B. in sparkling majesty 

 

Now the surface linguistic units of discourse have been specified for the four 

extracts, the next step is to examine the metaphorical language contained in these 

T-units. However, my analysis will not take into account any T-unit that has no 

metaphorical words or any T-unit that has metaphorical words but does not contain 

representation of negative mental states.  

Extract όнύ άShould sad Despondency my musings fright / And frown, to drive 

fair Cheerfulness ŀǿŀȅΣέ ǿƛǘƘ ƛǘǎ ŎƻƻǊŘƛƴŀǘŜŘ ŎƭŀǳǎŜ counts as two T-units. To spell 

this out, the propositional analysis of extract (2) would be: 

2A  
P1 (Fright despondency musings) 
P2 (Frown despondency musings) 
P3 (Mod despondency sad) 
P4 (Possess speaker musing) 
2B 
P1 (Drive cheerfulness away) 
P2 (Mod of cheerfulness fair) 
 

                                                           
8 My reasons for categorising these words as metaphors come under the ǘƘƛǊŘ ǎǘŜǇ ƻŦ {ǘŜŜƴΩǎ 
ǇǊƻŎŜŘǳǊŜ ǿƘƛŎƘ ǎŀȅǎΣ ά9ȄǇƭƛŎŀǘŜ ǘƘŜ ŎƻƴŎŜǇǘǎ ƛƴǾƻƭǾŜŘ ƛƴ ŜƭƭƛǇǎƛǎΣ ǎǳōǎǘƛǘǳǘƛƻƴ ŀƴŘ Ŏƻ-reference 
depending on pronominalization, deictics and alternative but general expressions (like thing, man 
ŀƴŘ ǎƻ ƻƴύέ ό{ǘŜŜƴΣ нллнō: 26).  
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The underlined words in 2A relate to different potential metaphorical source 

domains, and this is a feature of multiple metaphor. The main proposition of 2A is 

determined by the two finite verbs of the clause which are the transitive verbs 

ΨŦǊƛƎƘǘΩ ŀƴŘ ΨŦǊƻǿƴΩ, the act of frightening someone and the act of frowning at 

someone. The two verbs act as two predicates and they are used metaphorically in 

this context. The verbs can be interpreted as metaphorical in this context because 

they are being performed by and directed at inanimate abstract entities 

(despondency and musings). LƴǘŜǊǇǊŜǘƛƴƎ ǘƘŜ ǾŜǊō ΨŦǊƻǿƴΩ ŀǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ƛƴ ǘƘƛǎ 

context means that we consider the act of frowning at the abstract musings of the 

speaker as a non-prototypical use of the verb which usually involves a physical act 

of changing facial expressions at someone as a sign of displeasure. The other 

metaphorically used word in this T-ǳƴƛǘ ƛǎ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨǎŀŘ ŘŜǎǇƻƴŘŜƴŎȅΩ ƛƴ tоΦ 

!ƭǘƘƻǳƎƘ ΨǎŀŘΩ ŀƴŘ ΨŘŜǎǇƻƴŘŜƴŎȅΩ ŀǊŜ ŜȄǇƭƛŎƛǘƭȅ ǊŜŦŜrring to negative mental states, 

they are presented metaphorically here via the use of personification. The two 

abstract phenomena are represented as performing the acts of frightening and 

ŦǊƻǿƴƛƴƎ ŀǘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƳǳǎƛƴƎǎΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ŀƭǎƻ ƳŀǊƪǎ ǘƘŜ Ǉresence of a 

metaphorical downgraded proposition. It consists of two metaphorically used words 

that denote a potential source domain, because the idea of sadness can be seen as 

part of the concept evoked by despondency. This downgraded proposition contains 

ŀƴ ƛƴǘŜǊƴŀƭ ǎŜƳŀƴǘƛŎ ŎƻƳǇƭŜȄƛǘȅΤ ƛǘ Ƙŀǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘǎΥ ΨǎŀŘΩ ŀƴŘ 

ΨŘŜǎǇƻƴŘŜƴŎȅΩ ƻƴŜ ƻŦ ǿƘƛŎƘ ƛǎ Ŏƻ-ǊŜŦŜǊŜƴǘƛŀƭ ǿƛǘƘ ǘƘŜ ŀǊƎǳƳŜƴǘ ΨŘŜǎǇƻƴŘŜƴŎȅΩ ŀƴŘ 

relates to metaphorical source domain. The other argument that has been used 

metaphorically is tƘŜ ƴƻƳƛƴŀƭ ΨƳǳǎƛƴƎǎΩ ƛƴ tпΦ ¢ƘŜ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨƳǳǎƛƴƎǎΩ 

is also personified as being frightened and frowned at. They are the receiver of the 
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ŀŎǘƛƻƴΣ ǘƘŜǊŜŦƻǊŜΣ ǘƘŜȅ ŀǊŜ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ōŜŎŀǳǎŜ ƭƛǘŜǊŀƭƭȅΣ ΨƳǳǎƛƴƎǎΩ Ŏŀƴƴƻǘ 

be frightened in the same way living creatures can. 

T-unit 2A simultaneously exhibits multiple, complex, mixed and extended 

metaphor. It is multiple because it has more than one metaphorically used word.  It 

is ŎƻƳǇƭŜȄ ōŜŎŀǳǎŜ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨǎŀŘ ŘŜǎǇƻƴŘŜƴŎȅΩ ƻŎŎǳǊǎ ƛƴ ŀ ŘƻǿƴƎǊŀŘed 

proposition that contains a άsemantic item relating to a potential source domain 

that is co-referential with the semantic item on which that downgraded proposition 

is dependentέ ό/risp et al., 2002: 61). It is also mixed metaphor because it contains 

metaphorical items which are derived from more than one source domain. For 

ƛƴǎǘŀƴŎŜΣ ΨǎŀŘΩ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŎƻƴŎŜǇǘǳŀƭ ŘƻƳŀƛƴ ƻŦ ŦŜŜƭƛƴƎΤ ΨŘŜǎǇƻƴŘŜƴŎȅΩ ǊŜƭŀǘŜǎ ǘƻ 

ǘƘŜ ŘƻƳŀƛƴ ƭƻǿ ǎǇƛǊƛǘΤ ΨƳǳǎƛƴƎǎΩ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǘƘƻǳƎƘǘΤ ΨŦǊƛƎƘǘΩ ǊŜƭŀǘŜǎ ǘƻ 

the domain ƻŦ ŦŜŀǊ ŀƴŘ ΨŦǊƻǿƴΩ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ŦŀŎƛŀƭ ŜȄǇǊŜǎǎƛƻƴΦ ¢ƘŜ ¢-unit 

also exhibits features of extended metaphor because it extends across the next text 

unit (Crisp, et al., 2002: 64). This is the first example of extended metaphor I 

encountered in my analysis. The extension occurs over the whole extract (2); it 

continues from T-unit 2A to T-unit 2B. The metaphorical image of frightening and 

frowning is further developed in the next T-ǳƴƛǘ ƛƴ ǘŜǊƳǎ ƻŦ ŘǊƛǾƛƴƎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

cheerfulness away. The act of driving cheerfulness away signals the presence of 

negative mental states. 

T-unit 2B contains three metaphorically used words: drive, fair and 

cheerfulnessΦ ¢ƘŜ Ƴŀƛƴ ǇǊƻǇƻǎƛǘƛƻƴ ƻŦ н. ƛǎ ŘŜǘŜǊƳƛƴŜŘ ōȅ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨŘǊƛǾŜΩ 

in P1. The verb can be interpreted as metaphorical in this context because driving 

ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨŎƘŜŜǊŦǳƭƴŜǎǎΩ Ŏŀƴ ōŜ ǎŜŜƴ ŀǎ ŘƛŦŦŜǊŜƴǘ ŦǊƻƳ ǘƘŜ 

prototypical use of the verb which involves forcing animates to move in a particular 
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direction and controlling their movement. The other metaphorical words in this T-

ǳƴƛǘ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŦŀƛǊ ŎƘŜŜǊŦǳƭƴŜǎǎΩ ƛƴ tнΦ ¢ƘŜ ǎǇŜŀƪŜǊ ǳǎŜǎ 

reification to give physiŎŀƭ ǉǳŀƭƛǘƛŜǎ ǘƻ ǘƘŜ ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƻŦ ΨŎƘŜŜǊŦǳƭƴŜǎǎΩ ǘƻ ǇƻǎǎŜǎǎ 

ǘƘŜ ǉǳŀƭƛǘȅ ƻŦ ōŜƛƴƎ ŘǊƛǾŜƴΦ ¢ƘŜ ŀŘƧŜŎǘƛǾŜ ΨŦŀƛǊΩ ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ōŜŎŀǳǎŜ 

literally, cheerfulness is not a physical object to possess the quality of being fair or 

beautiful to the ŜȅŜΦ ¢ƘŜ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ ΨŦŀƛǊΩ ƛǎ ƴƻǘ ǇǊƻǘƻǘȅǇƛŎŀƭ ƛƴ ǘƘis context. 

The noun phrase marks the existence of metaphorical downgraded proposition. It 

Ƙŀǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘǎΥ ΨŦŀƛǊΩ ǿƘƛŎƘ ƛǎ Ŏƻ-referential with the other 

ŀǊƎǳƳŜƴǘ ΨŎƘŜŜǊŦǳƭƴŜǎǎΩ ƻƴ ǿƘich the downgraded proposition is dependent, and 

ΨŦŀƛǊΩ ƛǘǎŜƭŦ ƛǎ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǳǎŜŘ ŀƴŘ ǊŜƭŀǘŜǎ ǘƻ ŀ ǎƻǳǊŎŜ ŘƻƳŀƛƴΦ 

The T-unit 2B is multiple metaphor because it contains more than one 

metaphorical word. It is also complex metaphor because it has a metaphorical word 

(semantic item) developed by a downgraded proposition. It is mixed metaphor 

because the metaphorical words belong to different source domains. It is restricted 

metaphor because it does not continue to the next T-unit. 

Extract (4) ά{ƘƻǳƭŘ Disappointment, parent of Despair / Strive for her son to 

seize my careless heartέΣ with its noun phrase functioning as post-modifier counts 

as two T-units. The propositional analysis of extract (4) is shown below:  

4A  
P1 (Strive disappointment to P4) 
P2 (Ref 9 for son) 
P3 (Possess son her) 
P4 (Seize disappointment heart) 
P5 (Possess heart my) 
P6 (Mod heart careless) 
 
 

                                                           
9 Ref means reference 
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4B 
P1 (Ref parent) 
P2 (Of parent despair) 
 

The main proposition of 4A is determined by the presence of the finite verb of the 

clause which ƛǎ ǘƘŜ ƛƴǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǎǘǊƛǾŜΩ ƛƴ tмΦ LƴǘŜǊǇǊŜǘƛƴƎ ǘƘŜ ǾŜǊō ΨǎǘǊƛǾŜΩ ŀǎ 

metaphorical in this context means that we consider the striving act performed by 

the abstract disappointment as a non-prototypical use of the verb which usually 

denotes an animate actor making great effort to achieve something. The nominal 

ΨŘƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅΦ ¢Ƙƛǎ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ƛǎ 

personified as capable of striving. Literally, it cannot strive in the same way living 

entities do. The veǊō ΨǎŜƛȊŜΩ ƛƴ tп suggests metaphorical usage because, literally, the 

ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƻŦ ΨŘƛǎŀǇǇƻƛƴǘƳŜƴǘΩ Ŏŀƴƴƻǘ ǇƘȅǎƛŎŀƭƭȅ ΨǎŜƛȊŜΩ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŜŀǊǘΦ ¢ƘŜ 

ƴƻƳƛƴŀƭ ΨƘŜŀǊǘΩ ŀŎǘƛƴƎ ŀǎ ŀƴ ƻōƧŜŎǘ ƛƴ tр ƛǎ ŀƭǎƻ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǳǎŜŘ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘΦ 

It is used here as a substitutƛƻƴ ŦƻǊ ǘƘŜ ǎǇŜŀƪŜǊ ƘƛƳǎŜƭŦΦ ¢ƘŜ ŀŘƧŜŎǘƛǾŜ ΨŎŀǊŜƭŜǎǎΩ ƛƴ 

P6 is also metaphorical; literally a heart cannot be careless in the same way people 

can. The T-unit 4A exhibits multiple metaphor because it has more than one 

metaphorically used word. It is also complex metaphor because it contains 

metaphorical words that are developed by a downgraded proposition i.e. ΨŎŀǊŜƭŜǎǎ 

ƘŜŀǊǘΩΦ Lǘ ƛǎ ŀƭǎƻ ƳƛȄŜŘ ƳŜǘŀǇƘƻǊ ōŜŎŀǳǎŜ ǘƘŜ ƳŜǘŀǇƘƻǊƛŎŀƭ ǿƻǊŘǎ ōŜƭƻƴƎ ǘƻ 

different source domains. The T-unit also exhibits features of extended metaphor, 

because the metaphor continues or extends across the next text unit. The 

metaphorical image of striving disappointment is further developed in the next T-

unit by means of the image of parenting in 4B. 
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The T-ǳƴƛǘ п. ΨParent ƻŦ ŘŜǎǇŀƛǊΩ is a noun phrase that contains two 

metaphorical arguments.  The two arguments relate to two different potential 

source domains: one source domain relates to parenting ΨǇŀǊŜƴǘΩ and the other 

source domain relates to hopelessness ΨŘŜǎǇŀƛǊΩ. The metaphoricity of parent is due 

to the fact that its primary relevant concept relates to the domain of ancestry 

(origin), but here it is applied to the abstract domain of mental states (despair and 

disappointment). The T-unit is a multiple metaphor because it has two 

metaǇƘƻǊƛŎŀƭƭȅ ǳǎŜŘ ǿƻǊŘǎ ΨǇŀǊŜƴǘΩ ŀƴŘ ΨŘŜǎǇŀƛǊΩΦ It is also complex metaphor 

because it has a metaphorical word (semantic item) developed by a downgraded 

ǇǊƻǇƻǎƛǘƛƻƴΤ ǘƘŜ ǿƻǊŘ ΨŘŜǎǇŀƛǊΩ ƛǎ ŘŜǾŜƭƻǇŜŘ ōȅ ǘƘŜ ǿƻǊŘ ΨǇŀǊŜƴǘΩ which is itself 

metaphorically used. It also exhibits a feature of mixed metaphor because the two 

metaphorical words relate to potential source domains. It is restricted metaphor 

because it does not continue to the next T-unit. 

9ȄǘǊŀŎǘ όрύ ά²ƘŜƴŜΩŜǊ ǘƘŜ fate of those I hold most dear/ tells to my fearful 

breasǘ ŀ ǘŀƭŜ ƻŦ ǎƻǊǊƻǿέ ǿƛǘƘ ƛǘǎ Ŏƻ-ordinated clause counts as two T-units. The 

propositional analysis of extract (5): 

5A 
P1 (Tell fate tale to P3) 
P2 (Mod tale of sorrow) 
P3 (Breast) 
P4 (Possess breast my) 
P5 (Mod breast fearful) 
 
5B 
P1 (ref those) 
P2 (hold I) 
P3 (Mod P2 most dear) 
 

The underlying main proposition which contains a representation of negative 

mental state shown in (5A) contains four metaphorically used words: fate, tells, 
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fearful and breast. The verb ΨǘŜƭƭΩ in P1 is used metaphorically because literally, it 

refers to verbal activity which involves communication or interaction between 

ǇŜƻǇƭŜΣ ōǳǘ ƛǘ ƛǎ ŀǇǇƭƛŜŘ ƘŜǊŜ ǘƻ ŀƴ ŀōǎǘǊŀŎǘ ƛŘŜŀ ΨŦŀǘŜΩΦ ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ǾŜǊō ǳǎŜ ƘŜǊŜ 

is non-prototypical; it does not involve verbal interaction between two people. The 

ƴƻƳƛƴŀƭ ΨŦŀǘŜΩ ǿƘƛŎƘ ƛǎ ǘƘŜ ǎǳōƧŜŎǘ ƻŦ tм ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅΦ ¢ƘŜ ǎǇŜŀƪŜǊ 

personifies fate as a narrator; literally fate is not a person to tell tales. The noun 

ǇƘǊŀǎŜ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ƛƴ tр ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅΤ ǘƘŜ speaker uses 

personification because breast is not a human to listen to tales. Therefore, the main 

clause of this T-unit can be conceived metaphorically.  

The T-unit exhibits features of multiple metaphor because it has more than 

one metaphorically used word. It is complex because it has a metaphorical word 

όǎŜƳŀƴǘƛŎ ƛǘŜƳύ ŘŜǾŜƭƻǇŜŘ ōȅ ŀ ŘƻǿƴƎǊŀŘŜŘ ǇǊƻǇƻǎƛǘƛƻƴ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩΦ Lǘ ƛǎ ŀƭǎƻ 

mixed metaphor because the metaphorically used words belong to different source 

domains which can activate cross domain mapping between them. It also exhibits 

features of extended metaphor, because the metaphor continues or extends across 

the next text unit. The metaphorical image of telling tales is further developed in 

the next T-unit by means of the image of those the sǇŜŀƪŜǊ ΨƘƻƭŘ[s] Ƴƻǎǘ ŘŜŀǊΩ ƛƴ р.Φ 

Although 5B is a T-unit by itself and contains metaphorically used words, it 

will be neglected in my analysis here because it does not contain a metaphorical 

representation of negative mental states. 

9ȄǘǊŀŎǘ όуύ ά!ƴŘ ŀǎΣ ƛƴ sparkling majesty, a star/ Gilds the bright summit of 

some gloomy cloudέ ǿƛǘƘ ƛǘǎ ŀŘǾŜǊōƛŀƭ ǇƘǊŀǎŜ ƻŦ ƳŀƴƴŜǊ Ŏƻǳƴǘǎ ŀǎ ǘǿƻ ¢-units. The 

propositional analysis of extract (8): 

8A  
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P1 (Gild star summit P3) 
P2. (Mod summit bright) 
P3 (Ref of some cloud) 
P4 (Mod cloud gloomy) 
 
8B 
P1 (In Majesty) 
P2 (Mod majesty sparkling)  
 

T-unit 8A contains five metaphorically used words: Gilds, bright, summit, gloomy 

and cloud. ¢ƘŜ ǾŜǊō ΨƎƛƭŘΩ ƛƴ tм ŜǾƻƪŜǎ a concept that literally relates to physical 

objects covering a surface with a layer of gold but is applied here to an inanimate 

ƻōƧŜŎǘ ΨǎǘŀǊΩΦ ! ǎǘŀǊ ŘƻŜǎ ƴƻǘ ƎƛƭŘ ŎƭƻǳŘǎ ƛƴ ǘƘŜ ǎŀƳŜ ǿŀȅ ǘƘŀǘ ŀ ƎƻƭŘǎƳƛǘƘ ƎƛƭŘǎ 

objects. The verb use here is non-prototypical because the act of gilding is usually 

ŎŀǊǊƛŜŘ ƻǳǘ ōȅ ƘǳƳŀƴǎΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨōǊƛƎƘǘ ǎǳƳƳƛǘΩ ƛƴ tн ƛǎ ŀƭǎƻ ǳǎŜŘ 

metaphorically because literally, a summit of a cloud cannot be physically gilded. 

{ƛƳƛƭŀǊƭȅΣ ǘƘŜ ŎƻƴǘŜȄǘǳŀƭ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ƛƴ tп ŀƭǎƻ 

suggests metaphorical usage. ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ƛǎ ŀƴ ƛƴǘŜǊŜǎǘƛƴƎ 

ŜȄŀƳǇƭŜ ƛƴ ǘƘƛǎ ǇƻŜƳ ōŜŎŀǳǎŜ ŘŜǎǇƛǘŜ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ǘƘŜ ΨŎƭƻǳŘΩ ƛǎ ŀ ŎƻƴŎǊŜǘŜ ƻōƧŜŎǘΣ 

it is not solid enough to be gilded. !ƭǘƘƻǳƎƘ ŀ ŎƭƻǳŘ Ŏŀƴ ōŜ ƭƛǘŜǊŀƭƭȅ ΨƎƭƻƻƳȅΩ ƻǊ ŘŀǊƪΣ 

it cannot be physically gilded by a beam of a star because it lacks the physical 

quality of being firm or stable in shape to be covered with gold. The noun phrases in 

P2 and P4 signal the presence of metaphorical downgraded propositions. In each of 

them, there are two metaphorical arguments and one of them is co-referential with 

the argument on which the downgraded proposition is dependent. For example, the 

ŀǊƎǳƳŜƴǘ ΨōǊƛƎƘǘΩ ƛƴ tн ƛǎ Ŏƻ-ǊŜŦŜǊŜƴǘƛŀƭ ǿƛǘƘ ŀǊƎǳƳŜƴǘ ΨǎǳƳƳƛǘΩ ƻƴ ǿƘƛŎƘ ǘƘŜ 

downgraded proposition is dependent and ΨōǊƛƎƘǘΩ ƛǘǎŜƭŦ ǊŜƭŀǘŜǎ ǘƻ ŀ ǇƻǘŜƴǘƛŀƭ 

ǎƻǳǊŎŜ ŘƻƳŀƛƴΦ Lƴ ǘƘŜ ǎŀƳŜ ǾŜƛƴΣ ǘƘŜ ŀǊƎǳƳŜƴǘ ΨƎƭƻƻƳȅΩ ƛƴ tп ƛǎ Ŏƻ-referential with 
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ǘƘŜ Ƴŀƛƴ ŀǊƎǳƳŜƴǘ ΨŎƭƻǳŘΩ ƻƴ ǿƘƛŎƘ ǘƘŜ ŘƻǿƴƎǊŀŘŜŘ ǇǊƻǇƻǎƛǘƛƻƴ ƛǎ ŘŜǇŜƴŘŜƴǘ ŀƴŘ 

ΨƎƭƻƻƳȅΩ ƛǘǎŜƭŦ ǊŜƭŀǘŜǎ ǘo a potential source domain. The T-unit 8A is multiple 

metaphor because it has more than one metaphorical word. It is also complex 

ƳŜǘŀǇƘƻǊ ōŜŎŀǳǎŜ ƛǘ Ŏƻƴǘŀƛƴǎ ǎŜƳŀƴǘƛŎ ƛǘŜƳǎ ΨǎǳƳƳƛǘΩ ŀƴŘ ΨŎƭƻǳŘΩ ǊŜŀƭƛȊŜŘ ƛƴ 

metaphorical downgraded propositions. It is also mixed metaphor because the 

metaphorical words belong to different source domains. It is also extended 

metaphor because it continues to the next T-unit. Although T-unit 8B is also used 

metaphorically, it will be neglected in this analysis as it contains no metaphorical 

representation of negative mental states as I pointed out earlier. 

The application of the propositional analysis to this poem has found various 

types of metaphors which show how ŘŜƴǎŜ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ƭŀƴƎǳŀƎŜ ƛǎΦ 

Having looked at Ψ¢ƻ IƻǇŜΩ, next I will check the structural patterns of metaphors in 

YŜŀǘǎΩǎ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ to see if there is any difference in the metaphorical 

patterning of the two poems. 

3.4.3 Propositional Aƴŀƭȅǎƛǎ ƻŦ YŜŀǘǎΩǎ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ 

In this poem, there are many projections of ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

states and moods. The poem has 7 extracts which contain linguistic expressions that 

metaphorically represent negative mental states. They are listed and numbered 

below. I will follow the same procedures which were used in the previous section 

3.4.2 to identify and analyse these expressions. I start with breaking the text into 

small units (T-unit) and then I do the propositional analysis to see the structural 

patterns of the metaphors exhibited by these T-units.  

1. άMY heart aches, and a drowsy numbness pains  
my sense, as though of hemlock I had drunk,έ (l. 1-2) 
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2. άWhere but to think is to be full of sorrow 
and leaden-eyed despairs,έ (l. 27-28) 

 
3. άThough the dull brain perplexes and retardsέ (l. 34) 

 
4. άBut, in embalmed darkness, guess each sweet 

Wherewith the seasonable month endowsέ (l. 43-44) 
 

5. άDarkling I listen; and, for many a time  
I have been half in love with easeful DeathΣέ (l.51-52) 

 
6. άThrough the sad heart of Ruth, when, sick for homeέ (l.66) 

 
7. άForlorn! the very word is like a bell 

To toll me back from thee to my sole self!έ (l. 71-72) 
 

The extracts from (1) through (7) are all complex sentences that contain more than 

one metaphorically used word. However, there are some differences among them. 

For example, the extracts (1), (2), (4), (5) and (7) contain more than one T-unit as 

they involve phrasal co-ordination that can be treated as independent units of 

discourse, whereas sentences (3) and (6) each can count as one T-unit. For reasons 

of coherence, I will start my analysis with the sentences that contain one T-unit. 

9ȄǘǊŀŎǘ όоύ άThough the dull brain perplexes and retardsέ contains four 

metaphorically used words: dull, brain, perplexes and retards. The following 

propositional analysis of extract (3) shows that it contains three metaphorical 

propositions: 

P1 (Perplex brain) 
P2 (Retard brain) 
P3 (Mod brain dull) 
 

The main propositions are determined by the finite verbs of the clause which are 

ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊōǎ ΨǇŜǊǇƭŜȄΩ ƛƴ tм ŀƴŘ ΨǊŜǘŀǊŘΩ ƛƴ tн ǿƘƛŎƘ ōƻǘƘ ŀŎǘ ŀǎ ǇǊŜŘƛŎŀǘŜǎΦ 

The main clause of the T-unit (brain perplexes and retards) can be conceived 

metaphorically. Interpreting the two verbs as metaphorically used in this context 
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means that we consider their contextual use as different from their prototypical use. 

We usually describe people as being perplexed and retarded but not their brains. 

The speaker uses personification, he personifies the brain as a human who can 

experience the states of being perplexed and retarded. This clause could activate 

the physical scenario of being very slow in processing and understanding things 

mapped onto the more abstract domain of being mentally handicapped or baffled. I 

will talk in detail about the process of cross-domain mapping in chapter 4. My main 

concern in this section is to identify metaphorical words and propositions to see 

what structural patterns they exhibit. The other words which are used 

ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ƛƴ ǘƘƛǎ ŜȄǘǊŀŎǘ ŀǊŜ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŘǳƭƭΩ ŀƴŘ ƴƻǳƴ ΨōǊŀƛƴΩΦ ¢ƘŜ noun 

ǇƘǊŀǎŜ ΨŘǳƭƭ ōǊŀƛƴΩ ƛƴ tо ŜȄǇǊŜǎǎŜǎ ŀƴ ŀǊƎǳƳŜƴǘ ƛƴ ǘƘŜ Ƴŀƛƴ ƳŜǘŀǇƘƻǊƛŎŀƭ 

proposition. This argument signals the presence of a metaphorical downgraded 

proposition which contains an internal semantic complexity. This downgraded 

ǇǊƻǇƻǎƛǘƛƻƴ ΨŘǳƭƭ ōǊŀƛƴΩ Ƙŀǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘǎΥ ΨŘǳƭƭΩ ŀƴŘ ΨōǊŀƛƴΩΦ ¢ƘŜ 

former argument is co-referential with the latter argument which is itself 

metaphorical and relates to a potential source domain. And this is what makes it 

complex metaphor. 

Extract (3) simultaneously exhibits multiple, complex, mixed and restricted 

metaphor. It is a multiple metaphor because it contains more than one 

metaphorical word such as: dull, brain, perplexes and retards. It is also complex 

metaphor because it is realized in the downgraded proposition. It is mixed 

metaphor because the metaphorical words belong to different source domains. It is 

also restricted metaphor because it does not continue to the next T-unit. 
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Extract (6) ά¢ƘǊƻǳƎƘ ǘƘŜ ǎŀŘ ƘŜŀǊǘ ƻŦ wǳǘƘΣ ǿƘŜƴΣ ǎƛŎƪ ŦƻǊ ƘƻƳŜέ ƛǎ ŀ 

subordinate clause that contains four metaphorically used words: sad, heart, sick 

and home. The propositional analysis of this T-unit is shown below: 

P1 (sick heart for home) 
P2 (Possess heart Ruth) 
P3 (Mod sad heart) 
 

¢ƘŜ Ƴŀƛƴ ǇǊƻǇƻǎƛǘƛƻƴ ƛǎ ŘŜǘŜǊƳƛƴŜŘ ōȅ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǎƛŎƪΩ ƻŦ ǘƘŜ ŎƭŀǳǎŜ ƛƴ tмΦ 

Interpreting the verb as non-prototypical is due to the fact that its primary relevant 

concept relates to the domain of physical illness, but here is applied to the abstract 

domain of longing for ƘƻƳŜΦ ¢ƘŜ ǿƻǊŘ ΨƘƻƳŜΩ ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ƛƴ ǘƘƛǎ 

context. The primary concept of the word is the place where one lives, but here it 

stands for a sense of belongiƴƎΦ wǳǘƘΩǎ ǎƛŎƪƴŜǎǎ ŦƻǊ ƘƻƳŜ ƛǎ ƴƻǘ ǇƘȅǎƛƻƭƻƎƛŎŀƭΤ ƛǘ Ƙŀǎ 

no physical source. It is mainly caused by a psychological reason. The noun phrase 

ΨǎŀŘ ƘŜŀǊǘΩ ƛƴ tо ƛǎ ŀƭǎƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ōŜŎŀǳǎŜ ƭƛǘŜǊŀƭƭȅΣ ŀ ƘŜŀǊǘ Ŏŀƴƴƻǘ ōŜ ǎŀŘΦ 

¦ǎǳŀƭƭȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨǎŀŘΩ ƛǎ ǳǎŜd to describe animates not their organs or body 

partsΦ ¢ƘŜ ǎǇŜŀƪŜǊ ǇŜǊǎƻƴƛŦƛŜŘ ΨƘŜŀǊǘΩ ŀǎ ŀ ƘǳƳŀƴ ŎŀǇŀōƭŜ ƻŦ ŜȄǇŜǊƛŜƴŎƛƴƎ ǎŀŘƴŜǎǎΦ 

¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨǎŀŘ ƘŜŀǊǘΩ ǎǘŀƴŘǎ ŦƻǊ ŀ ǇŜǊǎƻƴΣ ƛǘ ǊŜǇǊŜǎŜƴǘǎ wǳǘƘΦ Lǘ Ƙŀǎ ǘǿƻ 

ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘǎΥ ΨǎŀŘΩ ŀƴŘ ΨƘŜŀǊǘΩΦ ¢Ƙe first is co-referential with the latter 

and also relates to a potential source domain. This can cause a kind of semantic 

complexity because the idea of sadness can be seen as part of the concept of heart 

This T-unit simultaneously exhibits multiple, complex, and mixed and 

restricted metaphor. It is a multiple metaphor because it contains more than one 

metaphorical word such as: sad, heart, and sick. It is complex metaphor because it 

has a metaphorical word (semantic item) developed by a downgraded proposition 

ΨǎŀŘ ƘŜŀǊǘΩΦ The T-unit is also a mixed metaphor because it contains metaphorical 
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words which are derived from more than one source domain. It is restricted 

metaphor because it does not continue to the next T-unit. 

Next I will discuss the extracts that contain more than one T-unit. The 

extracts (1), (2), (4), (5) and (7) differ from the other extracts because they involve 

clausal and phrasal coordination that can be treated as independent T-units. I can 

display their T-units in the following way. 

Extract (1) άmy heart aches, and a drowsy numbness pains /  My sense, as though of 

hemlock I had drunkέ: 

1A. my heart aches 
1B. and a drowsy numbness pains my sense 
1C as though of hemlock I had drunk 
 

Extract (2) άWhere but to think is to be full of sorrow and leaden-eyed despairsέ: 
 
2A. Where but to think is to be full of sorrow 
2B. and leaden-eyed despairs  
 

Extract (4) άBut, in embalmed darkness, guess each sweet/ Wherewith the 

seasonable month endowsέ:  

4A. but, in embalmed darkness, guess each sweet 
4B. wherewith the seasonable month endows 

 
Extract (5) άDarkling I listen; and, for many a time/ I have been half in love with 

easeful Deathέ: 

5A Darkling I listen 
5B and, for many a time 
5C I have been half in love with easeful Death 

 
Extract (7) άForlorn! the very word is like a bell/ To toll me back from thee to my 

sole self!έ: 

7A Forlorn  
7B the very word is like a bell 
7C to toll me back from thee to my sole self 
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Now the surface linguistic units of discourse have been specified for the four 

extracts. The next step is to examine the metaphorical language contained in these 

T-units to explore their structural variables. I will start with extract (1) which can be 

analysed propositionally as: 

1A 
P1 (Ache heart) 
P2 (Possess heart my) 
 
1B 
P1 (Pain numbness sense) 
P2 (Mod numbness drowsy) 
P3 (Possess sense my) 
 
1C 
P1(As though) 
P2 (drink I hemlock)  
 

T-unit 1A contains only one metaphorically used word which expresses a single 

element in the ǇǊƻǇƻǎƛǘƛƻƴŀƭ ǎǘǊǳŎǘǳǊŜΦ ¢ƘŜ ǾŜǊō ΨŀŎƘŜΩ ƛƴ tм ŀŎǘǎ ŀǎ ǘƘŜ ǇǊŜŘƛŎŀǘŜ in 

this proposition. It evokes a concept that literally relates to a physical sensation, but 

it is applied here to an emotional state. Contextually, the heart ache here does not 

ǊŜŦŜǊ ǘƻ ǘƘŜ ǇƘȅǎƛŎŀƭ Ǉŀƛƴ ƛƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŜŀǊǘ ōŜŎŀǳǎŜ ƭƛǘŜǊŀƭƭȅΣ ŘǊƛƴƪƛƴƎ hemlock 

ƛƴ м/ tн ŘƻŜǎ ƴƻǘ ŎŀǳǎŜ ǇƘȅǎƛŎŀƭ Ǉŀƛƴ ƛƴ ǘƘŜ ƘŜŀǊǘΦ ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨƘŜŀǊǘ 

ŀŎƘŜΩ ǊŜŦŜǊǎ ǘƻ ŀ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜ ǎǳŎƘ ŀǎ ōŜƛƴƎ ƛƴ ŜƳƻǘƛƻƴŀƭ ŀƴƎǳƛǎƘ ƻǊ 

grief. As far as metaphorical structure is concerned, this T-unit exhibits single, 

simple, extended and pure metaphor. It is single because the άmetaphorical word 

expresses a single semantic item in the underlying propositional structureέ ό/ǊƛǎǇ Ŝǘ 

al., 2002: 60). This is the first example of single metaphor to be found in my analysis 

of the two poems. According to Peter Crisp et al, the άpresence of a single 
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metaphorical wordέ marks the άpresence of an underlying metaphorical propositionέ 

(p.60) which provides or constructs a cross-domain mapping. The metaphorical 

proposition P1 can construct a cross domain mapping because the metaphorical 

ǿƻǊŘ ΨŀŎƘŜΩ ǊŜƭŀǘŜǎ ǘƻ ŀ ǇƻǘŜƴǘƛŀƭ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ό/ǊƛǎǇΣ Ŝǘ ŀƭΦΣ нллнΥ слύΦ ¢ƘŜ ¢-unit 

1A is also simple metaphor because it contains a single metaphorical word which 

does not occur in a downgraded proposition. It is also a pure metaphor because 

there is only one semantic item that relates to one potential source domain which 

makes the metaphorical mapping pure not mixed. The T-unit also exhibits a feature 

of extended metaphor, because the metaphor continues across the next text unit. 

The metaphorical image of having ache in the heart is continued to the next T-unit 

where another sort of pain is realised.     

The T-unit 1B has four metaphorically used words (three arguments and one 

predicate): drowsy, numbness, pains and sense. The main proposition is marked by 

the presence of the ŦƛƴƛǘŜ ǾŜǊō ƻŦ ǘƘŜ ŎƭŀǳǎŜ ǿƘƛŎƘ ƛǎ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǇŀƛƴΩ ƛƴ tмΦ 

The verb evokes a concept that literally relates to physical states of suffering, but it 

is also applied to an emotional state. The main clause of the T-unit (drowsy 

numbness pains my senseύ Ŏŀƴ ōŜ ŎƻƴŎŜƛǾŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅΦ [ƛǘŜǊŀƭƭȅΣ ΨƴǳƳōƴŜǎǎΩ 

Ŏŀƴƴƻǘ ŎŀǳǎŜ Ǉŀƛƴ ǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎŜƴǎŜǎΤ usually numbness affects physical parts 

not the feelings. Moreover, the state of numbness cannot be drowsy; only animates 

Ŏŀƴ ŦŜŜƭ ŘǊƻǿǎȅΦ ¢ƘŜ ǎǇŜŀƪŜǊ ǇŜǊǎƻƴƛŦƛŜǎ ǘƘŜ ǇƘȅǎƛŎŀƭ ŎƻƴŘƛǘƛƻƴ ΨƴǳƳōƴŜǎǎΩ ŀǎ ŀ 

human that can experience drowsiness. This clause could activate the physical 

scenario of being physically pained mapped on the more abstract domain of being 

unable to sense things. However, I will not discuss the mapping process here; I will 

examine it in detail in chapter 4. 



 

141 
 

1B is a multiple metaphor because it has four metaphorically used words. It 

ŀƭǎƻ ŜȄƘƛōƛǘǎ ŀ ŎƻƳǇƭŜȄ ƳŜǘŀǇƘƻǊ ōŜŎŀǳǎŜ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩ 

occurs in a downgraded proposition that causes an internal semantic complexity. 

This complexity is caused by the two metaphorical aǊƎǳƳŜƴǘǎΥ ΨŘǊƻǿǎȅΩ ŀƴŘ 

ΨƴǳƳōƴŜǎǎΩ because the former argument is co-referential with the latter argument 

which is itself metaphorical and relates to a potential source domain. The T-unit is 

also mixed metaphor because it contains metaphorical items which are derived 

from more than one source domain. It also exhibits features of extended metaphor, 

because the metaphor continues across the next text unit. The metaphorical image 

of causing pain to the sense is continued to the next T-unit where it is compared to 

drinking hemlock. 

 T-unit 1C contains an interesting example that relates to the issue of 

directness vs indirectness of metaphorical language. T-unit 1C involves a 

ŎƻƳǇŀǊƛǎƻƴ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ negative mental state is directly compared to the 

act of drinking hemlock ǘƘǊƻǳƎƘ ǘƘŜ ǳǎŜ ƻŦ ǎƛƳƛƭŜ Ψŀǎ ǘƘƻǳƎƘΩΦ !ƭǘƘƻǳƎƘ ǘƘŜǊŜ ƛǎ ŀ 

metaphorical comparison in this T-unit, it does not contain metaphorically used 

words. The speaker is hypothetically comparing his negative mental states to the act 

of drinking hemlock. The action of drinking hemlock can be literal in that the 

speaker literally imbibes this poisonous drink. This issue of directness and 

indirectness is discussed by the Pragglejaz Group. They argue that "simile and a lot 

of analogy employ their language in direct ways, in that the words are related to 

concepts which are directly connected to the intended referents in the text world" 

(Steen, 2007b: 11). Therefore, I will not focus on the propositional analysis of this T-



 

142 
 

unit here, but I will discuss the process of cross-domain mapping in it in chapter 4 to 

see which concepts are mapped across the domains. 

Extract (2) with its two coordinated clauses counts as two independent T-

units of discourse. The propositional analysis of Extract (3) is shown below: 

2A 
P1 (Is to think be full of sorrow) 
 
2B 
P1 (Despair leaden-eye) 
P2 (Mod eyed leaden) 
 

The T-ǳƴƛǘ н! Ŏƻƴǘŀƛƴǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǳǎŜŘ ǿƻǊŘǎΣ ǘƘŜ ŀǊƎǳƳŜƴǘǎ ΨŦǳƭƭΩ ŀƴŘ 

ΨǎƻǊǊƻǿΩΦ [ƛǘŜǊŀƭƭȅΣ ŀ ǇŜǊǎƻƴ Ŏŀƴƴƻǘ ōŜ Ŧǳƭƭ ƻŦ ǎƻǊǊƻǿ ōŜŎŀǳǎŜ ŀ ǇŜǊǎƻƴ ƛǎ ƴƻǘ ŀ 

container to be filled, and sorrow is not a substance that can fill it up. The speaker 

uses reification to add a physical quality to the abstract state of sorrow. The clause 

(to think is to be full of sorrow) is used metaphorically here. The speaker describes a 

particular state of mind that results from thinking over his current situation. 

Through meǘŀǇƘƻǊΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƳƛƴŘ, which is the centre of thinking, is 

represented as a container and sorrow as a substance that fills it up. This T-unit 

exhibits multiple, simple, mixed, and extended metaphor. It is multiple because it 

has more than one metaphorical word. It is simple metaphor because there is no 

downgraded proposition occurring in this t-unit. It is a mixed metaphor because the 

two metaphorical words belong to different potential source domains and there is a 

cross domain mapping between these domains. It is also an extended metaphor 

because the metaphor continues to the next T-unit of the discourse. The 

metaphorical idea of being full of sorrow continues to the next T-unit by means of 

ΨƭŜŀŘŜƴ-ŜȅŜ ŘŜǎǇŀƛǊǎΩ 
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The T-unit 2B contains two metaphorically used words: despairs and leaden-

eyed. This expression is another ambiguous example which contains a semantic 

ŎƻƳǇƭŜȄƛǘȅΦ ¢ƘŜ ŎƻƳǇƭŜȄƛǘȅ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ǎŜƳŀƴǘƛŎ ƛǘŜƳ ΨŘŜǎǇŀƛǊǎΩΦ Lǘ Ŏŀƴ ōŜ 

ƛƴǘŜǊǇǊŜǘŜŘ ŀǎ ŀ ǾŜǊō ǿƘŜǊŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨƭŜŀŘŜƴ-ŜȅŜŘΩ Ŏŀƴ ŜȄǇerience the act of 

despairing. It Ŏŀƴ ŀƭǎƻ ōŜ ƛƴǘŜǊǇǊŜǘŜŘ ŀǎ ŀ ƴƻǳƴ ǿƘŜǊŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǘƘƛƴƪƛƴƎ brings 

him two statesΥ ƻƴŜ ƛǎ ΨǎƻǊǊƻǿΩ ŀƴŘ ǘƘŜ ƻǘƘŜǊ ƛǎ ΨƭŜŀŘŜƴ-ŜȅŜŘ ŘŜǎǇŀƛǊǎΩ. Taking 

ΨŘŜǎǇŀƛǊǎΩ ŀǎ ŀ ǾŜǊō ƳŜŀƴǎ ǘƘŀǘ ǘhe main proposition in 2B P1 is determined by this 

intransitive verb. In this context, we consider the act of despairing experienced by 

the ΨƭŜŀŘŜƴ-eyeŘΩ as different from the prototypical use of the verb which involves 

people losing hope. ¢Ƙƛǎ ƳŜŀƴǎ ǘƘŀǘ ΨƭŜŀŘŜƴ-ŜȅŜŘΩ is personified as an agent 

suffering from the abstract state of despair. On the other hand, interpreting 

ΨŘŜǎǇŀƛǊsΩ ŀǎ ŀ ƴƻǳƴ also suggests metaphorical usage. In this context ΨdespairǎΩ are 

personified as agents whose eyes are leaden or become leaden because of living in 

this world. Whether used as a verb or a noun, in both cases it is metaphorical. The 

ƴƻǳƴ ǇƘǊŀǎŜ ΨƭŜŀŘŜƴ-ŜȅŜŘΩ ƛǎ ŀƭǎƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ōŜŎŀǳǎŜΣ ƭiterally, eyes cannot be 

leaden and they do not despaiǊ ŀǎ ǿŜƭƭΦ aƻǊŜƻǾŜǊΣ ǘƘŜ ŀǊƎǳƳŜƴǘ ΨƭŜŀŘŜƴ-ŜȅŜΩ Ƙŀǎ 

an internal semantic complexity; it signals the presence of the metaphorical 

ŘƻǿƴƎǊŀŘŜŘ ǇǊƻǇƻǎƛǘƛƻƴΦ ¢ƘŜ ƴƻǳƴ ΨŜȅŜΩ ƛǎ ƳƻŘƛŦƛŜŘ ōȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƭŜŀŘŜƴΩ ŀƴŘ 

ǘƘŜ ΨƭŜŀŘŜƴΩ ƛǎ Ŏƻ-ǊŜŦŜǊŜƴǘƛŀƭ ǿƛǘƘ ΨŜȅŜΩ ŀƴŘ ŀlso denotes a potential source domain.    

The T-unit 2B is multiple metaphor because it has more than one 

metaphorically used words. It is also complex metaphor because it has a semantic 

word realised in downgraded proposition. It is also mixed metaphor because the 

metaphorically used words belong to a different source domain. It is restricted 

metaphor because the metaphor is not continued to the next T-unit.  
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Extract (4) with its two coordinated clauses counts as two independent T-

units of discourse. The propositional analysis of sentence (4) is: 

4A 
P1 (Guess sweet in darkness) 
P2 (Mod darkness embalmed) 
 
4B 
P1 (Endows month with) 
P2 (Mod month seasonable)  
 

The T-unit 4A contains two metaphorically used words: the arguments embalmed 

and darkness. Literally, the abstract concept of darkness cannot be embalmed. The 

ǇǊƻǘƻǘȅǇƛŎŀƭ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ ΨŜƳōŀƭƳŜŘΩ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǇƘȅǎƛŎŀƭ ōƻŘƛŜǎΦ Lƴ ƻǘƘŜǊ 

words, only dead bodies of animates can be embalmed. The speaker uses 

personification to add human qualities to ǘƘŜ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨŘŀǊƪƴŜǎǎΩ ǎǳŎƘ 

as being subject to embalmment.    

¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩ ƻŎŎǳǊǎ ƛƴ ŀ ƳŜǘŀǇƘƻǊƛŎŀƭ ŘƻǿƴƎǊŀŘŜŘ 

proposition that contains internal semantic complexity. It has two metaphorical 

ŀǊƎǳƳŜƴǘǎΥ ΨŜƳōŀƭƳŜŘΩ ŀƴŘ ΨŘŀǊƪƴŜǎǎΩΣ ǘƘŜ ŦƻǊƳŜǊ ŀǊƎǳƳŜƴǘ ƛǎ Ŏƻ-referential with 

the latter argument which is itself metaphorical and relates to a potential source 

domain. The T-unit 4A is a multiple metaphor because it has more than one 

metaphorical word. It is complex metaphor because it has a metaphorical word 

(semantic item) developed by a ŘƻǿƴƎǊŀŘŜŘ ǇǊƻǇƻǎƛǘƛƻƴ ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩΦ ¢ƘŜ 

T-unit is also a mixed metaphor because it contains metaphorical words that relate 

to different source domains. It is also extended metaphor because the metaphorical 

ƛŘŜŀ ƻŦ ōŜƛƴƎ ƛƴ ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩ ŎƻƴǘƛƴǳŜǎ ǘƻ ǘƘŜ ƴŜȄǘ ¢-unit in which the 

speaker guesses the smells of flowers. The T-unit 4B will not be discussed here as it 

does not contain any representation of negative mental states. 
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Extract (5) with its subordinated clauses counts as three T-units. The 

propositional analysis of this extract is shown below: 

5A 
P1 (Listen I) 
P2 (MOD of listen darkling) 
 
5B 
P1(For many a time) 
 
5C 
P1 (Have been I in love) 
P2 (with P1 death) 
P3 (Mod of death easeful) 
P4 (Mod of love half in) 
 

T-unit 5A contains one metaphorical word which is the adverōƛŀƭ ΨŘŀǊƪƭƛƴƎΩ ƛƴ tнΦ 

Although one can literally be sitting in the dark and listening to sounds, the context 

of use of the word suggests that the speaker is not literally listening in the dark and 

he is not literally half in love with death. The whole extract can be conceived 

metaphorically. This T-unit is a single metaphor because it contains only one 

metaphorical word. It is also simple metaphor because the metaphorical argument 

does not signal the presence of a downgraded proposition. It is also pure metaphor 

because the single metaphorical word belongs to one source domain. The T-unit is 

extended metaphor because the metaphorical image of being in the dark extends to 

the next T-ǳƴƛǘ ōȅ ƳŜŀƴǎ ƻŦ ōŜƛƴƎ Ψhalf in love with eaǎŜŦǳƭ ŘŜŀǘƘΩ. T-unit 5B has no 

metaphorical words; therefore, it will not be discussed here. 

T-unit 5C has four metaphorically used words: the adverbial ǇƘǊŀǎŜ Ψin ƭƻǾŜΩ 

ŀƴŘ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŜŀǎŜŦǳƭ ŘŜŀǘƘΩΦ ¢ƘŜ ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘ Ψƛƴ ƭƻǾŜΩ ƛƴ tм ƛǎ 

used metaphorically, because death is not a human being so that the speaker can 

fall in love with it. Therefore, the use of this phrase is not prototypical. The speaker 
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ǇŜǊǎƻƴƛŦƛŜǎ ǘƘŜ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨŘŜŀǘƘΩ ŀǎ ŀ ƘǳƳŀƴ ōŜƛƴƎ ǿƘƛŎƘ ƛǎ ŎŀǇŀōƭŜ ƻŦ 

being loved. ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŜŀǎŜŦǳƭ ŘŜŀǘƘΩ ƛƴ tо ƛǎ ŀƭǎƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ōŜŎŀǳǎŜ 

literally there is no easeful or difficult death. The noun phrase occurs in 

metaphorical downgraded propositions and has two metaphorical arguments: 

ΨŜŀǎŜŦǳƭΩ ŀƴŘ ΨŘŜŀǘƘΩΣ ǘƘŜ ŦƻǊƳŜǊ ƛǎ Ŏƻ-referential with the latter and is used 

metaphorically and denotes a potential source domain. This T-unit simultaneously 

exhibits multiple, complex, mixed and restricted metaphor. It is a multiple metaphor 

because it contains more than one metaphorical word such as in love, easeful and 

deathΦ Lǘ ƛǎ ŎƻƳǇƭŜȄ ƳŜǘŀǇƘƻǊ ōŜŎŀǳǎŜ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŜŀǎŜŦǳƭ ŘŜŀǘƘΩ ǎƛƎƴŀƭǎ ǘƘŜ 

occurrence of a downgraded proposition. The T-unit is also a mixed metaphor 

because it contains metaphorical items which are derived from more than one 

source domain. It is restricted metaphor because it does not continue to the next T-

unit. 

Finally, extract (7) with its adjectival phrase (forlorn) and subordinate clause 

counts as three T-units. The propositional analysis of extract (7) is shown below:  

7A  
P1 (Forlorn) 
 
7B  
P1(Is word like bell) 
 
7C 
P1(Toll me back from thee) 
P2(To my self) 
P3(MOD of self sole) 
P4(Possess self my) 
 

T-unit 7A contains one word only ǿƘƛŎƘ ƛǎ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŦƻǊƭƻǊƴΩΦ !ƭǘƘƻǳƎƘ ƛǘ Ŏŀƴ ōŜ 

literal such as being lost or not found, its contextual meaning suggests metaphorical 

use. It denotes a negative mental state of being abandoned, desperate and hopeless. 
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Through reification, ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŦƻǊƭƻǊƴΩ is given a concrete quality such as being 

capable Ψǘƻ ǘƻƭƭΩ ǘƘŜ ǎǇŜŀƪŜǊ ōŀŎƪ ǘƻ Ƙƛǎ ƳƛǎŜǊŀōƭŜ ǿƻǊƭd. The other T-units 7B and 

7C both contain metaphorical words that feed the representation of negative 

mental states. For example, 7B contains two metaphorically used words, the nouns 

ΨǿƻǊŘΩ ŀƴŘ ΨōŜƭƭΩ ŀŎǘƛƴƎ ŀǎ ǘǿƻ ŀǊƎǳƳŜƴǘǎ ƛƴ ǘƘƛǎ ǇǊƻǇƻǎƛǘƛƻƴΦ ¢ƘǊƻǳƎƘ ǎƛƳƛƭŜΣ ǘƘŜ 

ǎǇŜŀƪŜǊ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ŎƻƳǇŀǊŜǎ ΨǿƻǊŘΩ ǘƻ ΨōŜƭƭΩΦ [ƛǘŜǊŀlly, a word is not a bell, it is 

a verbal expression used for communication; it is not made of metal. Similarly, the 

ǿƻǊŘ ΨōŜƭƭΩ ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ōŜŎŀǳǎŜ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ǿƻǊŘ ƛǎ 

not prototypical. Literally, a bell refers to an object which is made of metal and 

ǇǊƻŘǳŎŜǎ ǎƻǳƴŘǎ ǘƻ ǊŜƳƛƴŘ ǳǎ ƻŦ ŀƴ ŜǾŜƴǘ ƴƻǘ ǘƻ ōǊƛƴƎ ǎƻƳŜ ƻƴŜ ōŀŎƪ ǘƻ Ƙƛǎ ΨǎƻƭŜ 

ǎŜƭŦΩ ŀǎ ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΦ ¢ƘŜ ¢-unit in 7B is multiple metaphor because it 

contains more than one metaphorical word. It is simple metaphor because none of 

the metaphorical words occur in a downgraded proposition. It is also mixed 

metaphor because the two metaphorical words relate to different source domains. 

And it is also extended metaphor because the metaphorical image continues to the 

next T-unit where the idea of bell is meant to bring the speaker back to his sole self. 

T-unit 7C contains four metaphorical words: toll, thee, sole, self. The main 

ƳŜǘŀǇƘƻǊƛŎŀƭ ǇǊƻǇƻǎƛǘƛƻƴ ƛǎ ƛŘŜƴǘƛŦƛŜŘ ōȅ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǘƻƭƭΩ ŀŎǘƛƴƎ ŀǎ ŀ 

predicate in P1. The verb is used metaphorically because literally the speaker 

Ŏŀƴƴƻǘ ōŜ ǇƘȅǎƛŎŀƭƭȅ ōǊƻǳƎƘǘ ōŀŎƪ ǘƻ Ƙƛǎ ǎƻƭŜ ǎŜƭŦΦ ¢ƘŜ ǇǊƻƴƻǳƴ ΨǘƘŜŜΩ ƛǎ ŀƭǎƻ 

metaphorical because it evokes a concept that relates to a non-literal referent in the 

text, it stands for ǘƘŜ ǿƻǊƭŘ ƻŦ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ƛƴ tо ΨǎƻƭŜ ǎŜƭŦΩ ƛǎ 

also metaphorical because it refers to an abstract phenomenon not a physical place 

ǘƻ ōŜ ōǊƻǳƎƘǘ ƛƴǘƻΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ Ƙŀǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ŀǊƎǳƳŜƴǘǎΥ ΨǎƻƭŜΩ ŀƴŘ 
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ΨǎŜƭŦΩΣ ǘƘŜ ŦƛǊǎǘ ƛǎ Ŏƻ-referential with the latter and also relates to a potential source 

domain. It signals the presence of a downgraded proposition. This T-unit is a 

multiple metaphor because it contains more than one metaphorical word. It is 

complex metaphor because it has a semantic word realised in a downgraded 

proposition. It is also mixed metaphor because the two metaphorical words relate 

to different source domains. It is a restricted metaphor because it does not continue 

to the next T-unit. 

3.5 Conclusion 

Having conducted a propositional analysis, I can make some comments on 

YŜŀǘǎΩǎ ǳǎŜ ƻŦ ƳŜǘŀǇƘƻǊǎ ŀƴŘ ǘƘŜƛǊ ǎǘǊǳŎǘǳǊŀƭ ǇŀǘǘŜǊƴǎΦ CƻǊ ƛƴǎǘŀƴŎŜΣ ƛƴǎƛŘŜ ǘƘŜ 

boundaries of the T-units of the two selected poems various patterns of metaphors 

can be found. GenerallȅΣ YŜŀǘǎΩǎ metaphors possess different structural variables, 

such as: single/ multiple metaphors; simple/ complex metaphors, pure/ mixed 

metaphors; and restricted/ extended metaphors. However, there are some 

similarities as well as differences between the two poems in terms of metaphorical 

language patterning. As far as the similarities are concerned, the majority of the 

metaphors in both poems are multiple, complex, and mixed. For example, in Ψ¢ƻ 

IƻǇŜΩ, all the 9 extracts with their 11 T-units exhibited multiple, complex, and 

mixed metaphors. In ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, 9 out of 11 T-units exhibited multiple, 

complex, and mixed metaphors. This might be seen as a feature of YŜŀǘǎΩǎ 

metaphorical language which seems to be characterized with stylistic complexity, 

but at this stage, we cannot be definite of this unless we look at the rest of his 
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poetry or compare it to other poets. The following tables provide a summary of 

these findings. 

óTo Hopeô 

Extract 1 multiple complex mixed restricted 

Extract 2 

T-unit A multiple complex mixed extended 

T-unit B multiple complex mixed restricted 

Extract 3 multiple complex mixed restricted 

 
Extract 4 

T-unit A multiple complex mixed extended 

T-unit B multiple complex mixed restricted 

Extract 5 
T-unit A multiple complex mixed extended 

T-unit B N/A10 N/A N/A N/A 

Extract 6 multiple complex mixed restricted 

Extract 7 multiple complex mixed restricted 

Extract 8 
T-unit A multiple complex mixed extended 

T-unit B N/A N/A N/A N/A 

Extract 9 multiple complex mixed restricted 

 

óOde to a Nightingaleô 

Extract 1 T-unit A single simple pure extended 

T-unit B multiple complex mixed extended 

T-unit C N/A N/A N/A N/A 

Extract 2 T-unit A multiple simple mixed extended 

T-unit B multiple complex mixed restricted 

Extract 3 multiple complex mixed restricted 

Extract 4 T-unit A multiple complex mixed extended 

T-unit B N/A N/A N/A N/A 

                                                           
10 N/A means that the T-unit is not analysed either because it does not contain metaphorical words/ 
or it contains metaphorical words but the words do not relate to negative mental states. 
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Extract 5 T-unit A single simple pure extended 

T-unit B N/A N/A N/A N/A 

T-unit C multiple complex mixed restricted 

Extract 6 multiple complex mixed restricted 

Extract 7 T-unit A N/A N/A N/A N/A 

T-unit B multiple simple mixed extended 

T-unit C multiple complex mixed restricted 

 

The application of the procedure of propositional analysis does not indicate 

striking differences between the two poems. However, it is possible to see that Ψ¢ƻ 

IƻǇŜΩ has a somewhat larger proportion of negative mental states metaphors than 

ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. Ψ¢ƻ IƻǇŜΩ has 9 extracts that contain metaphorical 

representation of negative mental states. ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ has 7 extracts 

containing metaphorical representation of negative mental states. In Ψ¢ƻ IƻǇŜΩ, 4 

extracts out of 9 contain 2 or more T-units which mean it has more restricted 

metaphors than extended. In ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, 5 extracts out of 7 contain 2 or 

more T-units which mean it has more extended metaphors than restricted. Another 

key point is that only ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ shows examples of single and simple 

metaphors. There are two examples particularly in extract (1A) and extract (5A). Ψ¢ƻ 

IƻǇŜΩ has shown no example of single and simple metaphors. In regard to the 

structural patterns of the metaphors in the two poems, we can notice some 

remarkable differences. For example, all the metaphors of negative mental states in 

Ψ¢ƻ IƻǇŜΩ occur in downgraded propositions that make them complex metaphors; 

and this can be seen as a stylistic feature in this poem. In ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, 4 

examples of metaphors do not occur in downgraded propositions which signal the 

presence of simple metaphors. In Ψ¢ƻ IƻǇŜΩ, all the metaphors are mixed, while in 
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ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, there are two examples of pure metaphor. It is also worth 

noting that in Ψ¢ƻ IƻǇŜΩ three out of nine extracts contain extended metaphors, 

because the three extracts contain more than one T-unit. The other six extracts 

contain restricted metaphors as they contain only one T-unit. In ΨhŘŜ ǘƻ ŀ 

bƛƎƘǘƛƴƎŀƭŜΩ, four out of the seven extracts contain extended metaphors, because 

the four extracts contain more than one T-unit.  

It is through the use of the propositional analysis that we were able to obtain 

these results. Propositional analysis facilitates seeing these different structural 

patterns in YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ƭŀƴƎǳŀƎŜΦ Without employing this method, it would 

be difficult to approach the differences in metaphorical patterning. Propositional 

analysis is a useful tool in analysing metaphorical language, especially those used 

implicitly where the literal referent is not mentioned. It can be seen as an initial step 

in identifying metaphorical language. It enables discourse analysts to translate 

words into thoughts by moving the attention from the linguistic domain into the 

conceptual domain via breaking the discourse into small units of thoughts. These 

small units (propositions) capture the conceptual content of the linguistic structure 

of the text. This approach concentrates on the underlying minimal ideas contained 

in the texts (Steen, 2002b: 31). 

However, I would like to say that although propositional analysis was to a 

certain extent helpful in my study ƻŦ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎΣ it has some drawbacks: this 

analysis is rigorous and does not provide a precise account of metaphor in discourse 

because it only deals with two analytical levels of metaphor (linguistic expression 

and propositional analysis). It is of limited value to fully understand the 

ƳŜǘŀǇƘƻǊƛŎŀƭ ŜȄǇǊŜǎǎƛƻƴǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ ƛƴ YŜŀǘǎΩǎ ǇƻŜƳǎ. Although it 
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ŜƴŀōƭŜǎ ƳŜ ǘƻ ǎŀȅ ƳƻǊŜ ŀōƻǳǘ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊƛŎal language, it does not really help 

me to answer the questions of how Keats represents negative mental states. It tells 

me how Keats structures his metaphors and shows some differences between them. 

It also shows how dense the metaphors of Keats are.  

This detailed approach has got me much further towards the specificity 

which I claimed was lacking in chapter 2. In its present shape, however, this level of 

measurement is very complicated and full of lexical details. It is at an abstract level 

and does not get us far, which is why I need to move to the next analytical level of 

cross domain mapping which will be discussed in chapter 4. As Steen argues, 

ǇǊƻǇƻǎƛǘƛƻƴŀƭ ŀƴŀƭȅǎƛǎ ƛǎ ƻƴƭȅ άǘƘŜ ǘƛǇ ƻŦ ǘƘŜ ƛŎŜōŜǊƎέΤ ƛǘ ƻƴƭȅ ŎŀǇǘǳǊŜǎ ǘƘŜ 

ƳŜǘŀǇƘƻǊƛŎŀƭ ƛŘŜŀ ƛƴǎƛŘŜ άǘƘe more complex conceptual mapping that metaphors 

ŀǊŜ ŀǎǎǳƳŜŘ ǘƻ ōŜέ ό{ǘŜŜƴΣ нлл2b: 23). Propositional analysis allows us to 

understand the lexical cues for metaphors. It cannot make a clear distinction 

between the domains that are involved in the metaphorical expression. Contrasting 

the most basic sense of an utterance with the current contextual meaning is not 

enough to identify metaphorical language (Steen, et al., 2010a: 54). There must be a 

cross-domain mapping between these two senses. Therefore, in chapter 4, I will 

move to the third analytical level of metaphor which is the cross-domain mapping. 

Cross-domain mapping brings the domains (source and targets) into a comparative 

stage to see which domain is being mapped into the other and what conceptual 

structures are being mapped between them. It examines in detail the process of 

establishing correspondences between the given conceptual domains. 
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Chapter Four 

Cross-domain Mapping 

 
In the previous chapter, I dealt with the first two levels of metaphor analysis 

(linguistic expressions and metaphorical propositions) in order to look at the 

ǎǘǊǳŎǘǳǊŀƭ ǇŀǘǘŜǊƴǎ όǾŀǊƛŀōƭŜǎύ ƛƴ YŜŀǘǎΩǎ negative mental state metaphors. Now, I 

am going to look in more detail at the third analytical level which is the conceptual 

mapping (or metaphorical mapping). After identifying the metaphorical propositions 

in chapter 3, I need to transform those propositions into comparative conceptual 

structures. This step is necessary in order to άarrive at the sets of correspondences 

across different domains which constitute metaphorical mappings in the cognitive 

paradigmέ (Semino et al. 2004: 1275). In this chapter, I will discuss the source 

domains that help to construct the conceptualization of negative mental states in 

the extracts identified in chapter 3. My focus is on the process of cross-domain 

mapping so as to understand how Keats metaphorically conceptualizes negative 

mental states in terms of concepts drawn from other domains. As shown in the pilot 

study of chapter 2, in order to describe the experience of having a negative mental 

state or mood (target domain), the speaker uses some conceptual structures from 

other domains and experiences (source domains) and applies them to the target 

domain. In my pilot analysis, I dealt with 4 expressions from each poem, in this 

chapter, I will discuss all the expressions that contain negative mental states in the 

two poems. Moreover, in this chapter, I am concerned with two aspects of 

conceptual mapping: its diversity and multiplicity. For instance, I shall demonstrate 

how Keats maps from various domains to characterize negative mental states. I am 
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also interested in showing that the simultaneous mapping from more than one 

source domain makes his metaphors complex. I develop this view from chapter 3 

where the presence of more than one source domain was called multiple metaphor 

(Crisp, et al., 2002: 63). Therefore, a simultaneous mapping from multiple source 

domains in a metaphorical expression will be called a multiple and diverse cross-

domain mapping. The presence of one source domain in a metaphorical expression 

which provides a target domain with conceptual structures will be considered single 

cross-domain mapping.  

Examining the process of mapping between domains in KeatǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ 

negative mental states allows me to arrive at better understanding of how and why 

he chose to represent these states in a particular way. As we have already seen in 

the pilot study of chapter 2, cross-domain mapping facilitates my analysis ƻŦ YŜŀǘǎΩǎ 

metaphors for two reasons: first, it provides a way to connect concepts from the 

domain of negative mental states with concepts from other domains. Second, it 

helps to structure our understanding and shape our ideas about such states by using 

concepts derived from everyday experiences. This will answer the question of how 

Keats represents negative mental states in his poems. 

Before I start my analysis, I will provide a brief introductory account of the 

theory of cross-domain mapping which was recently developed in the work of 

cognitive linguists. It was shown in chapter 2 that there are two cognitive 

frameworks to deal with metaphor, CMT and CIT. In both of these two models, the 

mapping process is the most important factor which plays a central role in 

understanding metaphorical expressions. In the following section, I will explain what 
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makes mapping possible and why mapping is effective in understanding complex 

experiences such as mental states. 

4.1 Introduction to Cross-domain Mapping 

Cross-domain mapping started as an element of a general framework of 

linguistic metaphor introduced first by George Lakoff and Mark Johnson in 1980. 

Ever since, metaphor has been understood and viewed as a άconceptual mapping 

between domainsέ and it is widely believed that cross domain mapping is crucial in 

metaphor creation and understanding (Lakoff, 1993; Fauconnier, 1997; Kövecses, 

2002; Steen, 2007a). Writers, readers, speakers and hearers conduct mapping when 

creating or processing metaphors (Gibbs, 2011: 532-33). Mappings are conceptual 

correspondences or analogies between two compared domains (Kövecses, 2010: 7). 

They occur when one concept ς typically the target domain which is unfamiliar and 

has abstract qualities ς is conceptualized in terms of concepts contained in the 

source domain which are more familiar and possess concrete qualities (Kövecses, 

2010: 17). In other words, it is through the process of cross-domain mapping that an 

analogy between two different domains is established. The mapping process also 

allows for the construction of new meaning based on prior knowledge of certain 

concepts. As we have seen in chapter 2, the work of Lakoff and Johnson 

distinguished between άconceptual metaphors and linguistic metaphorsέ. A 

conceptual metaphor involves άcognitive mapping between two different domainsέ, 

whereas a άlinguistic metaphorέ is the linguistic άexpression of such mappingέ 

(Lakoff and Johnson, 1980; Kövecses, 2010; Zbikowski, 2002). Lakoff and Johnson 

argue that our understanding of one concept in terms of another is not total; it is 
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partial (Lakoff and Johnson, 1980: 13). Later, they proposed a principle called 

ΨLƴǾŀǊƛŀƴŎŜ ƘȅǇƻǘƘŜǎƛǎΩ ǘƻ ŜȄǇƭŀƛƴ ǿƘŀǘ ŜƭŜƳŜƴǘǎ ŀǊŜ ƳŀǇǇŜŘ ŀƴŘ ǿƘŀǘ elements 

are not. They claim that only the portions that preserve the cognitive typology are 

mapped from the source domain into the target domain (Lakoff, 1990: 39, Turner, 

1990: 247). Zoltán Kövecses discusses the issue of partial mapping and other related 

aspects such as how much is mapped from the source domain onto the target and 

what is left out of this mapping process. He points out that άƻƴƭȅ ǘƘƻǎŜ ǇƻǊǘƛƻƴǎ ƻŦ 

the source can be mapped that do not conflict with the schematic structure of the 

ǘŀǊƎŜǘέ (Kövecses, 2010: 132). Therefore, partial mapping means only part or some 

parts of the source domain are mapped onto a part or some parts of the target 

domain. He argues that it is not possible to map the entire source domain onto the 

entire target domain, as this would mean that the target domain would be exactly 

the same as the source domain (Kövecses, 2010: 12). When a source domain is 

compared to a target domain άonly some aspects are brought into focusέ. Kövecses 

identifies two aspects of this process: utilization and highlighting. In metaphorical 

utilization, some aspects of the source domain are used to understand the target 

(Kövecses, 2010: 93). In metaphorical highlighting, one or more aspects of the 

target domain are understood in terms of the source domain (Kövecses, 2010: 91). 

As Gerard Steen argues, when two concepts are compared in a context that shows 

them to ōŜƭƻƴƎ ǘƻ άǘǿƻ ŘƛǎǘƛƴŎǘ ŀƴŘ ŎƻƴǘǊŀǎǘŜŘ ŘƻƳŀƛƴǎΣ ǘƘŜ ŎƻƳǇŀǊƛǎƻƴ should be 

seen as expressing a cross-domain ƳŀǇǇƛƴƎέ ό{ǘŜŜƴΣ Ŝǘ ŀƭΦΣ нлмлŀ: 39). Steen 

develops this criterion for metaphorical usage from Lakoff who insists on the 

availability of a conceptual mapping between two domains. I will, therefore, apply 

this criterion whenever I examine the metaphoricity of the expressions identified in 
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chapter 3 which can be viewed as containing a mapping between two or more 

distinct conceptual domains (Lakoff and Johnson, 1980; Steen, 2002b; Heywood, et 

al. 2002). 

In chapter 2, we saw that domains are based on our prior knowledge and 

understanding of concepts, notions, ideas and experiences in various areas. The 

source domain is the better-known and the target domain is the lesser known. 

Without understanding a domain and its mental structure or schema, we would not 

be able to make any use of the terms that apply to it. The correlation between two 

domains is established through a set of correspondences known as metaphorical 

mappings. Metaphorical mappings do not occur haphazardly; they have their own 

system in which they operate. According to Lakoff and Johnson, metaphorical 

ƳŀǇǇƛƴƎǎ ŀǊŜ άshaped and constrained by our bodily experiences in the worldέ 

(Lakoff and Johnson, 1980: 246). In other words, metaphorical mappings are 

grounded in our everyday experiences and knowledge of the world. They are also 

one-directional, i.e. they always occur from the source domain onto the target 

domain not vice versa. However, this view of directionality of metaphorical mapping 

is critiqued by some scholars in the field such as Peter Stockwell who argues that 

some literary discourse provides examples where the source domain can be viewed 

άƛƴ ǘƘŜ ƭƛƎƘǘ ƻŦ ƛǘǎ ƳŀǇǇƛƴƎ ǿƛǘƘ ǘƘŜ ǘŀǊƎŜǘέ (Stockwell, 2002: 111). I will not discuss 

this point here as it is beyond the scope of my study. I am more concerned with 

questions such as what makes mapping possible and what the features of good 

mapping are. What makes mapping possible in Lakoffian words depends άon the 

nature of our bodies, our interactions in the physical environment, and our social 

and cultural practicesέ όLakoff and Johnson, 1980: 247). Kövecses adds that what 
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makes mapping possible is the coherence that a given source domain knowledge 

can establish or make with the schematic structure of the target concept. In other 

words, it is the ability to make the structures mapped from the source domain onto 

the target domain coherent in terms of meaning (Kövecses, 2010: 131). This kind of 

mapping is not about imposing the structure of the source domain on the target 

domain, but it is instead about establishing correspondences between the two 

domains (Zbikowski, 2002: 70). This matter, as Kövecses puts it, depends entirely on 

our extensive and detailed knowledge of everyday understanding of the world. The 

other factor that makes mapping possible is the ability to preserve the basic 

structures of both the source and the target domains. If the basic structure of the 

source conflicts with the structure of the target, the result would be incoherence 

between the two domains (Kövecses, 2010: 121-131). 

Since negative mental states are abstract experiences, they are difficult to 

understand literally. Understanding such complex experiences relies on our 

understanding of more familiar experiences drawn from other domains of 

knowledge. Therefore, negative mental states are required to be structured in 

terms of more concrete or physical experiences to make them more 

comprehensible to us. So as to make the abstract concepts more familiar some 

conceptual structures (usually concrete) need to be borrowed from other domains 

to be applied to these abstract phenomena so that they can be understood in a 

concrete and more familiar way. It should be worth noting that before applying the 

process of cross-domain mapping, concepts in the target domain (the abstract 

states) lack the qualities they acquire after running the mapping process (Kövecses, 
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2010: 9). This means that it is only after running the mapping process that it 

becomes possible to view these concepts with their new qualities. 

Structuring cross-domain mapping can help us to understand the way Keats 

represents negative mental states. It makes the connection between the domain of 

negative mental states and concepts in other domains possible. Once such 

connection between domains is established, elements from each domain will blend 

together to create new relationships and elements (Zbikowski, 2002: 65). It is 

through mappings that we structure our understanding of mental states, by building 

up integrated systems of terms and relations through which we describe 

experiences and conceptions from other domains. The theory of cross-domain 

ƳŀǇǇƛƴƎ Ŏŀƴ ǇǊƻǾƛŘŜ ŀ ǿŀȅ ǘƻ ŀŎŎƻǳƴǘ ŦƻǊ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

states. In the following section I am going to work out the cross-domain mappings 

ǘƘŀǘ ŎƻƴǎǘƛǘǳǘŜ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ƴŜƎŀǘƛǾŜ mental states in the extracts which 

were identified in chapter 3. My procedure in this chapter is to look at what 

activates the process of cross-domain mapping (the semantic items which activate 

mapping), and how mapping can provide concepts in the target domain of mental 

states with new concepts derived from other domains. As I did in the previous 

chapter, I will start with analysing the extracts from Ψ¢ƻ IƻǇŜΩ, and then I will look at 

extracts from ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. As explained on page 153, the analysis here 

differs from the pilot study because I deal with more metaphorical expressions and 

also I am interested in the diversity and multiplicity of the cross-domain mapping in 

these metaphors. 
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4.2 Cross-domain Mapping in Ψ¢ƻ IƻǇŜΩ 

In this section, I will examine metaphors that conceptualize negative mental 

ǎǘŀǘŜǎ ƛƴ YŜŀǘǎΩǎ Ψ¢ƻ IƻǇŜΩ. The extracts which I will analyse are drawn from chapter 

3 where the propositional analysis was performed. A list of these extracts is 

provided below for the sake of convenience. In my pilot analysis of chapter 2, I had 

already intuitively discussed four of these expressions. My analysis in this section 

differs from the analysis of the pilot study for a number of reasons. Firstly, in this 

section, there are more metaphors than in the pilot study because I deal with all the 

metaphorical expressions that represent negative mental states in this poem, not 

with a selection as I did in chapter 2. Secondly, my analysis in this section is not 

based on intuitive impressions as in chapter 2: the analysis will demonstrate how 

the identification method helps to find metaphors that I have not identified as such 

before and also to consider multiplicity and the diversity of cross-domain mapping 

which was not covered in my pilot analysis. Thirdly, the analysis in this chapter is 

grounded in the propositional analysis of chapter 3 which allows άǘƘŜ 

transformation of the linguistic expressions of the text into conceptual structures in 

ǘƘŜ ŦƻǊƳ ƻŦ ŀ ǎŜǊƛŜǎ ƻŦ ǇǊƻǇƻǎƛǘƛƻƴǎέ ό{ǘŜŜƴΣ нллтōΥ мтύ. Therefore, it is useful to 

look at these extracts again to consider these issues which were not covered in the 

pilot study. 

1- άAnd Hateful thoughts enwrap my soul in gloomέ (l. 2) 

2- άShould sad Despondency my musings fright,  
And frown, to drive fair Cheerfulness away,έ (l. 9-10) 
 
3- άAnd keep that fiend Despondence far aloofΗέ (l. 12) 

4- άShould Disappointment, parent of Despair,  
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Strive for her son to seize my careless heartΤέ (l. 13-14) 
 
5- ά²ƘŜƴŜΩŜǊ ǘƘŜ fate of those I hold most dear  
Tells to my fearful breast a tale of sorrow,έ (l. 19-20) 
 
6- άO bright-eyed Hope, my morbid fancy cheerΤέ (l. 21) 

7- ά{ƘƻǳƭŘ ŜΩŜǊ unhappy love my bosom painέ (l. 25) 

8- άAnd as, in sparkling majesty, a star,  
Gilds the bright summit of some gloomy cloud;έ (l. 43-44) 
 
9- άSo, when dark thoughts my boding spirit shroudέ (l. 46) 

After using propositional analysis to identify metaphorical ideas in these extracts in 

chapter 3, I will now discuss the process of cross-domain mapping to see how the 

poetic voice maps structures from various domains onto the domain of negative 

mental states. As was shown in chapter 3, this step is the third level of metaphor 

analyǎƛǎ ƛƴ /ǊƛǎǇ Ŝǘ ŀƭΦΩǎ ǘŀȄƻƴƻƳȅΦ 

¢ƻ ǎǘŀǊǘ ǿƛǘƘ ǎŜƴǘŜƴŎŜ όмύΣ ά!ƴŘ IŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎ ŜƴǿǊŀǇ Ƴȅ ǎƻǳƭ ƛƴ ƎƭƻƻƳέΦ 

This linguistic expression implies a negative mental state/mood experienced by the 

speaker. The speaker calls on hoǇŜ ǘƻ ǎŀǾŜ ƘƛƳ ŦǊƻƳ ǘƘŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ǿƘƛŎƘ 

ŀǊŜ ǘǊȅƛƴƎ ǘƻ ΨŜƴǿǊŀǇΩ ǘƘŜ ǎǇŜŀƪŜǊΩǎ Ψǎƻǳƭ ƛƴ ƎƭƻƻƳΩΦ ¢ƘŜǊŜ ƛǎ ŀƴ ƛƳǇƭƛŎƛǘ ŎƻƳǇŀǊƛǎƻƴ 

posited in this expression that qualifies it to be seen as metaphorical. For example, 

it is possible to construct a nonliteral mapping between the domain of negative 

ƳŜƴǘŀƭ ǎǘŀǘŜ ŀƴŘ ƻǘƘŜǊ ŘƻƳŀƛƴǎ ǎǳŎƘ ŀǎ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƘŀǘŜ ΨƘŀǘŜŦǳƭΩΣ ǘƘŜ ŘƻƳŀƛƴ ƻŦ 

ǘƘƛƴƪƛƴƎ ΨǘƘƻǳƎƘǘΩΣ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ŎƻǾŜǊƛƴƎ ΨŜƴǿǊŀǇΩΣ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƛƳƳŀǘŜǊƛŀƭ ƻǊ 

ǎǇƛǊƛǘǳŀƭ ōŜƛƴƎ ΨǎƻǳƭΩΣ ŀƴŘ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƭƛƎƘǘ ΨƎƭƻƻƳΩΦ ¢ƘŜ ŎƻƴŎŜǇǘǳŀƭ ƳŀǇǇƛƴƎ ƛǎ 

simultaneously taking place between all these conceptual domains. To spell this out: 

first, we are required to check which of the concepts in this line designate indirect 

usage. The indirect cases of this line are the foƭƭƻǿƛƴƎ ǎŜƳŀƴǘƛŎ ƛǘŜƳǎΥ ΨƘŀǘŜŦǳƭΩΣ 
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ΨǘƘƻǳƎƘǘǎΣ ΨŜƴǿǊŀǇΩΣ ΨǎƻǳƭΩΣ ŀƴŘ ΨƎƭƻƻƳΩΦ Lǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ƴƻǘƛŎŜ ǘƘŀǘ ƛƴ ŜŀŎƘ ƻŦ ǘƘŜǎŜ 

examples, άa nonliteral comparative mapping between two domains has to be 

performed in order to achieve semantic coherenceέ (Steen, 2002b: 18). The 

metaphorical vocabularies emphasize the role of the source domain(s) in providing 

conceptual categorization for the target domain of negative mental state. The 

speaker borrows structures from each source domain to map them onto the target 

dƻƳŀƛƴ ƻŦ Ƙƛǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩΦ CƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ƛƴ ǘƘŜ ǘŀǊƎŜǘ ŘƻƳŀƛƴ can be seen as a result for a specific source 

domain activity, i.e., the act of enwrapping. The speaker maps personal features or 

qualities such as possessing a motive to perform an action of ΨŜƴǿǊŀǇpingΩ onto the 

ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ǿƘƛŎƘ ƘŜƭǇǎ ǳǎ ǘƻ ǇŜǊǎƻƴƛŦȅ ƛǘΦ /ǊŀƛƎ IŀƳƛƭǘƻƴ 

ŀǊƎǳŜǎ ǘƘŀǘ άƳŀǇǇƛƴƎ ŀ ǇŜǊǎƻƴƛŦƛŜŘ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻƴǘƻ ŀ ǘŀǊƎŜǘ ŘƻƳŀƛƴ of an idea 

ƻǊ ŀƴ ƻōƧŜŎǘ ƻǊ ŀƴ ŜƳƻǘƛƻƴ ǿƛƭƭ ȅƛŜƭŘ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴέ όIŀƳƛƭǘƻƴΣ нллнΥ пмнύΦ 

tŜǊǎƻƴƛŦƛŎŀǘƛƻƴΣ ŀǎ ½ƻƭǘłƴ YǀǾŜŎǎŜǎ Ǉǳǘǎ ƛǘΣ άǇŜǊƳƛǘǎ ǳǎ ǘƻ ǳǎŜ ƪƴƻǿƭŜŘƎŜ ŀōƻǳǘ 

ourselves to comprehend other aspects of the worldέ (Kövecses, 2010: 56). The 

speaker pŜǊǎƻƴƛŦƛŜǎ ǘƘŜ ŀōǎǘǊŀŎǘ ΨǘƘƻǳƎƘǘǎΩ ŀǎ ŀƴ ŀƎŜƴǘ ǇŜǊŦƻǊƳƛƴƎ ŀƴ ŀŎǘ ƻŦ 

ǿǊŀǇǇƛƴƎ ǳǇƻƴ Ƙƛǎ ΨǎƻǳƭΩ ǿƘƛŎƘ ƛǎ ŀƴƻǘƘŜǊ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴΦ IŜ ƳŀǇǎ ǎŜƭŜŎǘŜŘ 

features such as the ability of wrapping onto the target domain of negative mental 

ǎǘŀǘŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩΦ In running an act of personification, the speaker attempts 

to bring experiences such as negative mental states down to human scale so that 

we become able to conceive them άconcretely as personified agents analogous to 

human beingsέ (Hamilton, 2002: 413). The speaker also transforms negative mental 

states from experiences into actions performed by an agent who is a property of the 

source domain (Hamilton, 2002: 213). It is clear that thoughts do not literally 
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ŜƴǿǊŀǇ ŀ ǎƻǳƭ ƛƴ ƎƭƻƻƳΦ ¢ƘŜ ōŀǎƛŎ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ǾŜǊō ΨŜƴǿǊŀǇΩ ƛǎ ƳƻǊŜ ŎƻƴŎǊŜǘŜ 

than the contextual meaning, and relates to a bodily action (e.g., wrapping things 

ǿƛǘƘ ƘŀƴŘǎύΦ Lƴ ŀ ǎƛƳƛƭŀǊ ǾŜƛƴΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎƻǳƭ ƛǎ ƴƻǘ ŀ ŎƻƴŎǊŜǘŜ ƻōƧŜŎǘ ǘƻ ōŜ 

enwrapped. aƻǊŜƻǾŜǊΣ ǘƘŜ ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴ ƻŦ ΨƎƭƻƻƳΩ ƛǎ ƴƻǘ ŀ ǇƘȅǎƛŎŀƭ ǇƭŀŎŜ ǘƻ ōŜ 

occupied by an object. These concepts are indirectly used to άdesignate other literal 

referentsέ in the text. As Gerard Steen argues, in order to achieve that semantic 

coherence άwe need metaphorical mappings to get from the activated concepts to 

the intended referents in the projected situationέ (Steen, 2002b: 19). A mapping 

arises from the concrete domain of wrapping objects to the abstract domain of a 

soul. The hateful thoughts that eƴǿǊŀǇ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎƻǳƭ ƛƴ ƎƭƻƻƳ ŀŎǘ ŀǎ ŀƴ ŀƎŜƴǘ 

who performs the action of wrapping which is mapped from the domain of 

enfolding objects. The speaker explicitly picks up a piece of knowledge such as 

folding or covering objects with material from the source domain of enwrapping 

and carries it over onto the target domain of negative mental state. The outcomes 

of this mapping are: ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨǎƻǳƭΩ ƛǎ ǊŜƛŦƛŜŘ ŀǎ ŀ ǇƘȅǎƛŎŀƭ ƻōƧŜŎǘΣ ŀƴŘ his 

ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ŀǊŜ ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŀƴ ŀƎŜƴǘ ǿƘƻǎŜ Ƨƻō ƛǎ ǘƻ ŜƴǿǊap objects, and 

ŀƭǎƻ ΨƎƭƻƻƳΩ ƛǎ ǊŜƛŦƛŜŘ ŀǎ ŀ ƳƻǊŜ ŎƻƴŎǊŜǘŜ ƳŀǘŜǊƛŀƭ ǎǳŎƘ ŀǎ ŀ ǿǊŀǇǇŜǊ ƛƴ ǘƘƛǎ context. 

¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ ǇǊƻŎŜǎǎ ƻŦ ǿǊŀǇǇƛƴƎ ƻōƧŜŎǘǎ 

with a wrapper, and also corresponds to the state of darkness. 

There is a semantic complexity in this expression that has been noticed by 

some metaphor scholars such as John Heywood, Elena Semino and Mick Short; this 

semantic complexity relates to the analysis of adjectives in metaphorical 

expressions (Heywood, et al., 2002: поύΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ 

Ŏƻƴǘŀƛƴǎ ǘǿƻ ǿƻǊŘǎΥ ǘƘŜ ƘŜŀŘ ƴƻǳƴ ΨǘƘƻǳƎƘǘǎΩ ƛǎ ǇǊŜ-modified by the adjective 
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ΨƘŀǘŜŦǳƭΩΦ Lƴ ǘƘŜ ǇŀǊŀƎǊŀǇƘ ŀōƻǾŜΣ L ŜȄǇƭŀƛƴŜŘ ǘƘŜ ƳŜǘŀǇƘƻǊicity of the abstract 

ƴƻǘƛƻƴ ƻŦ ΨǘƘƻǳƎƘǘǎΩΤ ƛǘ ƛǎ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǳǎŜŘ ōŜŎŀǳǎŜ the concept evoked by this 

noun belongs to the domain of thinking. The complexity in this noun phrase is 

ŎǊŜŀǘŜŘ ōȅ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƘŀǘŜŦǳƭΩ ŀƴŘ ǘƘŜ ǉǳŜǎǘƛƻƴ ƻŦ ƛǘǎ ƳŜǘŀǇƘƻǊicity. 

There are two opinions concerning the role of adjectives in such metaphorical 

expressions. The first opinion sees the adjective as literally belonging to the concept 

evoked by the head noun (Heywood, et al., 2002: 43). According to this view, the 

ŀŘƧŜŎǘƛǾŜ ΨƘŀǘŜŦǳƭΩ Ŏŀƴ ōŜ ǎŜŜƴ ŀǎ ƭƛǘŜǊŀƭƭȅ ōŜƭƻƴƎing to the concept evoked by the 

ƴƻǳƴ ΨǘƘƻǳƎƘǘǎΩΦ Lƴ ǎǳŎƘ a ŎŀǎŜΣ ǘƘŜ ƴƻǘƛƻƴ ƻŦ ΨƘŀǘŜŦǳƭƴŜǎǎΩ ƛǎ ǇŀǊǘ ƻŦ ǘƘŜ ŎƻƴŎŜǇǘ 

ŜǾƻƪŜŘ ōȅ ΨǘƘƻǳƎƘǘǎΩ ƛǘǎŜƭŦΦ ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƘŀǘŜŦǳƭΩ ƛǎ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ 

ŀƴŘ ƛƴǾƻƭǾŜǎ ƳŀǇǇƛƴƎ ŦǊƻƳ ǘƘŜ ǎŀƳŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ǿƘƛŎƘ ƛǎ ŜǾƻƪŜŘ ōȅ ΨǘƘƻǳƎƘǘǎΩΦ 

Lƴ ƻǘƘŜǊ ǿƻǊŘǎΣ ǘƘŜ ŦŀŎǘ ǘƘŀǘ ΨƘŀǘŜŦǳƭΩ ǇǊŜ-ƳƻŘƛŦƛŜǎ ΨǘƘƻǳƎƘǘǎΩ ƳŜŀƴǎ ǘƘŀǘ ΨƘŀǘŜŦǳƭΩ 

ŜǾƻƪŜǎ ǘƘŜ ŎƻƴŎŜǇǘ ƻŦ ƘŀǘŜŦǳƭƴŜǎǎ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨǘƘƻǳƎƘǘǎΩ ǊŀǘƘŜǊ ǘƘŀƴ 

hatefulness in general. The second view considers the concept evoked by the 

adjective as separate from the concept evoked by the head noun (Heywood, et al., 

2002: 43). The advocates of this view argue that nouns differ from adjectives; nouns 

άǘŜƴŘ ǘƻ ǊŜŦŜǊ ǘƻ ŜƴǘƛǘƛŜǎέ ǿƘƛƭŜ ŀŘƧŜŎǘƛǾŜǎ άǘȅǇƛŎŀƭƭȅ ŘŜƴƻǘŜ ǇǊƻǇŜǊǘƛŜǎ ƻŦ ŜƴǘƛǘƛŜǎέ 

ŀƴŘ άǘƘŜȅ Řƻ ƴƻǘ ƴŜŎŜǎǎŀǊƛƭȅ ŎƻǊǊŜƭŀǘŜ ǿƛǘƘ ŀ ǇŀǊǘƛŎǳƭŀǊ ǘȅǇŜ ƻŦ Ŝƴǘƛǘȅέ όIŜȅǿƻƻŘΣ Ŝǘ 

ŀƭΦΣ нллнΥ ппύΦ !ŎŎƻǊŘƛƴƎ ǘƻ ǘƘƛǎ ǾƛŜǿ ǇƻƛƴǘΣ ΨƘŀǘŜŦǳƭΩ does not necessarily belong to 

ǘƘŜ ǎŀƳŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ŜǾƻƪŜŘ ōȅ ǘƘŜ ƘŜŀŘ ƴƻǳƴ ΨǘƘƻǳƎƘǘǎΩΦ Lǘ Ŏŀƴ ǊŜƭŀǘŜ ǘƻ ŀ 

separate domain by itself such as the domain of hatred in general. For example, it 

can be applied to other experiences; there could be a hateful person, hateful feeling, 

ƘŀǘŜŦǳƭ ŜǾŜƴǘΣ ŀƴŘ ƘŀǘŜŦǳƭ ǎȅǎǘŜƳ ŜǘŎΦ Lƴ ǘƘƛǎ ŎŀǎŜΣ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƘŀǘŜŦǳƭΩ ƛƴ ǘƘŜ 

ƴƻǳƴ ǇƘǊŀǎŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ǊŜƭŀǘŜǎ ǘƻ ŀ ǎŜǇŀǊŀǘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴΦ ¢ƘŜǊŜŦƻǊŜΣ ƛǘ ƛǎ 
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metaphorically used and involves mapping from a separate source domain; it 

evokes the concept of hatred or hatefulness in general. In my analysis, I will favour 

the second interpretation because it involves mapping across separate domains. 

Considering the concepts evoked by an adjective as a separate domain will allow 

mapping a άŦǳǊǘƘŜǊ ǎŜǘ ƻŦ ŜƳƻǘƛƻƴŀƭ ŀǎǎƻŎƛŀǘƛƻƴǎ ƻƴǘƻ ǘƘŜ ǘŀǊƎŜǘ ŘƻƳŀƛƴέ 

(Heywood, et al., 2002: 42). As shown in the propositional analysis of chapter 3, 

adjectives can provide separate source domains which can feed the metaphorical 

expression with further conceptual structures. By considering the two 

ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǳǎŜŘ ǿƻǊŘǎ ƛƴ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ŀǎ ǊŜƭŀǘƛƴƎ ǘǿƻ 

separate domains will allow me to see the semantic complexity of this metaphorical 

expression. The speaker simultaneously maps structures from the domains of 

hatred and thoughts consecutively to create this expression. It is possible to assume 

that the speaker maps some models of unpleasantness from the domain of hatred 

onto the domain of thoughts to establish the target domain of negative mental 

state. In the following extracts, I will use this procedure to interpret similar 

examples of metaphorical noun phrases which contain an adjective that modifies a 

noun, viewing them as expressions that involve two separate domains.  

By the virtue of cross-domain mapping, we are able to understand the 

ǎǇŜŀƪŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛƴ ǘŜǊƳǎ ƻŦ ƻǘƘŜǊ ŎƻƴŎŜǇǘǎ from other 

domains. Cross-domain mapping involves partial mappings of counterparts between 

separate domains. A closer look at the expression: ΨHateful thoughts enwrap my 

ǎƻǳƭ ƛƴ ƎƭƻƻƳΩ reveals that the cross-domain mappings are activated by three 

scenarios: the first scenario is explained by enwrapping; the second scenario 

conceptualizes negative mental states as hateful thoughts; and the third scenario 
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describes negative mental states in terms of gloom. We should also notice that the 

target domain of negative mental states lacks the features that have been mapped 

onto it from these source domains. It is only after activating the process of cross-

domain mapping that the concepts in the target domain possess these qualities. For 

instance, the ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ Ŏŀƴƴƻǘ ǇŜǊŦƻǊƳ ǘƘŜ ǇƘȅǎƛŎŀƭ ŀŎǘ ƻŦ ŜƴǿǊŀǇǇƛƴƎ 

before the process of cross-domain mapping is activated. Similarly, it is impossible 

ǘƻ ƛƳŀƎƛƴŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨǎƻǳƭΩ ŀǎ ŀƴ ƻōƧŜŎǘ ƻǊ ǘƘŜ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨƎƭƻƻƳΩ ŀǎ 

a physical location before activating the process of cross-domain mapping. When 

this linguistic eȄǇǊŜǎǎƛƻƴ ΨHateful thoughts enwrap my soul iƴ ƎƭƻƻƳΩ is generalized 

in accordance with Lakoff and Johnson's formula, it is possible to see that the 

mappings contained in it are quite conventional as they involve similar mappings to 

conceptual metaphors such as: EMOTION IS OPPONENT (Kövecses, 2010: 108), 

STATES ARE OBJECTS (Kövecses, 2017: 22), A MENTAL STATE IS A PHYSICAL OBJECT 

(Yu, 2008: 258) and STATES ARE LOCATIONS (Lakoff and Johnson, 1999: 194). These 

ŀǊŜ ŀƭǎƻ ǘƘŜ ŜǾŜǊȅŘŀȅ ŜȄǇŜǊƛŜƴŎŜǎ ǘƘŀǘ ǎƘŀǇŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŎƻƴŎŜǇǘ ƻŦ ƴŜƎŀǘƛǾŜ 

mental state and the result of the cross-domain mappings that have been 

performed by the speaker in this linguistic expression. It should also be noticed that 

this linguistic expression ΨHateful thoughts enwrap my soul in glooƳΩ exhibits a 

sequence of connotations selectively projected from concepts in more than one 

source domain that are simultaneously mapped onto the target domains. The 

analysis in this extract shows that this metaphor works on multiple levels and layers. 

This kind of mapping can be called multiple mapping as it involves multiple source 

and target domains contributing to the creation of this metaphorical expression. 
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In extract (2), the linguistic expression ά{ƘƻǳƭŘ ǎŀŘ 5ŜǎǇƻƴŘŜƴŎȅ Ƴȅ ƳǳǎƛƴƎǎ 

ŦǊƛƎƘǘκ !ƴŘ ŦǊƻǿƴΣ ǘƻ ŘǊƛǾŜ ŦŀƛǊ /ƘŜŜǊŦǳƭƴŜǎǎ ŀǿŀȅέ implies another negative mental 

state which is experienced by the speaker. It is conceptualized as a vicious opponent 

performing an act of frightening and frowning upon the speaker who invokes hope 

ǘƻ ΨǇŜŜǇ ǿƛǘƘ ǘƘŜ Ƴƻƻƴ-ōŜŀƳΩ to soothe the effect of this negative mental state. 

The example in this extract differs from the previous one because it contains an 

explicit reference to a negative mental state for the first time in this poem. In the 

previous extract, a negative mental state was metaphorically represented as 

ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩΦ Lƴ ǘƘƛǎ ŜȄǘǊŀŎǘΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ ŜȄǇƭƛŎƛǘƭȅ 

named ŀǎ ΨǎŀŘ 5ŜǎǇƻƴŘŜƴŎȅΩΦ IƻǿŜǾŜǊΣ ǘƘŜ ǿƘƻƭŜ ŜȄǇǊŜǎǎƛƻƴ ƛǎ ƘƛƎƘƭȅ ƳŜǘŀǇƘƻǊƛŎŀƭ 

as it is possible to construct a nonliteral mapping between the target domain of 

negative mental state and the source domains expressed by the semantic items 

ǎǳŎƘ ŀǎ ΨŦǊƛƎƘǘΩ ŀƴŘ ΨŦǊƻǿƴΩ ǿƘƛŎƘ ŘŜǎƛƎƴŀǘŜ ƛƴŘƛǊŜŎǘ ǳǎŀƎŜΦ !ǎ explained in chapter 3, 

the propositional analysis of this extract shows that it contains more than one 

concept that is involved in the metaphorical mapping. Some of these concepts are 

connected with nonphysical ŜȄǇŜǊƛŜƴŎŜǎ ǎǳŎƘ ŀǎ ΨǎŀŘΩΣ Ψ5ŜǎǇƻƴŘŜƴŎȅΩΣ ΨŦǊƛƎƘǘΩΣ ΨŦŀƛǊΩ 

ŀƴŘ ΨŎƘŜŜǊŦǳƭƴŜǎǎΩΤ ŀƴŘ ƻǘƘŜǊǎ ŀǊŜ ŎƻƴƴŜŎǘŜŘ ǿƛǘƘ ǇƘȅǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜǎ ǎǳŎƘ ŀǎ 

ΨŦǊƻǿƴΩ ŀƴŘ ΨŘǊƛǾŜΩΦ !ƭƭ ƻŦ ǘƘŜǎŜ concepts carry a range of negative effects that can 

be sensed in the production of this metaphorical expression (Steen, 2002b: 20). To 

understand this metaphorical expression, we are required to use our prior 

knowledge of each concept involved in it. As noted by Jordan Zlatev, the knowledge 

of the source domain has a crucial impact on our understanding of the metaphorical 

expression (Zlatev, et.al., 2009: 230). People can better understand metaphorical 

expressions when they have knowledge about the domains that are mapped onto 
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ƻƴŜ ŀƴƻǘƘŜǊΦ CƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ŎƻƴŎŜǇǘǎ ƻŦ ΨǎŀŘΩΣ Ψ5ŜǎǇƻƴŘŜƴŎȅΩΣ ΨŦǊƛƎƘǘΩ ŀƴŘ ΨŦǊƻǿƴΩ 

ƛƴ ǘƘƛǎ ŜȄǇǊŜǎǎƛƻƴ ƘŀǾŜ ƴŜƎŀǘƛǾŜ ǾŀƭŜƴŎŜǎ ƛƴ ǘŜǊƳǎ ƻŦ ŀŦŦŜŎǘΦ !ƭǘƘƻǳƎƘ ΨǎŀŘΩ ŀƴŘ 

Ψ5ŜǎǇƻƴŘŜƴŎȅΩ ŀǊŜ ŎƭŜŀǊƭȅ marked as negative states, they are metaphorically 

employed in their contextual use via personification. For instance, the abstract state 

ƻŦ Ψ5ŜǎǇƻƴŘŜƴŎȅΩ ƛǎ ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŀ ƘǳƳŀƴ ǿƘƻ Ŏŀƴ ŜȄǇŜǊƛŜƴŎŜ ǎŀŘƴŜǎǎΦ Lǘ ƛǎ ŀƭǎƻ 

ƎƛǾŜƴ ƻǘƘŜǊ ŦŜŀǘǳǊŜǎ ǎǳŎƘ ŀǎ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ΨŦǊƻǿƴΩ ŀƴŘ ΨŦǊƛƎƘǘΩ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

ΨƳǳǎƛƴƎǎΩΦ tŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ŀƭƭƻǿǎ ǘƘƛǎ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ǘƻ ōŜ viewed in a more 

concrete way: as an agent performing two actions on the speaker. In fact, there are 

three abstract concepts which are personified in extract (2). Beside the concept of 

Ψ5ŜǎǇƻƴŘŜƴŎȅΩΣ ŀƴƻǘƘŜǊ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŀōǎǘǊŀŎǘ ŎƻƴŎŜǇǘ ƻŦ ΨƳǳǎƛƴƎǎΩΦ 

The sǇŜŀƪŜǊΩǎ ΨƳǳǎƛƴƎǎΩ ŀǊŜ ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŀ ǊŜŎŜƛǾŜǊ ƻŦ ǘƘŜ ǘǿƻ ƴŜƎŀǘƛǾŜ ŀŎǘƛƻƴǎ ƻŦ 

ΨŦǊƛƎƘǘΩ ŀƴŘ ΨŦǊƻǿƴΩΦ ¢ƘŜ ǘƘƛǊŘ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ƛƴ ǘƘƛǎ ŜȄǘǊŀŎǘ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŀōǎǘǊŀŎǘ 

ŎƻƴŎŜǇǘ ƻŦ Ψ/ƘŜŜǊŦǳƭƴŜǎǎΩΦ Lǘ ƛǎ ŀƭǎƻ ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŀƴ ŀƎŜƴǘ ǿƘƻ Ŏŀƴ ōŜ ǇƘȅǎƛŎŀƭƭȅ 

driven away. 

The cross-domain mapping is activated by the two verbs:  the transitive verb 

ΨŦǊƛƎƘǘΩ ŀƴŘ ƛƴǘǊŀƴǎƛǘƛǾŜ ΨŦǊƻǿƴΩΦ ¢ƘŜȅ ǇǊƻǾƛŘŜ ǘǿƻ ǎƻǳǊŎŜ ŘƻƳŀƛƴǎ ŦƻǊ ǘƘŜ ǎǇŜŀƪŜǊ ǘƻ 

map conceptual structures from them onto the target domain of negative mental 

state. For example, the speaker maps some selective structures such as causing 

ǎǳŘŘŜƴ ŦŜŀǊ ƻǊ ǘŜǊǊƻǊ ŦǊƻƳ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻŦ ΨŦǊƛƎƘǘΩ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ 

ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƻŦ ΨǎŀŘ 5ŜǎǇƻƴŘŜƴŎȅΩΦ The structures which are mapped from 

this domain activate a sceƴŀǊƛƻ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ 

frightening him. According to this mapping, the negative mental state corresponds 

to an opponent, and the effect of this state corresponds to the act of frightening. 

Similarly, the speaker maps some properties such as anger or scowling from the 
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source domain of the ŦŀŎƛŀƭ ŜȄǇǊŜǎǎƛƻƴ ΨŦǊƻǿƴΩ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

state. Mapping from this source domain activates a physical scenario of knitting the 

ōǊƻǿǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ ŦǊƻǿƴƛƴƎ ŀǘ ƘƛƳ ǿƛǘƘ 

contempt as a gesture or expression of anger. 

Another cross-domain mapping is activated through the transitive verb 

ΨŘǊƛǾŜΩΦ ¢ƘŜ ǾŜǊō ǇǊƻǾƛŘŜǎ ŀƴƻǘƘŜǊ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ŦƻǊ ǘƘƛǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ŜȄǇǊŜǎǎƛƻƴΦ 

The speaker also maps conceptual structures from the domain of forcing an animate 

to move in a particular direction (ΨŘǊƛǾŜΩ) and maps them onto the domain of 

negative mental state ƻŦ ΨǎŀŘ 5ŜǎǇƻƴŘŜƴŎȅΩΦ [ƛǘŜǊŀƭƭȅΣ Ψ5ŜǎǇƻƴŘŜƴŎȅΩ Ŏŀƴƴƻǘ ŘǊƛǾŜ 

Ψ/ƘŜŜǊŦǳƭƴŜǎǎΩ ŀǿŀȅΣ ŀƴŘ ǘƘŜ ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƻŦ ŎƘŜŜǊŦǳƭƴŜǎǎ Ŏŀƴƴƻǘ ōŜ ŘǊƛǾŜƴΦ  ¢ƘŜ 

conceptual structures whƛŎƘ ŀǊŜ ƳŀǇǇŜŘ ŦǊƻƳ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻŦ ΨŘǊƛǾŜΩ ŀŎǘƛǾŀǘŜ 

a physical scenario in ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨǎŀŘ 5ŜǎǇƻƴŘŜƴŎȅΩ 

ƛǎ ŀŎǘƛƴƎ ǳǇƻƴ Ƙƛǎ ǇƻǎƛǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨŦŀƛǊ /ƘŜŜǊŦǳƭƴŜǎǎΩ ŀƴŘ ŎŀǳǎƛƴƎ ǘƘŜ ƭŀǘǘŜǊ ǘƻ 

be driven away. Consequently, the result of this negative act causes the absence of 

Ψ/ƘŜŜǊŦǳƭƴŜǎǎΩ ǿƘƛŎƘ Ŏŀƴ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀǎ a negative mental state. Before the 

ƳŀǇǇƛƴƎ ǇǊƻŎŜǎǎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŘƛŘ ƴƻǘ ǇƻǎǎŜǎǎ ǘƘŜ ƎƛǾŜƴ 

qualities of frightening, frowning and driving. Through conceptual mapping, we are 

able now to see partial mappings of counterparts across these separate domains 

become available in the target domain. The speaker selects connotations such as 

causing sudden fear and horror or showing anger and displeasure as well as causing 

positive qualities to be driven away from three familiar conceptual domains of 

frightening, frowning and driving and projects them onto the less familiar domain of 

negative mental state. ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ corresponds to an 

opponent performing a negative act upon the passive speaker. The cross-domain 
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mappings that have been performed by the speaker here have been EMOTIONS ARE 

OPPONENTS (Kövecses, 2010: 108); and SAD IS OPPONENT (Kövecses, 2010: 334). 

The discussion in extract (2) ά{ƘƻǳƭŘ ǎŀŘ 5ŜǎǇƻƴŘŜƴŎȅ Ƴȅ ƳǳǎƛƴƎǎ ŦǊƛƎƘǘ ŀƴŘ ŦǊƻǿƴΣ 

ǘƻ ŘǊƛǾŜ ŦŀƛǊ /ƘŜŜǊŦǳƭƴŜǎǎ ŀǿŀȅέ identifies multiple cross-domain mappings 

occurring across various source and target domains. Therefore, the mapping 

process is multiple and diverse. 

9ȄǘǊŀŎǘ όоύ ά!ƴŘ ƪŜŜǇ ǘƘŀǘ ŦƛŜƴŘ 5ŜǎǇƻƴŘŜƴŎŜ ŦŀǊ ŀƭƻƻŦέ Ŏƻƴǘŀƛƴǎ ŀ linguistic 

expression that describes another negative mental state/mood experienced by the 

poetic voice. The speaker demandǎ ƘŜƭǇ ŦǊƻƳ ƘƻǇŜ ǘƻ ƪŜŜǇ ΨŦƛŜƴŘ 5ŜǎǇƻƴŘŜƴŎŜΩ 

away from him. AlthouƎƘ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ ƛǎ ŀ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ which is 

ŜȄǇƭƛŎƛǘƭȅ ǊŜŦŜǊǊŜŘ ǘƻ ƛƴ ǘƘƛǎ ŜȄǘǊŀŎǘΣ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŦƛŜƴŘ 5ŜǎǇƻƴŘŜƴŎŜΩ Ŏŀƴ ōŜ 

conceived metaphorically for the following reasons. First, through personification, 

this abstract state is given the qualities of an enemy or a foe that may seize or 

destroy the speaker; it is conceptualized in a more concrete way. Second, it is 

associated with the concept of evil so as to acquire supernatural elements which are 

ƳŀǇǇŜŘ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ΨŦƛŜƴŘΩΦ !ǎ ŀ ǊŜǎǳƭt of this association, the abstract state 

ƻŦ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ŀ ǎƛƴƛǎǘŜǊ ŎǊŜŀǘǳǊŜ that the speaker wants to 

ƪŜŜǇ ΨŦŀǊ ŀƭƻƻŦΩΦ ¢ƘŜ ǘƘƛǊŘ ǊŜŀǎƻƴ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ǾŜǊō ΨƪŜŜǇΩ ōŜŎŀǳǎŜ 

ƭƛǘŜǊŀƭƭȅ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ ƛǎ ƴƻǘ ŀ ǇƘȅǎƛŎŀƭ Ŝƴǘƛǘȅ ǘƻ ōŜ ƪŜǇǘ ŀǿŀȅΦ  

¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŦƛŜƴŘ 5ŜǎǇƻƴŘŜƴŎŜΩ Ŏƻƴǘŀƛƴǎ ŀ ƳŜǘŀǇƘƻǊƛŎŀƭ ǎŜƳŀƴǘƛŎ 

ŎƻƳǇƭŜȄƛǘȅ ƎŜƴŜǊŀǘŜŘ ōȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŦƛŜƴŘΩΦ ¢ƘŜ ǳǎŜ ƻŦ ΨŦƛŜƴŘΩ ƛǎ ƳŜǘŀǇƘƻǊƛŎŀƭ 

because the concept evoked by it directly belongs to the domain of evil, but here it 

is applied to the negative mental state domain ŜǾƻƪŜŘ ōȅ Ψ5ŜǎǇƻƴŘŜƴŎŜΩΦ ¢ƻ 
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understand this metaphorical expression, first we need to explicate the cross-

domain mapping in it. Through cross-domain mapping, the speaker relates his 

negative mental state to an experience of evil. The conceptual mapping is 

structured between the domain of demon or ŜǾƛƭ ǎǇƛǊƛǘ ǇǊƻǾƻƪŜŘ ōȅ ǘƘŜ ƴƻǳƴ ΨŦƛŜƴŘΩ 

and the domain ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ Ψ5ŜǎǇƻƴŘŜƴŎŜΩΦ ¢ƘŜ ƴƻǳƴ ΨŦƛŜƴŘΩ ǿƘƛŎƘ 

acts as a pre-ƳƻŘƛŦƛŜǊ ŦƻǊ ƘŜŀŘ ƴƻǳƴ Ψ5ŜǎǇƻƴŘŜƴŎŜΩ Ŏŀƴ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀǎ ŀ ǎŜǇŀǊŀǘŜ 

source domain by itself. As I mentioned earlier regarding extract (1), adjectives 

acting as modifiers can be considered separate domains in terms of mapping 

ŎƻƴŎŜǇǘǳŀƭ ǎǘǊǳŎǘǳǊŜǎ ƻƴǘƻ ǘƘŜ ǘŀǊƎŜǘ ŘƻƳŀƛƴǎΦ ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ǿƻǊŘ ΨŦƛŜƴŘΩ can 

stand as a source domain that evokes multiple senses such as evil, enmity and 

monstrosity. It can provide more than one conceptual structure to the target 

ŘƻƳŀƛƴ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƻŦ Ψ5ŜǎǇƻƴŘŜƴŎŜΩΦ CƻǊ ŜȄŀƳǇƭŜΣ ǘƘŜ ǿƻǊŘ ΨŦƛŜƴŘΩ 

can relate to the domain of diabolical being in general where conceptual frames 

such as evil spirit, demons, devils, foe and enemy can be mapped onto the domain 

of negative mental state. It can ŀŎǘƛǾŀǘŜ ǘƘŜ ǎŎŜƴŀǊƛƻ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ negative 

mental state corresponds to a diabolical being which possesses destructive 

influences and enacts them upon the speaker. On the other hand, it can also relate 

to the domain of monster where conceptual structures such as an awful monster or 

ŀ ǎƛƴƛǎǘŜǊ ŎǊŜŀǘǳǊŜ Ŏŀƴ ōŜ ŀǇǇƭƛŜŘ ǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳƻƻŘΦ ¢Ƙƛǎ Ŏŀƴ ŀŎǘƛǾŀǘŜ 

ŀ ǇƘȅǎƛŎŀƭ ǎŎŜƴŀǊƛƻ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ŀ 

baleful creature that threatens and menaces the speaker. In both cases, a physical 

ǎŎŜƴŀǊƛƻ ŜǾƻƪŜŘ ōȅ ǘƘŜ ǿƻǊŘ ΨŦƛŜƴŘΩ ƛǎ ƳŀǇǇŜŘ ƻƴǘƻ ǘƘŜ ƳƻǊŜ ŀōǎǘǊŀŎǘ ŘƻƳŀƛƴ ƻŦ 

ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ Ψ5ŜǎǇƻƴŘŜƴŎŜΩΦ ¢ƘŜ ǎǇŜŀƪŜǊ ŀǇǇƭƛŜǎ ŀ ŎƻƴŎǊŜǘŜ ŀƴŘ ǇƘȅǎƛŎŀƭ 

sense to an abstract phenomenon. As a result of this cross-domain mapping, the 



 

172 
 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎƻǳƭŘ ǇŜǊŦƻǊƳ ŀƴ ŀŎǘ ƻŦ ƴŜƎŀǘƛǾƛǘȅ ǳǇƻƴ ƘƛƳ όŜΦƎΦΣ 

destroy him as evil destroys innocents). The cross-domain mappings that have been 

performed by the speaker here have been those of SADNESS IS A CAPTIVE ANIMAL, 

SADNESS IS AN OPPONENT (Kövecses, 2000: 25-26), and EMOTIONS ARE PHYSICAL 

ENTITIES (Barcelona, 2003: 264). The inability to withstand the attacks of this 

ƻǇǇƻƴŜƴǘ ƛǎ ƳŀǇǇŜŘ ƻƴǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƴŀōƛƭƛǘȅ ǘƻ ŎƻƴǘǊƻƭ Ƙƛǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

state.  

The other cross-ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛǎ ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨƪŜŜǇΩ 

which evokes a physical scenario of taking hold of a concrete object so as to control 

ƛǘǎ ƳƻǾŜƳŜƴǘΦ ¢ƘŜ ǇƘȅǎƛŎŀƭ ǎŎŜƴŀǊƛƻ ƛǎ ŀǇǇƭƛŜŘ ǘƻ ŀƴ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ƻŦ ΨƘƻǇŜΩΦ 

Extract (3) exhibits double mapping. Double mapping occurs when two source 

domains provide a target domain with conceptual frames and structures. Two 

source domains ς fiend and keep ς provide the domain of negative mental state 

with correspondences that make it understood in a concrete way.  

 In extract όпύ ά{ƘƻǳƭŘ 5ƛǎŀǇǇƻƛƴǘƳŜƴǘΣ ǇŀǊŜƴǘ ƻŦ 5ŜǎǇŀƛǊκ {ǘǊƛǾŜ ŦƻǊ ƘŜǊ ǎƻƴ 

to seize my careleǎǎ ƘŜŀǊǘέΣ the negative mental state is represented as a hunter 

who wants to ΨseizeΩ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŜŀǊǘΦ ¢ƘŜ ǎǇŜŀƪŜǊ Ŏŀƭƭǎ ƻƴ ƘƻǇŜ ǘƻ ΨŎƘŀǎŜΩ this 

hunter away and save him from her darts. This example is very similar to those in 

extracts (2) and (3) in terms of explicitly naming negative mental states, and also in 

terms of using capitalization to mark personification. In this expression, two 

negative mental states are named, Ψ5ƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ŀƴŘ Ψ5ŜǎǇŀƛǊΩ, which are also 

linked to the absence of hope as in the previous extracts. They are also personified 

as human beingsΤ Ψ5ƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ŀǎ a mother ŀƴŘ Ψ5ŜǎǇŀƛǊΩ ŀǎ ΨƘŜǊ ǎƻƴΩΦ ¢ƘǊƻǳƎƘ 
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personification, certain features from the domain of parenting are mapped onto the 

negative mental state domain. As a result of this mapping, it becomes possible to 

ǎŜŜ ǘƘŜ ǘǿƻ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴŀ ƛƴ ŀ ƳƻǊŜ ŎƻƴŎǊŜǘŜ ǿŀȅΤ Ψ5ƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ŀǎ 

ƳƻǘƘŜǊ ǿƘƻ ǎǘǊƛǾŜǎ ŦƻǊ ΨƘŜǊ ǎƻƴΩΣ Ψ5ŜǎǇŀƛǊΩΦ ¢ƘŜ ƻǘƘŜǊ ƳŜǘŀǇƘƻǊƛŎŀƭ ƛǘŜƳǎ ǘƘŀǘ 

ŘŜǎƛƎƴŀǘŜ ƛƴŘƛǊŜŎǘ ǳǎŀƎŜ ŀǊŜ ǘƘŜ ƛƴǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǎǘǊƛǾŜΩΣ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǎŜƛȊŜΩΣ 

ǘƘŜ ƴƻǳƴǎ ΨǇŀǊŜƴǘΩ ŀƴŘ ΨǎƻƴΩΦ ¢ƘŜ ǾŜǊō ΨǎǘǊƛǾŜΩ ŀŎǘƛǾŀǘŜǎ ŀ ǇƘȅǎƛŎŀƭ ǎŎŜƴŀǊƛƻ ƛƴ ǿƘƛŎƘ 

ŀ ƎǊŜŀǘ ŜŦŦƻǊǘ ǘƻ ŀŎƘƛŜǾŜ ǎƻƳŜǘƘƛƴƎ ƛǎ ǇŜǊŦƻǊƳŜŘ ōȅ Ψ5ƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ǿƘƛŎƘ ƛǎ 

represented as a human actor. Through the process of cross-domain mapping, the 

speaker brings the experience of the negative mental state down to human scale 

ǿƘŜǊŜ ŀƴ ŀƎŜƴǘ ΨǇŀǊŜƴǘΩ ƛǎ ǎŜŜƴ ŀǎ ǎǘǊƛǾƛƴƎ ŀƴŘ ǎǘǊǳƎƎƭƛƴƎ ŦƻǊ ǘƘŜ ǎŀƪŜ ƻŦ ΨƘŜǊ ǎƻƴΩΦ 

{ƛƳƛƭŀǊƭȅΣ ǘƘŜ ǾŜǊō ΨǎŜƛȊŜΩ ŀƭǎƻ ŀŎǘƛǾŀǘŜǎ ŀƴƻǘƘŜǊ ǇƘȅǎƛŎŀƭ ǎŎŜƴŀǊƛƻ ƛƴ which the 

ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƻŦ Ψ5ƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ƛǎ ǇŜǊŦƻǊƳƛƴƎ ŀƴƻǘƘŜǊ ǇƘȅǎƛŎŀƭ ŀŎǘΤ ǎŜƛȊƛƴƎ ǘƘŜ 

ǎǇŜŀƪŜǊΩǎ ΨŎŀǊŜƭŜǎǎ ƘŜŀǊǘΩΦ !ǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘŜ ŎǊƻǎǎ-ŘƻƳŀƛƴ ƳŀǇǇƛƴƎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

negative mood corresponds to a predator that preys on him. 

As for the other metaphorical arguments in this extract, a cross-domain 

mapping is also constructed between the source domain of family in which the 

ŎƻƴŎŜǇǘǎ ƻŦ ΨǇŀǊŜƴǘΩ ŀƴŘ ΨǎƻƴΩ ŀǊŜ ŀƭǎƻ ƳŀǇǇŜŘ ƻƴǘƻ ǘƘŜ ǘŀǊƎŜǘ ŘƻƳŀƛƴ ƻŦ ƴŜƎŀǘƛǾŜ 

mental state. The speaker picks up some properties such as responsibilities involved 

in this domain e. g. having children and meeting their needs from the source 

domain of parenthood to carry them over to the target domain of negative mental 

ǎǘŀǘŜΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘe is compared to a mother who strives to 

ǎŜƛȊŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŜŀǊǘ ǘƻ ŦŜŜŘ ƘŜǊ son. This mapping involves a few counterparts 

and structures such as working hard for the sake of a son is highlighted. 
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To sum it up, in extract (4), tƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ Ƙŀǎ ōŜŜƴ 

connected with multiple concepts which are drawn from various domains such as: 

ǇŀǊŜƴǘƛƴƎ ΨǇŀǊŜƴǘΩΣ ǇǊƻƎŜƴȅ ΨǎƻƴΩΣ ǎǘǊǳƎƎƭŜ ΨǎǘǊƛǾŜΩΣ ŀƴŘ ǇƻǎǎŜǎǎƛƻƴ ΨǎŜƛȊŜΩΦ /Ǌƻǎǎ-

domain mapping allows partial mappings of counterparts between these separate 

domains to take place so as to represent negative mental state metaphorically. Each 

source domain activates a scenario in which the less familiar abstract states of 

ΨŘƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ŀƴŘ ΨŘŜǎǇŀƛǊΩ ŀǊŜ ǎǘǊǳŎǘǳǊŜŘ ŀƴŘ ǳƴŘŜǊǎǘƻƻŘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ƳƻǊŜ 

familiar experiences of the source domains. Once again, the speaker transforms the 

negative mental state from an abstract experience into an action(s) performed by 

an agent who is a property of the source domain(s). Negative mental states are 

personified and acting on the speaker as in the other extracts above. The cross-

domain mappings that have been performed by the speaker here have been those 

of SADNESS IS AN OPPONENT (Kövecses, 2000: 26). The inability to withstand the 

ŀǘǘŀŎƪǎ ƻŦ ǘƘƛǎ ƻǇǇƻƴŜƴǘ ƛǎ ƳŀǇǇŜŘ ƻƴǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƴŀōility to control his 

negative mental state. Again, the metaphor in extract (4) ά{ƘƻǳƭŘ 5ƛǎŀǇǇƻƛƴǘƳŜƴǘΣ 

ǇŀǊŜƴǘ ƻŦ 5ŜǎǇŀƛǊκ {ǘǊƛǾŜ ŦƻǊ ƘŜǊ ǎƻƴ ǘƻ ǎŜƛȊŜ Ƴȅ ŎŀǊŜƭŜǎǎ ƘŜŀǊǘέ works on different 

levels. The kind of mapping in this extract is multiple and diverse because it involves 

mapping correspondences simultaneously from various conceptual source domains 

such as parent, son, seize and strive. 

Lƴ ŜȄǘǊŀŎǘ όрύ ά²ƘŜƴŜΩŜǊ ǘƘŜ ŦŀǘŜ ƻŦ ǘƘƻǎŜ L ƘƻƭŘ Ƴƻǎǘ ŘŜŀǊκ ¢Ŝƭƭǎ ǘƻ Ƴȅ 

ŦŜŀǊŦǳƭ ōǊŜŀǎǘ ŀ ǘŀƭŜ ƻŦ ǎƻǊǊƻǿέΤ ǘƘŜ linguistic expression indicates another negative 

ƳŜƴǘŀƭ ǎǘŀǘŜ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΦ IŜ ƛƴǾƻƪŜǎ ƘƻǇŜ ǘƻ ŎƻƳŦƻǊǘ ƘƛƳ ǿƘŜƴ ΨŦŀǘŜΩ ǘŜƭƭǎ Ƙƛǎ 

ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘ ŀ ǘŀƭŜ ƻŦ ǎƻǊǊƻǿΩ ŀōƻǳǘ his loved ones. ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

ǎǘŀǘŜ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ŀ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩΦ Lƴ this linguistic expression, the speaker 



 

175 
 

ǳǎŜǎ ǘǿƻ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴǎΦ Lƴ ǘƘŜ ŦƛǊǎǘ ƻƴŜΣ ǘƘŜ ŀōǎǘǊŀŎǘ ŎƻƴŎŜǇǘ ΨŦŀǘŜΩ ƛǎ ǇŜǊǎƻƴƛŦƛŜŘ 

ŀǎ ŀ ǎǘƻǊȅ ǘŜƭƭŜǊ ǿƘƻ ǘŜƭƭǎ ŀ ΨǘŀƭŜ ƻŦ ǎƻǊǊƻǿΩΦ Lƴ ǘƘŜ ǎŜŎƻƴŘ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴΣ ǘƘŜ 

ǎǇŜŀƪŜǊ ǇŜǊǎƻƴƛŦƛŜǎ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ŀǎ ŀ Ǉŀǎsive agent who listens to that tale. The 

speaker conceptualizes his negative mood in terms of a state of fear ς which is 

already a negative mental state ς ǘƘŀǘ Ŧƛƭƭǎ ǳǇ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ōǊŜŀǎǘΦ The noun phrase 

ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ǎƛƎƴŀƭǎ ǘƘŜ ǳǎŜ ƻŦ a container metaphor; the breast is represented as 

a container and fear is the emotion that fills it up (Kövecses, 2000: 23). Through 

cross-domain mapping, some conceptual structures are mapped from the domain of 

ŎƻƴǘŀƛƴŜǊ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ōƻŘȅ ǇŀǊǘ ΨōǊŜŀǎǘΩΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ΨōǊŜŀǎǘΩ ƛǎ ŘŜǇƛŎǘŜŘ 

as a container in which the emotion of fear is located. Reification is used to add a 

sense of concreteness to the abstract phenomenon of fear. Reification is already 

discussed in section 2.2.2 on page (64). As a result of the process of reification, 

some selected conceptual structures are mapped from the domain of material onto 

the domain of abstract emotion. Through conceptual mapping fear is viewed here in 

a more concrete way; a substance or a concrete material in a container. It is also 

ǇƻǎǎƛōƭŜ ǘƻ ǎŜŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ƛƴ ǘŜǊƳǎ ƻŦ ŀ 

physiological effect of the emotion of fear itself. For example, some emotions are 

believed to cause change in heart rate, or a feeling of physical discomfort or 

difficulty in breathing (Barcelona, 2003: 258). ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ǎǘŀǘŜ ƻŦ ŦŜŀǊ Ƙŀǎ 

ōŜŎƻƳŜ ŎƘǊƻƴƛŎ ŀƴŘ ŀŦŦŜŎǘǎ Ƙƛǎ ƛƳŀƎƛƴŀǘƛƻƴΦ IŜ ƭŀǘŜǊ ŘŜǎŎǊƛōŜǎ ƛǘ ŀǎ ŀ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ 

which will be discussed in extract (6).  

There is another important cross-domain mapping that explains how the 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ Ŧed and supplied with negativity: it is only 

nourished with bad news and unhappy tales. This mapping is performed between 
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ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻŦ ǾŜǊōŀƭ ŀŎǘƛǾƛǘȅ ΨǘŜƭƭΩ ŀƴŘ ƳŀǇǇŜŘ ƻnto the target domain of 

ǎǳǇŜǊƴŀǘǳǊŀƭ ǇƻǿŜǊ ΨŦŀǘŜΩ. According to this mapping, ΨfateΩ is conceptualized as the 

active agent who performs the action of providƛƴƎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ǿƛǘƘ 

tales of sorrow. Although ǘƘŜ ŎŀǳǎŜ ƻŦ ŦŜŀǊ ŎƻǳƭŘ ōŜ ƛƴǘŜǊƴŀƭ ŀƴŘ ǎƛǘǳŀǘŜŘ ƛƴ ƻƴŜΩǎ 

self, in this expression, fear is conceptualized as an external factor that goes into a 

person from outside (Kövecses, 2012: 81). It is not an internal factor that causes the 

ǎǇŜŀƪŜǊΩǎ ŦŜŀǊΤ ƛǘ ƛǎ the destiny of those people he cares about that generates this 

negative mental state. The Ƴŀƛƴ ŎŀǳǎŜ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ state of fear is the tale of 

sorrow about his relatives which is told to him by fate. The cross-domain mapping 

allows us to see the speakeǊΩǎ ƴŜƎŀǘƛǾŜ ƳƻƻŘ ŀǎ ŀƴ Ŝƴǘƛǘȅ ǘƘŀǘ Ŏŀƴ ŎŀǳǎŜ ƘƛƳ 

physical or mental suffering. Once again, extract (5) is similar to extracts (1), (2), (3) 

and (4) where the negative mental states are acting upon the speaker. Here, in 

extract (5), the negative mental state is conceptualized as causing a physical effect 

ƻƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ōƻŘȅ ǇŀǊǘ ΨōǊŜŀǎǘΩΦ ¢ƘŜ larger cross-domain mappings that have 

been performed by the speaker here have been those of THE BODY IS A CONTAINER, 

EMOTIONS ARE PHYSICAL ENTITIES, and EMOTIONS ARE SUBSTANCES (Dirven and 

Pörings, 2003: 18). The cross-domain mapping of this extract is multiple and 

involves mapping across multiple source and target domains.  

Lƴ ŜȄǘǊŀŎǘ όсύ άh ōǊƛƎƘǘ-ŜȅŜŘ IƻǇŜΣ Ƴȅ ƳƻǊōƛŘ ŦŀƴŎȅ ŎƘŜŜǊέΣ ǘhe speaker 

ǇǊŀȅǎ ǘƻ ƘƻǇŜ ǘƻ ΨŎƘŜŜǊΩ ǳǇ Ƙƛǎ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ. ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ ƛǎ ŀ 

ƳŜǘŀǇƘƻǊƛŎŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ Lǘ ƛǎ ƛƴŘƛǊŜŎǘƭȅ 

used here and contains two concepts that designate indirect usage: the adjective 

ΨƳƻǊōƛŘΩ ŀƴŘ ǘƘŜ ƴƻǳƴ ΨŦŀƴŎȅΩΦ .ȅ ΨŦŀƴŎȅΩΣ ƛǘ ƛǎ ƳŜŀƴǘ άǘƘŜ ǇǊƻŎŜǎǎΣ ŀƴŘ ǘƘŜ ŦŀŎǳƭǘȅΣ 

of forming mental representations of things not present to the senses; chiefly 
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applied to the so-called creative or productive imagination, which frames images of 

ƻōƧŜŎǘǎΣ ŜǾŜƴǘǎΣ ƻǊ ŎƻƴŘƛǘƛƻƴǎ ǘƘŀǘ ƘŀǾŜ ƴƻǘ ƻŎŎǳǊǊŜŘ ƛƴ ŀŎǘǳŀƭ ŜȄǇŜǊƛŜƴŎŜέ (Oxford 

English Dictionary, 2018). ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ ŀƭǎƻ Ŏƻƴǘŀƛƴǎ semantic 

complexƛǘȅ ǿƘƛŎƘ ƛǎ ƎŜƴŜǊŀǘŜŘ ōȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƳƻǊōƛŘΩ as a separate source 

domain. It is possible to argue that this noun phrase results from a cross-domain 

mapping in which the speaker maps some conceptual structures from the domain of 

morbidity and applies thŜƳ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǘƘŜ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨŦŀƴŎȅΩ. 

[ƛǘŜǊŀƭƭȅΣ ǘƘŜ ŎƻƴŎŜǇǘ ŜǾƻƪŜŘ ōȅ ǘƘŜ ǿƻǊŘ ΨƳƻǊōƛŘΩ ŀǇǇƭƛŜǎ ǘƻ ŀ ǇƘȅǎƛŎŀƭ Ŝƴǘƛǘȅ 

όǇƘȅǎƛŎŀƭ ƛƭƭƴŜǎǎύΣ ōǳǘ ƘŜǊŜ ƛǘ ƛǎ ŀǇǇƭƛŜŘ ǘƻ ŀƴ ŀōǎǘǊŀŎǘ ŘƻƳŀƛƴ ƻŦ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨŦŀƴŎȅΩΦ 

!ƭǘƘƻǳƎƘ ΨŦŀƴŎȅΩ ƛǎ ŀ ŘƛŦŦŜǊŜƴǘ kind of entity from a biological entity, the separate 

domains can share some structures through the process of cross-domain mapping. 

CƻǊ ŜȄŀƳǇƭŜΣ ŎƻƴŎŜǇǘǳŀƭ ƳŀǇǇƛƴƎ ŀƭƭƻǿǎ ǳǎ ǘƻ ǎŜŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŦŀƴŎȅ ƛƴ ŀ ƳƻǊŜ 

tangible way; it is like a physical body part or a living organism susceptible to 

diseases; it can suffer a state of illness or be diseased. The ŜȄǇǊŜǎǎƛƻƴ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ 

ƛǎ ǎƛƳƛƭŀǊ ǘƻ ƻǘƘŜǊ ŜȄǇǊŜǎǎƛƻƴǎ ŘƛǎŎǳǎǎŜŘ ƛƴ ǇǊŜǾƛƻǳǎ ŜȄǘǊŀŎǘǎ ǎǳŎƘ ŀǎ ΨƘŀǘŜŦǳƭ 

ǘƘƻǳƎƘǘǎΩ ƛƴ ŜȄǘǊŀŎǘ όмύΣ ΨǎŀŘ ŘŜǎǇƻƴŘŜƴŎȅΩ ƛƴ Ŝxtract (2), ΨŦƛŜƴŘ ŘŜǎǇƻƴŘŜƴŎŜΩ ƛƴ 

extract (3), ΨŎŀǊŜƭŜǎǎ ƘŜŀǊǘΩ ƛƴ ŜȄǘǊŀŎǘ όпύΣ ŀƴŘ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ƛƴ ŜȄǘǊŀŎǘ όрύ. In terms 

of valence, morbidity has a negative valence and it is always associated with 

ƴŜƎŀǘƛǾƛǘȅΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ ƛǎ ƳŜŀƴǘ ƘŜǊŜ ǘƻ ǇǊƻǾƛŘŜ ŀ ŦƛŎǘƛǾŜ 

ŎƻƳǇŀǊƛǎƻƴ ǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ ¢ƘŜ ŎƻƳǇŀǊƛǎƻƴ ƛƴǾƻƭǾŜǎ ŀ 

cross-domain mapping performed by the speaker between the source domain of 

ΨƳƻǊōƛŘ ŦŀƴŎȅΩ ŀƴŘ ǘƘŜ ǘŀǊget domain of negative mental state. The metaphor 

ǊŜǇǊŜǎŜƴǘǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƳƻƻŘ in terms of illness: ΨƳƻǊōƛŘƛǘȅΩΦ The cross-domain 

mapping occurs between the source domain provoked by the concept of morbid 
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and the target domain of negative mental state. ThŜ ǿƻǊŘ ΨƳƻǊōƛŘΩ ƛƴǾƻƭǾŜǎ ŀ 

mapping of the domain of pathology onto the domain of negative mental state. By 

the virtue of cross-domain mapping, the deterioration of physical health in the 

domain of morbidity corresponds to the deterioration in mental state. The effect of 

ǘƘƛǎ ƳŀǇǇƛƴƎ ƛǎ ǘƻ ŀǘǘǊƛōǳǘŜ ŀ ǎŜƴǎŜ ƻŦ ǎƛŎƪƴŜǎǎ ƻǊ ŘƛǎŜŀǎŜ ǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ 

mood. The other cross-ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛǎ ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ƛƴǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨŎƘŜŜǊΩΦ 

Fancy is conceptualized as a sick person who is required to be cheered up. Through 

personification the speaker attributes personal traits to the abstract state of fancy. 

¢Ƙƛǎ ǎǘŀǘŜ ƻŦ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ Ŏŀƴ ōŜ ƭƛƴƪŜŘ ǿƛǘƘ ǎƛƳƛƭŀǊ ǎǘŀǘŜǎ ƭƛƪŜ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ 

ƛƴ ŜȄǘǊŀŎǘ όмύ ŀƴŘ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ǿƘƛŎƘ ǿƛƭƭ ōŜ ŘƛǎŎǳǎǎŜŘ ƛƴ ŜȄǘǊŀŎǘ όфύΦ Lt can be 

ŀǎǎǳƳŜŘ ǘƘŀǘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ŀƴŘ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ŀǊŜ ŎŀǳǎŜŘ ōȅ Ƙƛǎ 

morbid fancy. !ǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘŜǎŜ ƳŀǇǇƛƴƎǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ negative mental state is 

conceptualized in terms of a pathological state of illness which requires care and 

healing. The mappings which are performed by the speaker ƛƴ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ Ψmy 

ƳƻǊōƛŘ ŦŀƴŎȅ ŎƘŜŜǊΩ are quite conventional as they involve similar mappings to the 

conceptual metaphor SADNESS IS AN ILLNESS (Kövecses, 2000: 25). The analysis 

identifies multiple cross-domain mapping in this extract; it involves mapping 

correspondences from various conceptual source domains. 

Extract (7) ά{ƘƻǳƭŘ ŜΩŜǊ ǳƴƘŀǇǇȅ ƭƻǾŜ Ƴȅ ōƻǎƻƳ Ǉŀƛƴέ Ƙŀǎ ŀ linguistic 

expression that suggests another negative mental state experienced by the poetic 

ǾƻƛŎŜΦ ¢ƘŜ ǎǇŜŀƪŜǊ ōŜǎŜŜŎƘŜǎ ƘƻǇŜ ǘƻ ǎƻƻǘƘ ǘƘŜ ΨǇŀƛƴΩ ǿƘƛŎƘ ƛǎ ŎŀǳǎŜŘ ōȅ Ƙƛǎ 

ΨǳƴƘŀǇǇȅ ƭƻǾŜΩΦ The expression in this extract can be linked to similar expressions in 

previous extracts where the negative mental states are depicted as acting on the 

speaker. ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛȊŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ŀ 
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ǇƘȅǎƛŎŀƭ ǎŜƴǎŀǘƛƻƴ ƻŦ ǇŀƛƴΦ ¢ƘŜ Ǉŀƛƴ ƛƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ bosom is not physical; it is 

emotional. The ƴƻǳƴ ǇƘǊŀǎŜ ΨǳƴƘŀǇǇȅ ƭƻǾŜΩ Ŏŀƴ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀǎ ŀ ƳŜǘŀǇƘƻǊƛŎŀƭ 

ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴŀƭ ƻǊ ƳŜƴǘŀƭ ǎǘŀǘŜΦ !ƭǘƘƻǳƎƘ ƭƻǾŜ ƛǎ 

a positive mental state which can cause happiness, the concept provoked by the 

ƴƻǳƴ ǇƘǊŀǎŜ ΨǳƴƘŀǇǇȅ ƭƻǾŜΩ ƛǎ Ƴŀƛƴƭȅ ƴŜƎŀǘƛǾŜΦ ¢ƘŜ ŀŘƧŜŎǘƛǾŜ ΨǳƴƘŀǇǇȅΩ ŀŘŘǎ ŀ 

negative valence to the positive experience of love. Through conceptual mapping, 

the positive experience of love is provided with conceptual structures such as sad 

ŀƴŘ ƳƛǎŜǊŀōƭŜ ƳŀǇǇŜŘ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ΨǳƴƘŀǇǇȅΩ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ the 

ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ƻŦ ΨƭƻǾŜΩΦ ¢ƘŜ ƻǘƘŜǊ ŎǊƻǎǎ-domain mapping is activated by the 

ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǇŀƛƴΩ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ΨǳƴƘŀǇǇȅ ƭƻǾŜΩ ƛǎ ǘǊŀƴǎŦƻǊƳŜŘ 

from an emotional experience into a more concrete and bodily experience of a 

ǇƘȅǎƛŎŀƭ ǎŜƴǎŀǘƛƻƴ ǘƘŀǘ ǘŀǊƎŜǘǎ Ƙƛǎ ōƻǎƻƳΦ ¢ƘŜ ǾŜǊō ΨǇŀƛƴΩ ŀƭǎƻ Ƙŀǎ ŀ ƴŜƎŀǘƛǾŜ 

valence and it is always connected with bad experiences; it evokes a negative 

physical sensation. The mapping in this expression occurs between the source 

domaƛƴ ƻŦ ǇƘȅǎƛŎŀƭ ǎŜƴǎŀǘƛƻƴ ΨǇŀƛƴΩ ŀƴŘ ǘƘŜ ǘŀǊƎŜǘ ŘƻƳŀƛƴ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ 

ΨǳƴƘŀǇǇȅ ƭƻǾŜΩΦ ¢ƘŜ ǎǇŜŀƪŜǊ ǇƛŎƪǎ ǳǇ ǎƻƳŜ ǎǘǊǳŎǘǳǊŜǎ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ Ǉŀƛƴ ǎǳŎƘ 

as causing physical sensation and carries them onto the domain of negative mental 

state. This mapping includes correspondences between the properties of the 

ǇƘȅǎƛŎŀƭ Ǉŀƛƴ ŀƴŘ ǘƘŜ ǇǊƻǇŜǊǘƛŜǎ ƻŦ ƳŜƴǘŀƭ ǇŀƛƴΦ ¢ƘŜ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨǳƴƘŀǇǇȅ 

ƭƻǾŜΩ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ŀ ǇƘȅǎƛŎŀƭ ŦƻǊŎŜ ǘƘŀǘ ŎŀǳǎŜǎ ǘƘŜ ǇƘȅǎƛŎŀƭ ǎŜƴǎŀǘƛƻƴ ƻŦ Ǉŀƛƴ ƛƴ 

ǘƘŜ ǎǇŜŀƪŜǊΩǎ ōƻǎƻƳΦ The cross-domain mappings that have been performed by the 

speaker here have been those of EMOTIONAL EFFECT IS PHYSICAL CONTACT (Lakoff 

and Johnson, 1980: 50), and SAD IS OPPONENT (Kövecses, 2000: 26). The speaker 

ŎƻƴŎŜǇǘǳŀƭƛȊŜǎ ǘƘŜ ƴƻƴǇƘȅǎƛŎŀƭ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ǇƘȅǎƛŎŀƭΣ ƻǊ ƛƴ [ŀƪƻŦŦƛŀƴ ǿƻǊŘǎ άǘƘŜ 
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ƭŜǎǎ ŎƭŜŀǊƭȅ ŘŜƭƛƴŜŀǘŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ǘƘŜ ƳƻǊŜ ŎƭŜŀǊƭȅ ŘŜƭƛƴŜŀǘŜŘέ ό[ŀƪƻŦŦ ŀƴŘ WƻƘƴǎƻƴΣ 

1980: 59). The ǎǇŜŀƪŜǊΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ΨǳƴƘŀǇǇȅ ƭƻǾŜΩ ƛǎ ǇƘȅǎƛŎŀƭƭȅ ǊŜŀƭƛȊed through 

the use of cross-domain mapping. Extract (7) exhibits multiple cross-domain 

mapping; it involves mapping structures from multiple source domains onto more 

than one target domain. 

Lƴ ŜȄǘǊŀŎǘ όуύ ά!ƴŘ ŀǎΣ ƛƴ ǎǇŀǊƪƭƛƴƎ ƳŀƧŜǎǘȅΣ ŀ ǎǘŀǊκ DƛƭŘǎ ǘƘŜ ōǊight summit of 

some ƎƭƻƻƳȅ ŎƭƻǳŘέΣ ǿe encounter another representation of negative mental 

state in this linguistic expression. The speaker, hypothetically, invokes hope to act as 

ŀ ǎǘŀǊ ǘƘŀǘ ōǊƛƎƘǘŜƴǎ ǘƘŜ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ǿƘƛŎƘ ŘŀǊƪŜƴǎ ǘƘŜ ƘƻǊƛȊƻƴΦ In this extract, 

ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛȊŜŘ ŀǎ ŀ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ǿƘƛŎƘ 

ōƭŀŎƪŜƴǎ ŀƴŘ ŘƛƳǎ Ƙƛǎ ƛƴǘŜǊƴŀƭ ƭŀƴŘǎŎŀǇŜΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ƛǎ 

another interesting example of the semantic complexity which is related to 

adjective modifiers. It is possible to argue that there are two separate source 

ŘƻƳŀƛƴǎ ƛƴ ǘƘƛǎ ƴƻǳƴ ǇƘǊŀǎŜΥ ƻƴŜ ƛǎ ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƎƭƻƻƳȅΩ ŀƴŘ ǘƘŜ 

ƻǘƘŜǊ ōȅ ǘƘŜ ƴƻǳƴ ΨŎƭƻǳŘΩΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ contains semantic 

complexity that relates to noun-adjective combination. It can be seen as a result of 

a cross-domain mapping between the domain of gloom and the domain of cloud. 

Some structures such as darkness and blackness from the source domain of gloom 

are mapped onto the domain of cloud. The noǳƴ ǇƘǊŀǎŜ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ƛǎ ŀ 

ƳŜǘŀǇƘƻǊƛŎŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ state. Although the 

ǘǿƻ ŘƻƳŀƛƴǎ ΨƎƭƻƻƳȅΩ ŀƴŘ ΨŎƭƻǳŘΩ ŀǇǇŜŀǊ ǘƻ ōŜ separate, both of them can provide 

a sense of darkness to the target domain of negative mental state. For example, the 

ǎǇŜŀƪŜǊ ƳŀǇǎ ŎƻƴŎŜǇǘǳŀƭ ǎǘǊǳŎǘǳǊŜǎ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ŘŀǊƪƴŜǎǎ ΨƎƭƻƻƳΩ ƻƴǘƻ ǘƘŜ 

ŘƻƳŀƛƴ ƻŦ Ƙƛǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ !ǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘƛǎ ƳŀǇǇƛƴƎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 
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negative mental state corresponds to a state of darkness that makes him unable to 

see. A similar conceptual structure such as a sense of darkening or causing darkness 

can be mapped from the domain of cloud onto his negative mental state. As a result 

ƻŦ ǘƘƛǎ ƳŀǇǇƛƴƎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ŀ ǘƘƛŎƪ ŎƭƻǳŘ 

ǿƘƛŎƘ ǇǊŜǾŜƴǘǎ ƭƛƎƘǘ ŀƴŘ ŘŀǊƪŜƴǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƴƴŜǊ ƭƛŦŜΦ ¢ƘŜ ǎǇŜŀƪŜǊ selectively 

applies the negative concept of the cloud onto his negative mental state. Although 

the concept of cloud can be positive ς like generating water for new life, or can be 

associated with positive emotions such as expressing happiness, as he is on cloud 

nine ς  it can also activate negative scenarios as in this expressƛƻƴ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩΦ 

¢ƘŜ ǇƻǎƛǘƛǾŜ ŀǎǇŜŎǘǎ ƻŦ ΨŎƭƻǳŘΩ ŀǊŜ ƴƻǘ ƳŀǇǇŜŘ ƛƴ ǘƘƛǎ ƳŜǘŀǇƘƻǊ ōŜŎŀǳǎŜ ΨƎƭƻƻƳȅΩ 

evokes correspondences with the negative aspects of cloud domain. When the 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ ŎƻƳǇŀǊŜŘ ǘƻ ŀ ŎƭƻǳŘΣ ǘƘŜ ŎƻǊǊŜǎǇƻƴŘŜƴŎŜǎ 

concentrate on what the two domains may share either in shape or function. As far 

as shŀǇŜ ƛǎ ŎƻƴŎŜǊƴŜŘΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ǎǘŀǘŜ ƛǎ ŘŜǇƛŎǘŜŘ ŀǎ ǘƘƛŎƪ ŀƴŘ ŘŜƴǎŜ ŀǎ 

ŀ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩΦ ¢ƘŜ ǘǿƻ ŎƻƳǇŀǊŜŘ ŘƻƳŀƛƴǎ Ƴŀȅ ŀƭǎƻ ǎƘŀǊŜ ǎƛƳƛƭŀǊ ŦǳƴŎǘƛƻƴΤ ŀǎ ŀ 

ŎƭƻǳŘ Ƴŀȅ ōƭƻŎƪ ƭƛƎƘǘΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ǎǘŀǘŜ ǇǊŜǾŜƴǘǎ ǇƻǎƛǘƛǾŜ ǘƘƻǳƎƘǘǎ ŀƴŘ 

darkens his internal landscape. These correspondences seem to have physical 

ƳƻǘƛǾŀǘƛƻƴΣ ŎƭƻǳŘǎ ƭƻƻƳ ƛƴ ǘƘŜ ǎƪȅ ǘƻ ǇǊŜǾŜƴǘ ƭƛƎƘǘ ŀƴŘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ 

mental states gather in his mind to prevent positive thoughts. It can be linked to the 

wider context of the whole poem where the speaker is seen as unable to see his 

way forward. His negative mental state prevents clear visions about his future life. 

9ŀǊƭƛŜǊ ƛƴ ǘƘƛǎ ǇƻŜƳΣ ƘŜ ƳŜƴǘƛƻƴǎ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩΣ ŀƴŘ ƭŀǘŜǊ ƘŜ ǘŀƭƪǎ ŀōƻǳǘ ΨŘŀǊƪ 

ǘƘƻǳƎƘǘǎΩΦ ¢ƘŜȅ Ŏŀƴ ōŜ ǎŜŜƴ ŀǎ ƭinguistic cues for this gloomy cloud. Therefore, the 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎƭƻǳŘǎ Ƙƛǎ Ǿƛǎƛƻƴ ŀōƻǳǘ ǘƘŜ Ŧǳǘǳre life and the 
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people he loves. The cross-domain mappings that have been performed by the 

speaker here have been those of SAD IS DARK (Kövecses, 2000: 25). The discussion 

in extract (8) identifies double mapping because there are two source domains ς 

gloomy and cloud ς provide frames and structures to the target domain. 

In eȄǘǊŀŎǘ όфύ ά{ƻΣ ǿƘŜƴ ŘŀǊƪ ǘƘƻǳƎƘǘǎ Ƴȅ ōƻŘƛƴƎ ǎǇƛǊƛǘ ǎƘǊƻǳŘέΣ ǘhe speaker 

ŀǇǇŜŀƭǎ ǘƻ ƘƻǇŜ ǘƻ ǎŀǾŜ ƘƛƳ ŦǊƻƳ ǘƘŜ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ǿƘƛŎƘ ŀǘǘŜƳǇǘ ǘƻ ΨǎƘǊƻǳŘΩ Ƙƛǎ 

ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩΦ ¢Ƙƛǎ ŜȄŀƳǇƭŜ ƭƻƻƪǎ ǾŜǊȅ ǎƛƳƛƭŀǊ ǘƻ ǘƘŜ ŜȄŀƳǇƭŜ ŘƛǎŎǳǎǎŜŘ ƛƴ ŜȄǘǊŀŎǘ όмύ 

ǿƘŜǊŜ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ǿŀǎ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǊŜǇǊŜǎŜƴǘŜŘ ŀǎ ΨƘŀǘŜŦǳƭ ǘƘoughtǎΩΦ 

¢ƘŜ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛƴ ǘƘƛǎ ŜȄŀƳǇƭŜ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ 

which act ŘŜƭƛōŜǊŀǘŜƭȅ ƻƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ spirit. This expression reminds us of other 

expressions earlier in the poem where abstract states are performing certain acts 

ƻƴ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜ ǎǳŎƘ ŀǎ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ ŀŎǘǎ ƻƴ Ƙƛǎ ΨǎƻǳƭΩ ƛƴ ŜȄǘǊŀŎǘ όмύΣ ΨǎŀŘ 

ŘŜǎǇƻƴŘŜƴŎȅΩ ŀŎǘǎ ƻƴ Ƙƛǎ ΨŎƘŜŜǊŦǳƭƴŜǎǎΩ ƛƴ ŜȄǘǊŀŎǘ όнύΣ ΨŘƛǎŀǇǇƻƛƴǘƳŜƴǘΩ ŀŎǘǎ ƻƴ Ƙƛǎ 

ΨŎŀǊŜƭŜǎǎ ƘŜŀǊǘΩ ƛƴ ŜȄǘǊŀŎǘ όпύΣ ΨŦŀǘŜΩ ŀŎǘǎ ƻƴ Ƙƛǎ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ƛƴ ŜȄǘǊŀŎǘ (5) and 

ΨǳƴƘŀǇǇȅ ƭƻǾŜΩ ŀŎǘǎ ƻƴ Ƙƛǎ ΨōƻǎƻƳΩ ƛƴ ŜȄǘǊŀŎǘ όтύ. Extract (9) involves a net of diverse 

mappings across separate domains. The first cross-domain mapping is activated by 

ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǎƘǊƻǳŘΩ ǿƘƛŎƘ ŜǾƻƪŜǎ ŀ ǇƘȅǎƛŎŀƭ ǎŎŜƴŀǊƛƻ ƛƴ ǿƘƛŎƘ ŀƴ ŀƎŜnt is 

seen as attempting to perform an ŀŎǘ ƻƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨǎǇƛǊƛǘΩΦ [ƛǘŜǊŀƭƭȅΣ ΨŘŀǊƪ 

ǘƘƻǳƎƘǘǎΩ Ŏŀƴƴƻǘ ǇŜǊŦƻǊƳ ǘƘŜ ŀŎǘ ƻŦ ǎƘǊƻǳŘƛƴƎΣ ŀƴŘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨǎǇƛǊƛǘΩ ƛǎ ƴƻǘ ŀ 

concrete object to be shrouded. With the use of reification, the abstract 

ǇƘŜƴƻƳŜƴƻƴ ΨǎǇƛǊƛǘΩ ƛǎ ƎƛǾŜƴ ŀ ŎƻƴŎǊŜǘŜ ǉǳŀƭƛǘȅΦ Moreover, the speaker uses two 

personifications in this extractΥ ƛƴ ǘƘŜ ŦƛǊǎǘΣ ǘƘŜ ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ 

is personified as the doer of the action ς ŀ ƘǳƳŀƴ ŀƎŜƴǘ ǎƘǊƻǳŘǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩΦ Lƴ ǘhe second personification, another abstract phenomenon ς the 
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ǎǇŜŀƪŜǊΩǎ ǎǇƛǊƛǘ ς is represented as the receiver of the act of shrouding. The 

metaphorical use of the verb results from the contrast between its basic meaning 

and the contextual meaning. The basƛŎ ƳŜŀƴƛƴƎ ƻŦ ǘƘŜ ǾŜǊō ΨǎƘǊƻǳŘΩ ƛǎ ƳƻǊŜ 

concrete than the contextual meaning, and relates to a physical action e.g., 

ǿǊŀǇǇƛƴƎ ƻǊ ŘǊŜǎǎƛƴƎ ŀ ōƻŘȅ ŦƻǊ ōǳǊƛŀƭΦ ¢ƘŜ ǾŜǊō ΨǎƘǊƻǳŘΩΣ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘΣ Ƙŀǎ ŀ 

negative valence and is associated with negativity. It evokes a physical sensation 

which allows the speaker to conceptualize his negative mental state in a more 

concrete way (Kövecses, 2000: 82). It activates a cross-domain mapping between 

the domain of death and the domain of negative mental states. According to this 

mapping, the experience of a negative mental state is compared to the experience 

ƻŦ ǇƘȅǎƛŎŀƭ ŘŜŀǘƘΦ ¢ƘŜ ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ ŘŜŀŘ ōƻŘȅ ŀƴŘ ǘƘŜ ΨŘŀǊƪ 

ǘƘƻǳƎƘǘǎΩ ŎƻǊǊŜǎǇƻƴŘ ǘƻ ǘƘŜ ƳƻǊǘƛŎƛŀƴΦ 

¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ƛǘǎŜƭŦ Ŏŀƴ ōŜ ǎeen as a result of a cross-

domain maǇǇƛƴƎΦ ¢ƘŜ ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ΨǘƘƻǳƎƘǘΩ Ŏŀƴƴƻǘ ōŜ ƭƛǘŜǊŀƭƭȅ dark; the 

ŜȄǇǊŜǎǎƛƻƴ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ƛǎ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅΦ ¢ƻ ŎǊŜŀǘŜ ǘƘƛǎ ŜȄǇǊŜǎǎƛƻƴΣ ǘhe 

ǎǇŜŀƪŜǊ ƳŀǇǎ ǎƻƳŜ ǎǘǊǳŎǘǳǊŜǎ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƭƛƎƘǘ ΨŘŀǊƪΩ ǘƻ ƳŀǇ ƛǘ ǘƻ ǘƘŜ 

ŘƻƳŀƛƴ ƻŦ ΨǘƘƻǳƎƘǘǎΩΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ǇǊƛƻǊ ƪƴƻǿƭŜŘƎŜ ƻŦ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƛƴŎƭǳŘŜǎ 

an association of dark with bad and bright with good. By associating the prior 

knowledge of the source domain with the target domain in this expression, we 

expect the action which is performed by ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ ǘƻ ōŜ 

negative in nature. The negative mental state in this expression is transformed from 

an experience into a physical acǘƛƻƴ ǇŜǊŦƻǊƳŜŘ ƻƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎǇƛǊƛǘΦ  

Lƴ ǎƛƳƛƭŀǊ ǾŜƛƴΣ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩ ŀƭǎƻ ǎǳƎƎŜǎǘǎ ƳŜǘŀǇƘƻǊƛŎŀƭ 

usage. Actually, this is another expression that creates semantic ambiguity. The 
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ǿƻǊŘ ΨōƻŘƛƴƎΩ could be interpreted as an adjective modifyiƴƎ ǘƘŜ ƴƻǳƴ ΨǎǇƛǊƛǘΩΦ Lƴ 

ǘƘƛǎ ŎŀǎŜΣ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨōƻŘƛƴƎ ǎǇƛǊƛǘΩ ǿƛƭƭ ōŜ ǎŜŜƴ ŀǎ containing semantic 

complexity that relates to adjective-noun combination. The other possible 

ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƛǎ ǘƘŜ ǳǎŜ ƻŦ ΨōƻŘƛƴƎΩ ŀǎ ŀ ǾŜǊō ǿƘŜǊŜ ǘƘŜ ƛƳƳŀǘŜǊƛŀƭ ŎƻƴŎŜǇǘ ƻf 

ΨǎǇƛǊƛǘΩ ƛǎ ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŀƴ ŀƎŜƴǘ ǿƘƻ ōƻdes or is boding. In both of these two cases, 

a cross-domain mapping occurs between two domains in which the speaker maps 

some conceptual structures such as anticipating evil to occur from the source 

ŘƻƳŀƛƴ ƻŦ ΨōƻŘƛƴƎΩ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƛƳƳŀǘŜǊƛŀƭ ōŜƛƴƎ ΨǎǇƛǊƛǘΩ. Literally, a spirit 

Ŏŀƴƴƻǘ ōŜ ōƻŘƛƴƎΦ !ǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘƛǎ ƳŀǇǇƛƴƎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎǇƛǊƛǘ ƛǎ ƎƛǾŜƴ ŀ ǎŜƴǎŜ ƻŦ 

ominousness. 

The cross-domain mappings that have been performed by the speaker in this 

linguistic expression ά{ƻΣ ǿƘŜƴ ŘŀǊƪ ǘƘƻǳƎƘǘǎ Ƴȅ ōƻŘƛƴƎ ǎǇƛǊƛǘ ǎƘǊƻǳŘέ have been 

those of SAD IS DARK (Kövecses, 2000: 25) and SAD IS OPPONENT (Kövecses, 2000: 

26). The mapping process in this extract is multiple and diverse because it involves 

mapping conceptual structures across various and multiple source and target 

domains. 

To sum up, all the linguistic expressions in the extracts above have 

conceptualized negative mental state differently. For example, extract (1) refers to a 

negative mental state as an action of wrapping a soul in gloom. In extract (2), a 

negative mental state is associated with two actions that frown and frighten the 

ǎǇŜŀƪŜǊΩǎ ƳǳǎƛƴƎǎ. In extract (3), a negative mental state is represented as a 

diabolical being which the speaker wants to keep away. In extract (4), a negative 

mental state is conceptualized as a parent hunter who also performs an action of 

ǎŜƛȊƛƴƎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŜŀǊǘΦ Lƴ ŜȄǘǊŀŎǘ όрύΣ a negative mental state is seen as a body 
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part full of fear. In extract (6), a negative mental state is depicted as a diseased 

imagination. In extract (7), a negative mental state is represented as a cause of 

ǇƘȅǎƛŎŀƭ Ǉŀƛƴ ƛƴ ǘƘŜ ōƻŘȅ ǇŀǊǘ ΨōƻǎƻƳΩ. In extract (8), a negative mental state is 

ŎƻƴŎŜǇǘǳŀƭƛȊŜŘ ŀǎ ŀ ƎƭƻƻƳȅ ŎƭƻǳŘ ǘƘŀǘ ŘŀǊƪŜƴǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƴƴŜǊ ƭŀƴŘǎŎŀǇŜΦ 

Finally, in extract (9), a negative mental state is represented as an action of 

shrouding a spirit. It can be noticed that in some of these examples, negative 

mental states are brought down from the level of an abstract experience into an 

action performed on an agent. For instance, in extracts (1), (2), (4), (5), (7), and (9) 

the experience of a negative mental state is compared to a physical action carried 

out by an agent to target the speaker. For example, a range of physical actions such 

ŀǎ ΨŜƴǿǊŀǇΩΣ ΨŦǊƻǿƴΩΣ ΨǎŜƛȊŜΩΣ ΨǘŜƭƭΩΣ ΨǇŀƛƴΩΣ ŀƴŘ ΨǎƘǊƻǳŘΩ ƘŀǾŜ ōŜŜƴ ǇŜǊŦƻǊƳŜŘ ƻƴ ǘƘŜ 

poetic voice by his negative mental states. The cross-domain mapping allows us to 

view these abstract experiences in a more concrete way through personification. In 

the other extracts, negative mental states are conceptualized in terms of other 

physical experiences. For example, in extract (3), they are compared to an evil 

creature. In extract (6), they are compared to a state of morbidity. In extract (8), 

they are conceptualized in terms of a cloud that prevents vision. This also allows 

seeing these abstract states in a tangible and concrete way via reification.  

Looking at these various representations across the whole poem, it can be 

ŀǎǎǳƳŜŘ ǘƘŀǘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩ in extract (1) ŀƴŘ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ in 

extract (9) ŀǊŜ ŎŀǳǎŜŘ ōȅ Ƙƛǎ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ in extract (6). On the other hand, the 

expression ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ in extract (9) can also be linked to a wider context across 

the entire poemΦ ¢ƘŜ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ŘŜǇǊƛǾŜǎ ƘƛƳ ƻŦ ƎƻƻŘ Ǿƛǎƛƻƴ ŀƴŘ ƘƛƴŘŜǊǎ 
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positive thoughts about the people he lovesΦ Lǘ ƴƻǳǊƛǎƘŜǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨƘŀǘŜŦǳƭ 

thoǳƎƘǘǎΩ ŀƴŘ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩ which can be seen as an echo for this Ψgloomy cloudΩΦ 

In the next section, I will precede with the other poem, ΨhŘŜ ǘƻ ŀ 

bƛƎƘǘƛƴƎŀƭŜΩ, to examine the process of cross-domain mapping and identify the 

source domains that help to construct the conceptualization of negative mental 

states. In chapter 3, I discussed the propositional analysis of the metaphorical 

expressions contained in this poem. My analysis in the following section will focus 

on the process of cross-domain mapping in them. 

4.3 Cross-domain Mapping in ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ 

YŜŀǘǎΩǎ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ also contains a considerable number of 

negative mental state metaphors. A list of these metaphorical expressions has 

already been identified in chapter 3 through my propositional analysis. A list of 

these metaphorical extracts is provided below for the sake of convenience. 

1. άMY heart aches, and a drowsy numbness pains  
my sense, as though of hemlock I had drunk,έ (l. 1-2) 

 
2. άWhere but to think is to be full of sorrow 

and leaden-eyed despairs,έ (l. 27-28) 
 

3. άThough the dull brain perplexes and retardsέ (l. 34) 

4. άBut, in embalmed darkness, guess each sweet 
Wherewith the seasonable month endowsέ (l. 43-44) 

 
5. άDarkling I listen; and, for many a time  

I have been half in love with easeful Death,έ (l.51-52) 
 

6. άThrough the sad heart of Ruth, when, sick for homeέ (l.66) 

7. άForlorn! the very word is like a bell 
To toll me back from thee to my sole self!έ (l. 71-72) 
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As I explained earlier in this chapter, I will discuss the process of cross-domain 

mapping in these extracts where the speaker represents his negative mental states 

metaphorically by comparing these states with other experiences drawn from 

different domains. 

L ǿƛƭƭ ǎǘŀǊǘ ǿƛǘƘ ŜȄǘǊŀŎǘ όмύ άaȅ ƘŜŀǊǘ ŀŎƘŜǎΣ ŀƴŘ ŀ ŘǊƻǿǎȅ ƴǳƳōƴŜǎǎ Ǉŀƛƴǎκ 

Ƴȅ ǎŜƴǎŜΣ ŀǎ ǘƘƻǳƎƘ ƻŦ ƘŜƳƭƻŎƪ L ƘŀŘ ŘǊǳƴƪέΦ ¢ƘŜ ǎǇŜŀƪŜǊ ƻǇŜƴǎ ǘƘŜ ǇƻŜƳ ǿƛǘƘ ŀ 

linguistic expression that contains a conceptualization of negative mental state. He 

describes his ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛƴ ǘŜǊƳǎ ƻŦ ŀ ǇŀǘƘƻƭƻƎƛŎŀƭ ǎǘŀǘŜ ƻŦ ΨŀŎƘŜΩ ŀƴŘ 

ΨǇŀƛƴΩΦ For example, ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ǾŜǊōǎ ΨŀŎƘŜΩ ŀƴŘ ΨǇŀƛƴΩ ǎƛƎƴŀƭ ǘƘŜ ǇǊŜǎŜƴŎŜ ƻŦ ǘƘŜ 

source domain of pathology where the speaker picks up some conceptual 

correspondences and carries them over to the target domain of negative mental 

state. To start with thŜ ŦƛǊǎǘ ŎƭŀǳǎŜ ƛƴ ǘƘƛǎ ŜȄǘǊŀŎǘ ΨƳȅ ƘŜŀǊǘ ŀŎƘŜǎΩ, it can be noticed 

that there is a cross-ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻŦ ΨŀŎƘŜΩ ƛǎ 

mapped onto the target domain of negative mental state. At this point in the poem 

ǘƘŜ ǎǇŜŀƪŜǊ ŘƻŜǎ ƴƻǘ ǊŜǾŜŀƭ ǿƘŀǘ ŎŀǳǎŜǎ ǘƘŜ ΨŀŎƘŜΩ ƛƴ Ƙƛǎ ƘŜŀǊǘΦ [ŀǘŜǊ ƛƴ ǘƘŜ ǇƻŜƳΣ 

the speaker discloses that the cause of this sensation is not physical in nature; it is 

emotional (O'Rourke, 1998: 13). Although heart ache could be a physical condition 

or a bodily experience that many people may experience in reality, in this context, it 

refers to an emotional state. The heart ache in this expression is a negative 

emotional state experienced by the speaker as he waǎ ƭƛǎǘŜƴƛƴƎ ǘƻ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ 

song, because it does not make sense for the speaker to feel a sort of physical pain 

in his heart just to hear a bird singing. Therefore, to represent this negative 

emotional state, the speaker maps some features such as difficulty in respiration, 

weak languid pulse, discomfort and tightness in the chest muscles (Goellnicht, 1984: 
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226) from the source domain of physical pain in the heart onto the target domain of 

negative mental state. The negative mental state ς in this expression ς is given 

some physical features borrowed from the source domain of heart ache so as to 

increase its intensity on the speaker. It is through conceptual mapping that the 

speaker could communicate the pain of this unfamiliar abstract state in terms of a 

more familiar physical pain that affects a bodily organ, the ΨƘŜŀǊǘΩΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ 

negative mental state is compared to the physical experience of having painful 

sensation in the heart. As a result of this cross-domain mapping, an analogy 

between two different domains is established. In other words, as a heart ache may 

ŎŀǳǎŜ ŀ ǇŀǘƛŜƴǘ ŘƛŦŦƛŎǳƭǘȅ ƛƴ ōǊŜŀǘƘƛƴƎ ŀƴŘ ǊŜŘǳŎŜǎ Ƙƛǎ ǇǳƭǎŜΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ 

mental state elicits similar symptoms in him.  

{ƛƳƛƭŀǊƭȅΣ ǘƘŜ ƻǘƘŜǊ ŎƭŀǳǎŜ ƛƴ ǘƘŜ ƻǇŜƴƛƴƎ ƭƛƴŜǎ άǘƘŜ ŘǊƻǿǎȅ ƴǳƳōƴŜǎǎ Ǉŀƛƴǎ 

Ƴȅ ǎŜƴǎŜέ ǘǊƛƎƎŜǊǎ ŀƴƻǘƘŜǊ ŀǎǎƻŎƛŀǘƛƻƴ ōŜǘǿŜŜƴ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŀƴŘ ǇƘȅǎƛŎŀƭ 

sensation. The cross-ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛǎ ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǇŀƛƴΩ ǿƘƛŎƘ 

denotes a physical suffering. The negative mental state is represented in terms of a 

ǇƘȅǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜΤ ŀ ƴǳƳōƴŜǎǎ ƛƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎŜƴǎŜΦ [ƛǘŜǊŀƭƭȅΣ ƴǳƳōƴŜǎǎ ŘƻŜǎ 

not target ŀ ǇŜǊǎƻƴΩǎ ŦŜŜƭƛƴƎǎ ΨǎŜƴǎŜΩΤ ƛǘ ƛǎ ŀ deprivation of physical sensation that 

can happen in any part of the body. Through conceptual mapping, the speaker 

ascribes some physical attributions onto the abstract experience of negative mental 

state. He maps some conceptual structures such as unresponsiveness and inhibition 

of movement from the domain of physical sensation onto the domain of negative 

ƳŜƴǘŀƭ ǎǘŀǘŜΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ ǇƘȅǎƛŎŀƭ 

experience of numbness; the latter targets physical parts of the body and causes 
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loss of sensation and the former targets the speaƪŜǊΩǎ ǎŜƴǎŜǎ ŀƴŘ ŎŀǳǎŜǎ ŜƳƻǘƛƻƴŀƭ 

unresponsiveness. 

¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩ Ŏƻƴǘŀƛƴǎ ŀ ǎŜƳŀƴǘƛŎ ŎƻƳǇƭŜȄƛǘȅΦ Lǘ ŀƭǎƻ 

can be viewed as a result of the cross-domain mapping process. As it was explained 

in chapter 3 of the propositional analysis, the ƴƻǳƴ ǇƘǊŀǎŜ ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩ 

Ŏƻƴǘŀƛƴǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǳǎŜŘ ǿƻǊŘǎΥ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŘǊƻǿǎȅΩ ǿƘƛŎƘ ŀŎǘǎ ŀǎ ŀ 

ƳƻŘƛŦƛŜǊ ŦƻǊ ǘƘŜ ƘŜŀŘ ƴƻǳƴ ΨƴǳƳōƴŜǎǎΩ ǿƘƛŎƘ ƛǎ ŀƭǎƻ ǳǎŜŘ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ. For 

ŜȄŀƳǇƭŜΣ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŘǊƻǿǎȅΩ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƭŜǘƘŀǊƎȅ ŀƴŘ the noun 

ΨƴǳƳōƴŜǎǎΩ ǊŜƭŀǘŜǎ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǇƘȅǎƛŎŀƭ ǎŜƴǎŀǘƛƻƴ. Literally, numbness cannot 

ōŜ ŘǊƻǿǎȅΣ ŀƴŘ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŘǊƻǿǎȅΩ ŘƻŜǎ ƴƻǘ ǘȅǇƛŎŀƭƭȅ ŀǇǇƭȅ ǘƻ ǘƘŜ ǎǘŀǘŜ ƻŦ 

numbness. The speaker maps some conceptual structures from the domain of 

drowsiness onto the domain of numbness. ¢ƘŜǊŜŦƻǊŜΣ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŘǊƻǿǎȅ 

ƴǳƳōƴŜǎǎΩ ƛǎ ƳŜǘŀǇƘƻǊƛŎŀƭly used and ǎǘŀƴŘǎ ŦƻǊ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

state. It activates a scenario in which ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ acts upon 

him and causes him pain in the sense. Through this metaphor, the poetic voice 

maps some conceptual correspondences such as physical weakness and lack of 

energy ŦǊƻƳ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻŦ ƭŜǘƘŀǊƎȅ ΨŘǊƻǿǎȅΩ ƻƴǘƻ ǘƘŜ ǘŀǊƎŜǘ ŘƻƳŀƛƴ ƻŦ 

negative mental state. After activating the mapping prƻŎŜǎǎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ 

mental state is given a sense of drowsiness. As the drowsiness causes a decrease in 

ǇƘȅǎƛŎŀƭ ŀŎǘƛǾƛǘȅΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎŀǳǎŜǎ ŀ ŘŜŎǊŜŀǎŜ ƛƴ ǘƘŜ 

faculties by which the speaker responds to external stimuli. He also maps some 

conceptual structures such as deprivation of sensation and feeling from the domain 

ƻŦ ǇƘȅǎƛŎŀƭ ǎŜƴǎŀǘƛƻƴ ΨƴǳƳōƴŜǎǎΩ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ŀōǎǘǊŀŎǘ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ 

.ȅ ŀŎǘƛǾŀǘƛƴƎ ǘƘƛǎ ƳŀǇǇƛƴƎΣ ǘƘŜ ǎǇŜŀƪŜǊΩs negative mental state acquires new 
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properties. As numbness decreases the physical sensation, negative mental state 

ŘŜŎǊŜŀǎŜǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŀǿŀǊŜƴŜǎǎ ŀƴŘ ŎƻƴǎŎƛƻǳǎƴŜǎǎΦ ¢ƘŜ ƭƛƴƎǳƛǎǘƛŎ ŜȄǇǊŜǎǎƛƻƴ ΨƳȅ 

ƘŜŀǊǘ ŀŎƘŜǎ ŀƴŘ ǘƘŜ ŘǊƻǿǎȅ ƴǳƳōƴŜǎǎ Ǉŀƛƴǎ Ƴȅ ǎŜƴǎŜΩ Ŏŀƴ ōŜ ǎŜŜƴ ŀǎ ŀ ƭƛƴƎǳƛǎǘƛŎ 

realization of the conceptual metaphors of EMOTION IS A PHYSICAL SENSATION 

(Kövecses, 2000: 133); and EMOTION IS AN ILLNESS (Kövecses, 2000: 38). The effect 

of this conceptual mapping is to increase the sort of pain experienced by the 

speaker as a result of his abstract negative mental state. The correspondences in 

this mapping are those of impediments; as the numbness prevents physical 

ǎŜƴǎŀǘƛƻƴΣ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƘƛƴŘŜǊǎ ǇƻǎƛǘƛǾŜ ǘƘƻǳƎƘǘǎ ƛƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƳƛƴŘΦ  

It is also worth noting that the metaphorical comparison extends across the 

ƴŜȄǘ ƭƛƴŜ Ψaǎ ǘƘƻǳƎƘ ƻŦ ƘŜƳƭƻŎƪ L ƘŀŘ ŘǊǳƴƪΩ. By the use of simile, the experience of 

ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩ ƛǎ ŎƻƳǇŀǊŜŘ ǘƻ ŀ ǇƘȅǎƛŎŀƭ ǎŎŜƴŀǊƛƻ ƻŦ ŘǊƛƴƪƛƴƎ ΨƘŜƳƭƻŎƪΩΦ ¢ƘŜ 

ǎǇŜŀƪŜǊ ŘǊŀǿǎ ŀ ŎƻƳǇŀǊƛǎƻƴ ōŜǘǿŜŜƴ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩ ŀƴŘ ǘƘŜ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘŀƪƛƴƎ ŀ Ǉƻƛǎƻƴƻǳǎ ŘǊƛƴƪ ΨƘŜƳƭƻŎƪΩΦ ¢Ƙrough cross-domain mapping, 

the experience of negative mental state acquires new structures which are mapped 

ŦǊƻƳ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻŦ Ǉƻƛǎƻƴ ΨƘŜƳƭƻŎƪΩΦ ¢ƘŜ ǎǇŜŀƪŜǊ ǇƛŎƪǎ ǳǇ ǎŜƭŜŎǘŜŘ 

structures such as the property of a toxic substance or narcotic drug from this 

domain and maps them onto the domain of negative mental state. His negative 

mood is conceptualized in terms of this poisonous herb; as drinking hemlock may 

cause the speaker a physical weakness or death, his negative mental state can 

deaden his psychological and emotional life. The linguistic expression άas though of 

hemlock I ƘŀŘ ŘǊǳƴƪέ is a realization of the conceptual metaphor of SAD IS POISON 

(Gyori, 1988: 116). The analysis in this extract shows that the metaphor works on 

multiple levels. The cross-domain mapping is diverse and involves mapping multiple 
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correspondences from multiple source domains such as: ache, pain, drowsy, 

numbness and hemlock. 

In extract (2), the expression ά²ƘŜǊŜ ōǳǘ ǘƻ ǘƘƛƴƪ ƛǎ ǘƻ ōŜ Ŧǳƭƭ ƻŦ ǎƻǊǊƻǿ ŀƴŘ 

leaden-ŜȅŜŘ ŘŜǎǇŀƛǊǎέ denotes another representation of a negative mental state. It 

implies that ŀƴȅ ƪƛƴŘ ƻŦ ǘƘƛƴƪƛƴƎ ƛƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǿƻǊƭŘ ƭŜŀŘǎ ƻƴƭȅ ǘƻ ŘŜǇǊŜǎǎƛƴƎ 

thoughts. There are no thoughts that bring joy and tranquility to the speaker. The 

act of thinking becomes ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƎǊŜŀǘ problem; he talks about sad and 

ΨŘŜǎǇŀƛǊƛƴƎΩ thoughts that fill his head and make his eyelid like lead weights. There 

are two conceptualizations of negative mental state evoked by this linguistic 

expression. In the beginning, negative mental state is conceptualized as a substance 

ǘƘŀǘ ƛǎ ŎƻƴǘŀƛƴŜŘ ƛƴ ŀ ŎƻƴǘŀƛƴŜǊ ΨŦǳƭƭ ƻŦ ǎƻǊǊƻǿΩΦ ¢ƘŜ ŎǊƻǎǎ ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƘŜǊŜ ƛǎ 

performed between the source domain of container and the target domain of 

ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ Ψ{ƻǊǊƻǿΩ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ŀ ǎǳōǎǘŀƴŎŜ ŀƴŘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ōƻŘȅ 

corresponds to a container that is filled with it. Through reification, the speaker 

materializes the abstract concept of sorrow; it is conceptualized in terms of a more 

concrete object. This linguistic expression is underpinned by the conceptual 

metaphors THE BODY IS A CONTAINER FOR EMOTIONS (Kövecses, 2005: 146), 

EMOTION IS A SUBSTANCE IN A CONTAINER (Kövecses, 2005: 65) and SADNESS IS A 

FLUID IN A CONTAINER (Kövecses, 2010: 25).  

The other cross-domain mapping is ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨƭŜŀŘŜƴ-

ŜȅŜŘ ŘŜǎǇŀƛǊǎΩΦ !ǎ it was shown in chapter 3, the expressƛƻƴ ΨƭŜŀŘŜƴ-ŜȅŜŘ ŘŜǎǇŀƛǊǎΩ 

is interesting because it contains a semantic complexity which relates to the 

ǎŜƳŀƴǘƛŎ ƛǘŜƳ ΨŘŜǎǇŀƛǊǎΩΦ Lǘ Ŏŀƴ ōŜ ƛƴǘŜǊǇǊŜǘŜŘ ŀǎ ŀ ǾŜǊō ǿƘŜǊŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

ΨƭŜŀŘŜƴ-ŜȅŜŘΩ ǇŜǊŦƻǊƳǎ ǘƘŜ ŀŎǘ ƻŦ ŘŜǎǇŀƛǊΦ Lǘ Ŏŀƴ ŀƭǎƻ ōŜ ƛƴǘŜǊǇǊeted as a noun 
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ǿƘŜǊŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǘƘƛƴƪƛƴƎ ƳŀƪŜǎ ƘƛƳ Ŧǳƭƭ ƻŦ ǘǿƻ ƛǘŜƳǎΥ ƻƴŜ ƛǎ ΨǎƻǊǊƻǿΩ ŀƴŘ ǘƘŜ 

ƻǘƘŜǊ ƛǎ ΨƭŜŀŘŜƴ-ŜȅŜŘ ŘŜǎǇŀƛǊǎΩΦ [Ŝǘ ƳŜ ŜȄǇƭŀƛƴ ǘƘŜ ŦƛǊǎǘ ǇƻǎǎƛōƭŜ ǎŎŜƴŀǊƛƻ ƛƴ ǿƘƛŎƘ 

ǘƘŜ ǿƻǊŘ ΨŘŜǎǇŀƛǊǎΩ ƛǎ ǘŀƪŜƴ ŀǎ ǾŜǊōΦ ¢Ƙƛǎ ǿƻǳƭŘ ŀŎǘƛǾŀǘŜ ŀ ŎǊƻǎǎ ŘƻƳŀƛƴ Ƴapping in 

ǿƘƛŎƘ ǘƘŜ ΨƭŜŀŘŜƴ-ŜȅŜŘΩ ƛǎ ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŀƴ ŀƎŜƴǘ ŘŜǎǇŀƛǊƛƴƎ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ƭƛǾƛƴƎ ŀƴŘ 

ǘƘƛƴƪƛƴƎ ƛƴ ŀ ǿƻǊƭŘ ǿƘƛŎƘ ƛǎ ΨŦǳƭƭ ƻŦ ǎƻǊǊƻǿΩΦ Lƴ ǊŜŀƭƛǘȅΣ ΨƭŜŀŘŜƴ-ŜȅŜŘΩ ƛǎ ƴƻǘ ŀ ǇŜǊǎƻƴ 

to despair and lose hope; it is only after cross-domain mapping that it becomes 

possible to view it in this way. In the second possible interpretation, the word 

ΨŘŜǎǇŀƛǊǎΩ is ǘƘŜ ƘŜŀŘ ƴƻǳƴ ǿƘƛŎƘ ƛǎ ǇǊŜƳƻŘƛŦƛŜŘ ōȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƭŜŀŘŜƴ-ŜȅŜŘΩΦ ¢Ƙƛǎ 

will also activate a cross-domain mapping where the speaker personifies the 

abstract state of despair ŀǎ ŀ ǇŜǊǎƻƴ ǿƛǘƘ ΨƭŜŀŘŜƴΩ ŜȅŜǎ. In reality despairs do not 

have eyes; the speaker uses personification to attribute human features to this 

abstract phenomenon. Whether the semantic item ΨŘŜǎǇŀƛǊǎΩ ƛǎ used as a noun or a 

verb, in both cases there is a metaphorical cross-domain mapping occurring there in 

which some concepts of animacy are mapped from the source domain onto the 

spŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ  

!ƴƻǘƘŜǊ ǎƻǊǘ ƻŦ ǎŜƳŀƴǘƛŎ ŎƻƳǇƭŜȄƛǘȅ Ŏŀƴ ōŜ ŦƻǳƴŘ ƛƴ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƭŜŀŘŜƴ-

eyŜŘΩΦ ¢ƘŜǊŜ ŀǊŜ ǘǿƻ ǇƻǎǎƛōƭŜ ǎŎŜƴŀǊƛƻǎ ǘƘŀǘ Ŏŀƴ ōŜ ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ŎƻƴŎŜǇǘ ŜǾƻƪŜŘ 

ǘƘǊƻǳƎƘ ǘƘŜ ǿƻǊŘ ΨƭŜŀŘŜƴΩΦ CƻǊ ŜȄŀƳǇƭŜΣ ƛǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ŀǊƎǳŜ ǘƘŀǘ ŀ ŎǊƻǎǎ-domain 

ƳŀǇǇƛƴƎ Ŏŀƴ ōŜ ǇŜǊŦƻǊƳŜŘ ōŜǘǿŜŜƴ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ƻŦ ƳŜǘŀƭ ΨƭŜŀŘΩ ŀƴŘ ǘƘŜ 

target domain of ΨŜȅŜΩ. One possible explanation is to map features such as weight 

ŀƴŘ ƘŜŀǾƛƴŜǎǎ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ΨƭŜŀŘ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ōƻŘȅ ƻǊƎŀƴ ΨŜȅŜΩΦ !ǎ ŀ 

result of this mapping, ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŜȅŜ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛȊŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ŀ ǎƻƭƛŘ 

ƳŀǘŜǊƛŀƭ ΨƭŜŀŘΩΦ ¢ƘŜ ƛƳǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘƛǎ ŜȄǇǊŜǎǎƛƻƴ ǎǳƎƎŜǎǘǎ ǘƘŀǘ ǘƘŜ ƛƴǘŜƴǎƛǘȅ ƻŦ ǘƘŜ 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŎƻǊǊŜǎǇƻƴŘǎ ǘƻ ǘƘŜ ƘŜŀǾƛƴŜǎǎ ƻŦ ǘƘƛǎ ƳŀǘŜǊƛŀƭΦ !ǎ 
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ΨƭŜŀŘΩ ŀŘŘǎ ǿŜƛƎƘǘ ǘƻ ƻōƧŜŎǘǎΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ǿŜƛƎƘǎ ƘƛƳ ŘƻǿƴΦ 

The cross-domain mapping that has been performed by the speaker is SAD IS HEAVY 

(Kövecses, 2010: 101), SADNESS IS BURDEN and EMOTION IS BURDEN (Kövecses, 

2010: 108). Another possible interpretation is to map features such as dullness or 

greyness which are also ǇǊƻǇŜǊǘƛŜǎ ƻŦ ǘƘŜ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ΨƭŜŀŘΩ ƻƴto the domain of 

ōƻŘȅ ƻǊƎŀƴ ΨŜȅŜΩΦ This interpretation makes ǎŜƴǎŜ ƛŦ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨƭŜŀŘŜƴ-ŜȅŜŘΩ ƛǎ 

ŎƻƳǇŀǊŜŘ ǿƛǘƘ ǘƘŜ ΨƭǳǎǘǊƻǳǎ ŜȅŜǎΩ ƻŦ ōŜŀǳǘȅ ƛƴ ǘƘŜ ƴŜȄǘ ƭƛƴŜ ά²ƘŜǊŜ .Ŝŀǳǘȅ Ŏŀƴƴƻǘ 

ƪŜŜǇ ƘŜǊ ƭǳǎǘǊƻǳǎ ŜȅŜǎέ ό[Φ нфύΦ ¢ƘŜ ΨƭŜŀŘŜƴ-ŜȅŜŘΩ ǇǊƻǾƛŘŜǎ ǘƘŜ ǿƘƻƭŜ ŜȄǘǊŀŎǘ ǿƛǘƘ 

ŀƴ ƛƳŀƎŜ ƻŦ ŘŜŎƭƛƴŜ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ƭƛǾƛƴƎ ƛƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǿƻǊƭŘΦ !ŎŎƻǊŘƛƴƎ ǘƻ ǘƘƛǎ 

interpretation, it is possible to say that the speaker picks up some properties such 

as dimness or grayness and the lack of brightness from the domain of lead and 

ŎŀǊǊƛŜǎ ǘƘŜƳ ƻǾŜǊ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŜȅŜΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ǎŀŘƴŜǎǎ ŎŀǳǎŜǎ 

the brightness in his eyes to fade away; the dimness in the eye can be seen as a 

ǊŜŦƭŜŎǘƛƻƴ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ǎǘŀǘŜ ƻŦ ƳƛƴŘ 

corresponds to the state of decline and its intensity corresponds to the lack of 

brightness in his eyes. The conceptual metaphor that has been performed by the 

speaker is SADNESS IS LACK OF VITALITY (Kövecses, 2000: 25). The discussion in this 

extract identifies multiple cross-domain mapping occurring across various source 

and target domains. Therefore, the mapping process is multiple and diverse. 

Lƴ ŜȄǘǊŀŎǘ όоύΣ ǘƘŜ ƭƛƴƎǳƛǎǘƛŎ ŜȄǇǊŜǎǎƛƻƴ ά¢ƘƻǳƎƘ ǘƘŜ Řǳƭƭ ōǊŀƛƴ ǇŜǊǇƭŜȄŜǎ ŀƴŘ 

retardǎέ ƛƳǇƭƛŜǎ ŀƴƻǘƘŜǊ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ 

is conceptualised in terms of dullness in the brain. It is viewed as causing deficit in 

ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƳŜƴǘŀƭ ǇŜǊŦƻǊƳŀƴŎŜ ŀƴŘ ƛƴŦƻǊƳŀǘƛƻƴ ǇǊƻŎŜǎǎƛƴƎΦ Lǘ ŀƭǎƻ ŎŀǳǎŜǎ ǘƘŜ 

ǎǇŜŀƪŜǊΩǎ ōǊŀƛƴ ŀ ǇŜǊǇƭŜȄƛǘȅ ŀƴŘ ǊŜǘŀǊŘŀǘƛƻƴ ǿƘƛŎƘ reduce positive thoughts and 
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activate negative ones. This expression is strange and creates an interesting 

ŀƳōƛƎǳƛǘȅ ōŜŎŀǳǎŜ ǘƘŜ ǾŜǊōǎ ΨǇŜǊǇƭŜȄΩ ŀƴŘ ΨǊŜǘŀǊŘΩ ŀǊŜ ǳǎŜŘ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ŀŎǘƛƻƴǎ 

ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨŘǳƭƭ ōǊŀƛƴΩΦ Lǘ ƛǎ ǳǎǳŀƭƭȅ ŀƴ ŜȄǘŜǊƴŀƭ ŦŀŎǘƻǊ ƻr something outside the 

brain that causes perplexity and retardation. Here, the brain is both the actor and 

the implied object of the act of the two verbs. To understand this confusing 

expression, the entire cross-domain mapping contained in it must be explicated. I 

will start with the verbs which activate two cross-domain mappings. For example, 

ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǇŜǊǇƭŜȄΩ Ŏƻƴǘŀƛƴǎ an explicit reference to a negative mental state 

and can activate a cross-domain mapping in which the speaker maps some 

conceptual structures such as confusion and bewilderment from the domain of 

ǇŜǊǇƭŜȄƛǘȅ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ΨŘǳƭƭ ōǊŀƛƴΩΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŘǳƭƭ ōǊŀƛƴΩ 

ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǎǘŀƴŘǎ ŦƻǊ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΦ Lǘ is personified as 

an agent suffering from perplexity. The outcome of this mapping is that the 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨŘǳƭƭ ōǊŀƛƴΩ ǘǊƻǳōƭŜǎ ŀƴŘ ōŀŦŦƭŜǎ ƘƛƳΦ Another cross-

ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛǎ ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǊŜǘŀǊŘΩΦ ¢ƘŜ ǎǇŜŀƪŜǊ ƳŀǇǎ 

structures such as delay and holding back from the source domain of retardation 

onto the target domain of ΨŘǳƭƭ ōǊŀƛƴΩΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ǎƭƻǿǎ 

him down and impedes the course of his trip to the world of the nightingale. As we 

can see from the two scenarios, the negative mental state is conceptualized in 

terms of two negative states of perplexity and retardation. 

The ƴƻǳƴ ǇƘǊŀǎŜ ΨŘǳƭƭ ōǊŀƛƴΩ Ŏƻƴǘŀƛƴǎ ŀ ǎŜƳŀƴǘƛŎ ŎƻƳǇƭŜȄƛǘȅ ǿƘƛŎƘ Ŏŀƴ ōŜ 

attributed to the presence of an adjective modifier issue. The noun phrase consists 

of two ƳŜǘŀǇƘƻǊƛŎŀƭ ǿƻǊŘǎΥ ΨŘǳƭƭΩ ŀƴŘ ΨōǊŀƛƴΩΦ !ǎ L ŀƭǊŜŀŘȅ ƳŜƴǘƛƻƴŜŘ ŀōƻǾŜΣ ǘƘŜ 

ǿƻǊŘ ΨōǊŀƛƴΩ ƛǎ ŀ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴΤ ƛǘ ƳŜǘŀǇƘorically stands for the speaker. A cross-
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ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ Ŏŀƴ ōŜ ŜǎǘŀōƭƛǎƘŜŘ Ǿƛŀ ǘƘŜ ŎƻƴŎŜǇǘ ŜǾƻƪŜŘ ōȅ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨŘǳƭƭΩΦ 

The speaker maps from this source domain some conceptual structures such as 

slowness, sluggishness, inactivity and heaviness onto the target domain of brain to 

ŎǊŜŀǘŜ ŀ ƳŜǘŀǇƘƻǊƛŎŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ΨŘǳƭƭ ōǊŀƛƴΩΦ ¢ƘŜ 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ corresponds to the state of slowness; it causes his 

brain to work and think very slowly. The adjective ΨŘǳƭƭΩ ŀƴŘ ǘƘŜ ǾŜǊōǎ ΨperplexΩ and 

ΨǊŜǘŀǊŘΩ have negative valence. They lead to negative effect of impairing the 

ǎǇŜŀƪŜǊΩǎ ŎƻƎƴƛǘƛǾŜ ǇǊƻŎŜǎǎƛƴƎ ŀƴŘ ǇŜǊŦormance. The expression implies that the 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ ŀ ǎŜǊƛƻǳǎ ǇǊƻōƭŜƳΤ ƛǘ causes him mental slowness. 

Though he decided to fly to the world of the nightingale, his dull brain does not help 

him in making this trip; it slows him down and retards this journey. This linguistic 

expression ά¢ƘƻǳƎƘ ǘƘŜ Řǳƭƭ ōǊŀƛƴ ǇŜǊǇƭŜȄŜǎ ŀƴŘ ǊŜǘŀǊŘǎέ evokes the conceptual 

metaphors SADNESS IS A LACK OF VITALITY (Kövecses, 2005: 25). The analysis in 

extract (3) shows that the metaphor works on multiple levels. The cross-domain 

mapping is multiple and diverse as it occurs across various source and target 

domains. 

In extract (4), the expression ά.ǳǘΣ ƛƴ ŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΣ ƎǳŜǎǎ ŜŀŎƘ ǎǿŜŜǘ/ 

²ƘŜǊŜǿƛǘƘ ǘƘŜ ǎŜŀǎƻƴŀōƭŜ ƳƻƴǘƘ ŜƴŘƻǿǎέ also contains a metaphorical 

representation of a negative mental state. This is an interesting example that relates 

to the problems and complexities in identifying metaphors of negative mental 

states in Keats. As already ŜǎǘŀōƭƛǎƘŜŘ ƛƴ ŎƘŀǇǘŜǊ оΣ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ƴŜƎŀǘƛve 

mental states are sometimes obvious and easy to identify and other times are vague 

and very difficult to catch. For example, this extract contains a semantic complexity 

ǿƘƛŎƘ ƛǎ ŎǊŜŀǘŜŘ ōȅ ǘƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩ ǿƘƛŎƘ Ŏŀƴ ōŜ interpreted 
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as a metaphorical representation of a negative mental state. Although it is possible 

to read this expression literally ς as someone is standing in a dark place ς it is also 

possible to interpret it metaphorically. What supports this claim is the fact that this 

ŜȄǇǊŜǎǎƛƻƴ ŘǊŀǿǎ ƻƴ ŀ ŦŀƳƛƭƛŀǊ ǎƻǳǊŎŜ ŘƻƳŀƛƴ ΨŘŀǊƪƴŜǎǎΩ ǿƘƛŎƘ ƛǎ ǳǎǳŀƭƭȅ ǳǎŜŘ by 

people to talk about their mental states e.g. DEPRESSION IS DARKNESS (McMullen 

and Conway, 2002: 168) and SAD IS DARK (Kövecses, 2000: 25). It is possible to 

argue that in this extract, the speaker describes his negative mental state in terms 

of a state of darkness. Accordingly, it is possible to establish a cross-domain 

mapping between the source domain of darkness and the target domain of negative 

mental state. For example, the speaker maps structures such as absence of vision 

and certainty from the source domain of darkness onto the target domain of 

negative mental state. As darkness deprives vision and causes inability to see, the 

ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŀŦŦŜŎǘǎ his mental activities and causes them not to 

function properly. It is possible to link this extract (4) to the previous extract (3) 

ǿƘŜǊŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ŎƻƎƴƛǘƛǾŜ ŦŀŎǳƭǘȅ ƛǎ ƘƛƴŘŜǊŜŘ ōȅ ǘƘŜ ΨŘǳƭƭ ōǊŀƛƴΩΦ ¢ƘŜǊŜŦƻǊŜΣ ƛǘ ƛǎ 

possible to argue that in extract (4), mapping from the domain of darkness 

contributes to the sense of a loss of certainty caused by ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ 

mental state. That is why he becomes confused and unable to tell what flowers are 

at his feet and depends on guessing. 

Another cross-domain mapping can be activated between the domain of 

ŜƳōŀƭƳƳŜƴǘ ŀƴŘ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ ¢ƘŜ ǘŜǊƳ ΨŜƳōŀƭƳŜŘΩ 

ǎǳƎƎŜǎǘǎ ŀ ǇƘȅǎƛŎŀƭ ǎŎŜƴŀǊƛƻΤ ƛǘ άŜǾƻƪŜǎ ǘƘŜ ǿƻǾŜƴ ǿǊŀǇ ǘƘŀǘ ǎƘŜŀǘƘŜǎ ǘƘŜ 

ǇǊŜǎŜǊǾŜŘ ŘŜŀŘέ όTontiplaphol, 2016: 74). The speaker maps some structures such 

as the embalming of dead bodies from the source domain of embalmment onto the 
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negative mental state. This source domain adds a sense of death to the target 

domain of negative mental state. As Harold Bloom suggests, the reference to the 

soft incense that hangs upon the boughs might ōŜ ǊŜŀŘ ŀǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǊŜŦŜǊŜƴŎŜ 

to death (Bloom, 1971: 409). The negative mental state corresponds to an 

embalmer who is performing an action of embalming a dead body. This example is 

similar to the other examples in the previous extracts such as (1) and (3) where the 

negative mental state is acting upon the speaker. According to this metaphorical 

mapping, the speaker in extract (4) becomes a victim of his negative mental state 

which acts as an embalmer. The conceptual metaphor that is evoked here is SAD IS 

OPPONENT (Kövecses, 2000: 26). Extract (4) exhibits double mapping because there 

are two source domains ς embalmed and darkness ς involved in the process of 

mapping. 

9ȄǘǊŀŎǘ όрύ ά5ŀǊƪƭƛƴƎ L ƭƛǎǘŜƴΤ ŀƴŘΣ ŦƻǊ Ƴŀƴȅ ŀ ǘƛƳŜκ L ƘŀǾŜ ōŜŜƴ ƘŀƭŦ ƛƴ ƭƻǾŜ 

ǿƛǘƘ ŜŀǎŜŦǳƭ 5ŜŀǘƘέΦ This is also another example which shows the complexities of 

ŀǇǇǊƻŀŎƘƛƴƎ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ. The speaker continues 

the semantic ambƛƎǳƛǘȅ ōȅ ƛƴǘǊƻŘǳŎƛƴƎ ǘƘŜ ǎƛȄǘƘ ǎǘŀƴȊŀ ǿƛǘƘ ΨŘŀǊƪƭƛƴƎ L ƭƛǎǘŜƴΩΦ !ǎ ǿŜ 

saw in the previous extract, the speaker was playing a guessing game in the 

ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩΦ Lƴ ǘƘƛǎ ŜȄǘǊŀŎǘΣ ƘŜ ΨŘŀǊƪƭƛƴƎΩ ƭƛǎǘŜƴǎ ǘƻ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ǎƻƴƎ 

and as a result he becoƳŜǎ ΨƘŀƭŦ ƛƴ ƭƻǾŜ ǿƛǘƘ ŜŀǎŜŦǳƭ 5ŜŀǘƘΩΦ !ŎǘǳŀƭƭȅΣ ƛǘ ƛǎ ƴƻǘ ŎƭŜŀǊ 

whether the speaker is speaking ƭƛǘŜǊŀƭƭȅ ƻǊ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅΦ Ψ5ŀǊƪƭƛƴƎΩ ŎƻǳƭŘ refer to 

ŀ ƭƛǘŜǊŀƭ ŘŀǊƪƴŜǎǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊ ƛǎ ǎƛǘǘƛƴƎ ǿƘƛƭŜ ƭƛǎǘŜƴƛƴƎ ǘƻ ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ 

song. Or it could be a metaphorical representation of an emotional darkness that 

ǘƘŜ ƴƛƎƘǘƛƴƎŀƭŜΩǎ ǎƻƴƎ Ƙŀǎ ōǊƻǳƎƘǘ ǘƻ ƘƛƳ. The ambiguity is caused by the word 

ΨŘŀǊƪƭƛƴƎΩΤ ƛǘ ŎƻǳƭŘ ōŜ ǳǎŜŘ ŀǎ ŀ ƴƻǳƴ ς the speaker is listening to the darkness. Or it 
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could be used as an adverb ς the speaker describes the mode of listening. In both 

ŎŀǎŜǎΣ ƛǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ƴƻǘƛŎŜ ǘƘŀǘ ǘƘŜǊŜ ƛǎ ƴƻ ŀǎǎƻŎƛŀǘƛƻƴ ōŜǘǿŜŜƴ ǘƘŜ ǾŜǊō ΨƭƛǎǘŜƴΩ 

ŀƴŘ ǘƘŜ ǿƻǊŘ ΨŘŀǊƪƭƛƴƎΩΦ ¢ƘŜ ǿƻǊŘ ΨŘŀǊƪƭƛƴƎΩ ς whether a noun or an adverb ς does 

not collocate with the verb ΨƭƛǎǘŜƴΩΦ  ¢ƘŜ ǾŜǊō ΨƭƛǎǘŜƴΩ ƛǎ ǳǎǳŀƭƭȅ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǿƻǊŘǎ 

such as: care/ carefully; deep/ deeply; attention/attentively etc. Therefore, it is 

possible to aǊƎǳŜ ǘƘŀǘ ǘƘŜ ǎǇŜŀƪŜǊ ƛǎ ōŜƛƴƎ ƳŜǘŀǇƘƻǊƛŎŀƭΦ ¢ƘŜ ŎƭŀǳǎŜ ΨŘŀǊƪƭƛƴƎ L ƭƛǎǘŜƴΩ 

could be a metaphoricŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƴƴŜǊ ŘŀǊƪƴŜǎǎΦ Wǳǎǘ ƭƛƪŜ ǘƘŜ 

previous example in extract (4), the negative mental state is conceptualized in terms 

of an absence of light. The speaker maps some conceptual structures such as 

blackness or loss of vision from the source domain of darkness onto the domain of 

negative mental state.  Once more, this expression is evoking the conceptual 

metaphor SAD IS DARK (Kövecses, 2000: 25).  

¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨŜŀǎŜŦǳƭ ŘŜŀǘƘΩ ƛǎ also used metaphorically; it shows the 

ǎǇŜŀƪŜǊΩs obsession with death which results from being obscured by darkness. 

Death is personified in terms of a lover who the speaker can fall in love with. 

¢ƘƻǳƎƘ ǘƘŜ ǎǇŜŀƪŜǊΩǎ representation here is not entirely negative, because the state 

ƛǎ ŘŜǇƛŎǘŜŘ ŀǎ ŀ ŦƻǊƳ ƻŦ ΨƭƻǾŜΩΣ ȅŜǘ ǘƘŜ ŎƻƴŎŜǇǘ or the notion of death is hardly 

positive. Being preoccupied with the idea of death ς whether easy or not ς suggests 

a negative view of the world. Since the speaker is not thinking of something positive, 

it is possible to argue that negative mental state is implicitly referred to. Thus, the 

ƴƻǳƴ ǇƘǊŀǎŜ ΨŜŀǎŜŦǳƭ 5ŜŀǘƘΩ Ŏŀƴ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀǎ ŀ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ǿƘƛŎƘ 

ƻŎŎǳǇƛŜǎ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƳƛƴŘΣ ƻǊ ƛǘ ŎƻǳƭŘ ōŜ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǇǊŜƻŎŎǳǇŀǘƛƻƴ 

with negative thoughts. To understand this negative mental state, a cross-domain 

mapping has to be performed from the source domain of death onto the target 
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domain of negative mental state. For him the experience of a negative mental state 

corresponds to ŘŜŀǘƘ ƻǊ ǘƘŜ ŜƴŘ ƻŦ ƻƴŜΩǎ ƭƛŦŜΦ The analysis in extract (5) exhibits 

multiple cross-domain mappings occurring across various source and target 

domains. 

9ȄǘǊŀŎǘ όсύΣ ά¢ƘǊƻǳƎƘ ǘƘŜ ǎŀŘ ƘŜŀǊǘ ƻŦ wǳǘƘΣ ǿƘŜn, sick for hƻƳŜέ contains 

another metaphorical representation of a negative mental ǎǘŀǘŜΦ wǳǘƘΩǎ 

homesickness is represented in terms of sadness in the heart. This is the first 

instance in the poem where a negative mental state relates to somebody else other 

ǘƘŀƴ ǘƘŜ ǎǇŜŀƪŜǊ ƘƛƳǎŜƭŦΦ ¢ƘŜ ƴƻǳƴ ǇƘǊŀǎŜ ΨǎŀŘ ƘŜŀǊǘΩ Ŏŀƴ ōŜ ŎƻƴǎƛŘŜǊŜŘ ŀǎ ŀ 

metaphorical representation of a negative mental state that relates to the biblical 

ŦƛƎǳǊŜΣ wǳǘƘΦ wǳǘƘ ƛǎ ŘŜǇƛŎǘŜŘ ŀǎ ǎǘŀƴŘƛƴƎ Ψƛƴ ǘŜŀǊǎ ŀƳƛŘ ǘƘŜ ŀƭƛŜƴ ŎƻǊƴΩ όƭΦ стύΦ IŜǊ 

negative mental state is conceptualized as sadness in the heart which results from 

missing her native land. The sadness in the heart is viewed in terms of a physical 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǎƛŎƪƴŜǎǎΦ wǳǘƘ ƛǎ ƴƻǘ ǇƘȅǎƛŎŀƭƭȅ ΨǎƛŎƪΩΣ ƴŜƛǘƘŜǊ is her heart ƭƛǘŜǊŀƭƭȅ ΨǎŀŘΩΦ 

She only suffers a negative emotion of homesickness. Through personification, 

wǳǘƘΩǎ ΨƘŜŀǊǘΩ ƛǎ ƎƛǾŜƴ ǎƻƳŜ ƘǳƳŀƴ ŦŜatures such as the ability to experience 

emotions. The speaker maps some conceptual structures such as grief and sorrow 

from the domain ΨǎŀŘΩ ƻƴǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ōƻŘȅ ƻǊƎŀƴ ΨƘŜŀǊǘΩΦ !dditionally, the 

ŎƻƴŎŜǇǘ ƻŦ ƛƭƭƴŜǎǎ ŜǾƻƪŜŘ ōȅ ΨǎƛŎƪ ŦƻǊ ƘƻƳŜΩ ŀƭǎƻ ŦŜŜŘǎ ƻǳǊ ƛƴǘŜǊǇǊŜǘŀǘƛƻƴ ƻŦ ǘƘƛǎ 

state. The speaker maps structures from the source domain of sickness onto the 

ǘŀǊƎŜǘ ŘƻƳŀƛƴ ƻŦ wǳǘƘΩǎ ƴŜƎŀǘƛǾŜ ƳŜntal state. This linguistic expression evokes the 

conceptual metaphor NEGATIVE EMOTIONS ARE ILLNESSES (Kövecses, 2005: 44) 

and SADNESS IS AN ILLNESS (Kövecses, 2000: 25). The cross-domain mapping in 
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extract (6) identifies multiple source domains which makes the mapping process 

multiple and diverse. 

9ȄǘǊŀŎǘ όтύ άCƻǊƭƻǊƴΗ ǘƘŜ ǾŜǊȅ ǿƻǊŘ ƛǎ ƭƛƪŜ ŀ ōŜƭƭκ ¢ƻ ǘƻƭƭ ƳŜ ōŀŎƪ ŦǊƻƳ ǘƘŜŜ ǘƻ 

Ƴȅ ǎƻƭŜ ǎŜƭŦέ Ƙŀǎ ǘǿƻ ƳŜǘŀǇƘƻǊƛŎŀƭ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴǎ ƻŦ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜs. In the 

first one, ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎǘŀǘŜ ƻŦ being abandoned and forsaken is represented in 

terms of a bell which tolls to bring him back to his sad reality. The speaker uses 

simile to establish a metaphorical comparison between his negative mental state 

ŀƴŘ ŀ ΨōŜƭƭΩ ǘƻƭƭƛƴƎ ǘƻ ǊŜƳƛƴŘ ƘƛƳ ƻŦ Ƙƛǎ ǎŀŘƴess and the miserable world. The cross-

ŘƻƳŀƛƴ ƳŀǇǇƛƴƎ ƛǎ ŀŎǘƛǾŀǘŜŘ ōȅ ǘƘŜ ǘǊŀƴǎƛǘƛǾŜ ǾŜǊō ΨǘƻƭƭΩ ǿƘƛŎƘ ƛǎ ǳǎŜŘ 

ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ƛƴ ǘƘƛǎ ŎƻƴǘŜȄǘΦ Lƴ ǊŜŀƭƛǘȅΣ ǘƘŜ ǿƻǊŘ ΨŦƻǊƭƻǊƴΩ ƛǎ ƴƻǘ ŀ ǎƻƭƛŘ ƻōƧŜŎǘ ǘƘŀǘ 

produces a sound in the same way a bell does. Through analogy, the speaker maps 

some conceptual structures from the domain of bell onto the domain of negative 

ŜƳƻǘƛƻƴΦ !ǎ ǘƘŜ ōŜƭƭ ǊƛƴƎǎ ǘƻ ōǊƛƴƎ ǇŜƻǇƭŜΩǎ ŀǘǘŜƴǘƛƻƴΣ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

state also tolls him from a state of dream-like happiness to a state of loneliness. 

The other representation of negative mental state is evident in the noun 

phrase ΨǎƻƭŜ ǎŜƭŦΩΦ ¢ƘŜ ΨǎƻƭŜ ǎŜƭŦΩ Ŏan be considered as a metaphorical representation 

ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǎǘŀǘŜ ƻŦ ƭƻƴŜƭƛƴŜǎǎΦ Lǘ ǊŜŎŀƭƭǎ ǘƘŜ ƳŜƭŀƴŎƘƻƭƛŎ ƳƻƻŘ ǿƛǘƘ ǿƘƛch the 

poem begins and from which the speaker attempts to escapeΦ ¢ƘŜ ǎǇŜŀƪŜǊΩǎ 

ŀōǎǘǊŀŎǘ ǇƘŜƴƻƳŜƴƻƴ ΨǎŜƭŦΩ ƛǎ ǇŜǊǎƻƴƛŦƛŜŘ ŀǎ ŀƴ ŀƎŜƴǘ ǿƘƻ Ŏŀƴ ŜȄǇŜǊƛŜƴŎŜ ǘƘŜ ǎǘŀǘŜ 

ƻŦ ōŜƛƴƎ ΨǎƻƭŜΩΦ {ƻƳŜ ŎƻƴŎŜǇǘǳŀƭ ǎǘǊǳŎǘǳǊŜǎ ǎǳŎƘ ŀǎ ōŜƛƴƎ ŀƭƻƴŜΣ solitary and without 

companion are mapped from the domain of loneliness onto the domain of the 

ƴƻƴǇƘȅǎƛŎŀƭ ōŜƛƴƎ ΨǎŜƭŦΩΦ ¢Ƙƛǎ ŎǊƻǎǎ-domain mapping allows the abstract concept of 

ΨǎŜƭŦΩ ǘƻ ōŜ ǾƛŜǿŜŘ ƛƴ ŀ ƳƻǊŜ ŎƻƴŎǊŜǘŜ ǿŀȅΤ ŀǎ ŀƴ ŀƎŜƴǘ ŦŜŜƭƛƴƎ ƭƻƴŜƭȅΦ This linguistic 

expression in extract (7) evokes two conceptual metaphors: SADNESS IS A PHYSICAL 
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FORCE (Kövecses, 2000: 26) and EMOTION IS FORCE (Kövecses, 2000: 61). The 

realization of these two conceptual metaphors is that ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

state forced him to return to the state of loneliness. This extract exhibits diverse 

and multiple cross-domain mapping because there are various source domains ς 

forlorn, word, bell, toll, sole and self ς which provide conceptual structures to the 

target domain of negative mental state. The discussion in this extract shows that 

the metaphor works on the multiple levels and the process of cross-domain 

mapping is multiple and diverse. There are multiple source and target domains 

contributing to the creation of this metaphorical expression. 

To sum up, the examples above conceptualize negative mental states 

variously: for example, extract (1) represents negative mental states as a 

pathological state of physical illness in the heart and as an experience of numbness 

in the sense. In extract (2), negative mental states are depicted in terms of a fluid in 

a container and also in terms of weight and burden. Extract (3) represents negative 

mental states through lack of vitality and slowness. In extract (4), negative mental 

states are conceptualized as a state of darkness. In (5), negative mental states are 

depicted in terms of death. Extract (6) conceptualizes negative mental states as a 

physical experience of sickness in the heart. While in extract (7), negative mental 

states are depicted in terms of a negative force that pulls the speaker back to his 

reality. Overall, abstract negative mental states are depicted as causing a physical 

action on the speaker. For example, in extracts (1) and (6) negative mental states 

are described in terms of sickness in the heart. In extracts (2) and (3), they are 

associated with heaviness, slowness, lack of activity and vitality. In extracts (4) and 



 

202 
 

(5), they are represented in terms of darkness with an allusion to death. Finally, in 

extract (7) they are seen as a physical force acting upon the speaker. 

4.4 Conclusion 

Having looked at the third analytical level of metaphor which is the cross-

ŘƻƳŀƛƴ ƳŀǇǇƛƴƎΣ L Ŏŀƴ ƴƻǿ ƳŀƪŜ ǎƻƳŜ ŎƻƴŎƭǳŘƛƴƎ Ǉƻƛƴǘǎ ŀōƻǳǘ YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ 

of negative mental state in the two poems discussed above. Despite the fact that 

the two poems belong to different career periods and have different critical 

reception, actually they do similar things at a metaphorical level. The detailed 

analysis reveals some similarities in the way negative mental states are represented. 

In both of the poems, negative mental states are conceptualised variously and 

YŜŀǘǎΩǎ ŘƛǎŎƻǳǊǎŜ ŎƻƴŎŜǊƴƛƴƎ ǘƘŜǎŜ ǎǘŀǘŜǎ ǊŜƭƛŜǎ ƘŜŀǾƛƭȅ ƻƴ ŎƻƴŎŜǇǘǎ ŘŜǊƛǾŜŘ from 

other domains. Most of the metaphorical expressions involve mappings from 

domains that involve concrete and physical actions onto the domain of abstract 

mental and emotional states such as the act of wrapping, frowning, seizing, gilding, 

paining, and shrouding in Ψ¢ƻ IƻǇŜΩ; and aching, paining, retarding, embalming and 

tolling in ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. Negative mental states are also represented in 

terms of physical and bodily experiences such as physical illness, morbidity and 

ǎƛŎƪƴŜǎǎ ǎǳŎƘ ŀǎ ΨƳƻǊōƛŘ ŦŀƴŎȅΩ ŀƴŘ ΨōƻǎƻƳ ǇŀƛƴΩ ƛƴ Ψ¢ƻ IƻǇŜΩΤ ŀƴŘ ΨƘŜŀǊǘ ŀŎƘŜΩΣ 

ΨƴǳƳōƴŜǎǎ ǇŀƛƴΩ ŀƴŘ ΨǎƛŎƪ ŦƻǊ ƘƻƳŜΩ ƛƴ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. By representing 

negative mental state as an illness, Keats seems to be addressing this psychological 

ǎǘŀǘŜ ŀǎ ǊŜŀƭ ŀƴŘ ŎƻƴŎǊŜǘŜΦ Lǘ ƛǎ ŀƭǎƻ ǊŜǇǊŜǎŜƴǘŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ŘŀǊƪƴŜǎǎ ǎǳŎƘ ŀǎ Ψǎƻǳƭ ƛƴ 

glooƳΩΣ ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩΣ ŀƴŘ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ ƛƴ Ψ¢ƻ IƻǇŜΩΤ ŀƴŘ ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩ 

ŀƴŘ ΨŘŀǊƪƭƛƴƎ L ƭƛǎǘŜƴΩ ƛƴ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. Conceptualizing negative mental 
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state as darkness can be seen as an allusion to an inner darkness. Other examples 

from the poems show the representation of these negative states in terms of 

ǎǳōǎǘŀƴŎŜ ƛƴ ŀ ŎƻƴǘŀƛƴŜǊ ǎǳŎƘ ŀǎ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩ ƛƴ Ψ¢ƻ IƻǇŜΩΤ ŀƴŘ ΨŦǳƭƭ ƻŦ ǎƻǊǊƻǿΩ ƛƴ 

ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ. By conceptualizing these states in this way, the poet also 

adds an element of concreteness to them. 

It can also be noticed that in talking about the experiences of negative 

mental states, Keats relies a lot on personification and reification (concretisation). 

They allow him to borrow structures from other domains to map them onto the 

domain of negative mental state and mood. He characterizes these states in terms 

of physicality: sometimes they are conceptualized as people or concrete objects, or 

animals or even as physical forces etc. He borrows concrete elements from some 

domains to map them onto the domains of abstractions and cognitions through a 

process known as a cross-domain mapping. Another point of similarity which can 

also be noticed is that in both poems negative mental state is sometimes mentioned 

explicitly. For instance, in Ψ¢ƻ IƻǇŜΩ, there are explicit references to negative mental 

states ǎǳŎƘ ŀǎΥ ΨǎŀŘ ŘŜǎǇƻƴŘŜƴŎȅΩΣ ΨŦƛŜƴŘ ŘŜǎǇƻƴŘŜƴŎŜΩΣ ΨŘƛǎŀǇǇƻƛƴǘƳŜƴǘΩΣ ΨŘŜǎǇŀƛǊΩ 

ŀƴŘ ΨŦŜŀǊŦǳƭ ōǊŜŀǎǘΩΤ ŀƴŘ ƛƴ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, there are expressions such as: 

ΨƭŜŀden-ŜȅŜŘ ŘŜǎǇŀƛǊǎΩΣ ΨǇŜǊǇƭŜȄŜǎΩΣ ΨǎŀŘ ƘŜŀǊǘΩ ŀƴŘ ΨǎƻƭŜ ǎŜƭŦΩΦ hƴ ǘƘŜ ƻǘƘŜǊ ƘŀƴŘΣ 

there are other examples where negative mental state is implicitly referred to such 

as in the following expressions from Ψ¢ƻ IƻǇŜΩΥ ΨƳƻǊōƛŘ ŦŀƴŎȅΩΣ ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩΣ 

ΨŘŀǊƪ ǘƘƻǳƎƘǘǎΩΣ ΨƎƭƻƻƳȅ ŎƭƻǳŘΩ; and from ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, ǘƘŜǊŜ ŀǊŜΥ ΨŘǊƻǿǎȅ 

ƴǳƳōƴŜǎǎΩΣ ΨŘǳƭƭ ōǊŀƛƴΩΣ ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩ ŀƴŘ ΨŜŀǎŜŦǳƭ ŘŜŀǘƘΩΦ  
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Another point of similarity between the two poems is reflected through the 

grammatical structures. Syntactically, most of the metaphorical expressions follow 

the pattern as if the doer of an action (subject) is doing the action on a receiver of 

the action (object). For example, the negative metal states which are an adjective-

noun combination are represented as a subject doing an action on an object (the 

poetic voice). In Ψ¢ƻ IƻǇŜΩ, it is possible to see this syntactic connection between 

the metaphors across the poem such as ΨƘŀǘŜŦǳƭ ǘƘƻǳƎƘǘǎΩΣ ΨǎŀŘ ŘŜǎǇƻƴŘŜƴŎȅΩΣ 

ΨŘƛǎŀǇǇƻƛƴǘƳŜƴǘΩΣ ΨǳƴƘŀǇǇȅ ƭƻǾŜΩ ŀƴŘ ϥŘŀǊƪ ǘƘƻǳƎƘǘǎϥ, that is the agents are doing 

actions on the receivers, such as the speaker's 'soul', 'cheerfulness', 'careless heart', 

'bosom', and 'boding spiritΩ consecutively. In ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, similar syntactic 

connections can also be seen ŀŎǊƻǎǎ ǘƘŜ ǇƻŜƳ ǿƘŜǊŜ ΨŘǊƻǿǎȅ ƴǳƳōƴŜǎǎΩΣ 

ΨǇŜǊǇƭŜȄƛǘȅΩΣ ΨǊŜǘŀǊŘΩΣ ΨŜƳōŀƭƳŜŘ ŘŀǊƪƴŜǎǎΩ ŀƴŘ ΨŦƻǊƭƻǊƴΩ ŀŎǘ ǳǇƻƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ 

ΨǎŜƴǎŜΩΣ Ψdull ōǊŀƛƴΩΣ speculation (ΨƎǳŜǎǎΩύ ŀƴŘ ΨǎƻƭŜ ǎŜƭŦΩ ŎƻƴǎŜŎǳǘƛǾŜƭȅΦ  

On the semantic level, my analysis has also revealed that the metaphors do 

not work at an individual level. Rather, they are semantically linked to each other 

across the body of the poem. For example, in Ψ¢ƻ IƻǇŜΩ, states like Ψhateful thoughtsΩ 

and Ψdark thoughtsΩ Ŏŀƴ ōŜ ǎŜŜƴ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ ǘƘŜ ǎǇŜŀƪŜǊΩǎ Ψmorbid fancyΩ and 

Ψgloomy cloudΩ. In the same vein, ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ demonstrates a similar view 

across the whole stǊǳŎǘǳǊŜ ƻŦ ǘƘŜ ǇƻŜƳΤ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ǇǊŜƻŎŎǳǇŀǘƛƻƴ ǿƛǘƘ Ψeaseful 

deathΩ Ŏŀƴ ōŜ ǾƛŜǿŜŘ ŀǎ ŀ ǊŜǎǳƭǘ ƻŦ negative states such as ΨŜƳōŀƭƳŜŘ ŘarkneǎǎΩΣ 

ΨŘǳƭƭ ōǊŀƛƴΩΣ ΨŘŀǊƪƭƛƴƎ L ƭƛǎǘŜƴΩΣ ΨŦǳƭƭ ƻŦ ǎƻǊǊƻwΩ, ŀƴŘ ΨŦƻǊƭƻǊƴΩ.   

As for the differences between the two poems, it is possible to see that Ψ¢ƻ 

IƻǇŜΩ, is dominated by the use of personification where the abstract phenomenon 
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of negative mental state is viewed as an agent acting upon the speaker. The speaker 

ǳƴǿƛƭƭƛƴƎƭȅ ǎǳǊǊŜƴŘŜǊǎ ǘƻ ǘƘŜǎŜ ŀŎǘƛƻƴǎ ŀǎ ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ ΨŜƴǿǊŀǇΩΣ ΨŦǊƛƎƘǘΩΣ ΨŦǊƻǿƴΩΣ 

ΨǎŜƛȊŜΩΣ ΨǘŜƭƭΩΣ ΨǇŀƛƴΩ ŀƴŘ ΨǎƘǊƻǳŘΩΦ ¢ƘŜ ǎǇŜŀƪŜǊ ƛǎ ǘƘŜ ǊŜŎƛǇƛŜƴǘ ƻǊ ǘƘŜ ŜȄǇŜǊƛŜƴŎer of 

these negative actions. On the other hand, ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ is dominated by 

reification where a negative mental state is conceptualized as a concrete object as 

ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ ΨƭŜŀŘŜƴ-eyed despairsΩΣ ΨŦǳƭƭ ƻŦ ǎƻǊǊƻǿΩΣ ΨŘǳƭƭ ōǊŀƛƴΩΣ ΨŜƳōŀƭƳŜŘ 

ŘŀǊƪƴŜǎǎΩ ŀƴŘ ΨōŜƭƭΩΦ ¢Ƙe experience of a negative mental state is represented as a 

concrete object that causes the speaker negative physical effect. Although some of 

these points repeat results of the pilot study where I looked at 4 extracts from each 

poem, looking at the other metaphorical expressions in the two poems shows that 

Keats keeps doing these techniques. As far as the types of mapping are concerned, 

the majority of the extracts in the two poems show a tendency to use multiple 

cross-domain mapping more than single or double mapping. For example, in Ψ¢ƻ 

IƻǇŜΩ, 7 of the 9 extracts exhibit multiple and diverse cross-domain mapping in 

which the speaker maps analogies and correspondences from more than one source 

domain onto the domain of negative mental state. Only 2 extracts out of 9 exhibits 

double mapping. This occurs in extract (3) and (8) where two source domains 

provide a single target domain with conceptual frames and structures. In ΨhŘŜ ǘƻ ŀ 

bƛƎƘǘƛƴƎŀƭŜΩ 6 out of 7 extracts exhibit multiple cross-domain mapping. One extract, 

namely (4) shows double mapping where two source domains are used in the 

mapping process to provide a single target domain with conceptual structures. 

Studying these metaphors in the two poems provides an idea about the complexity 

ƻŦ YŜŀǘǎΩǎ ƳŜǘŀǇƘorical language. His metaphors of negative mental states are 
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characterized by the inclination to use divers and multiple source domains to create 

them.  

My analysis also reveals that the most recurrent source domains in these 

metaphorical expressions are those of darkness and illness; each source domain 

occurs 5 times in both poems. For example, in Ψ¢ƻ IƻǇŜΩ, three times negative 

mental state is associated with the concept of darkness, and in ΨhŘŜ ǘƻ ŀ 

bƛƎƘǘƛƴƎŀƭŜΩ, the source domain of darkness occurs twice. In regard to the source 

domain of illness, Ψ¢ƻ IƻǇŜΩ contains two expressions in which negative mental 

state is represented in terms of sickness or physical pain, and ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ 

contains three metaphors where illness is used as a source domain. In chapter 5, I 

will be more specific and choose one of these recurrent domains and examine it in 

more detail. I will look at the representation of negative mental states in terms of 

sickness and disease. I will consider pathology and the medical profession as a 

conceptual domain from which frames and structures are mapped onto the domain 

of negative mental state. ¢Ƙƛǎ ŀƭƭƻǿǎ ƳŜ ǘƻ ǿƛŘŜƴ Ƴȅ ŦƻŎǳǎ ŀŎǊƻǎǎ YŜŀǘǎΩǎ ǇƻŜƳǎΦ 

My analysis in the previous chapters was limited to two poems only. In chapter five, 

I will look more broadly across the poems of John Keats focusing on a particular 

theme. I will examine how Keats structures the experience of negative mental states 

through concepts borrowed from the domain of the medical profession. 
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Chapter Five 

Negative Mental States through Medical Terminology 

 

5.1 Foreword  

Having outlined the theoretical framework of this study and carried out a 

detailed analysis in the previous chapters, I am now more confident about what a 

metaphor is and how it works. In the previous chapters, I discussed the process of 

conceptualizing negative mental states and emotions in two of John KeatsΩǎ ǇƻŜƳǎ. 

As we have seen through the analysis, Keats uses a variety of conceptualizations for 

these negative states. He structures the understanding of these abstract states 

through analogies mapped from various conceptual domains such as: darkness, 

illness, morbidity, pain, weight, lack of vitality, death, fear and a sinister creature. 

These conceptual domains are ǘƘŜ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴ ƻŦ άŀƴȅ ŎƻƘŜǊŜƴǘ ƻǊƎŀƴƛȊŀǘƛon of 

ŜȄǇŜǊƛŜƴŎŜέ (Kövecses, 2010: 4). In other words, they provide us with basic ideas 

and concepts that shape our prior knowledge of them. Through a process called 

cross-domain mapping, conceptual frames and correspondences are mapped from 

these conceptual domains (source) onto the domain of negative mental and 

emotional states (target). This process of mapping allows the speaker to use prior 

knowledge of the source domain and apply it to the target domain so as to describe 

it in a new way. My analysis in chapter 4 tackled the mapping process broadly. I 

discussed two poems in a broader sense, looking at all the representation of 

negative mental states. Now I shift the focus to look at a small group of metaphors 

across the entire poems of Keats. 
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In this chapter, I will be more specific in terms of the conceptual domains; I 

limit myself to specific domains and look at them in a detailed way. My aim is to 

look across the poems of John Keats to study certain examples in which he 

conceptualizes negative mental states by means of concepts and experiences he 

gained from his previous education and knowledge. For this reason, the chapter will 

deal with metaphorical expressions where concepts and structures which belong to 

the domain of the medical profession are mapped onto the domain of negative 

mental states and emotions. I will argue that Keats conceptualizes these negative 

states by means of conceptual frames derived from the domain of medical 

knowledge.  

It has been argued by many Keats scholars that ǘƘŜ ǇƻŜǘΩǎ ƳŜŘƛŎŀƭ ƭŜŀǊƴƛƴƎ 

influenced his thought and formed a source material for his poetry (Goellnicht, 1984: 

xi)Φ aŀƴȅ ƻŦ YŜŀǘǎΩǎ ŎǊƛǘƛŎǎ establish a strong relationship between his medical 

career and poetic profession. For example, M.H. Abrams believes that YŜŀǘǎΩǎ 

technical knowledge of pathology, medicine, anatomy, physiology, chemistry and 

ōƻǘŀƴȅ ǎǳǇǇƭƛŜŘ ƘƛƳ ǿƛǘƘ άǳƴǇǊŜŎŜŘŜƴǘŜŘ ƳŜǘŀǇƘƻǊǎ ŦƻǊ ǇƻŜǘǊȅέ όAbrams, 1998: 

43). Jack Siler ŎƭŀƛƳǎ ǘƘŀǘ YŜŀǘǎΩǎ ƳŜŘƛŎŀƭ ƪƴƻǿƭŜŘƎŜ ŎƻƴǘǊƛōǳǘŜd to his poetic 

language, providing terms, idioms and phrases to describe physical and mental 

distress (Siler, 2008: 47, 80). In this chapter, I will take this argument further. I will 

look at the connection ōŜǘǿŜŜƴ YŜŀǘǎΩǎ ƳŜŘƛŎŀƭ ŜŘǳŎŀǘƛƻƴ ŀƴŘ his metaphorical 

language to examine the influence of his medical career on the articulation of his 

poetic metaphors. I will argue that YŜŀǘǎΩǎ ƳŜŘƛŎŀƭ ƪƴƻǿƭŜŘƎŜ ǇǊƻǾƛŘŜŘ ƘƛƳ ǿƛǘƘ 

images and metaphors to describe many of his personas and their physical and 

mental suffering in a medical way. I am particularly interested in how the medical 
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profession enabled him to conceive of negative mental states in terms of 

pathological conditions or states of disease. I will examine how Keats structures the 

experience of negative mental states through concepts derived from his medical 

profession.  

L ǎƘƻǳƭŘ ƳŀƪŜ ƛǘ ŎƭŜŀǊ ǘƘŀǘ ǘƘƛǎ ƛǎ ƴƻǘ ǘƘŜ ŦƛǊǎǘ ǎǘǳŘȅ ǘƘŀǘ ŎƻƴƴŜŎǘǎ YŜŀǘǎΩǎ 

medical and poetic careers together. But it is the first study ǘƘŀǘ ŎƻƴƴŜŎǘǎ YŜŀǘǎΩǎ 

metaphors to his medical training through conceptual metaphor theory. Previous 

work includes William Hale-White (1938) Keats as doctor and patient. The book is a 

ōǊƛŜŦ ŀŎŎƻǳƴǘ ƻŦ ǘƘŜ ǇƻŜǘΩǎ ƭƛŦŜΣ ǇƻŜǘǊȅΣ ƳŜŘƛŎƛƴŜ ŀƴŘ ƘŜŀƭǘƘ ǿǊƛǘten by a chronicler 

and a physician from DǳȅΩǎ IƻǎǇƛǘŀƭΦ ¢ƘŜǊŜ ƛǎ ƴƻ ƳŜƴǘƛƻƴ ƻŦ ΨƳŜǘŀǇƘƻǊΩ ƛƴ ǘƘƛǎ ōƻƻƪΦ 

Walter Augustine Wells (1959) A Doctor's Life of John Keats also provides a 

ōƛƻƎǊŀǇƘƛŎŀƭ ŀŎŎƻǳƴǘ ŀōƻǳǘ YŜŀǘǎΩǎ ƳŜŘƛŎŀƭ ǘǊŀƛƴƛƴƎΣ ǘŜŀŎƘŜǊǎ ŀƴŘ ŦŜƭƭƻǿ ǎǘudents in 

ǘƘŜ DǳȅΩǎ IƻǎǇƛǘŀƭ ǎŎƘƻƻƭ ƻŦ ƳŜŘƛŎƛƴŜΦ Lǘ ŀƭǎƻ ǎƘŜŘǎ ƭƛƎƘǘ ƻƴ ƳŜŘƛŎƛƴŜ ŀƴŘ ǇƻŜǘǊȅ, 

but nothing about metaphor is discussed in it. Charles William Hagelman (1956), in a 

tƘ5 ŘƛǎǎŜǊǘŀǘƛƻƴ άWƻƘƴ YŜŀǘǎ ŀƴŘ ǘƘŜ aŜŘƛŎŀƭ tǊƻŦŜǎǎƛƻƴέ Ƙŀǎ ŀƭǎƻ ŀǇǇǊƻŀŎƘŜŘ ǘhe 

ƛǎǎǳŜ ƻŦ YŜŀǘǎΩǎ ƳŜŘƛŎŀƭ ǎǘǳŘȅ ŀƴŘ ǇƻŜǘƛŎ ŎŀǊŜŜǊΦ IŜ ŀǊƎǳŜǎ ǘƘŀǘ YŜŀǘǎΩǎ 

metaphorical ƭŀƴƎǳŀƎŜ ǎǳŎƘ ŀǎ άƳŜŘƛŎŀƭ ǎƛƳƛƭŜέ ŀƴŘ ƛƳŀƎŜǎ show the medical 

influence in Isabellŀ ŀƴŘ ΨhŘŜ ǘƻ tǎȅŎƘŜΩΦ IŜ ōŜƭƛŜǾŜǎ ǘƘŀǘ άƳŜǘŀǇƘƻǊ ƛǎ ǘƘŜ ǇƻŜǘΩǎ 

tool, not his taskmasǘŜǊέ όIŀƎŜƭƳŀƴΣ мфрсΥ нслΣ омлύΦ 5ƻƴŀƭŘ DƻŜƭƭƴƛŎƘǘΩǎ όмфупύ 

The Poet-Physician: Keats and Medical Science claims that the works of John Keats 

ǊŜǾŜŀƭ ŀ ƴƻǘŀōƭŜ ƛƴŦƭǳŜƴŎŜ ƻŦ ǎŎƛŜƴŎŜ ŀƴŘ ƳŜŘƛŎƛƴŜΦ IŜ ŀǊƎǳŜǎ ǘƘŀǘ άYŜŀǘǎΩǎ ƳŜŘƛŎŀƭ 

training also introduced him to certain images, metaphors, ideas, and ideals which, 

as part of his intellectual equipment, would inevitably find their way into his poetry 

ŀƴŘ ƭŜǘǘŜǊǎέ όDƻŜƭƭƴƛŎƘǘΣ мфупΥ псύΦ Hermione De Almeida (1991) Romantic Medicine 
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and John Keats is an interdisciplƛƴŀǊȅ ǎǘǳŘȅ ǘƘŀǘ ǇǊƻǾƛŘŜǎ ŀ ǊŜŀŘƛƴƎ ƻŦ YŜŀǘǎΩǎ ǇƻŜǘǊȅ 

in relation to two different contexts of medicine and poetry during the Romantic 

period. She states that Keats's poetry contains many metaphors of health which are 

άƻǳǘƴǳƳōŜǊŜŘ ƻƴƭȅ ōȅ ƳŜǘŀǇƘƻǊǎ ƻŦ ŘƛǎŜŀǎŜέ όDe Almeida, 1991: 138). Joseph 

Epstein όмфффύ ά¢ƘŜ aŜŘƛŎŀƭ YŜŀǘǎέ ǇǊƻǾƛŘŜǎ ŀƴ ŀǘǘŜƳǇǘ ǘƻ ƭƛƴƪ ƛŘŜŀǎ ŀƴŘ ƛƳŀƎŜǎ ƛƴ 

YŜŀǘǎΩǎ ǇƻŜǘǊȅ ŀƴŘ ƭŜǘǘŜǊǎ ǿƛǘƘ Ƙƛǎ ƳŜdical education. He believes that άƛƴ ǘƘŜ 

formation of key metaphors as well as glancing descriptive passages, Keats availed 

ƘƛƳǎŜƭŦ ƻŦ ŎƻƴŎŜǇǘǎ ŦƛǊǎǘ ƭŜŀǊƴŜŘ ƛƴ Ƙƛǎ ƳŜŘƛŎŀƭ ǎǘǳŘƛŜǎέ ό9ǇǎǘŜƛƴΣ мфффΥ рфύΦ 

!ƭǘƘƻǳƎƘ ǎƻƳŜ ƻŦ ǘƘŜǎŜ ǎǘǳŘƛŜǎ ŎƻƴƴŜŎǘ YŜŀǘǎΩǎ ƳŜŘƛŎal career to his use of 

metaphor, their usŜ ƻŦ ǘƘŜ ǘŜǊƳ ΨƳŜǘŀǇƘƻǊΩ ƛǎ ǾŜǊȅ ƎŜƴŜǊŀƭ. They employ the term 

ΨƳŜǘŀǇƘƻǊΩ ƛƴ ƛǘǎ ǘǊŀŘƛǘƛƻƴŀƭ ǎŜƴǎŜ ŀǎ ǎƻƳŜǘƘƛƴƎ that stands for something else. 

These studies were conducted before cognitive metaphor theory; none of them 

follow this approach. Therefore, my purpose differs from them because my 

research approaches metaphor cognitively. 

In my study, I have a cognitive methodology which can help us understand 

YŜŀǘǎΩǎ ƳŜǘŀǇƘƻǊǎ ōŜǘǘŜǊ ǘƘŀƴ ǘƘŜ ǘǊŀŘƛǘional view of metaphor. A cognitive view on 

semantics argues that meaning is formed from associations that start in the mind as 

domains are mapped onto each other. In the light of this conceptual view of 

metaphor, I will consider medical knowledge as a domain from which Keats draws 

some structures to map them on the domain of negative mental states. As we have 

seen in previous chapters, the two poems that I have discussed ς Ψ¢ƻ IƻǇŜΩ and 

ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ ς contain expressions of negative emotional states that have 

been communicated through medical language ǎǳŎƘ ŀǎ ΨƳƻǊōƛŘ ŦŀƴŎȅΩΣ ΨōƻǎƻƳ ǇŀƛƴΩΣ 

ΨƘŜŀǊǘ-ŀŎƘŜΩΣ ΨŦŜǾŜǊΩΣ ΨŦǊŜǘΩΣ ΨǇŀƭŜΩ ΨǎƛŎƪ ŦƻǊ ƘƻƳŜΩΣ ΨŘǊƻǿǎȅΩ ŀƴŘ ΨƴǳƳōƴŜǎǎΩ. These 
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terms and expressions usually occur within the broader scope of medical discourse. 

By medical discourse I mean here the language of expressing suffering and pain as 

well as the language of curing or healing illnesses (Wilce, 2009: 199). As before, due 

to my interest in negative states, I will focus only on the language expressing 

suffering or pain. Therefore, in what follows the terms I will be calling medical or 

medical terminology are those associated with experiences of physical suffering or 

bodily illness. I will be discussing how Keats picks up these terms from the medical 

domain and employs them metaphorically to represent negative mental states and 

emotions.  

Lƴ Ƴŀƴȅ ƻŦ YŜŀǘǎΩǎ ǇƻŜƳǎ ŀƴŘ ƭŜǘǘŜǊǎΣ ǘƘŜǊŜ ŀǊŜ a lot of pathological images 

and metaphors to portray physical and mental suffering. It is, of course, not possible 

to determine whether Keats developed these metaphors consciously or 

unconsciously. It is also required to know about the usage of these metaphors, and 

whether they are widespread or specific to Keats. According to Donald Goellnicht, 

the precision with which Keats uses terminology suggests a conscious effort. 

DƻŜƭƭƴƛŎƘǘ ŀǊƎǳŜǎ ǘƘŀǘ άǇŀǘƘƻƭƻƎȅ ǇǊƻǾƛŘŜŘ YŜŀǘǎ ǿƛǘƘ ŎƻƴŎŜǇǘǎ ŀƴŘ ƳŜǘŀǇƘƻǊǎ ǘƘŀǘ 

ǿŜǊŜ ƳǳŎƘ ƳƻǊŜ ǊŜŀŘƛƭȅ ŀŘŀǇǘŀōƭŜ ǘƻ ǇƻŜǘƛŎ ƴŜŜŘǎ ŀƴŘ ƳŜŀƴƛƴƎǎέ όDƻŜƭƭƴƛŎƘǘΣ мф84: 

53). For reasons of space and time, I will limit myself to his poems only; I plan to 

ŜȄǇƭƻǊŜ Ƙƛǎ ƭŜǘǘŜǊǎ ƛƴ ŀ ŦǳǘǳǊŜ ǎǘǳŘȅΦ wŜŀŘƛƴƎ YŜŀǘǎΩǎ ǇƻŜǘǊȅΣ I found a cluster of 

particular expressions where negative mental states are represented in terms of 

physical illness. Some of these expressions are very common, and some are rarer. I 

selected six key words which have medical associations. These key words are: fever, 

sick, ache, pain, drowsiness, and numbness. There are, of course, many other 

medical terms aƴŘ ŎƻƴŘƛǘƛƻƴǎ ǎǳŎƘ ŀǎ ΨpalsyΩ, ΨpaleΩ, ΨailmentΩ, and ΨmaladyΩ which 
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Keats used in his writings, but for reasons of space I will focus on the six in this 

section. I am going to examine how these six tŜǊƳǎ ŀǊŜ ǳǎŜŘ ƛƴ YŜŀǘǎΩǎ 

representation of negative mental states. The basic senses of these six terms are 

usually to do with physical experience but, through conceptual mapping, they are 

used to represent negative emotions. I am aware that these terms are well known 

words and may occur in other contexts or be used by non-specialists, yet Keats is 

not always using them in their general sense. Although he returns to them, 

sometimes he uses them in their specific medical senses and in medical contexts. 

The evidence, as I will argue, is supported by linguistic clues including YŜŀǘǎΩǎ 

ŎƻƴǘŜƳǇƻǊŀǊȅ ƳŜŘƛŎŀƭ ǎƻǳǊŎŜǎ ǿƘƛŎƘ ǿŜǊŜ ŀǾŀƛƭŀōƭŜ ǘƻ ƘƛƳ ŘǳǊƛƴƎ Ƙƛǎ ǘƛƳŜ ŀǘ DǳȅΩǎ 

hospital. It is also supported by contextual clues, for example, the given context 

suggests a pathological state in which a patient is suffering from symptoms of 

certain illness and requires treatment. It is also worth noticing that these terms or 

keywords come within the text in different linguistic forms (word class); sometimes 

they come as noun, verb, adjective or adverbs. 

My main argument in this chapter is more specific than that which other 

critics have made. I argue that through conceptual mapping, Keats links the domain 

of the medical profession to the domain of negative mental states and emotions. He 

conceptualizes a great deal of these abstract states of his characters in terms of a 

medical language; he adapts analogies from his medical training and knowledge to 

represent them. He uses metaphorical expressions whose meanings allude to a 

medical context. These analogies, to a cŜǊǘŀƛƴ ŜȄǘŜƴǘΣ ŘŜƳƻƴǎǘǊŀǘŜ ǘƘŜ ǳǎŜǊΩǎ 

familiarity with their subject. For example, he uses physical experiences such as: 

fever, sickness, ache, pain, which are ς within the context of medical training and 
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general experiences ς physical concerns and applies them to negative mental states 

or emotions. These concepts of fever, sickness, ache, pain etc. are viewed as 

domains from which he mapped conceptual structures onto the domain of negative 

mental state. Through this application, he generates metaphors that allow him to 

speak about such complex states and emotions. I will look at these metaphors from 

a cognitive perspective to see how Keats structures his understanding of negative 

mental states in terms of pathological states. My method for identifying these 

expressions is to read the whole works of Keats to see how he uses these medical 

terms for expressing negative mental states/emotions. My method of identification 

is the one I discussed in chapter 3 which is a combination of {ǘŜŜƴΩǎ ŦƛǾŜ ǎǘŜǇ 

procedure and also Pragglejaz MIP (Pragglejaz Group, 2007; Steen, 1999c; Steen, 

2002a). The chapter will be divided into four sections: section 5.2 will examine the 

metaphors of fever in which negative mental state is represented by means of a fit 

of fever. Section 5.3 discusses metaphors of sickness and how this term and its 

other forms are used to talk about negative mental states. Section 5.4 will explore 

ƳŜǘŀǇƘƻǊǎ ƻŦ ΨŀŎƘŜΩ ŀƴŘ ΨǇŀƛƴΩ ŀƴŘ how they are used to feature negative mental 

states. Section 5.5 will look at metaphors using ΨŘǊƻǿǎȅΩ ŀƴŘ ΨƴǳƳōƴŜǎǎΩ ŀƴŘ ǘƘŜ 

way they conceptualize negative mental states. L ǿƛƭƭ ǎǘŀǊǘ ǿƛǘƘ ǘƘŜ ǘŜǊƳ ΨŦŜǾŜǊΩ ǘƻ 

discuss some metaphorical expressions in which the term is used to conceptualize 

negative emotions and mental states. 
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5.2 Metaphors of Fever 

The word ΨfeverΩ is referenced 21 times ƛƴ YŜŀǘǎΩǎ poems11. It is employed 

literally and metaphorically in many of his works. As far as metaphorical language is 

concerned, Keats uses this morbid condition to generate many metaphorical 

expressions. For example, love is seen as a fever in some of his poems such as: The 

Eve of St. Agnes where Porphyro's heart is depicted ŀǎ ΨLove'ǎ ŦŜǾϥǊƻǳǎ ŎƛǘŀŘŜƭΩ (l.84). 

Lƴ ΨhŘŜ ƻƴ ŀ DǊŜŎƛŀƴ ¦ǊƴΩΣ ΨƘǳƳŀƴ ǇŀǎǎƛƻƴΩ is also depicted by means of fever that 

ŎŀǳǎŜǎ ǘƘŜ ǇŀǘƛŜƴǘ ΨA burning ŦƻǊŜƘŜŀŘΣ ŀƴŘ ŀ ǇŀǊŎƘƛƴƎ ǘƻƴƎǳŜΩ (l. 30). In Isabella, 

LƻǊŜƴȊƻΩǎ ƭƻǾŜ ŦƻǊ LǎŀōŜƭƭŀ Ƙŀǎ ΨCŜǾŜǊΩŘ Ƙis high cƻƴŎŜƛǘ ƻŦ ǎǳŎƘ ŀ ōǊƛŘŜΩ (l. 46). Poetic 

ŎǊŜŀǘƛǾƛǘȅ ƛǎ ŀƭǎƻ ŘŜǇƛŎǘŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ŀ ōƻǳǘ ƻŦ ΨŦŜǾŜǊΩ ƛƴ ǎƻƳŜ ƻǘƘŜǊ ǇƻŜƳǎ ŀƴŘ 

letters (Goellnicht, 1984: 200). In regard to negative emotions and mental states ς 

which are the main focus of this section ς there are numerous examples in which 

Keats metaphorically represents these negative states in terms of a fever fit. In the 

following account, I will discuss some of these examples. I will limit myself only to 

ǘƘƻǎŜ ŜȄǇǊŜǎǎƛƻƴǎ ǘƘŀǘ Ŏƻƴǘŀƛƴ ǘƘŜ ǿƻǊŘ ΨŦŜǾŜǊΩ ƻǊ ƛǘǎ related forms to denote 

negative mental states or emotions. 

In Hyperion, Keats uses ǘƘŜ ǘŜǊƳ ΨŦŜǾŜǊΩ ǘƘǊŜŜ ǘƛƳŜǎ. In book I, the speaker 

ǳǎŜǎ ǘƘŜ ǘŜǊƳ ΨŦŜǾŜǊΩ ǘƻ ŘŜǎŎǊƛōŜ {ŀǘǳǊƴΩǎ ƳŜƴǘŀƭ ƘŜŀƭǘƘΦ {ŀǘǳǊƴ ƛǎ ŘŜǇƛŎǘŜŘ ŀŦǘŜǊ 

being overthrown by Jupiter mourning the loss of his empire. He rouses himself to 

search for reason to understand what happened so that he can renew resistance 

against Jupiter. In the following quotation, the speaker uses a medical image to 

describe the defeated god:  

                                                           
11 Keats is so fond of the term ΨŦŜǾŜǊΩΤ ǘƘŜ ŦǊŜǉǳŜƴǘ use of this term demonstrates its importance to 
him. He used it in his poems and letters in many different contexts. 
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This passion lifted him upon his feet,       
And made his hands to struggle in the air,   
His Druid locks to shake and ooze with sweat,   
His eyes to fever out, his voice to cease.   
IŜ ǎǘƻƻŘΣ ŀƴŘ ƘŜŀǊŘ ƴƻǘ ¢ƘŜŀΩǎ ǎƻōōƛƴƎ ŘŜŜǇΤ 
! ƭƛǘǘƭŜ ǘƛƳŜΣ ŀƴŘ ǘƘŜƴ ŀƎŀƛƴ ƘŜ ǎƴŀǘŎƘΩŘ         
Utterance thus.τά.ǳǘ Ŏŀƴƴƻǘ L ŎǊŜŀǘŜΚ   
ά/ŀƴƴƻǘ L ŦƻǊƳΚ /ŀƴƴƻǘ L ŦŀǎƘƛƻƴ ŦƻǊǘƘ  

(I, 135-142) 
 

In the quoted passage there are several metaphorically used lexical items. To focus 

ƻƴ ΨŦŜǾŜǊΩ, it is metaphorical because in context it refers to a negative state of 

confusion, while the basic meaning would refer to a somatic illness. The passage 

contains some physical and nonphysical sympǘƻƳǎ ƻŦ ǘƘƛǎ ƳŜŘƛŎŀƭ ŎƻƴŘƛǘƛƻƴ ΨfeǾŜǊΩ 

which were familiar to Keats as a medical student. The symptoms depicted in the 

quoted passage include struggling hand, shaking head, high temperature, low voice 

and impaired hearing and loss of concentration which were medically known at that 

time as fever symptoms. Keats probably came to know about them through a 

medical course entitled Practice of Medicine which was taught by William 

.ŀōƛƴƎǘƻƴ ŀƴŘ WŀƳŜǎ /ǳǊǊȅ ǿƘƻ ǿŜǊŜ ǘŜŀŎƘƛƴƎ ŀǘ ǘƘŜ ƳŜŘƛŎŀƭ ǎŎƘƻƻƭ ŦƻǊ DǳȅΩǎ 

Hospital by the time Keats was a student. In that course book they describe the 

symptoms of fever in the following way: 

Increased frequency of pulse,- preternatural heat, preceded by 
sensation of cold, -feeling of languor, lassitude, and general 
uneasiness:-pain of head, back , and limbs:-memory and judgement 
confused and indistinct; -senses of taste, smell, touch, &c. altered or 
impaired:- want of appetite,- defect of saliva,- thirst;- discolouration 
of the tongue; -respiration frequent and anxious:- changes in the 
urine (Babington and Curry, 1811: 2).    

 
The medical account in this passage provides the physical symptoms of fever that 

ƳŀǘŎƘ YŜŀǘǎΩǎ ŘŜǎŎǊƛǇǘƛƻƴ ƻŦ {ŀǘǳǊƴΦ LŦ ǿŜ ŎƻƳǇŀǊŜ YŜŀǘǎΩǎ ǇƻŜǘƛŎ ŘƛǎŎƻǳǊǎŜ ƻŦ ŦŜǾŜǊ 

ǿƛǘƘ .ŀōƛƴƎǘƻƴ ŀƴŘ /ǳǊǊȅΩǎ ƳŜŘƛŎŀƭ ŘƛǎŎƻǳǊǎŜ ƻŦ it, we find the former used it 
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metaphorically while the latter has no metaphorical sense of the term; it only 

ŦƻŎǳǎŜǎ ƻƴ ƛǘǎ ƻōǎŜǊǾŀōƭŜ ǇƘȅǎƛŎŀƭ ŜŦŦŜŎǘǎΦ ¢ƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜ ƛƴ YŜŀǘǎΩǎ ǇŀǎǎŀƎŜ ǳǎŜǎ 

ǘƘƛǎ ƳƻǊōƛŘ ŎƻƴŘƛǘƛƻƴ όŦŜǾŜǊύ ǘƻ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ǊŜǇǊŜǎŜƴǘ {ŀǘǳǊƴΩǎ ǎǘŀǘŜ ƻŦ ƭŀŎƪƛƴƎ 

self-control and mental confusion that dominates the whole picture. Saturn is 

ǳƴŀōƭŜ ǘƻ ΨŎǊŜŀǘŜΩΣ ΨŦƻǊƳΩ ƻǊ ΨŦŀǎƘƛƻƴΩ another world to replace the one he lost. 

{ŀǘǳǊƴΩǎ disability is attributed to his diseased imagination as some critics argue, his 

mind is depicted άƛƴ ŀ ǎǘŀǘŜ ƻŦ ŦŜǾŜǊŜŘ ǘǳǊƳƻƛƭ ǘƘŀǘ ǘƘǿŀǊǘǎ ŎǊŜŀǘƛǾƛǘȅέ όDƻŜƭƭƴƛŎƘǘΣ 

1984: 216). {ŀǘǳǊƴΩǎ ƛƳŀƎƛƴŀǘƛƻƴ ƛǎ ŀŦŦŜŎǘŜŘ ōȅ ŀ ǎǘŀǘŜ ƻŦ ƛƭƭƴŜǎǎ ǿƘƛŎƘ ƛǎ ǘƻ Řƻ ǿƛǘƘ 

mental suffering rather than a physical suffering. It has been embodied through 

images of physical disease (fever). What is interesting in KeaǘǎΩǎ ǇŀǎǎŀƎŜ ƛǎ ǘƘŜ 

ŜȄǇǊŜǎǎƛƻƴ ΨIƛǎ ŜȅŜǎ ǘƻ ŦŜǾŜǊ ƻǳǘΩ which is used to describe a negative state of 

confusion rather than a somatic illness όŦŜǾŜǊύΦ ¢ƘŜ ǎǇŜŀƪŜǊ ǳǎŜǎ ǘƘŜ ǾŜǊō ΨŦŜǾŜǊΩ 

metaphorically in this context and he aǎǎƻŎƛŀǘŜǎ ƛǘ ǿƛǘƘ {ŀǘǳǊƴΩǎ ŜȅŜǎ όŀ ǇƘȅǎƛŎŀƭ 

body organ). Eyes are used metonymically in this context (a part refers to the 

whole). Literally, eyes do not experience fever; they are only affected by it. The 

ƛƳǇƭƛŎŀǘƛƻƴ ƻŦ ǘƘƛǎ ŜȄǇǊŜǎǎƛƻƴ ΨIƛǎ ŜȅŜǎ ǘƻ ŦŜǾŜǊ ƻǳǘΩ is not a physical condition; it is 

mental. The poetic voice also uses personification in which he maps human features 

ǎǳŎƘ ŀǎ ǘƘŜ Ǉƻǎǎƛōƛƭƛǘȅ ǘƻ ŜȄǇŜǊƛŜƴŎŜ ŦŜǾŜǊ ƻƴǘƻ {ŀǘǳǊƴΩǎ ŜȅŜǎΦ tŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ƛǎ ŀ 

good example of how the process of conceptual mapping works. As far as mapping 

ƛǎ ŎƻƴŎŜǊƴŜŘΣ ǘƘŜ ǇƘȅǎƛŎŀƭ ǎȅƳǇǘƻƳǎ ƻŦ ΨŦŜǾŜǊΩ ƘŀǾŜ ōŜŜƴ ƳŀǇǇŜŘ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ 

of physical illness onto the domain of cognition so that the speaker can represent 

{ŀǘǳǊƴΩǎ ƳŜƴǘŀƭ Ǉŀƛƴ ƛƴ ǘŜǊƳǎ ƻŦ ǇƘȅǎƛŎŀƭ ƛƭƭƴŜǎǎΦ Lƴ ƻǘƘŜǊ ǿƻrds, physical suffering is 

ǘƘŜ ǾŜƘƛŎƭŜ ǘƘǊƻǳƎƘ ǿƘƛŎƘ ǘƘŜ ǎǇŜŀƪŜǊ ŎƻƴŎŜǇǘǳŀƭƛȊŜǎ {ŀǘǳǊƴΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

state of confusion. The speaker establishes analogues between the domain of 
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negative mental states and the domain of physical illness. As the fever may affect 

him physically, the negative mental state of confusion affects him mentally. Through 

ŎƻƴŎŜǇǘǳŀƭ ƳŀǇǇƛƴƎΣ {ŀǘǳǊƴΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ Ƙŀǎ ōŜŜƴ ŎƻƴŎŜǇǘǳŀƭƛȊŜŘ ƛƴ 

terms of a pathological state of disease derived from the domain of fever. What 

intenǎƛŦƛŜǎ ǘƘŜ ƻǇƛƴƛƻƴ ǘƘŀǘ {ŀǘǳǊƴΩǎ ǎǘŀǘŜ ƛǎ ƳƻǊŜ ǘƻ Řƻ ǿƛǘƘ ƳŜƴǘŀƭ ǘƘŀƴ ǇƘȅǎƛŎŀƭ 

suffering is the evidence gƛǾŜƴ ƭŀǘŜǊ ƛƴ ǘƘŜ ǇƻŜƳ ōȅ ¢ƘŜŀΣ IȅǇŜǊƛƻƴΩǎ ǿƛŦŜ. While 

Thea tries to comfort Saturn, she observes that his plight is caused by a cluster of 

negative mental states: 

!ƴŘ ǎƛŘŜƭƻƴƎ ŦƛȄΩŘ ƘŜǊ ŜȅŜ ƻƴ {ŀǘǳǊƴΩǎ ŦŀŎŜΥ   
There saw she direst strife; the supreme God   
At war with all the frailty of grief,   
Of rage, of fear, anxiety, revenge,   
Remorse, spleen, hope, but most of all despair.   

(II, 91-95)  
 

This passage contains lexical clues such as: grief, rage, fear, anxiety, revenge, 

ǊŜƳƻǊǎŜΣ ǎǇƭŜŜƴΣ ŀƴŘ ŘŜǎǇŀƛǊ ǿƘƛŎƘ ǇǊƻǾŜ ǘƘŀǘ {ŀǘǳǊƴΩǎ ǇǊƻōƭŜƳ ƛǎ ƴƻǘ ƻŦ ŀ ǇƘȅǎƛŎŀƭ 

nature. Physical illness, mainly fever, is only a medium through which the speaker 

conceptualizes these negative mental states and emotions. It is thanks to 

conceptual mapping that such a medium can be activated. Through conceptual 

mapping, the speaker picks up some conceptual structures from the domain of 

physical illness (fever) and maps them onto the domain of negative mental states 

and emotions. The outcome of this mapping is that negative mental states are 

structured and represented in terms of a physical experience of illness (fever). The 

correspondence between the two compared states is that, as the fever causes 

physical pain to the patient, negative mental states and emotions cause mental pain 

to him. 
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In book II of the same poem, there is another scene where Keats also uses 

medical language to depict the rest of the fallen Titans. After their defeat, the Titans 

cower iƴ ŀ ΨƴŜǎǘ ƻŦ ǿƻŜΩ όLΣ мпΣύ ŀƴŘ ΨŎƘŀƛƴΩŘ ƛƴ ǘƻǊǘǳǊŜΩ (l.18). The location where 

they miserably gather has replaced that of their lost prosperous empire. This 

pathetic assembly shows the psychological and emotional blow they have 

experienced as a result of the fallen state. It also shows the impact of this blow on 

their mental wellbeing. Just like their ruler (Saturn), their psychological and mental 

sufferings are also represented in terms of physical illness. In fact, the poem 

contains a considerable number of medical terms and expressions that tempt me to 

quote some extracts here: 

5ǳƴƎŜƻƴΩŘ ƛƴ ƻǇŀǉǳŜ ŜƭŜƳŜƴǘΣ ǘƻ ƪŜŜǇ   
¢ƘŜƛǊ ŎƭŜƴŎƘŜŘ ǘŜŜǘƘ ǎǘƛƭƭ ŎƭŜƴŎƘΩŘΣ ŀƴŘ ŀƭƭ ǘƘŜƛǊ ƭƛƳōǎ   
LockΩŘ ǳǇ ƭƛƪŜ ǾŜƛƴǎ ƻŦ ƳŜǘŀƭΣ ŎǊŀƳǇǘ ŀƴŘ ǎŎǊŜǿΩŘΤ  
Without a motion, save of their big hearts   
IŜŀǾƛƴƎ ƛƴ ǇŀƛƴΣ ŀƴŘ ƘƻǊǊƛōƭȅ ŎƻƴǾǳƭǎΩŘ 
With sanguine feverous boiling gurge of pulse.   

(Book II, 23-28)  
ΧΧΧΧΧΧΧΧΧΧΧΦ 

As with us mortal men, the laden heart   
Lǎ ǇŜǊǎŜŎǳǘŜŘ ƳƻǊŜΣ ŀƴŘ ŦŜǾŜǊΩŘ ƳƻǊŜΣ   
When it is nighing to the mournful house   
Where other hearts are sick of the same bruise  

(Book II, 101-104) 
 

Here, I am only concerned with images of fever in this scene. Other medical terms 

and conditions will be discussed later in this chapter. We have two important 

examples of how the speaker conceptualizes the suffering of the Titans in terms of 

the physical experience of fever. Fever is twice referred to by the speaker, and in 

both examples it is associated with the ōƻŘȅ ƻǊƎŀƴ ΨƘŜŀǊǘΩΥ ƛƴ ǘƘŜ ŦƛǊǎǘΣ ǘƘŜ ¢ƛǘŀƴΩǎ 

ΨōƛƎ ƘŜŀǊǘǎΩ ŀǊŜ ΨƘŜŀǾƛƴƎ ƛƴ ǇŀƛƴΣ ŀƴŘ ƘƻǊǊƛōƭȅ ŎƻƴǾǳƭǎΩŘ ǿƛǘƘ feverous boiling gurge 
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ƻŦ ǇǳƭǎŜΩΤ ƛƴ ǘƘŜ ǎŜŎƻƴŘΣ ǘƘŜ ΨƭŀŘŜƴ ƘŜŀǊǘΩ of the ΨƳƻǊǘŀƭ ƳŜƴΩ ƛǎ Ψpersecuted more, 

ŀƴŘ ŦŜǾŜǊŜŘ ƳƻǊŜΩ. The speaker uses metonymy; the part (hearts) stands for the 

whole (Titans). In the two examples, fever has been employed metaphorically to 

represent a negative mood of the fallen TƛǘŀƴǎΦ /ƻƴǘŜȄǘǳŀƭƭȅΣ ǘƘŜ ΨŦŜǾŜǊΩ ƛƴŘƛŎŀǘŜǎ 

spiritual and mental suffering rather than a physical condition. The Titans are 

described as enduring the pain of falling which is more emotional than physical. 

They have lost their empire, pride and most importantly their identity. Their mental 

and emotional strain has been conceptualized through a physical morbidity. Again, 

the speaker maps some conceptual structures from the domain of physical illness 

onto the domain of negative mental states. This conceptualization is based on 

actual experiences of everyday life; watching ŀ ǎƛŎƪ ǇŜǊǎƻƴΩǎ ǘŜƳǇŜǊŀǘǳre go up 

indicates a state of sickness, while cooling down indicates recovery. In other words, 

negative emotion is hot; positive emotion is cold. Thus, by the means of conceptual 

mapping, the experience of physical illness (fever) is also used to represent the 

negative emotion of the fallen state of the Titans. 

In book III of Endymion, a similar image of fever is also used to conceptualize 

DƭŀǳŎǳǎΩ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƻŦ ƛƳōŀƭŀƴŎŜΦ DƭŀǳŎǳǎ ŎƻƳƳŜƴǘǎ ƻƴ ǘƘŜ ǎŎŜƴŜ ǿƘŜƴ 

he saw the dead face of his beloved Scylla. He took her body into a niche in a 

temple under the sea to leave it there. The following lines depict him after the 

separation: 

I left poor Scylla in a niche and fled.   
aȅ ŦŜǾŜǊΩŘ ǇŀǊŎƘƛƴƎǎ ǳǇΣ Ƴȅ ǎŎŀǘƘƛƴƎ ŘǊŜŀŘ        
Met palsy half way: soon these limbs became   
DŀǳƴǘΣ ǿƛǘƘŜǊΩŘΣ ǎŀǇƭŜǎǎΣ ŦŜŜōƭŜΣ ŎǊŀƳǇΩŘΣ ŀƴŘ ƭŀƳŜΦ  

(III, 634-637) 
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The speaker also uses a medical imagery ŀƴŘ ǘŜǊƳƛƴƻƭƻƎȅ ǘƻ ŘŜǎŎǊƛōŜ DƭŀǳŎǳǎΩǎ 

sufferiƴƎΦ DƭŀǳŎǳǎ ǿŀǎ ƛƴŦƭƛŎǘŜŘ ǿƛǘƘ ΨŦŜǾŜǊΩŘ ǇŀǊŎƘƛƴƎǎΩΣ ΨǇŀƭǎȅΩ ŀƴŘ ΨƎŀǳƴǘ ƭƛƳōǎΩ. 

These morbid physical conditions can be considered as physical manifestations of 

the negative mental and emotional states which were experienced as a result of the 

ǎŜǇŀǊŀǘƛƻƴ ǿƛǘƘ ǘƘŜ ŘŜŀŘ ōŜƭƻǾŜŘΦ Lƴ ƳƻŘŜǊƴ ǘŜǊƳǎΣ ǘƘŜ ŎŀǳǎŜ ƻŦ DƭŀǳŎǳǎΩǎ ŀƛƭƳŜƴǘ 

is not physiological, it is psychological. He suffers from love melancholy as well as a 

state of discontentment with the real world (Goellnicht, 1984: 184). Interestingly, 

ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨŦŜǾŜǊΩŘ ǇŀǊŎƘƛƴƎǎ ǳǇΩ is used as a poetic realization of the physical 

condition of fever. Among the symptoms of inflammatory fever which were 

identified by Babington and Curry and known to Keats during his medical career 

were the following:  

Violent and continued dry heat,- flushed countenance,-suffused 
redness of eyes and skin,-frequent, strong, and hard pulse;- acute 
pain of head and loins;- heaviness and aching of the limbs; -white 
ŀƴŘ ŘǊȅ ǘƻƴƎǳŜΤ ǘƘƛǊǎǘΧΦŜǘŎΦ ό.ŀōƛƴƎǘƻƴ ŀƴŘ /ǳǊǊȅΣ муммΥ пуύΦ 

 
This example shows that Keats draws upon the knowledge of this medical condition 

of fever which brings the body temperature up and dries both mouth and skin 

ΨǎŀǇƭŜǎǎΩ which increases the ǇŀǘƛŜƴǘΩǎ demand for water. It is also interesting to see 

ǘƘŜ ŘŜǎŎǊƛǇǘƛƻƴ ƛƴ YŜŀǘǎΩǎ ǇŀǎǎŀƎŜ ƳŀǘŎƘŜǎ ǘƘŜ ŘŜǎŎǊƛǇǘƛƻƴ ƛƴ .ŀōƛƴgton and Curry, 

especially concerning dryness and aching limbs. Earlier in this poem (in book II) 

Keats uses ŀ ǎƛƳƛƭŀǊ ƛƳŀƎŜ ƻŦ ΨfeǾŜǊ ǇŀǊŎƘŜǎΩ ǘƻ ŜȄǇǊŜǎǎ 9ƴŘȅƳƛƻƴΩǎ ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜ 

of homesickness. After being guided by the water nymph in to the unknown world 

of imagination, the young prince finds himself alƻƴŜΣ ƎǊƛŜǾƛƴƎ ƛƴ ǎƻƭƛǘǳŘŜ ƛƴ ŀ Ψǘƻƻ ŦŀǊ 

ǎǘǊŀƴƎŜΩ ǊŜƎƛƻƴ ǿƘƛŎƘ ƛǎ Ψwonderful fƻǊ ǎŀŘƴŜǎǎΩ ŀƴŘ ΨƳƛƴƎƭŜŘ ǳǇΩ ǿƛǘƘ ΨƎƭŜŀƳƛƴƎ 

ƳŜƭŀƴŎƘƻƭȅΩ. Endymion is depicted grieving in solitude; he beseeches Diana to 
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ǊŜǘǳǊƴ ƘƛƳ ǘƻ Ƙƛǎ ΨƴŀǘƛǾŜ ōƻǿŜǊΩ of Latmos. The speaker describes him with a 

feverish image:  

Within my breast there lives a choking flameτ   
O let me cool it among the zephyr-boughs!   
A homeward fever parches up my tongueτ   
O let me slake it at the running springs!  

(II, 317-320) 
 

!ǎ ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ DƭŀǳŎǳǎΩǎΣ 9ƴŘȅƳƛƻƴΩǎ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜ ƛǎ ŜȄǇǊessed in 

terms of a physical fever. The emotional state of homesickness is conceptualized in 

ǘŜǊƳǎ ƻŦ ŀ ƳƻǊōƛŘ ǎǘŀǘŜ ƻŦ ŦŜǾŜǊ ǘƘŀǘ ŘǊƛŜǎ 9ƴŘȅƳƛƻƴΩǎ ǘƻƴƎǳŜΦ 9ƴŘȅƳƛƻƴΩǎ ŦŜǾŜǊŜŘ 

mind is depicted through a medical account of the fevered body which can be found 

in Babington and CurryΩǎ medical course book. They describe a fevered body as 

άōŜŎƻƳƛƴƎ ŘǊȅ ōǳǊƴƛƴƎ ƘŜŀǘ ŀƭƭ ƻǾŜǊΣ ǿƛǘƘ ƎǊŜŀǘ ǊŜǎǘƭŜǎǎƴŜǎǎΣ ŀƴŘ ƻŦǘŜƴ ǾƛƻƭŜƴǘ 

head-ŀŎƘέ όBabington and Curry, 1811: 5). By the means of conceptual mapping, the 

speaker maps the physical symptoms of fever onto the domain of negative emotion. 

¢ƘŜ ΨŎƘƻƪƛƴƎ ŦƭŀƳŜΩ ŀƴŘ ǘƘŜ ΨǇŀǊŎƘŜǎΩ ƻŦ ǘƘŜ ΨǘƻƴƎǳŜΩ are the linguistic realization of 

the metaphoric fever. They are selectively picked up from the domain of this 

ǇŀǘƘƻƭƻƎƛŎŀƭ ƛƭƭƴŜǎǎ ΨŦŜǾŜǊΩ ŀƴŘ ŀǇǇƭƛŜŘ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴ όƘƻƳŜ 

sickness). 

In ΨOde on a Grecian UrnΩ, Keats uses ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨǇŀǊŎƘƛƴƎ ǘƻƴƎǳŜΩ in a 

similar sense; to describe a human passion in terms of physical illness (fever):  

All breathing human passion far above,  
         That leaves a heart high-sorrowful and cloy'd,  
                A burning forehead, and a parching tongue.  

(l. 28-30) 
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The parching tongue is also associated with fever which is implicitly referred to 

ǘƘǊƻǳƎƘ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨōǳǊƴƛƴƎ ŦƻǊŜƘŜŀŘΩ. I will not discuss this example in detail 

ŀǎ ǘƘŜ ǘŜǊƳ ΨŦŜǾŜǊΩ ƛǎ ƴƻǘ ǳǎŜŘ ŜȄǇƭƛŎƛǘƭȅΦ 

In Isabella, the language of sickness and images of decay are employed to 

represent the physical and mental suffering of his- characters. Keats uses medical 

terms such as sick, fever, and malady to portray the characters. The two young 

loveǊǎ ŀǊŜ ŘŜǇƛŎǘŜŘ ǎǳŦŦŜǊƛƴƎ ŦǊƻƳ ΨǎƻƳŜ ƳŀƭŀŘȅΩ; they are both lovesick. In the 

words of Aileen Ward, ŀ άǎǘǊƛƴƎ ƻŦ ƛƳŀƎŜǎ ƻŦ ƳŜŘƛŎƛƴŜ ŀƴŘ ŘƛǎŜŀǎŜ Ǌǳƴǎ ǘƘǊƻǳƎƘ ǘƘŜ 

ǇƻŜƳ ƭƛƪŜ ŀ ŘŀǊƪ ǾŜƛƴ ǘƘǊƻǳƎƘ ƳŀǊōƭŜέ ό²ŀǊŘΣ мфсоΥ мтпύΦ Lƴ ŦŀŎǘΣ ŦŜǾŜǊΣ ƛƴ ǇŀǊǘƛŎǳƭŀǊΣ 

is a key word in this poem. ¢ƘŜ ƛƳŀƎŜ ƻŦ ΨŦŜǾŜǊΩ ƛǎ one of the most important images 

used to describe the nonphysical pain such as melancholy and sadness. As 

DƻŜƭƭƴƛŎƘǘ ǎǘŀǘŜǎΣ άǘƘŜ ŘŜǎŎǊƛǇǘƛƻƴǎ ƻŦ ƭƻǾŜ ƳŜƭŀƴŎƘƻƭȅέ ŀǊŜ ŘŜǇƛŎǘŜŘ ǘƘǊƻǳƎƘ άǘƘŜ 

ǎȅƳǇǘƻƳǎ ƻŦ ǇŀƭŜƴŜǎǎΣ ŦŜǾŜǊΣ ƘŜŀŘŀŎƘŜ ŀƴŘ ǊŜǎǘƭŜǎǎ ǎƭŜŜǇέ όDƻŜƭƭƴƛŎht, 1984: 192). 

¢ƘŜ ǘŜǊƳ ΨŦŜǾŜǊΩ ƛǎ ǳǎŜŘ ǘƘǊŜŜ ǘƛƳŜǎ ƛƴ ǘƘŜ ǇƻŜƳΥ ƻƴŎŜ ǘƻ ŘŜǎŎǊƛōŜ [ƻǊŜƴȊƻΩǎ 

declaration of love to Isabella. Earlier in this section, I mentioned this example 

which shows how the speaker features love in terms of fever that resolves the 

loǾŜǊΩǎ ǇǳƭǎŜ ŀƴŘ ǎǘƛŦƭŜǎ Ƙƛǎ ǾƻƛŎŜΥ 

And to his heart he inwardly did pray   
  For power to speak; but still the ruddy tide   
{ǘƛŦƭŜŘ Ƙƛǎ ǾƻƛŎŜΣ ŀƴŘ ǇǳƭǎΩŘ ǊŜǎƻƭǾŜ ŀǿŀȅτ      
  CŜǾŜǊΩŘ Ƙƛǎ ƘƛƎƘ ŎƻƴŎŜƛǘ ƻŦ ǎǳŎƘ ŀ ōǊƛŘŜΣ 

 (l. 43-46) 
 

I will not concentrate on this example because it does not involve a negative 

emotion; on the contrary it denotes a positive emotion of falling in love. I would 

ǊŀǘƘŜǊ ŦƻŎǳǎ ƻƴ ǘƘŜ ƻǘƘŜǊ ǘǿƻ ŜȄŀƳǇƭŜǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǿƻǊŘ ΨŦŜǾŜǊΩ ƛǎ ǳǎŜŘ ǘƻ ŘŜǎŎǊƛōŜ 
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a negative emotion experienced by the heroine, Isabella. In the first one, the 

ǎǇŜŀƪŜǊ ǳǎŜǎ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨŦŜǾŜǊƛǎƘ ǳƴǊŜǎǘΩ ǘƻ ǊŜǇǊŜǎŜƴǘ LǎŀōŜƭƭŀΩǎ ƴŜƎŀǘƛǾŜ ƳƻƻŘ 

of anxiety and worry about her absent lover, Lorenzo: 

She fretted for the golden hour, and hung 
Upon the time with feverish unrest  
Not longτfor soon into her heart a throng        
  Of higher occupants, a richer zest,   
Came tragic; passion not to be subdued,   
And sorrow for her love in travels rude. 

 (l. 243-248) 
 

LǎŀōŜƭƭŀΩǎ ǎǘŀǘŜ ƻŦ ǿƻǊǊȅ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛzed in terms an image of Ψfeverish unrestΩ. The 

ǿƻǊŘ ΨŦǊŜǘΩ is an explicit linguistic clue of a negative emotion. As Rachel Schulkins 

Ǉǳǘǎ ƛǘ LǎŀōŜƭƭŀΩǎ άƭƻƴƎƛƴƎǎ ŦƻǊ Ƙƛǎ ώ[ƻǊŜƴȊƻϐ ǊŜǘǳǊƴ ŦƻǊŎŜ ƘŜǊ ƛƴǘƻ ƘȅǎǘŜǊƛŎŀƭ Ŧƛǘǎ ŀƴŘ 

ƳŜƭŀƴŎƘƻƭƛŀέ ό{ŎƘǳƭƪƛƴǎΣ нлмсΥ ум). It is a state of indulgence in grief for the absent 

lover ƳƛȄŜŘ ǿƛǘƘ ŀ ŎǊŜŜǇƛƴƎ ŦŜŀǊ ƛƴ ΨƘŜǊ ǎƛƴƎƭŜ ōǊŜŀǎǘΩΦ ¢ƘŜ ǿƻǊŘ ΨŦŜǾŜǊΩ ƛǎ ǳǎŜŘ ǘƻ 

intensify the state of pathos. IsaōŜƭƭŀΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ rapidly deteriorates 

from a state of sorrow of loneliness to a state of anxiety for Lorenzo and then to a 

state of madness after discovering the murder of her beloved. This rapid 

deterioration matches the different phases of the pathological state of fever which 

generally starts with an elevation of the body temperature, then shivering which is 

followed by flush. These stages are literally marked by a feeling of restlessness; this 

is probably the rŜŀǎƻƴ ǿƘȅ ǘƘŜ ǎǇŜŀƪŜǊ Ŏŀƭƭǎ ƛǘ Ψfeverish unrŜǎǘΩ. Through a medical 

image of physical illness, the speaker depicts an abstract emotional/ mental 

suffering of Isabella. The speaker maps conceptual structures from the domain of 

fever onto the domain of negative mental state of Isabella. The correspondence 

between the two compared states is the intensity they both cause in an individual. 
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¢ƘŜ ƛƴǘŜƴǎƛǘȅ ƻŦ LǎŀōŜƭƭŀΩǎ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴ ƛǎ ǎƛƳƛƭŀǊ ǘƻ ǘƘŜ ƛƴǘŜƴǎƛǘȅ ƻŦ ŀ ŦŜǾŜǊ ŦƛǘΤ 

they both generate a feeling of restlessness. 

The other example of this febrile state is also used to describe IsabŜƭƭŀΩǎ 

ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ŀŦǘŜǊ ƘŜǊ ƪƴƻǿƭŜŘƎŜ ƻŦ [ƻǊŜƴȊƻΩǎ ŘŜŀǘƘΦ As she mourns and 

pines over ǘƘŜ ŘŜǇŀǊǘǳǊŜ ƻŦ ƘŜǊ ƭƻǾŜǊΣ ƻƴŜ ƴƛƎƘǘ [ƻǊŜƴȊƻΩǎ ƎƘƻǎǘ ǎǳŘŘŜƴƭȅ ŀǇǇŜŀǊǎ 

ōŜŦƻǊŜ ƘŜǊΦ IŜ ǘŜƭƭǎ ƘŜǊ ƻŦ ƘŜǊ ōǊƻǘƘŜǊǎΩ ŘŜŜŘ ŀƴŘ ŀǎƪǎ ƘŜǊ ǘƻ ŦƛƴŘ Ƙƛǎ ōƻŘȅΦ LǎŀōŜƭƭŀ 

finds the grounds where Lorenzo had been buried; she takes a knife to bring back 

his head and buries it in a pot of basil. In the following quote, she is depicted as 

inflicted with an intense passion which is conceptualized in terms of physical illness:   

And, after looking round the champaign wide,   
  Shows her a knife.τά²Ƙŀǘ ŦŜǾŜǊƻǳǎ ƘŜŎǘƛŎ ŦƭŀƳŜ   
ά.ǳǊƴǎ ƛƴ ǘƘŜŜΣ ŎƘƛƭŘΚτWhat good can thee betide,   
  ά¢Ƙŀǘ ǘƘƻǳ ǎƘƻǳƭŘΩǎǘ ǎƳƛƭŜ ŀƎŀƛƴΚέτ  

(l. 347-50) 
 

Again, fever is associated with intense feeling. The ŜȄǇǊŜǎǎƛƻƴ ΨŦŜǾŜǊƻǳǎ ƘŜŎǘƛŎ ŦƭŀƳŜΩ 

is used to describe a negative emotion of intense feeling of sadness mixed with rage 

as Isabella seŜǎ ǘƘŜ ōƻŘȅ ƻŦ [ƻǊŜƴȊƻ ƭŀƛŘ ƛƴ ΨŦƻǊŜǎǘ ǘƻƳōΩ ǘƘŀǘ ΨƳŀǊǊŜŘ Ƙƛǎ Ǝƭƻǎǎȅ ƘŀƛǊΩ. 

In the words of Charles William Hagelman, IsabŜƭƭŀΩǎ ƳƛƴŘ ƛǎ άŦƻǊŎŜŘ ōŜȅƻƴŘ ǘƘŜ 

ƭƛƳƛǘǎ ƻŦ ƛǘǎ ŜƴŘǳǊŀƴŎŜέ όIŀƎŜƭƳŀƴΣ мфрсΥ нсоύΦ .ȅ ǘƘŜ ŜƴŘ ƻŦ ǘƘŜ ǇƻŜƳ LǎŀōŜlla 

goes mad and dies of grief. Her disturbed mental state is conceptualized in terms of 

the bodily physical illness of fever. This feverish state is also medically accurate and 

apǇǊƻǇǊƛŀǘŜΦ aŜŘƛŎŀƭƭȅΣ ǘƘŜ ǿƻǊŘ ΨƘŜŎǘƛŎΩ denotes fever or flush; it is both used as a 

noun and adjective. According to the Oxford English Dictionary, during the 

eighteenth and nƛƴŜǘŜŜƴǘƘ ŎŜƴǘǳǊƛŜǎΣ ǘƘŜ ǿƻǊŘ ΨƘŜŎǘƛŎΩ άƧƻƛƴŜŘ to that kind of Fever 

ǿƘƛŎƘ ƛǎ ǎƭƻǿ ŀƴŘ ŎƻƴǘƛƴǳŀƭΣ ŀƴŘ ŜƴŘƛƴƎ ƛƴ ŎƻƴǎǳƳǇǘƛƻƴέ όOxford English Dictionary, 

2018). IŜŎǘƛŎ ŀǎ ŀ ƴƻǳƴ ƳŜŀƴǎ ΨƘŜŎǘƛŎ ŦŜǾŜǊΩΣ ŀƴŘ ŀǎ ŀƴ ŀŘƧŜŎǘƛǾŜΣ ƛǘ ƛǎ άŀǇǇƭƛŜŘ ǘƻ 
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that kind of fever which accompanies consumption or other wasting diseases, and is 

attended with flushed cheeks and hot dry skinέ όOxford English Dictionary, 2018). 

The context of this ŜȄǇǊŜǎǎƛƻƴ ΨŦŜǾŜǊƻǳǎ ƘŜŎǘƛŎ ŦƭŀƳŜΩ suggests metaphorical use, 

ōŜŎŀǳǎŜ ƭƛǘŜǊŀƭƭȅΣ ƛǘ ƛǎ ƴƻǘ ŀ ΨŦƭŀƳŜΩ ǘƘŀǘ ΨbuǊƴǎΩ inside her, it is an intense feeling. It 

may represent a negative mental state of hysteria or melancholia that inflicted her 

ŀŦǘŜǊ ǎƘŜ ǿŀǎ ŜȄǇƻǎŜŘ ǘƻ ǘƘŜ ŘŜŀŘ ōƻŘȅ ƻŦ ƘŜǊ ƭƻǾŜǊΦ ¢ƘŜ ŜŦŦŜŎǘ ƻŦ [ƻǊŜƴȊƻΩǎ ŘŜŀŘ 

ōƻŘȅ Ƙŀǎ ƴƻǳǊƛǎƘŜŘ LǎŀōŜƭƭŀΩǎ ŦŜǊǾŜƴǘ ŀƴŘ ǿƛƭŘ Ǉŀǎǎƛƻƴ ǿƘƛŎƘ ƛǎ ŀƴŀƭƻƎous to a 

άƘŜŎǘƛŎ ŦƭŀƳŜέ ό{ŎƘǳƭƪƛƴǎΣ нлмсΥ уоύΦ 5ǳǊƛƴƎ Ƙƛǎ ȅŜŀǊǎ ŀǎ ŀ ƳŜŘƛŎŀƭ ǎǘǳŘŜƴǘΣ YŜŀǘǎ 

was familiar with diagnosing some psychological ailments such as hypochondria and 

nervous fever. According to Babington and Curry, the term hypochondriasis is a 

synƻƴȅƳ ƻŦ ǎǇƭŜŜƴΣ ǾŀǇƻǳǊǎΣ ŀƴŘ ƭƻǿ ǎǇƛǊƛǘǎΣ ŀƴŘ ǘƘŜ άŜȄŎƛǘƛƴƎ ŎŀǳǎŜǎέ ƻŦ 

Hypochondriasis inŎƭǳŘŜ άŘŜǇǊŜǎǎƛƴƎ ǇŀǎǎƛƻƴǎΣ ŜΦƎ. Grief, Anxiety, and Fear, by 

ǿƘŀǘŜǾŜǊ ŎŀǳǎŜ ǇǊƻŘǳŎŜŘέ ό.ŀōƛƴƎǘƻƴ ŀƴŘ /ǳǊǊȅΣ муммΥ нлпύΦ !ƴŘ ǘƘŜ ǎȅƳǇǘƻƳǎ ƻŦ 

ƴŜǊǾƻǳǎ ŦŜǾŜǊ ƛƴŎƭǳŘŜ άŎƻƴfusion of thought, - ǎŀŘƴŜǎǎ ƻŦ ƳƛƴŘΧΦ .ǳǘ ŀǎ ǘƘŜ ŘƛǎŜŀǎŜ 

advances, the heat increases, -the tongue becomes ŘǊȅΣ ŀƴŘ ōǊƻǿƴΣ ƻǊ ƳƻǊōƛŘƭȅ ǊŜŘέ 

ό.ŀōƛƴƎǘƻƴ ŀƴŘ /ǳǊǊȅΣ муммΥ руύΦ ¢ƘŜ ŘŜǇƛŎǘƛƻƴ ƻŦ LǎŀōŜƭƭŀΩǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜ ƛǎ 

expressed through a fevered bƻŘȅ ǿƘƛŎƘ ƛǎ ōǳǊƴǘ ōȅ ŀ ΨŦŜǾŜǊƻǳǎ ƘŜŎǘƛŎ ŦƭŀƳŜΩ. Again, 

via conceptual mapping, the speaker structures the mental suffering of his 

ŎƘŀǊŀŎǘŜǊǎ ǘƘǊƻǳƎƘ ƛƳŀƎŜǎ ƻŦ ǇƘȅǎƛŎŀƭ ǇŀƛƴΣ ƴŀƳŜƭȅ ƻŦ ΨŦŜǾŜǊΩΦ 

TƘŜǊŜ ƛǎ ŀƴƻǘƘŜǊ ƛƳǇƻǊǘŀƴǘ ŜȄŀƳǇƭŜ ƻŦ ǘƘŜ ΨŦŜǾŜǊΩ used in a poem entitled 

ΨStanzas on Some Skulls ƛƴ .Ŝŀǳƭȅ !ōōŜȅΣ bŜŀǊ LƴǾŜǊƴŜǎǎΩ, which was written in 

collaboration with Charles Brown in August 1818. The poem is a chronicle in which 

the speaker attempts to read the history of dead people through examining the 

ƻǳǘǿŀǊŘ ŀǇǇŜŀǊŀƴŎŜ ƻŦ ǘƘŜƛǊ ǎƪǳƭƭǎΦ Lƴ ǘƘƛǎ ǇƻŜƳΣ ǘƘŜ ǿƻǊŘ ΨŦŜǾŜǊΩ ƛǎ ŀǎǎociated with 
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sadness, which is already a negative emotion, to describe a mode of suffering of 

peopƭŜ ƻŦ ǘƘŜ ǇŀǎǘΦ ¢ƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨŦŜǾŜǊŜŘ ǎŀŘƴŜǎǎΩ is used as a metaphor to 

ŘŜǎŎǊƛōŜ ǘƘŜ ƘǳƳŀƴ ǿƻǊƭŘ ΨƳƻǊǘŀƭ ǘƛƳŜΩ ǿƘƛŎƘ ƛǎ ŎƘŀǊŀŎǘŜǊƛȊŜŘ ōȅ ΨŦŜǾŜǊŜŘ ǎŀŘƴŜǎǎΩ: 

Ha! here is "undivulged crime!" 
Despair forbade his soul to climb 
Beyond this world, this mortal time 
Of fevered sadness, 
Until their monkish pantomime 
Dazzled his madness!  

(61-66) 
 

The abstract states of sadness and despair are conceptualized in terms of a 

pathological condition of fever. They are represented as the maladies of the soul 

that hinder the aspiration of a person ŀƴŘ ǇǊŜǾŜƴǘ ƘƛƳ ŦǊƻƳ ŎƭƛƳōƛƴƎ Ψbeyond this 

ǿƻǊƭŘΩ. The analogy in this metaphorical expression has a physical basis; as fever 

causes physical illness to the body, despair and sadness are the diseases of the soul. 

Through conceptual mapping, the speaker carries conceptual frames from the 

domain of physical illness (fever) and maps them onto the domain of an abstract 

state of emotion (sadness). The outcome of this mapping is that our understanding 

of a negative emotion of sadness is structured through physical experience of fever. 

Sadness causes emotional pain as fever causes physical pain. 

From what has been said above, it is possible to see the way Keats uses the 

ǘŜǊƳ ΨŦŜǾŜǊΩ ƛƴ ƛǘǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ǎŜƴǎŜ ǘƻ ǊŜǇǊŜǎŜƴǘ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ŀƴŘ ŜƳƻǘƛƻƴŀƭ 

states. The examples show how important fever is in conceptualizing negative 

mental states. Fever, which is a physical illness that belongs to the domain of 

pathology, is used to conceptualize negative mental as well as emotional states. 

Some selected frames are picked up by the speaker from the domain of fever and 

applied to the domain of emotion. The result of this mapping allows us to view 
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these abstract states in terms of experiences of physical illness. The mental and 

emotional pain these negative states may cause in the patient is equivalent to the 

physical pain caused by (fever).  

In the next section, I will discuss metaphorical expressions that use the word 

ΨǎƛŎƪΩ ŀǎ ŀ ƪŜȅ ǿƻǊŘ ǘƻ ŘŜƴƻǘŜ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ ƻǊ ŜƳƻǘƛƻƴΦ  

5.3 Metaphors of Sickness 

The poetry of Keats is also replete with metaphors and images of sickness. 

About 42 instances of ǘƘŜ ǘŜǊƳ ΨsickΩ and its related forms appear across the body of 

YŜŀǘǎΩǎ ǇƻŜǘǊȅ ǘƻ ǊŜǇǊŜǎŜƴǘ ǇƘȅǎƛŎŀƭ ŀƴŘ ƴƻƴǇƘȅǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜǎ ƻŦ ƛƭƭƴŜǎǎΦ !ǎ ŦŀǊ ŀǎ 

ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎ ŀƴŘ ŜƳƻǘƛƻƴǎ ŀǊŜ ŎƻƴŎŜǊƴŜŘΣ ǘƘŜ ǘŜǊƳ ΨǎƛŎƪΩ ƛǎ ŀƭǎƻ ǳǎŜŘ ǘƻ 

conceptualize these abstract states. ¢ƘŜ ōŀǎƛŎ ƛŘŜŀ ƻŦ ǘƘŜ ǿƻǊŘ ΨǎƛŎƪΩ ƛs the absence 

of health, and its basic sense suggests physical experience of illness. According to 

the Oxford English Dictionary, the word ΨsickΩ ƳŜŀƴǎ άǎǳŦfering from illness of any 

kind; ill, unwell, ailingέ όOxford English Dictionary, 2018). The ǿƻǊŘ ΨǎƛŎƪΩ ƛǎ ƎŜƴŜǊŀƭƭȅ 

used in a medical discourse to describe the condition of being affected by illness or 

not being in a healthy state (Boyd, 2000: 9). Although, the term sick does present a 

problem because it can be used broadly in different contexts to describe 

nonphysical or abstract notions, my argument here is that Keats uses this term in a 

specific way and with reference to the medical context. He applies the term with its 

physical sense such as being afflicted with illness and disease or being in unhealthy 

state to describe nonphysical states. In the following account, I will limit myself to 

ǘƘŜ ǳǎŜ ƻŦ ǘƘŜ ǘŜǊƳ ΨǎƛŎƪΩ ƻǊ ƛǘǎ ƻǘƘŜǊ ǊŜƭŀǘŜŘ ŦƻǊƳǎ ǘƻ ǊŜǇǊŜǎŜƴǘ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ 

states and emotions. 
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In Endymion, the term ΨǎƛŎƪΩ ŀǇǇŜŀǊǎ ф ǘƛƳŜǎ in both literal and metaphorical 

senses. In book I, Endymion, the young shepherd of Latmos, is depicted as fallen 

into a state of trance in which he experienced a melancholy dream. He revealed to 

Ƙƛǎ ǎƛǎǘŜǊ tŜƻƴŀ ǘƘŜ Ψsecret ƎǊƛŜŦΩ which brought his spirit down. It was the vision of 

the moon goddess Cynthia whom he fell in love with. Endymion is depicted after the 

vision in terms of physical and mental illnesses. Since I am more interested in the 

latter than the former, I will not dƛǎŎǳǎǎ 9ƴŘȅƳƛƻƴΩǎ ǇƘȅǎƛŎŀƭ ǎƛŎƪƴŜǎǎΦ L ǿƛƭƭ ƻƴƭȅ 

ŜȄŀƳƛƴŜ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴǎ ǿƘŜǊŜ ǘƘŜ ǘŜǊƳ ΨǎƛŎƪΩ ƛǎ ǳǎŜŘ ǘƻ ǊŜǇǊŜǎŜƴǘ ŀōǎǘǊŀŎǘ ǎǘŀǘŜǎ 

in terms of physical illness. During the course of the poem, the speaker connects the 

ŎƻƴŎŜǇǘ ƻŦ ǎƛŎƪƴŜǎǎ ǘƻ 9ƴŘȅƳƛƻƴΩǎ ƛƳŀƎination (Wunder, 2008: 118). He uses the 

ŀŘƧŜŎǘƛǾŜ ΨǎƛŎƪΩ ǘƻ ƳŜǘŀǇƘƻǊƛŎŀƭƭȅ ŘŜǎŎǊƛōŜ ƳŜƴǘŀƭ ŦǳƴŎǘƛƻƴǎ ƻŦ ǘƘŜ Ƴŀƛƴ ŎƘŀǊŀŎǘŜǊ 

Endymion. For example, he uses expressions such as ΨǘƘƻǳƎƘǘǎ ǎƻ ǎƛŎƪΩ ŀƴŘ ΨŦŀƴŎȅ 

ǎƛŎƪΩ ǘƻ ŜȄǇǊŜǎǎ 9ƴŘȅƳƛƻƴΩǎ ƳŜƴǘŀƭ ŀŎǘƛǾƛǘƛŜǎ ǎǳŎƘ as the way of thinking, 

imagination, and fancy. Through personificŀǘƛƻƴΣ ǘƘŜ ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴǎ ƻŦ ΨǘƘƻǳƎƘǘΩ 

ŀƴŘ ΨŦŀƴŎȅΩ are represented as physical entities that can be inflicted with sickness. 

Keats introduces these metaphorical expressions during a long conversation 

between Endymion and his sister Peona after his recovery from the vision 

experience. Peona becomes anxious and worried about her brother and she chides 

him for his dreams which ς  in her point of view ς are not true, and they are the 

main reason for his mental suffering:  

.......how light   
aǳǎǘ ŘǊŜŀƳǎ ǘƘŜƳǎŜƭǾŜǎ ōŜΤ ǎŜŜƛƴƎ ǘƘŜȅΩǊŜ ƳƻǊŜ ǎƭƛƎƘǘ    
Than the mere nothing that engenders them!   
Then wherefore sully the entrusted gem   
Of high and noble life with thoughts so sick?   
Why pierce high-fronted honour to the quick   
CƻǊ ƴƻǘƘƛƴƎ ōǳǘ ŀ ŘǊŜŀƳΚέ 
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 (I, 754-760) 
 
 

Peona asks Endymion to get rid of these dreams which misguide him and affect his 

mind. She believes that such dreams generate sick thoughts which only bring 

sadness into his brain. On the other side, Endymion refuses to call his dreams 

ΨƴƻǘƘƛƴƎ ōŀǎŜΩ (LΦ ттлύ ƻǊ ΨǎƭǳƳōŜǊƻǳǎ ǇƘŀƴǘŀǎƳΩ (I. 771). He defends his conception 

and understanding of dreams ǿƘƛŎƘ ŎƻƳǇƭŜǘŜƭȅ ŘƛŦŦŜǊǎ ŦǊƻƳ tŜƻƴŀΩǎΦ IŜ ōŜƭƛŜǾŜǎ 

that there are two kinds of dreams: one is born of love; it is prophetic and a true 

Ǿƛǎƛƻƴ ǘƘŀǘ Ψmighǘ ōƭŜǎǎ ǘƘŜ ǿƻǊƭŘ ǿƛǘƘ ōŜƴŜŦƛǘǎΩ (I, 826); and the other is false and 

ǎƛƳƛƭŀǊ ǘƻ ΨōǊŀƛƴ-ŦƭƛŜǎΩ ǘƘŀǘ ΨƭŜŀǾƛƴƎ ǳǎ ŦŀƴŎȅ-ǎƛŎƪΩ: 

[ƻƻƪ ƴƻǘ ǎƻ ǿƛƭŘŜǊΩŘΤ ŦƻǊ ǘƘŜǎŜ ǘƘƛƴƎǎ ŀǊŜ ǘǊǳŜΣ  
And never can be born of atomies   
That buzz about our slumbers, like brain-flies,   
Leaving us fancy-sick.   

(I, 850-853). 
 

¢ƘŜ ǘǿƻ ŜȄǇǊŜǎǎƛƻƴǎ ƻŦ ΨǘƘƻǳƎƘǘǎ ǎƻ ǎƛŎƪΩ ŀƴŘ ΨŦŀƴŎȅ ǎƛŎƪΩ are important examples of 

how the speaker conceptualizes abstract states by the means of physical illness. By 

ǳǎƛƴƎ ǘƘŜ ǘŜǊƳ ΨǎƛŎƪΩ, which evokes illness, the speaker draws an analogy between 

the experience of having a physical sickness and the experience of having negative 

ŀōǎǘǊŀŎǘ ǎǘŀǘŜǎΦ  [ƛǘŜǊŀƭƭȅΣ ΨǘƘƻǳƎƘǘǎΩ ŀƴŘ ΨŦŀƴŎȅΩ Řƻ ƴƻǘ ŜȄǇŜǊƛŜƴŎŜ ǎƛŎƪƴŜǎǎΤ ǘƘŜ 

word sick is used metaphorically in these two expressions. In articulating these 

metaphorical expressions, the speaker uses conceptual mapping to map some 

ǎǘǊǳŎǘǳǊŜǎ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǇŀǘƘƻƭƻƎȅ ΨǎƛŎƪΩ ǘƻ ŎƻƳƳŜƴǘ ƻƴ ǘƘŜ ŜȄǇŜǊƛŜƴŎŜ ƻŦ 

having bad thoughts or fancy. In both tŜƻƴŀΩǎ ŀƴŘ 9ƴŘȅƳƛƻƴΩǎ ǎǇŜŜŎƘ ǘƘŜǊŜ ƛǎ ŀ 

metaphorical representation of mental activities of the main character (Endymion) 

through applying the word sick to them. These mental activities (thought and fancy) 
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are conceptualized in terms of an analogy derived from the domain of pathology 

όǎƛŎƪƴŜǎǎύΦ Lƴ ǘƘŜ ŦƛǊǎǘ ŜȄŀƳǇƭŜΣ tŜƻƴŀ ŘŜǎŎǊƛōŜǎ 9ƴŘȅƳƛƻƴΩǎ ǘƘƻǳƎƘǘǎ ŀǎ ǎƛŎƪΤ ǎƘŜ 

uses personification to conceptualize the abstract state of thought in terms of a 

biological organism that is prone to illness. In the second example, Endymion uses 

ǘƘŜ ǎŀƳŜ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ŀōǎǘǊŀŎǘ ŦŀƴŎȅ ŀǎ ǎƛŎƪΦ 9ƴŘȅƳƛƻƴΩǎ ƳŜƴǘŀƭ 

activities such as fancy and thoughts are represented by means of physical 

experience of sickness. As the experience of sickness affects the body, sick fancy 

and thoughts affect the mind. 

Moreover, we can notice the poetic voice acting as a diagnostician with 

medical training and expertise. He describes false dreams ŀǎ ΨōǊŀƛƴ-ŦƭƛŜǎΩ (I, 852) that 

generate the sickness in fancy. Again, through conceptual mapping, the speaker 

picks up some structures from the domain of sickness or disease ΨŦƭƛŜǎΩ and applies it 

ǘƻ ōŀŘ ŘǊŜŀƳǎΦ Ψ.Ǌŀƛƴ-ŦƭƛŜǎΩ, in this context, may be taken as the agents that carry 

diseases and transmit them between bodies. FaƭǎŜ ŘǊŜŀƳǎΣ ǘƘŜǊŜŦƻǊŜΣ ŀǊŜ ǘƘŜ ΨōǊŀƛƴ 

ŦƭƛŜǎΩ that cause fancy sickness or diseased imagination. The notion of diseases 

caused or spread by agents such as ΨǾŜƴƻƳƻǳǎ ƛƴǎŜŎǘǎΩ or flies which carry them 

from one place or person to another was familiar to Keats as a medical student. He 

probably came to know about this notion through a medical course entitled Practice 

of Medicine. In their course book, Babington and Curry discussed the causes of 

ǎƻƳŜ ŎƻƴǘŀƎƛƻǳǎ ŀƴŘ ƛƴŦŜŎǘƛƻǳǎ ŘƛǎŜŀǎŜǎ ǎǳŎƘ ŀǎ άŎƻƴǘŀƎƛƻǳǎ ŦŜǾŜǊέΣ άƳŜŀǎƭŜǎέΣ 

άǿƘƻƻǇƛƴƎ ŎƻǳƎƘέΣ ά{Ƴŀƭƭ tƻȄέ ŀƴŘ ά/ƻǿ tƻŎƪέΦ They mentioned medical terms 

ǎǳŎƘ ŀǎ άƳƻǊōƛŦƛŎ ƳŀǘǘŜǊέΣ άƳƻǊōƛŦƛŎ ŀƎŜƴǘέ ŀƴŘ άǾƛǊǳǎέ ŀƳƻƴƎ Ǉƻǎǎƛōle reasons 

which cause these contagious and infectious diseases (Babington and Curry, 1811: 

114, 117). 
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Lǘ ƛǎ ǇƻǎǎƛōƭŜ ǘƻ ǎŀȅ ǘƘŀǘ ǘƘŜ ǇƻŜǘƛŎ ǾƻƛŎŜ ŘŜǎŎǊƛōŜǎ 9ƴŘȅƳƛƻƴΩǎ ƻōǎŜǎǎƛon 

with immortality and the pursuit of immortal love in a medical language of sickness. 

9ƴŘȅƳƛƻƴΩǎ ΨǎƛŎƪ ǘƘƻǳƎƘǘǎΩ ŀƴŘ ΨǎƛŎƪ ŦŀƴŎȅΩ Ŏŀƴ ōŜ ǎŜŜƴ ŀǎ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΦ 

What is interesting in both of these examples is that a mental activity has been 

describeŘ ǘƘǊƻǳƎƘ ƳŜŘƛŎŀƭ ǘŜǊƳƛƴƻƭƻƎȅΦ ΨCŀƴŎȅΩ ŀƴŘ ΨǘƘƻǳƎƘǘǎΩ are cognitive 

activities that denote mental states. They can be positive or negative depending on 

the mood of their owner and also on the context in which they occur. In their 

contextual use, they both denote negativity; they afflict the life of their owner 

(Endymion) with pain, or endanger his life and put him at risk. Therefore, 

9ƴŘȅƳƛƻƴΩǎ ǘƘƻǳƎƘǘǎ ŀƴŘ ŦŀƴŎȅ ŀǊŜ ŎƻƴŎŜǇǘǳŀƭƛȊŜŘ ƛƴ ǘŜǊƳǎ ƻŦ ǇŀǘƘƻƭƻƎƛŎŀƭ ǎǘŀǘŜǎ ƻŦ 

sickness that he should seek treatment to heal. In this example, we notice that 

Keats draws on his medical knowledge iƴ ŘŜǎŎǊƛōƛƴƎ Ƙƛǎ ŎƘŀǊŀŎǘŜǊΩǎ ǿŀȅ ƻŦ ǘƘƛƴƪƛƴƎΦ 

EnŘȅƳƛƻƴΩǎ fancy or imagination is represented as being contaminated with disease 

and therefore becomes sick and only generates bad dreams and sick thoughts. The 

ŜȄǇǊŜǎǎƛƻƴ ΨŦŀƴŎȅ ǎƛŎƪΩ reminds us of a similar expression, ΨƳƻǊōƛŘ ŦŀƴŎȅΩ which was 

discussed in chapter 4. As we have seen, in Ψ¢ƻ IƻǇŜΩ, the poetic voice uses the idea 

ƻŦ ƳƻǊōƛŘƛǘȅ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴ ƻŦ ΨŦŀƴŎȅΩΦ Lƴ ōƻǘƘ ƻŦ ǘƘŜ ǘǿƻ ŜȄŀƳǇƭŜǎΣ 

ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǇŀǘƘƻƭƻƎȅ ŜǾƻƪŜŘ ōȅ ǘƘŜ ǘŜǊƳǎ ΨǎƛŎƪΩ ŀƴŘ ΨƳƻǊōƛŘΩ ƛǎ ƳŀǇǇŜŘ ƻƴǘƻ 

the domain of mental activity to represent a negative mental state. 

To go back to Endymion, we can notice that as the poem progresses, the 

medical language becomes more evident. In book II, Keats mentions another 

ƳŜŘƛŎŀƭ ǘŜǊƳ ΨōǊŀƛƴ-ǎƛŎƪΩ ǘƻ ŎƻƳƳŜƴǘ ƻƴ 9ƴŘȅƳƛƻƴΩǎ mental health. The expression 

ΨōǊŀƛƴ-ǎƛŎƪΩ can be seen as a contrast to tƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨƘŜŀƭǘƘƛŜǊ ōǊŀƛƴΩ which is 
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ǳǎŜŘ ŜŀǊƭƛŜǊ ƛƴ .ƻƻƪ L ǘƻ ŘŜǎŎǊƛōŜ 9ƴŘȅƳƛƻƴΩǎ ƳŜƴǘŀƭ ǎǘŀǘŜ ŀŦǘŜǊ ōŜƛƴƎ ŎŀƭƳŜŘ ōȅ Ƙƛǎ 

sister Peona.   

9ƴŘȅƳƛƻƴ ǿŀǎ ŎŀƭƳΩŘ ǘƻ ƭƛŦŜ ŀƎŀƛƴ 
Opening his eyelids with a healthier brain,  

(Book I, 464-465) 
 

In these two expǊŜǎǎƛƻƴǎ ΨƘŜŀƭǘƘƛŜǊ ōǊŀƛƴΩ ŀƴŘ ΨōǊŀƛƴ-ǎƛŎƪΩ, Keats uses medical 

language to describe the center of the cognitive activities and its workings. 

Contextually, they represent tǿƻ ŎƻƴǘǊŀǎǘƛƴƎ ǎǘŀǘŜǎ ƻŦ ƳƛƴŘΤ ΨƘŜŀƭǘƘƛŜǊ ōǊŀƛƴΩ 

suggests a positive state and ΨōǊŀƛƴ-ǎƛŎƪΩ suggests a negative state. I am more 

concerned with the representation of the negative state than the positive. 

Therefore, I will only focus on the medical terms that denote negative mental states 

ƻǊ ŜƳƻǘƛƻƴǎΦ Lƴ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨōǊŀƛƴ-ǎƛŎƪΩ, the speaker approaches the brain from a 

ƳŜŘƛŎŀƭ ǇŜǊǎǇŜŎǘƛǾŜΦ 9ƴŘȅƳƛƻƴΩǎ ōǊŀƛƴ ǎƛŎƪƴŜǎǎ ƛǎ ŎŀǳǎŜŘ ōȅ ǘƘŜ Ǿƛǎƛƻƴ ƘŜ ǎŀǿ ƻŦ ǘƘŜ 

perfecǘ ƳŀƛŘŜƴ ǿƘƻǎŜ ōŜŀǳǘȅ ƳŀŘŜ Ƙƛǎ Ψspirit clƛƴƎǎκ ŀƴŘ Ǉƭŀȅǎ ŀōƻǳǘ ƛǘǎ ŦŀƴŎȅΩ 

(Book I, 621-622). His brain is sick with overambitious thoughts that transcend the 

limit of the human or the mortals. He falls in love with an ideal beauty of an 

immortal being which cannot be achieved by a human. In terms of 

ŎƻƴŎŜǇǘǳŀƭƛȊŀǘƛƻƴΣ YŜŀǘǎ ǇƛŎƪǎ ǳǇ ǘƘŜ ǿƻǊŘ ΨǎƛŎƪΩ ŦǊƻƳ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ǇŀǘƘƻƭƻƎȅ ǘƻ 

describe the brain, which is the organ that is responsible for cognitive faculties. He 

maps selected structures such as the experience of physical illness or dysfunction 

from the domain of pathology and applies them to a body organ that is responsible 

for thinking and cognition. Again, personification is used as a tool in representing 

ǘƘƛǎ ƴŜƎŀǘƛǾŜ ǎǘŀǘŜΦ 9ƴŘȅƳƛƻƴΩǎ ōǊŀƛƴ ƛǎ ŎƻƴŎŜǇǘǳŀƭƛȊŜŘ ŀǎ ǎǳŦŦŜǊƛƴƎ ŦǊƻƳ ǎƛŎƪƴŜǎǎΦ 

Although the brain is a body organ that can be physically diseased or sick, the 
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sickness iƴ 9ƴŘȅƳƛƻƴΩǎ ōǊŀƛƴ ƛǎ ƴƻǘ ǇƘȅǎƛŎŀƭ ƛƴ ƴŀǘǳǊŜΦ Lǘ ƛǎ ƳŜŀƴǘ ǘƻ ŎƻƴǾŜȅ ƳŜƴǘŀƭ 

disturbance rather than physical illness ƻǊ ŘȅǎŦǳƴŎǘƛƻƴΦ YŜŀǘǎ ǳǎŜǎ ΨōǊŀƛƴ-ǎƛŎƪΩ as a 

metaphor for a negative mental state. It is possible to argue, here, ǘƘŀǘ 9ƴŘȅƳƛƻƴΩǎ 

sick thoughts in the above section can be attributed to him being ΨōǊŀƛƴ-ǎƛŎƪΩ. The 

ΨǘƘƻǳƎƘǘǎ ǎƻ ǎƛŎƪΩ ŀƴŘ ΨŦŀƴŎȅ-ǎƛŎƪΩ ŀǊŜ ƭƛƴƎǳƛǎǘƛŎ ŎǳŜǎ ǿƘƛŎƘ ǎƘƻǿ 9ƴŘȅƳƛƻƴΩǎ ōǊŀƛƴ ƛǎ 

not afflicted with physical illness; it is more of a mental nature. 

A similar image is used in another poem, ΨOn Visiting the Tomb of BurnsΩ. In 

ǘƘƛǎ ǇƻŜƳΣ ǘƘŜ ǿƻǊŘ ΨǎƛŎƪΩ ƛǎ ǳǎŜŘ ǘǿƻ ǘƛƳŜǎ ǘƻ ŘŜǎŎǊƛōŜ ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴǎΦ Lƴ ǘƘŜ ŦƛǊǎt, 

ǘƘŜ ǎǇŜŀƪŜǊ ǳǎŜǎ ǘƘŜ ŀŘǾŜǊō ΨǎƛŎƪƭȅΩ ǘƻ ŘŜǎŎǊƛōŜ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƛƳŀƎƛƴŀǘƛƻƴ ǿƘƛŎƘ ƛǎ ƛƴ 

a passive and unresponsive state towards the beauty of nature. In the second, he 

ǳǎŜǎ ǘƘŜ ŀŘƧŜŎǘƛǾŜ ΨǎƛŎƪΩ to descǊƛōŜ ŀƴƻǘƘŜǊ ŀōǎǘǊŀŎǘ ǎǘŀǘŜ ƻŦ ΨǇǊƛŘŜΩ: 

All is cold Beauty; pain is never done. 
For who has mind to relish, Minos-wise, 
The real of Beauty, free from that dead hue 
Sickly imagination and sick pride 
Cast wan upon it?  

(l.  8-12) 
 

These are other examples where a mental activity (imagination) and a mental state 

(pride) are conceptualized in terms of a physical experience of illness. The speaker 

ǳǎŜǎ ΨǎƛŎƪΩ ŀƴŘ ΨǎƛŎƪƭȅΩ ǿƘƛŎƘ ŘŜƴƻǘŜ άŀ ǇƻƻǊ ǎǘŀǘŜ ƻŦ ƘŜŀƭǘƘέ όOxford English 

Dictionary, 2018) to describe a mood that prevents him from enjoying the beautiful 

countryside. ¢ƘŜ ŜȄǇǊŜǎǎƛƻƴǎ ΨǎƛŎƪ ǇǊƛŘŜΩ ŀƴŘ ΨǎƛŎƪƭȅ imagiƴŀǘƛƻƴΩ ŀǊŜ metaphors for 

negative mental states. ¢ƘŜ ǎǇŜŀƪŜǊΩǎ ǇŜǊŎŜǇǘƛƻn of beauty is distorted by these 

negative stateǎ ƻŦ ΨǎƛŎƪ ǇǊƛŘŜΩ ŀƴŘ ΨǎƛŎƪƭȅ ƛƳŀƎƛƴŀǘƛƻƴΩΦ !ǎ ƛƴ Endymion, these states 

of sickness are also associated with a dream the speaker had long time ago in which 

ƘŜ ǎŀǿ ΨŎƻƭŘΩ ŀƴŘ ΨǎǘǊŀƴƎŜΩ beauty. The reason behind this cold and strange beauty 
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ƛǎ ŀǘǘǊƛōǳǘŜŘ ǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ΨǎƛŎƪ ǇǊƛŘŜΩ ŀƴŘ ΨǎƛŎƪƭȅ ƛƳŀƎƛƴŀǘƛƻƴΩ όaǳǊǊȅΣ мфофΥ соύ. 

Therefore, the ΨǎƛŎƪ ǇǊƛŘŜΩ ŀƴŘ ΨǎƛŎƪƭȅ ƛƳŀƎƛƴŀǘƛƻƴΩ ŀǊŜ metaphorical expressions for 

the negative mental states that the speaker currently experiences. They describe a 

mind which is in an unhealthy state and ǿƘƻǎŜ ΨǇŀƛƴ ƛǎ ƴŜǾŜǊ ŘƻƴŜΩΦ ¢ƘŜǎŜ negative 

states are the results of failing to apprehend beauty in its present shape. The 

ǎǇŜŀƪŜǊΩǎ ŎƻƎƴƛǘƛǾŜ ŀŎǘƛǾƛǘȅ ƻŦ ǇŜǊŎeiving and apprehending beautiful scenes is 

described in terms of sickness. The wordǎ ΨǎƛŎƪΩ ŀƴŘ ΨǎƛŎƪƭȅΩ ŀǊŜ picked up from the 

domain of pathology and applied to the domain of a state of mind and mental 

activity. In other words, the physical experience of sickness which is evoked by the 

two words is ǊŜŀƭƛȊŜŘ ƛƴ ǘƘŜ ǎǇŜŀƪŜǊΩǎ state of mind (pride) and cognitive activity 

(imagination). Through personification, the speaker conceptualizes these abstract 

states in terms of an image of sickness which is derived from the domain of 

pathology or medical profession. 

In all of the metaphorical expressions ǿƘƛŎƘ ŀǊŜ ŘƛǎŎǳǎǎŜŘ ŀōƻǾŜ ΨǘƘƻǳƎƘǘǎ 

ǎƻ ǎƛŎƪΩΣ ΨǎƛŎƪ ŦŀƴŎȅΩΣ ΨōǊŀƛƴ-ǎƛŎƪΩ, ΨǎƛŎƪ ǇǊƛŘŜΩ ŀƴŘ ΨǎƛŎƪƭȅ ƛƳŀƎƛƴŀǘƛƻƴΩΣ ǘƘŜ ǿƻǊŘ ΨǎƛŎƪΩ 

and its other related forms are used to conceptualize cognitive activities performed 

by a ǇƻŜǘƛŎ ǇŜǊǎƻƴŀΦ ¢ƘŜ ǿƻǊŘ ΨǎƛŎƪΩ which evokes a state of physical illness is 

metaphorically applied to abstract entities such as thought, mind, pride, fancy and 

imagination. Through the process of conceptual mapping, these cognitive activities 

are represented as unhealthy or in a diseased condition. They can also be 

considered as negative mental states that generate negativity inside their owner. 

In KeaǘǎΩǎ ǇƻŜǘǊȅΣ ǘƘŜǊŜ ŀǊŜ ƻǘƘŜǊ ŜȄŀƳǇƭŜǎ ǿƘŜǊŜ ǘƘŜ ǿƻǊŘ ΨǎƛŎƪΩ ƛǎ 

associated with physical body parts (such as heart, face, and eye) to denote 
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negative emotions or mental states. Usually, the images of sick heart, sick face and 

sick eyelid are used metonymically to indicate emotional and mental states of their 

owners rather than states of physical illness. For example, in Endymion book IV, 

YŜŀǘǎ ǳǎŜǎ ΨǎƛŎƪ ƘŜŀǊǘŜŘΩ to describe the negative mental and emotional state of the 

Indian maid as she was wandering alone in the forest before she met with 

Endymion:  

.ŜŦƻǊŜ ȅƻǳƴƎ .ŀŎŎƘǳǎΩ ŜȅŜ-wink turning pale.τ   
Into these regions came I following him,   
Sick hearted, wearyτso I took a whim   
To stray away into these forests drear         
        Alone, without a peer:  

(IV, 267-271) 
 

¢ƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨǎƛŎƪ ƘŜŀǊǘŜŘΩ is a metonymy in which the part stands for the whole, 

i. e., the heart of the Indian maid stands for her. This expression reminds us of the 

experience of heart ache in the ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ discussed in section 4.3 of 

chapter 4. It is not really a physical condition or illness; it is rather an emotional 

state of sadness. The speaker has also conceptualized this emotional state in terms 

of a pathological condition of a sickness in the heart. Through conceptual mapping, 

the speaker maps the physical experience or sensation from the domain of illness 

ŀƴŘ ŀǇǇƭƛŜǎ ƛǘ ǘƻ ǘƘŜ ŘƻƳŀƛƴ ƻŦ ŜƳƻǘƛƻƴΦ ¦ǎƛƴƎ ǘƘŜ ǿƻǊŘ ΨǎƛŎƪΩ ǿƘƛŎƘ ŜǾƻƪŜǎ ǇƘȅǎƛŎŀƭ 

sensation allows the speaker to structure the experience of having a negative 

emotion or mental state in terms of a physical experience of illness. A similar image 

of sick heart also appears in Hyperion book II, to describe the fallen Titans. The 

ǎǇŜŀƪŜǊ ǳǎŜǎ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨheaǊǘǎ ŀǊŜ ǎƛŎƪ ƻŦ ǘƘŜ ǎŀƳŜ ōǊǳƛǎŜΩ to mark a negative 

state of emotion. I have already commented on this scene above in my discussion of 

ǘƘŜ ǘŜǊƳ ΨŦŜǾŜǊΩ όsee page 218 above). I also said that the poem contains a 
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considerable number of medical terms and expressions. But here I am more 

interested in the idea of sickness which is used to describe emotional pain through 

physical experience. Therefore, I am going to quote it again just to remind the 

reader of the scene:  

5ǳƴƎŜƻƴΩŘ ƛƴ ƻǇŀǉǳŜ ŜƭŜƳŜƴǘΣ ǘƻ ƪŜŜǇ   
¢ƘŜƛǊ ŎƭŜƴŎƘŜŘ ǘŜŜǘƘ ǎǘƛƭƭ ŎƭŜƴŎƘΩŘΣ ŀƴŘ ŀƭƭ ǘƘŜƛǊ ƭƛƳōǎ   
[ƻŎƪΩŘ ǳǇ ƭƛƪŜ ǾŜƛƴǎ ƻŦ ƳŜǘŀƭΣ ŎǊŀƳǇǘ ŀƴŘ ǎŎǊŜǿΩŘΤ  
Without a motion, save of their big hearts   
IŜŀǾƛƴƎ ƛƴ ǇŀƛƴΣ ŀƴŘ ƘƻǊǊƛōƭȅ ŎƻƴǾǳƭǎΩŘ 
With sanguine feverous boiling gurge of pulse.  

 (Book II, 23-28)  
ΧΧΧΧΧΧΧΧΧΧΧΦ 

As with us mortal men, the laden heart   
Lǎ ǇŜǊǎŜŎǳǘŜŘ ƳƻǊŜΣ ŀƴŘ ŦŜǾŜǊΩŘ ƳƻǊŜΣ   
When it is nighing to the mournful house   
Where other hearts are sick of the same bruise  

(Book II, 101-104) 
 

 
The cluster of the terms ǳǎŜŘ ƛƴ ǘƘƛǎ ǇŀǎǎŀƎŜ ǎǳŎƘ ŀǎΥ ΨƘŜŀǊǘΩΣ ΨōƭƻƻŘΩΣ ΨǇǳƭǎŜΩΣ ΨǾŜƛƴǎΩΣ 

ΨōǊǳƛǎŜΩΣ ΨƭƛƳōǎΩΣ ΨǎƛŎƪΩΣ ΨŦŜǾŜǊƻǳǎΩΣ ΨŦŜǾŜǊΩŘΩΣ ΨŎǊŀƳǇǘΩ ŀƴŘ ΨŎƻƴǾǳƭǎŜΩ makes the whole 

image unconventional; it suggests the possibility of being written by a medically 

trained person. It is worth noting that Keats, as a medical student, took courses in 

surgery, anatomy and physiology which were taught by Astley Copper where the 

function of each body part was introduced and examined in a practical way. This is 

probably where he came to know more about these terms and the conditions that 

happen to the blood vessels, bones and muscles as well as other body organs 

(Cooper, 1825: 2). As we have previously noticed, some of these terms occur in 

medical accounts to describe specific medical conditions or their symptoms. Keats, 

possibly, had known about them through a course of Practice of Medicine he had at 

ǘƘŜ ƳŜŘƛŎŀƭ ǎŎƘƻƻƭ ƻŦ ǘƘŜ DǳȅΩǎ IƻǎǇƛǘŀƭ όBabington and Curry, 1811: 2). These 
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terms evoke physical experiences of pain, yet the speaker employs them to 

represent experiences of emotional suffering. 

tǊŜǾƛƻǳǎ ǎǘǳŘƛŜǎ ƘŀǾŜ ƭƛƴƪŜŘ ǘƘƛǎ ǇŀǎǎŀƎŜ ǘƻ YŜŀǘǎΩǎ ƳŜŘƛŎŀƭ ŎŀǊŜŜǊ, such as 

Donald Goellnicht who argues that the descǊƛǇǘƛƻƴ ƛƴ ǘƘŜ ǘǿƻ ǇŀǎǎŀƎŜǎ άǇŀƛƴǘǎ ŀ 

ǾƛǾƛŘ ǇƛŎǘǳǊŜ ƻŦ ŀ ƳƛȄǘǳǊŜ ƻŦ ǇƘȅǎƛŎŀƭ ŀƴŘ ƳŜƴǘŀƭ ǎǳŦŦŜǊƛƴƎέ ǿƘƛŎƘ ƛǎ ōŀǎŜŘ ƻƴ 

άǎǇŜŎƛŦƛŎ ƳƻǊōƛŘ ǎȅƳǇǘƻƳǎέ ƻǊ ƻƴ άǿƘŀǘ YŜŀǘǎ ǎŀǿ ƛƴ ǘƘŜ ǿŀǊŘǎ ŀǘ DǳȅΩǎ IƻǎǇƛǘŀƭέ 

(Goellnicht, 1984: 216). Although Goellnicht observes the medical images and 

ƳŜǘŀǇƘƻǊǎ ƛƴ ǘƘƛǎ ǇŀǎǎŀƎŜΣ Ƙƛǎ ǳǎŜ ƻŦ ǘƘŜ ǘŜǊƳǎ ΨƳŜǘŀǇƘƻǊΩ ŀƴŘ ΨƛƳŀƎŜΩΣ comes 

within the context of rhetorical devices. He sees them as poetic devices used by the 

poet to ornament his literary text. My approach to metaphor is different; I see them 

as a matter of thought. I use them within the conceptual context of understanding 

something in terms of something else. According to this approach, I argue that the 

speaker in the above quoted passage uǎŜǎ ǘŜǊƳǎ ǎǳŎƘ ŀǎΥ ΨǎƛŎƪΩΣ ΨŦŜǾŜǊƻǳǎΩΣ ΨŦŜǾŜǊΩŘΩΣ 

ΨōǊǳƛǎŜΩΣ ΨǇǳƭǎŜΩΣ ΨǾŜƛƴǎΩΣ ΨŎǊŀƳǇǘΩ, etc. which usually occur in a medical discourse or 

belong to the domain of medical profession to describe negative emotion. He 

conceptualizes the experience of having a negative emotion or mental state in 

terms of having an experience of physical sickness. 

¢ƘŜ ŜȄǇǊŜǎǎƛƻƴǎ ΨƘŜŀǊǘǎ ƘŜŀǾƛƴƎ ƛƴ ǇŀƛƴΩΣ Ψhearts ŀǊŜ ǎƛŎƪ ƻŦ ǘƘŜ ǎŀƳŜ ōǊǳƛǎŜΩ 

and ƘŜŀǊǘ ΨŦŜǾŜǊŜŘ ƳƻǊŜΩ are very good examples of how the speaker chooses to 

describe negative emotions through somatic symptoms. Although ΨfeverΩΣ ΨǎƛŎƪΩ and 

ΨbruiseΩ evoke physical experiences of illness, they are contextually used in these 

expressions to describe states of emotional and mental strain or morbidity. Beside 

the contextual evidence, the passage contains linguistic cues which indicate that the 
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speaker is talking about emotional states not physical illness. ¢ƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨƭŀŘŜƴ 

ƘŜŀǊǘΩ ŎƻƴǾŜȅǎ the ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜ ƻŦ ǘƘŜ ¢ƛǘŀƴǎΩ ōǳǊŘŜƴŜŘ ƘŜŀǊǘǎ ǊŀǘƘŜǊ 

than physically sick hearts. The fallen state of the Titans is depicted through a 

medical image of physical illness. In other words, the psychological effect of this 

fallen state is revealed through symptoms of an experience of physical bodily illness. 

In these expressions, hearts are personified as people enduring physical pain. 

Metonymy is also used by the speaker to generate these metaphorical expressions 

in which hearts stand for their owners (Titans). These expressions remind us of a 

similar expression used in ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ to describe wǳǘƘΩǎ ǎŀŘ ƘŜŀǊǘ ǿƘŜƴ 

Ψsick for homeΩ, in which a physical pain is used to describe an emotional pain (see 

chapter 4, section 4.3). Through conceptual mapping, the poetic voice maps 

structures from the domain of physical illness (pathology) onto the domain of 

negative emotions or mental states. The physical sickness is used as a medium to 

convey the emotional pain of a negative mental state experienced by a poetic 

persona. 

!ǎ ǿŜ ƘŀǾŜ ǎŜŜƴ ŦǊƻƳ ǘƘŜ ŀōƻǾŜ ŜȄŀƳǇƭŜǎΣ ǘƘŜ ǘŜǊƳ ΨǎƛŎƪΩ ǿƘƛŎƘ ŎƻƴǾŜȅǎ ŀ 

physical experience of illness is used to represent a negative mental as well as 

emotional states. Through conceptual mapping, the speaker maps some structures 

from the domain of physical illness (pathology) and applies them to the domain of 

emotions and mental states. AƭǘƘƻǳƎƘ ǘƘŜ ǘŜǊƳ ΨǎƛŎƪΩ ƛǎ ǉǳƛǘŜ ƎŜƴŜǊŀƭ ŀƴŘ Ŏŀƴ ōŜ 

used in various contexts in daily life, Keats applies the term in a medical context to 

ǘŀƭƪ ŀōƻǳǘ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜǎΦ Lǘ Ŏŀƴ ōŜ ǎŜŜƴ ƛƴ ŎƻƴǘǊŀǎǘ ǘƻ ǘƘŜ ǘŜǊƳ ΨŦŜǾŜǊΩ 

which is very specific and a technical term for a particular kind of illness.  
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In the following account, I will discuss some metaphorical expressions where 

ǘƘŜ ǘŜǊƳǎ ΨŀŎƘŜΩ ŀƴŘ ΨǇŀƛƴΩ, which evoke physical experiences of illness, are used to 

describe negative emotions and mental states. 

5.4 Metaphors of Ache and Pain 

!ƭǘƘƻǳƎƘ ΨŀŎƘŜΩ ŀƴŘ ΨǇŀƛƴΩ ŀǊŜ ƴƻǘ ƳŜŘƛŎŀƭ ŎƻƴŘƛǘƛƻƴǎΣ YŜŀǘǎ ŜƳǇƭƻȅǎ ǘƘŜƳ 

in a medical sense to express physical and mental experiences of illness. They 

convey a variety of sensations; some of these sensations result from experiencing 

physical damage and some are caused by psychological breakdown. Within the 

ǿŜǎǘŜǊƴ ŎǳƭǘǳǊŜΣ ΨŀŎƘŜΩ ŀƴŘ ΨǇŀƛƴΩ ŀǊŜ ǇǊƛƳŀǊƛƭȅ ǾƛŜǿŜŘ ŀǎ ǇƘȅǎƛŎŀƭ ǇƘŜƴƻƳŜƴŀ 

όtƛƴŎǳǎ ŀƴŘ {ƘŜƛƪƘΣ нллфΥ сύΦ CǊƻƳ ŀ ƳŜŘƛŎŀƭ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΣ ΨŀŎƘŜΩ ƛǎ ǎŜŜƴ ŀǎ ǇƘȅǎƛŎŀƭ 

sensation or discomfort. The Oxford English Dictionary ŘŜŦƛƴŜǎ ƛǘ ŀǎ ά! ǇŀƛƴΣ esp. a 

continuous or prolonged dull pain, in contrast to one which is sudden or sharp. Also: 

the state or condition of being in painέ όOxford English Dictionary, 2018). Similarly, 

ΨǇŀƛƴΩ ƛǎ ǳǎǳŀƭƭȅ ŎƻƴƴŜŎǘŜŘ ǿƛǘƘ ǇƘȅǎƛŎŀƭ ǎǳŦŦŜǊƛƴƎ ǘƘŀǘ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ōƻŘƛƭȅ 

experiences of disease or disorder. For example, the Oxford English Dictionary 

ǇǊƻǾƛŘŜǎ ŀ ƳŜŘƛŎŀƭ ŘŜŦƛƴƛǘƛƻƴ ŦƻǊ Ǉŀƛƴ ŀǎ ŀ άtƘȅǎƛŎŀƭ ƻǊ ōƻŘƛƭȅ ǎǳŦŦŜǊƛƴƎΤ ŀ Ŏƻƴǘƛƴuous, 

strongly unpleasant or agonizing sensation in the body (usually in a particular part), 

such as arises from illness, injury, harmful physical contact, etcΦέ όOxford English 

Dictionary, 2018). In what follows, I will focus only on how the two terms are 

applied to abstract experiences such as negative mental or emotional states. In 

YŜŀǘǎΩǎ ǇƻŜǘǊȅΣ ǘƘŜǊŜ ŀǊŜ Ƴŀƴȅ ƳŜǘŀǇƘƻǊƛŎŀƭ ŜȄǇǊŜǎǎƛƻƴǎ ǿƘƛŎƘ ǳǎŜ ǘƘŜƳ ŀǎ ƪŜȅ 

terms to convey such experiences. In chapter 4, we came across some examples in 

ǿƘƛŎƘ ǘƘŜ ǿƻǊŘǎ ΨǇŀƛƴ ŀƴŘ ΨŀŎƘŜΩ ǿŜǊŜ ǳǎŜŘ ŀǎ ƳŜǘŀǇƘƻǊǎ ŦƻǊ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴǎ 
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and mental sǘŀǘŜǎ ǎǳŎƘ ŀǎΥ ΨōƻǎƻƳ ǇŀƛƴΩ ƛƴ Ψ¢ƻ IƻǇŜΩ, section 4.2 ŀƴŘ ΨƘŜŀǊǘ ŀŎƘŜΩ ƛƴ 

ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ, section 4.3. In this section, I am going to discuss similar 

ŜȄǇǊŜǎǎƛƻƴǎ ŦǊƻƳ ƻǘƘŜǊ ǇƻŜƳǎ ǿƘŜǊŜ ΨŀŎƘŜΩ ŀƴŘ ΨǇŀƛƴΩ ŀǊŜ ǳǎŜŘ ǘƻ ŎƻƴŎŜǇǘǳŀƭƛȊŜ 

negative mental and emotional experiences of pain rather than physical experiences 

of it. I will start by ŜȄŀƳƛƴƛƴƎ ǘƘŜ ǘŜǊƳ ΨŀŎƘŜΩ ŦƛǊǎǘΣ ŀƴŘ ǘƘŜƴ ŘƛǎŎǳǎǎ ǘƘŜ ǘŜǊƳ ΨǇŀƛƴΩΦ 

The poetry of John Keats contains many images and metaphors of ache and 

ŀŎƘƛƴƎ ŎƘŀǊŀŎǘŜǊǎΦ ¢ƘŜ ǘŜǊƳ ΨŀŎƘŜΩ ǿƛǘƘ ƛǘǎ ǾŀǊƛŀǘƛƻƴǎ is used 25 times in his poetry 

to convey various experiences. ¢ƘŜ ǘŜǊƳ ΨŀŎƘŜΩ Ƙŀǎ ŀ ǎpecial connection with 

pathological states and conditions of illness; it conveys a physical sensation or 

physical discomfort caused by these conditions. In his poetry, Keats employs this 

term not only to describe physical experiences of pain; he uses it to conceptualize 

abstract states such as negative emotional and mental states. For example, in 

Isabella, we find a good example of an aching soul when the poetic voice comments 

on the murdering scene of LorenȊƻΦ [ƻǊŜƴȊƻΩǎ ǎƻǳƭ ƛǎ ŘŜǇƛŎǘŜŘ as ΨŀŎƘŜǎ ƛƴ ƭƻƴŜƭƛƴŜǎǎΩ 

and is Ψƛƭƭ ŀǘ ǇŜŀŎŜΩ. The poetic voice feels sympathy with the innocent victim and 

echoes the silent suffering of his soul: 

There was Lorenzo slain and buried in,   
  There in that forest did his great love cease;   
Ah! when a soul doth thus its freedom win,   
  It aches in lonelinessτis ill at peace     

(217-220) 
 

There is no evidence by which we consider the suffering of Lorenzo as physical. 

LiterallyΣ ǘƘŜ ǎƻǳƭ ŘƻŜǎ ƴƻǘ ŜȄǇŜǊƛŜƴŎŜ ǇƘȅǎƛŎŀƭ ƛƭƭƴŜǎǎ ƻǊ ŀŎƘŜΦ ¢ƘŜ ǿƻǊŘǎ ΨŀŎƘŜΩ ŀƴŘ 

ΨƛƭƭΩ ŀǊŜ ōƻǘƘ ǳǎŜŘ Ƴetaphorically in these contexts to represent negative emotions 

ŜȄǇŜǊƛŜƴŎŜŘ ōȅ [ƻǊŜƴȊƻ ŀŦǘŜǊ ōŜƛƴƎ ƳǳǊŘŜǊŜŘ ōȅ LǎŀōŜƭƭŀΩǎ ōǊƻǘƘŜǊǎΦ ¢Ƙis emotional 
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experience of the soul ache is conceptualized through an analogy with a physical 

experience of pain. The suffering of the soul is represented metaphorically and 

through the physical sensation of achingΦ ¢ƘŜ ǿƻǊŘ ΨŀŎƘŜΩ Ƙŀǎ ŀ ōŀǎƛŎ ƳŜŀƴƛƴƎ ǘƘŀǘ 

has nothing to do with abstract notions such as soul or spirit. It is used indirectly in 

this context to convey a metaphorical meaning. This metaphorical meaning is 

derived by means of conceptual mapping across two different domains. For 

example, the word ΨacheΩ ς which is usually a physical experience ς is mapped from 

the domain of illness onto the domain of the soul. There are many instances in 

YŜŀǘǎΩǎ ǿƻǊƪǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǎƻǳƭ and spirit are conceptualized in terms of physical 

analogies (see chapter 4, section 4.2). As Suzanne Nalbantian argues, Keats brings to 

ǘƘƛǎ ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴ άŀƭƭ ǘƘŜ ǇƘȅǎƛŎŀƭ Ǉŀƛƴǎ ŀƴŘ ǇƭŜŀǎures associated with the human 

ŎƻƴŘƛǘƛƻƴέ όbŀƭōŀƴǘƛŀƴΣ мфттΥ офύΦ Lƴ ǘƘƛǎ ŜȄŀƳǇƭŜΣ it is possible to notice that 

loneliness, which is a negative emotion, is associated with the physical experience 

ƻŦ ŀŎƘŜΦ [ƻǊŜƴȊƻΩǎ ΨsoulΩ is represented as an agent experiencing a physical suffering 

in loneliness. Through personification, the abstract phenomenon ΨsoulΩ is 

personified as a physical entity that experiences a physical ache. Personification, as 

discussed in chapter 4, sections 4.2 and 4.3, is another sort of mapping where 

human features are applied to a nonphysical being ΨsoulΩ. The speaker attributes to 

the ŀōǎǘǊŀŎǘ ƴƻǘƛƻƴ ƻŦ ΨǎƻǳƭΩ a physical quality of experiencing the feeling of physical 

ΨŀŎƘŜΩ. ¢ƘŜ ǎƻǳƭ ƛǎ ŀƭǎƻ ŘŜǎŎǊƛōŜŘ ŀǎ Ψƛƭƭ ŀǘ ǇŜŀŎŜΩ, which is another personification. 

¢ƘŜ ŜȄǇǊŜǎǎƛƻƴ Ψƛƭƭ ŀǘ ǇŜŀŎŜΩ evokes another negative mental state of discomfort 

ǿƘƛŎƘ ōŜƭƻƴƎǎ ǘƻ ǘƘŜ ǎƻǳƭ ƻŦ ǘƘŜ ǎƭŀƛƴ ƘŜǊƻΦ ¢ƘŜ ŘƛǎǘǳǊōŜŘ ǇŜŀŎŜ ƻŦ [ƻǊŜƴȊƻΩǎ ǎƻǳƭ ƛǎ 

conceptualized as a state of physical illness. The ǘŜǊƳǎ ΨŀŎƘŜΩ ŀƴŘ ΨƛƭƭΩ ŀǊŜ ōƻǘƘ 

derived from the domain of illness and disease to conceptualize an experience of 
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suffering which is not physical. Through conceptual mapping, these terms which 

evoke physical sensation make us understand the abstract emotional suffering of 

Lorenzo in a more concrete way, as a physical experience. 

A similar illustration of a soul experiencing ache can be found in The Eve of St. 

Agnes. The spiritual ǎǳŦŦŜǊƛƴƎǎ ƻŦ ǘƘŜ ƭƻǾŜǊǎΩ souls are also conceptualized in physical 

terms. For exŀƳǇƭŜΣ aŀŘŜƭƛƴŜ ƛǎ ŘŜǇƛŎǘŜŘ ŀǎ Ψǎƻǳƭ ŦŀǘƛƎǳŜŘ ŀǿŀȅΩ ŀƴŘ tƻǊǇƘȅǊƻΩǎ 

ǎƻǳƭ ΨŘƻǘƘ ŀŎƘŜΩΦ {ƛƴŎŜ L ŀƳ ƳƻǊŜ ƛƴǘŜǊŜǎǘŜŘ ƛƴ ǘƘŜ ǘŜǊƳ ΨŀŎƘŜΩΣ L ǿƛƭƭ ƴƻǘ ŘƛǎŎǳǎǎ 

aŀŘŜƭƛƴŜΩǎ ŜȄǇŜǊƛŜƴŎŜΤ L ǿƛƭƭ ƪŜŜǇ ǘƻ tǊƻǇƘȅǊƻΩǎ ŜȄǇŜǊƛŜƴŎŜΦ Lƴ ǘƘŜ ŦƻƭƭƻǿƛƴƎ 

ǇŀǎǎŀƎŜΣ ŀǎ ƛƴ [ƻǊŜƴȊƻΩǎ ŜȄǇŜǊƛŜƴŎŜΣ ǘƘŜ ǘŜǊƳ ΩŀŎƘŜΩ ƛǎ ŀƭǎo associated with the 

ŀōǎǘǊŀŎǘ ΨǎƻǳƭΩ to convey negative emotion. The poetic voice conceptualizes 

tƻǊǇƘȅǊƻΩǎ ŜƳƻǘƛƻƴ ŦƻǊ ǘƘŜ ǎƭŜŜǇƛƴƎ aŀŘŜƭƛƴŜ ŀǎ a soul ache. Porphyro appears 

ΨƘŀƭŦ ŀƴƎǳƛǎƘŜŘΩ ǿƛǘƘ ΨǇŀƛƴŜŘ ƘŜŀǊǘΩ as he fails to wake up his beloved Madeline 

from her long sleep: 

hǇŜƴ ǘƘƛƴŜ ŜȅŜǎΣ ŦƻǊ ƳŜŜƪ {ǘΦ !ƎƴŜǎΩ ǎŀƪŜΣ   
Or I shall drowse beside thee, so my soul doth ache.  

(278-79) 
 

Lƴ ǘƘƛǎ ŜȄŀƳǇƭŜΣ tƻǊǇƘȅǊƻΩǎ ǎƻǳƭ ƛǎ ŀǇǇǊƻŀŎƘŜŘ ǘƘǊƻǳƎƘ ǘǿƻ ǇƘȅǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜǎΤ ƛǘ 

becomes a subject for drowsiness and ache. As Suzanne Nalbantian puts it, 

tƻǊǇƘȅǊƻΩǎ ǎƻǳƭ ŀŎƘŜ ƛǎ ƳŜŀƴǘ ǘƻ ōŜ ŀ άǎƛǘǳŀǘƛƻƴ ƻŦ ǘƘŜ ǎƻǳƭ ƛƴ ŀ ǎǘŀǘŜ ƻŦ ǎǳŦŦŜǊƛƴƎέ 

ǿƘƛŎƘ ƛǎ άŜȄǇƭƛŎƛǘƭȅ ǊŜƎƛǎǘŜǊŜŘ ŀǎ ŀ ǇƘȅǎƛŎŀƭ ǎǳŦŦŜǊƛƴƎέ όbŀƭōŀƴǘƛŀƴΣ мфттΥ пнύΦ 

¢ƘǊƻǳƎƘ ǇŜǊǎƻƴƛŦƛŎŀǘƛƻƴΣ ǘƘŜ ǎǇŜŀƪŜǊ ŀǘǘǊƛōǳǘŜǎ ǇƘȅǎƛŎŀƭ ǉǳŀƭƛǘƛŜǎ ǘƻ tƻǊǇƘȅǊƻΩǎ ǎƻǳƭΦ 

¢ƘŜ ǇŀǊǘƛŎǳƭŀǊ ǾŜǊōǎ ΨŘǊƻǿǎŜΩ ŀƴŘ ΨŀŎƘŜΩ ŎƻƴƴŜŎǘ tǊƻǇƘȅǊƻΩǎ ǎƻǳƭ ǘƻ ǘƘŜ ǇƘȅǎƛŎŀƭ 

world; the soul is portrayed through sensations usually associated with the body. 

Although the experience of ache is generally physical, it is through conceptual 
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mappƛƴƎ ǘƘŀǘ tƻǊǇƘȅǊƻΩǎ ǎƻǳƭ ŎƻƳŜǎ to partake in this physical experience of 

suffering. The speaker applies the pƘȅǎƛŎŀƭ ǘŜǊƳ ΨŀŎƘŜΩ ǘƻ ǘƘŜ ŀōǎǘǊŀŎǘ ǎƻǳƭ ƻŦ ǘƘŜ 

lover to express an emotional experience by means of physical one. Therefore, the 

ŜȄǇǊŜǎǎƛƻƴ ΨƳȅ ǎƻǳƭ ŘƻǘƘ ŀŎƘŜΩ is metaphorically used to evoke negative emotion 

and a state of discomfort rather than a physical experience of pain. The agony of the 

soul is expressed metaphorically and communicated through physical experience of 

pain which is meant to translate the intensity of a negative emotional state.  

In Endymion book III, tƘŜ ǎǇŜŀƪŜǊ ǳǎŜǎ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨŦǳƭƭ ƻŦ ŀŎƘŜΩ to depict 

/ȅƴǘƘƛŀ ǿƘƻǎŜ ǎǳŦŦŜǊƛƴƎ ǿŀǎ ƴƻ ƭŜǎǎ ǘƘŀƴ 9ƴŘȅƳƛƻƴΩǎΦ {ƘŜ ǿŀǎ ǿǊŀǇǇŜŘ ƛƴ ǎƻǊǊƻǿ 

and her melancholic state is conceptualized as a physical sensation of ache: 

Cynthia! where art thou now? What far abode   
Of green or silvery bower doth enshrine   
Such utmost beauty? Alas, thou dost pine   
For one as sorrowful: thy cheek is pale         
For one whose cheek is pale: thou dost bewail   
His tears, who weeps for thee. Where dost thou sigh?   
!ƘΗ ǎǳǊŜƭȅ ǘƘŀǘ ƭƛƎƘǘ ǇŜŜǇǎ ŦǊƻƳ ±ŜǎǇŜǊΩǎ ŜȅŜΣ   
Or ǿƘŀǘ ŀ ǘƘƛƴƎ ƛǎ ƭƻǾŜΗ Ω¢ƛǎ {ƘŜΣ ōǳǘ ƭƻΗ   
Iƻǿ ŎƘŀƴƎΩŘΣ Ƙƻǿ Ŧǳƭƭ ƻŦ ŀŎƘŜΣ Ƙƻǿ ƎƻƴŜ ƛƴ ǿƻŜΗ  

(III, 72-80) 
 

The gƻŘŘŜǎǎ ƻŦ Ƴƻƻƴ ƛǎ ŘŜǎŎǊƛōŜŘ ŀǎ ΨƎƻƴŜ ƛƴ ǿƻŜΩΣ ŀƴŘ ΨŦǳƭƭ ƻŦ ŀŎƘŜΩΦ ²ƻǊŘǎ ǎǳŎƘ ŀǎ 

ΨǇƛƴŜΩΣ ΨōŜǿŀƛƭΩΣ ŀƴŘ ΨsƛƎƘΩ are linguistic clues that prove her suffering is not physical; 

it is more emotional. Moreover, her pale cheek is a physical manifestation of this 

negative emotional state. This emotional experience of sadness is translated into a 

physical experience of ache through metaphorical mapping. Mapping allows the 

speaker to represent this emotional state in terms of physical sensation by using the 

ǿƻǊŘ ΨŀŎƘŜΩ ǿƘƛŎƘ ŜǾƻƪŜǎ ǇƘȅǎƛŎŀƭ ǇŀƛƴΦ Lǘ ƛǎ ŀƭǎƻ ǿƻǊǘƘ ƴƻǘƛƴƎ ǘƘŀǘ ǘƘŜ ǎǇŜŀƪŜǊ ǳǎŜǎ 

a container metaphor. This negative emotional state is conceptualized as a 
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ǎǳōǎǘŀƴŎŜ ƛƴ ŀ ŎƻƴǘŀƛƴŜǊ ΨŦǳƭƭ ƻŦ ŀŎƘŜΩ. ¢ƘǊƻǳƎƘ ǊŜƛŦƛŎŀǘƛƻƴΣ ǘƘŜ ǿƻǊŘ ΨŀŎƘŜΩ ƛǎ 

represented as a substance that fills the body of Cynthia; she is the container and 

ache is the substance that fills it up. This expression reminds us of a similar 

expression ΨŦǳƭƭ ƻŦ ǎƻǊǊƻǿΩ in ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ ς discussed in chapter 4, section 

4.3 ς where the container metaphor is used to represent negative mental state.  

Lƴ ǎƻƳŜ ƻǘƘŜǊ ǇƻŜƳǎΣ YŜŀǘǎ ŀǎǎƻŎƛŀǘŜǎ ǘƘŜ ǿƻǊŘ ΨŀŎƘŜΩ ǿƛǘƘ ǇƘȅǎƛŎŀƭ ōƻŘȅ 

parts such as: heart, eye, and forehead to denote negative emotional states. As we 

have seen in chapter 4 section 4.3Σ ǘƘŜ ǿƻǊŘ ΨŀŎƘŜΩ ƛƴ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ was 

ƭƛƴƪŜŘ ǘƻ ǘƘŜ ǎǇŜŀƪŜǊΩǎ ƘŜŀǊǘ ǘƻ ŎƻƴǾŜȅ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴΦ L ŀƭǎo discussed why the 

ŜȄǇǊŜǎǎƛƻƴ ΨƳȅ ƘŜŀǊǘ ŀŎƘŜǎΩ is not a physical condition and how it is used 

metaphorically to represent an emotional state. Now, I will discuss similar 

ŜȄǇǊŜǎǎƛƻƴǎ ŦǊƻƳ ƻǘƘŜǊ ǿƻǊƪǎ ƛƴ ǿƘƛŎƘ ǘƘŜ ǿƻǊŘ ΨŀŎƘŜΩ ƛǎ ƭƛƴƪŜŘ ǘƻ ǇƘȅǎƛŎŀƭ ōƻŘȅ 

parts to denote abstract states, mainly negative emotional and mental states. In 

Otho the Great, for instance, the speaker uses a similar expression to that of the 

ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ to associate the experience of ache with a physical body part 

ΨƘŜŀǊǘΩ to convey neƎŀǘƛǾŜ ŜƳƻǘƛƻƴΦ ¢ƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨŀŎƘƛƴƎ ƘŜŀǊǘΩ is used as a 

ŎƻƴŎŜǇǘǳŀƭƛȊŀǘƛƻƴ ƻŦ !ǳǊŀƴǘƘŜΩǎ ƴŜƎŀǘƛǾŜ ŜƳƻǘƛƻƴŀƭ ǎǘŀǘŜΦ ¢Ƙƛǎ ƴŜƎŀǘƛǾŜ ǎǘŀǘŜ ƛǎ 

realized through a physical experience of pain: 

Albert, I have been waiting for you here  
With such an aching heart, such swooning throbs  
On my poor brain, such cruel τ cruel sorrow.  

(Act IV, Sc I, 105-7) 
 

The passage iǎ ŎƻƳǇƭŜǘŜƭȅ ƳŜǘŀǇƘƻǊƛŎŀƭΤ ǘƘŜ ΨŀŎƘƛƴƎ ƘŜŀǊǘΩΣ ǘƘŜ ΨǎǿƻƻƴƛƴƎ ǘƘǊƻōǎΩ ƛƴ 

ƘŜǊ ΨǇƻƻǊ ōǊŀƛƴΩ ŀƴŘ ǘƘŜ Ψcruel sorroǿΩ are all metaphorical expressions. The speaker 

is not talking about a somatic pain expeǊƛŜƴŎŜ ŀǊƻǳƴŘ ǘƘŜ ŀŎǘǳŀƭ ƻǊƎŀƴ ΨƘŜŀǊǘΩ such 
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as cardiac pain or visceral pain. He is speaking about a negative emotional 

experience in terms of somatic symptoms. AurantheΩǎ state is very similar to that of 

the speaker in the ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ; in both of them, the intensity of negative 

emotion is expressed by means of a physical illness in the heŀǊǘΦ ¢ƘŜ ΨŎǊǳŜƭ ǎƻǊǊƻǿΩ 

in the brain can be considered as a linguistic cue which supports the view that this 

state is not physical. The ΨŀŎƘƛƴƎ ƘŜŀǊǘΩ ŀƴŘ ǘƘŜ ΨǎǿƻƻƴƛƴƎ ǘƘǊƻōǎΩ are the physical 

manifestations of this negative mental state. The speaker structures his experience 

of negative emotional states in terms of a physical experience of illness in the heart. 

In IsabellaΣ ǘƘŜ ǿƻǊŘ ΨŀŎƘŜΩ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ŀƴƻǘƘŜǊ ǇƘȅǎƛŎŀƭ ōƻŘȅ ǇŀǊǘ ǘƻ 

covey another abstract state of negative emotion. The speaker uses the expression 

ΨŜȅŜƭƛŘǎ ŀŎƘŜΩ in the following passage to conceptualize a negative emotional state 

experienced by Isabella. The vision of [ƻǊŜƴȊƻΩǎ ǎǇƛǊƛǘ ōǊƻǳƎƘǘ LǎŀōŜƭƭŀ ŀƴ ŀŎƘƛƴƎ 

experience. In that vision, Lorenzo told her about the cruelty of her brothers. His 

story caused her a cluster of negative emotions conceptualized by means of a 

corporeal experience: 

¢ƘŜ {ǇƛǊƛǘ ƳƻǳǊƴΩŘ ά!ŘƛŜǳΗέτŘƛǎǎƻƭǾΩŘΣ ŀƴŘ ƭŜŦǘ   
  The atom darkness in a slow turmoil;   
As when of healthful midnight sleep bereft,   
  Thinking on rugged hours and fruitless toil,   
We put our eyes into a pillowy cleft,         
  And see the spangly gloom froth up and boil:   
It ƳŀŘŜ ǎŀŘ LǎŀōŜƭƭŀΩǎ ŜȅŜƭƛŘǎ ŀŎƘŜΣ   
And in the dawn she started up awake; 

(l. 321-28) 
 

Although, an eye can experience an actual physical pain in daily ƭƛŦŜΣ LǎŀōŜƭƭŀΩǎ 

ŜȄǇŜǊƛŜƴŎŜ ƻŦ ΨŜȅŜƭƛŘǎ ŀŎƘŜΩ is not really physical in this context because a vision in 

sleep cannot cause physical pain in the eye. The contrast between the literal and 
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contextual use suggests that the eȄǇǊŜǎǎƛƻƴ Ψeyelid acheΩ is metaphorically used to 

represent negative emotion. Thorough metonymy, ǘƘŜ ΨŜȅŜƭƛŘΩ ǎǘŀƴŘǎ Ŧor Isabella; it 

represents the intense grief and turmoil which boil in her mind and interrupt her 

sleep. As Hagelman puts it, this is a very interesting example ǘƘŀǘ ǎƘƻǿǎ YŜŀǘǎΩǎ 

familiarity with the effect of ill health on the state of mind (Hagelman, 1956: 262). 

This negative state is conceptualized in terms of soreness or physical pain in the 

eyes. The description of this experience can be medically accurate; among possible 

reasons that may cause swelling in the eyelids are excessive crying and also lack of 

sleep. The two reasons ς the lack of sleep and crying ς ŀǊŜ ŀǇǇƭƛŎŀōƭŜ ǘƻ LǎŀōŜƭƭŀΩǎ 

case and explicitly referred to in the poem. Through conceptual mapping, the 

speaker maps some conceptual structures from the domain of eye ache and applies 

them to the domain of negative emotion. As eye ache interrupts sleepΣ LǎŀōŜƭƭŀΩǎ 

negative emotions wake her up and disturb her sleep. This example reminds us of 

the expression ΨƭŜŀŘŜƴ-eyed ŘŜǎǇŀƛǊΩ ƛƴ ǘƘŜ ΨhŘŜ ǘƻ ŀ bƛƎƘǘƛƴƎŀƭŜΩ which was 

discussed in chapter 4 section 4.3 in which the negative emotion of sadness is 

realized through physical experience of the eye. Through conceptual mapping, 

mental and emotional pains have been represented through experiences of physical 

ache. Metaphorical mapping allows the speakers of the poems to compare certain 

aspects of negative emotions and mental states with familiar physical analogues. 

The discomfort these abstract states may bring can be compared to the physical 

ache caused by experiencing physical illness. 

I will proceed now ǘƻ ŘƛǎŎǳǎǎ ǎƻƳŜ ƻǘƘŜǊ ŜȄǇǊŜǎǎƛƻƴǎ ǘƘŀǘ ǳǎŜ ǘƘŜ ǘŜǊƳ ΨǇŀƛƴΩ 

as a representation of negative and emotional states. The poetry of Keats is replete 

with images of pain; ǘƘŜ ǿƻǊŘ ΨǇŀƛƴΩ ƛǎ ǳǎŜŘ фн ǘƛƳŜǎ with its various lexical forms. 
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The majority of them are used in the literal sense of the word to describe the 

physical experience of the pain of poetic characters. There are also a considerable 

number of examples where this term is employed metaphorically to represent 

negative mental and emotional states. In Endymion, for instance, Keats uses the 

ǿƻǊŘ ΨǇŀƛƴΩ ǘƻ ŜȄǇǊŜǎǎ ŀ ƴƻƴǇƘȅǎƛŎŀƭ ŜȄǇŜǊƛŜƴŎŜ ƻŦ Ǉŀƛƴ ǘƘŜ ƘŜǊƻ ǳƴŘŜǊgoes. In book 

IV of the poem, the poetic voice uses the imŀƎŜ ƻŦ ΨƳƛƴŘ ƛƴ ǇŀƛƴΩ to depict a state of 

unbearable sadness suffered by Endymion. While he was in search for his beloved 

goddess, the young prince is depicted as lost in melancholy. Peona could not endure 

to see her brother in this state of unhappiness wƘƛŎƘ ǎƘŜ Ŏŀƭƭǎ ŀ Ψstore of griefΩ. She 

tries to calm him against this painful state. 

ά5ŜŀǊ ōǊƻǘƘŜǊ ƳƛƴŜΗ   
Endymion, weep not so! Why shouldst thou pine         
When all great Latmos so exalt wilt be?   
Thank the great gods, and look not bitterly;   
And speak not one pale word, and sigh no more.   
Sure I will not believe thou hast such store   
Of grief, to last thee to my kiss again.         
Thou surely canst not bear a mind in pain,  

(Book IV, 804-811). 
 

¢ƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨƳƛƴŘ ƛƴ ǇŀƛƴΩ ǎƘƻǿǎ Ƙƻǿ ǘƘŜ ǿƻǊŘ ΨǇŀƛƴΩ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ 

nonphysical experiŜƴŎŜΦ 9ƴŘȅƳƛƻƴΩǎ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ΨƳƛƴŘ ƛƴ ǇŀƛƴΩ is not of physical 

nature; it goes beyond the physical aspect of pain. TƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨƳƛƴŘ ƛƴ ǇŀƛƴΩ is a 

metaphor for a negative mental or emotional state which Endymion endures after 

the separation from his beloved. Iƴ ǘƘƛǎ ŎƻƴǘŜȄǘΣ ǘƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨƳƛƴŘ ƛƴ ǇŀƛƴΩ 

denotes a negative mental state rather than a physical experience of pain. Through 

the image of pain, the speaker tries to mirror what is ƎƻƛƴƎ ƻƴ ƛƴǎƛŘŜ 9ƴŘȅƳƛƻƴΩǎ 

mind. He conceptualizes this experience in terms of a physical pain; the tactile 

experience of pain is used to express an experience of mental pain. In representing 
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this negative state, the speaker uses conceptual mapping to map the experience of 

physical pain from the domain of pathology and apply it to the domain of abstract 

ƳŜƴǘŀƭ ŦŀŎǳƭǘȅ ΨƳƛƴŘΩ ǘƻ ŎƻƴǾŜȅ ŀ ƴŜƎŀǘƛǾŜ ƳŜƴǘŀƭ ǎǘŀǘŜΦ 9ƴŘȅƳƛƻƴΩǎ ƳŜƴǘŀƭ 

suffering is viewed in a concrete way. 

Earlier in the poem, Keats uses a similar image of nonphysical pain that 

afflicts the imagination of the young prince. Having lost his consciousness after 

ǎŜŜƛƴƎ hŎŜŀƴǳǎΣ 9ƴŘȅƳƛƻƴΩǎ ƛƳŀƎƛƴŀǘƛƻƴ ƛǎ ŘŜǎŎǊƛōŜŘ ŀǎ ƴƻǳǊƛǎƘƛƴƎ ŀ ΨŘƛȊȊƛŜǊ ǇŀƛƴΩ. 

¢ƘŜ ŜȄǇǊŜǎǎƛƻƴ ΨŘƛȊȊƛŜǊ ǇŀƛƴΩ ƛǎ ƳŜǘŀǇƘƻǊƛŎŀƭ ōŜŎŀǳǎŜ literally, pain cannot be dizzy. 

hƴ ǘƻǇ ƻŦ ǘƘƛǎΣ ǘƘŜ ǿƻǊŘ ΨǇŀƛƴΩΣ ƛƴ ƛǘǎ ǇǊŜǎŜƴǘ ŎƻƴǘŜȄǘΣ ŘƻŜǎ ƴƻǘ ŜǾƻƪŜ ǇƘȅǎƛŎŀƭ 

sensation. The speaker employs it to represent something which is not physical at 

all; ƛǘ ƛǎ ǳǎŜŘ ǘƻ ŜȄǇǊŜǎǎ 9ƴŘȅƳƛƻƴΩǎ ǎǘŀǘŜ ƻŦ ǇǎȅŎƘƻǎƻƳŀǘƛŎ ōǳǊden (Faflak, 2008: 

213): 

The palace whirls 
Around giddy Endymion; seeing he         
Was there far strayed from mortality.   
He could not bear itτshut his eyes in vain;   
Imagination gave a dizzier pain.  
άh L ǎƘŀƭƭ ŘƛŜΗ ǎǿŜŜǘ ±ŜƴǳǎΣ ōŜ Ƴȅ ǎǘŀȅΗέ  

(Book III, 1005-1010) 
 

¢ƘŜ ǇŀǎǎŀƎŜ ŘŜǇƛŎǘǎ 9ƴŘȅƳƛƻƴΩǎ ǎǳŦŦŜǊƛƴƎ ǘƘǊƻǳƎƘ ŀ medical image. Words such as: 

ΨƎƛŘŘȅΩΣ ΨŘƛȊȊƛŜǊΩ ŀƴŘ ΨǇŀƛƴΩ are usually occur in medical context to talk about physical 

sensations that are associated with illness. The speaker uses them here to describe 

9ƴŘȅƳƛƻƴΩǎ ŜƳƻǘƛƻƴŀƭ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ōŜƛƴƎ ƻǾŜǊŎƻƳe by the sensation that he has 

ΨŦŀǊ ǎǘǊŀȅŜŘ ŦǊƻƳ ƳƻǊǘŀƭƛǘȅΩ. !ŎŎƻǊŘƛƴƎ ǘƻ wŜǳǾŜƴ ¢ǎǳǊΣ άŘƛȊȊȅ ǊŜŦŜǊǎ ǘƻ ŀ ǿƘƛǊƭƛƴƎ 

ǎǘŀǘŜ ƻŦ ǳƴŜŀǎȅ ŦŜŜƭƛƴƎΣ ǎƻƳŜǘƛƳŜǎ ŜȄǘǊŜƳŜƭȅ ƛƴǘŜƴǎŜΣ ōƭǳǊǊƛƴƎ ƻƴŜΩǎ ǇŜǊŎŜǇǘƛon of 

ǘƘŜ ŜȄǘŜǊƴŀƭ ǿƻǊƭŘέ ό¢ǎǳǊΣ нлмнΥ нслύΦ Associating this experience of pain with 




