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ABSTRACT
Metaphor used to be regarded as the rhetorical figure par excellence, but it has now come to be seen as one of the foundations of all language and its use, being constitutive of meaning, normal, grounded in experience, and offering guidance to linguistic expression. The new view holds that metaphor may still be exploited for rhetorical purposes, but stylistic approaches to metaphor in style also examine less deliberate patterns of usage. Manifestations of metaphor vary across linguistic form, meaning, and function, and may be described with reference to specific utterances as well as to more general patterns of language use.
INTRODUCTION
Stylistic approaches to metaphor used to take metaphor as one of the most important rhetorical figures of speech which could characterize a particular style. A representative illustration is provided by Leech and Short in their classic textbook Style in Fiction, who offer a checklist for stylistic features (Leech and Short, 1981: 79). Metaphor is located in the section of tropes, together with metonymy, synecdoche, and other figures of speech defined by strange meaning, or ‘semantic deviation’. Tropes should be contrasted with schemes, the other main group of rhetorical figures, which is defined by repetition of form, or ‘structural parallelism’, such as chiasmus and rhyme. According to Leech and Short, schemes and tropes together constitute one out of four dimensions of style, the other three dimensions involving features of vocabulary, grammar, and text (still called cohesion and context). This stylistic angle on metaphor, representative of most mainstream positions, hence partials metaphor out from ordinary meaning and its linguistic basis (vocabulary, grammar, and text) and treats it as a separate class of phenomena requiring special treatment.

Since the appearance of Style in Fiction, however, the perception of the relation between metaphor, style, and language has dramatically changed. Metaphor used to be regarded as the rhetorical figure par excellence, being parasitic upon ordinary or literal meaning, deviant, dangerous, and misleading; but it has now come to be seen as one of the foundations of all language and its use, being constitutive of meaning, normal, grounded in experience, and offering guidance to linguistic expression. The presence of metaphor as such is not necessarily indicative of any particular style, as it used to be. Instead, it is part of our common, everyday language, as is attested by the many metaphorical forms (words, phrases, morphemes, and even grammatical constructions) that are entirely conventional. A wealth of examples of the ubiquity of metaphor in language, including our conventional talk of love as a journey, argument as war, theories as buildings, understanding as seeing, and life as a gambling game, is offered by the publication which has been pivotal in this change of perspective, Lakoff and Johnson’s Metaphors We Live By (1980; cf. 1999).
The new view holds that metaphor may still be exploited for rhetorical purposes. However, the present-day stylistician has to analyze the specifics of this exploitation against the background of the more general patterns of metaphor pervading language and its use. This means that classic studies of metaphor in literary style such as David Lodge’s The Modes of Modern Writing (Lodge, 1977) are not invalidated by the new approach, since they also include the stylistic use of conventional metaphor, but their theoretical and empirical suggestions do require more extensive investigation of the relation between metaphor in style and metaphor in all language use (Steen and Gibbs, 2004). That is the direction taken by many recent stylistic approaches to metaphor.
What has remained unchanged between the traditional and the contemporary views of metaphor is the awareness of metaphor’s cognitive import. Aristotle, Giambattista Vico, Percy Bysshe Shelley, Friedrich Nietzsche, I.A. Richards, Max Black, and Paul Ricoeur, to name but a few of the numerous metaphor theorists over time, have all pointed to the conceptual or cognitive basis of metaphor: metaphor draws attention to similarities or correspondences between entities or domains that are fundamentally distinct. This happens in our everyday talk of sports in terms of war, or lust in terms of hunger. But it also motivates the more spectacular or subtle stylistic exploitations of metaphor, as in Aristotle’s discussion of Homer’s comparison between old age and wheat stubble (see Mahon, 1999).

A concomitant constancy between old and new theories of metaphor is the derived attention to its social, affective, and aesthetic import as the corollary of its conceptual structure. When people are compared to lions or to mice, they are compared to animals with a higher or lower status, and this has the accompanying social effect of praising or criticizing them. In addition, when this happens perversely, it can produce irony and humour, and perhaps some admiration for the aesthetic wit of the usage, depending on the occasion and the perception of the producer’s rhetorical intentions. But perfectly ordinary metaphorical expressions, such as time is money, also have social and affective implications, which are part and parcel of the stylistic effect of a metaphor. The mechanisms of these effects are now beginning to be studied by experimental psycholinguists (e.g. Gibbs, 1994) and by conversational analysts and applied linguists (Cameron and Low, 1999). Stylistic approaches, however, are typically more focused on the functional analysis of metaphor, effects on cognition being left to the behavioral sciences.

DEFINITION
Metaphor as a feature of style is a subclass of all metaphor in language and its use. The stylistic definition consequently has to distinguish metaphor as a stylistic device from metaphor as a more general linguistic mechanism. The stylistic definition hence approaches metaphor as one typical characteristic of a particular language variety that is relatively individual or idiosyncratic, such as the style of an individual work or author, or more generally language user. For instance, the metaphors of politicians such as Tony Blair or George W. Bush are important ingredients of their style.

But metaphor may also be characteristic of broader patterns of usage across groups of language users, including for instance sports reporters or songwriters. Such encompassing language varieties, or registers, are typically based in more general classes of usage which transcend individual styles. However, those manifestations of metaphor will also be considered as having a stylistic interest because of their typical role in clearly identifiable registers and genres.

As suggested above, the difference with traditional stylistic approaches is that today metaphor is not just taken as a rhetorical device that should be opposed to ordinary vocabulary, grammar, and texture. Instead, the use of metaphor in those non-rhetorical provinces of language may also have a stylistic function. Thus, when a language user has a preference for one set of metaphors over another, both of which are completely conventional parts of the language, the preference may still be seen as a feature of that language user’s style, regardless whether it is glaringly prominent or only revealed by careful scrutiny or even statistical analysis.
The new, so-called cognitive-linguistic approach to metaphor launched by Lakoff and Johnson (1980, 1999) defines metaphor as a mapping between two semantic domains. Such cross-domain mappings can motivate varying numbers of systematically related linguistic expressions of a metaphorical kind. For instance, love can be metaphorically conceptualized as a natural force, and we can hence say that somebody was swept off his feet or bowled over by another person. Such conventional metaphorical expressions are part and parcel of our everyday language, and they have overt stylistic implications when they are used relatively deliberately as metaphors, or when new aspects of the mapping are exploited for discursive purposes. An example may be provided by rock singer Neil Young’s lines You are like a hurricane, there’s foam in your eyes, and I’m getting blown away. But less prominent patterns of usage would be equally relevant, as when people consistently use one set of metaphors for marriage as opposed to other possible sets, either in conversations or in psychotherapy (Gibbs, 1994).

The cognitive-linguistic approach to metaphor has been developed in various ways (cf. Gibbs and Steen, 1999; Dirven and Pörings, 2002), with one line of theorizing, called Conceptual Integration Theory or Blending Theory, offering a competing model that utilizes more than two conceptual domains or spaces (Fauconnier and Turner, 2002; cf. Grady et al., 1999). The cognitive-linguistic approach has also given rise to alternative models, in particular in psycholinguistics (Glucksberg and McGlone, 2001). These alternative models define metaphor in different ways, mainly questioning the basic assumption that cross-domain mappings are understood by means of some form of comparison (Giora, 2001; cf. Croft and Cruse, 2004).

It should also be noted that the cognitive-linguistic definition of metaphor as a cross-domain mapping in conceptual structure allows for the possibility that not all metaphor in thought is expressed by metaphor in language. Cross-domain mappings in thought may also be realized by similes, analogies, extended metaphors, megametaphors, allegories, and parables, to mention just the best-known alternatives (Steen and Gibbs, 2004). Therefore, stylistic approaches to metaphor have to be explicit about their preference for either the linguistic, formal definition of metaphor, which takes metaphor as one specific rhetorical figure, or the more general, cognitive definition, which takes metaphor as a figure of thought, which in turn includes a whole range of rhetorical figures and even text forms.
The advantage of adopting the more encompassing definition is its capacity for contrasting the stylistic functions of these various rhetorical forms. Thus, when a cross-domain mapping is expressed as a metaphor, it may slow down or even prevent the activation of a comparative interpretation strategy, whereas its expression as a simile may facilitate such a strategy (see Gentner and Bowdle, 2001). This, in turn, may decrease or increase the recognition and hence experienced prominence of a metaphor in style.
There is yet another complication with the definition of metaphor. For it would be incorrect to suggest that all linguists (and stylisticians) have embraced the cognitive-linguistic definition of metaphor that also includes all conventionalized metaphorical meaning. For instance, Jackendoff (2002), the most important representative of the generative-grammatical approach to semantics, believes that this goes too far, and abides by the more restricted definition of metaphor as the relatively deliberate rhetorical figure. This means that, in effect, there are currently three definitions of metaphor in style:

(1) the restricted rhetorical definition of metaphor as active or deliberate metaphor; 

(2) the broader cognitive-linguistic definition which focuses on metaphor as a specific  linguistic form, whether it is active and deliberate or not;

(3) the most encompassing, cognitive, definition which defines metaphor as a cross-domain mapping in conceptualization which may be realized by various rhetorical figures, of which linguistic metaphor is one that has to be contrasted with simile, analogy, and so on.

HISTORY
The cognitive-linguistic approach emphasizes the cognitive and systematic nature of metaphor and therefore highlights its ubiquity and conventionality. This is an encompassing, linguistic approach, which does not take metaphor as just a stylistic device in the rhetorical sense of the term. To many scholars the cognitive-linguistic approach has replaced older views of metaphor, which used to limit metaphor to the rhetorical phenomenon, that is, to those metaphors that are active and thereby draw attention to their deviance as well as the probability that they are deliberate.
The cognitive-linguistic view argues in particular that it has taken over from the conceptualization prevailing in the 1960s of metaphor as necessarily involving grammatical deviance, research showing that many metaphorical expressions in language are not deviant but the norm. Similarly, not all metaphors uncovered by the cognitive-linguistic approach require pragmatic inferencing, as was argued in the 1970s by Searle and Grice, but may be understood with reference to conventionalized semantic mappings. The best overview of these different positions is still provided by Ortony (1979/1993).

Another series of issues that has been important in the history of metaphor is the debate over the questions whether metaphor is a matter of substituting a metaphorical expression for another, presumably literal one; whether it is a matter of comparison between unlike phenomena; or whether it is a matter of interaction between two distinct ideas (for an overview, see e.g. Gibbs, 1994). Recent developments in cognitive linguistics have come to take a liberal view of the notion of correspondences in metaphor as a cross-domain mapping. This now includes both pre-existing as well as perceived similarity between phenomena (comparison), and interaction between conceptual structures (interaction), as is for instance summarized by Kövecses (2002) in his cognitive-linguistic introduction to the field.
This recent and broader view of metaphor in cognitive linguistics goes back as far as the classic position of Aristotle, who also saw metaphor as based in correspondences. At the same time, the new view re-establishes contact with the widespread structuralist views of metaphor as based in similarity, versus metonymy as based in contiguity (cf. Barcelona, 2000; Dirven and Pörings, 2002; Panther and Radden, 1999). It has led to new questions about the analysis of many metaphorical expressions. For instance, do we see time as money (metaphor) or do we see time via or through money (metonymy)?
A third historical issue has to do with the terminology for metaphor analysis. Cognitive linguistics and other cognitive scientific approaches of metaphor have introduced the distinction between ‘source’ and ‘target’ domains, the source domain including the knowledge of the metaphorically used concepts and words, while the target domain includes the knowledge of the non-metaphorically used concepts and words. These terms are now in competition with the traditional terminology, which calls the source domain the ‘vehicle’ and the target domain the ‘tenor’. Yet another tradition talks about the source domain vocabulary as the metaphor ‘focus’, while the target domain vocabulary is regarded as the ‘frame’. Thus, in an expression like Time is money, time is called the tenor or a term from the target domain, and money is called the vehicle or a term from the source domain; and money is the focus, while time is …is called the frame. It is not clear which terminological tradition will prevail.
CLASSES OF METAPHOR
Metaphor can exhibit many different linguistic forms. Most attention has been paid to metaphorically used words, with some attention being paid to the various word classes such as nouns, verbs, and adjectives (e.g. Goatly, 1997; Steen, 2002; Cameron, 2003). But metaphor is also important for the study of phraseology, exhibiting connections with idiom and with the revitalization of allegedly dead metaphor (Naciscione, 2001). And Systemic-Functional Grammarians have performed extensive study of grammatical metaphor and its stylistic and discursive functions (Simon-Vandenbergen et al., 2003).
Metaphor can also play a role in all kinds of meaning. For instance, study has been made of common source and target domains, which are typically (but certainly not exclusively) concrete and abstract, respectively. Kövecses (2002) lists as common source domains the human body, animals, machines and tools, buildings and construction, plants, games and sports and so on; and as common target domains, life, time, death, emotions, thought, society and so on. The study of the metaphorical conceptualization and expression of emotions, in particular, has been rather detailed and advanced (Kövecses, 2000). Particular combinations of source and target domains lead to well-known classes of metaphor, such as personification, concretization, or abstraction. One very specific class of metaphor involves the crossing of sensory modalities, producing synesthesia: we conventionally talk of loud colors and dark sounds, among many other possibilities.
The functions of metaphor in discourse are also various. Rutherford’s model of the atom in terms of the solar system has a descriptive and explanatory function in science, as well as a didactic function in education. Psychologists have employed various metaphorical models of the mind, ranging from steam engines to computers. But highly conventional metaphors may also function as topic management devices in conversation. And highly innovative metaphors may function as the acme of artistic pleasure. For one list of functions of metaphor, see Goatly (1997).


Further classification of metaphors in style is possible by considering their combination with other rhetorical figures. Oxymoron and paradox often require metaphorical interpretation to resolve their logical contradiction, as in sweet sorrow. Hyperbole and litotes often combine with metaphor to enlarge or diminish the object of comparison, as when one calls a boxer ‘Hurricane’ or ‘Raging Bull’. This leads on to a consideration of the possibility of the laudatory as opposed to critical use of these scales of comparison, involving the addition of irony, sarcasm and humor. Consider Auden’s phrase of ‘committing a social science’, a metaphorical phrase which turns social science into a crime. Similar combinations are possible of metaphor with schemes of form, involving parallelism and deviation in sound and grammar, as often happens in newspaper headlines or nicknames (think of tennis player Pete Sampras who was called ‘Pistol Pete’). 

APPLICATION
Metaphorical utterances
Metaphor in style has a wide range of manifestations, including, to begin with, its striking use in specific utterances. Famous metaphorical quotations may illustrate this phenomenon, from the Bible’s The Lord is my shepherd through Karl Marx’s view of religion as the opium of the people to George W. Bush’s repeated use of the axis of evil to refer to Iran, Iraq, and North Korea. Specific metaphors may also be conventionalized parts of the language in the form of sayings, such as Time is money or How time flies. In discourse, these may be used in their regular form to conventional effect, or they may be exploited for special purposes, as when Bob Dylan writes: Time is a jet plane, it moves too fast. When used in their regular form, they often serve in conversations as topic management devices, signalling that one topic is being terminated and the conversation is moving on to another.

Some of these sayings are not metaphorical by their linguistic structure alone; strictly speaking, they only turn metaphorical when they are applied to specific situations, such as when Blind blames the ditch is used for an accident without any blind people or ditches. Other idiomatic expressions than sayings may also be based on metaphor, and they may also be given specific twists, in what Anita Naciscione (2001) has called ‘instantial stylistic use’. Here is her example with the course of true love never did run smooth, from D.H. Lawrence’s story Mr Noon:

The course of true love is said never to run true. But never did the course of any love run so jagged as that of Joanna and Mr. Noon. The wonder is, it ever got there at all. And yet, perhaps, a jagged, twisty, waterfally, harassed stream is the most fascinating to follow.

Another stylistic exploitation of specific metaphors involves allusion and intertextuality. A well-known example involves the title of William Faulkner’s novel The Sound and the Fury, which harks back to Shakespeare’s Macbeth:
Life’s but a walking shadow, a poor player
That struts and frets his hour upon the stage
And then is heard no more. It is a tale
Told by an idiot, full of sound and fury,
Signifying nothing.

Act 5, Scene 5, Lines 19-28

The title’s allusion to these lines is immediately relevant to the interpretation of the first part of Faulkner’s novel, which presents a story told by a mentally retarded man.

Shakespeare’s famous metaphor is one version of a series of metonymically related metaphors that are all highly conventional, including life is a play, life is a player, and life is a stage. Consider Shakespeare’s contemporary Sir Walter Ralegh:

What is our life? A play of passion,
Our mirth the musicke of division,

Our mothers wombs the tyring houses be,

Where we are drest for this short Comedy,

Heaven the Judicious sharpe specatator is,
That sits and markes still who doth act amisse,

Our graves that hide us from the searching Sun,

Are like drawne curtaynes when the play is done,

Thus march we playing to our latest rest,

Onely we dye in earnest, that’s no Jest.

The metaphor underlying Ralegh’s poem is metonymically related to the more famous one produced by Shakespeare, and both may be seen as variations on a conventional theme in the Renaissance. This points to a cultural basis of metaphorical themes and their conventional and stylistically charged expression.

The complicated relation between conventional metaphor from previous periods and present-day allusion and intertextuality may be demonstrated with reference to the twentieth-century song by Elvis Presley in Are you lonesome tonight? There is a parlando part in the song which begins ‘Someone said that life is a stage,’ and then continues by telling a sad love story that is divided into acts, and ends with an empty stage. The question arises whether Elvis has picked up on Ralegh, or Shakespeare, or on some other, intermediary source; or whether life is a stage has become part of the folklore of the English-language speech community. That this is not an isolated co-incidence is shown by the possibility of a comparable relation between Shakespeare’s famous Juliet is the sun and the following line from a hit song by British rock band The Cream: you’re the sun, and as you shine on me, I feel free.
Even more complex possibilities for intertextual stylistic play are suggested by potential allusions to the cognitive-linguistic or metaphorological literature itself. Thus, Julian Barnes, in his novel Metroland, has a chapter called Sex is travel, which comes suspiciously close to love is a journey, the favourite example from Lakoff and Johnson’s Metaphors We Live By which was published in the same year, 1980. The content of Barnes’s chapter, however, reveals that this idea can also be interpreted as metonymic rather than metaphoric, in that sex is not similar to a journey but requires travel to the beloved.

Another, similarly innovative stylistic exploitation of a metaphor familiar from the theoretical literature is offered by Michel Faber, in his fantasy or science-fiction novel Under the Skin. One of the characters utters the following words: ‘A butcher has to be a bit of a surgeon you know’ (p. 215). This is a deliberate perversion of the directionality of a metaphor that has received a lot of attention, this surgeon is a butcher. However, its perversion is extremely functional in the situational context of the novel, where people are treated like cattle that are fed and slaughtered for future consumption by a group of aliens, alien butchers of humans having indeed to be something like surgeons.


The above phenomena can all be seen as forms of uptake of a specific metaphor by another language user. This may also occur in more direct and reciprocal forms of discourse, such as on-going conversations. Interlocutors may take metaphors up on the spot, as it were, for purposes of acceptance or rejection, extension and development, and sincere as opposed to perverse exploitation. Cameron (2003), for instance, shows how students can immediately repeat and extend metaphors offered by teachers during oral expositions in class-rooms.
Metaphorical patterns
Moving away from the stylistic importance of metaphor for specific utterances, there are also more general patterns of metaphorical style, which may relate to the style of an individual language user. A number of examples may be given from the domain of literature (see Steen and Gibbs, 2004). For instance, Elena Semino has shown how the metaphorical aspects of the mind styles of two fictional characters, Bromden in Ken Kesey’s One Flew over the Cuckoo’s Nest and Clegg in John Fowles’s The Collector, display different properties: Bromden’s language uses conventional metaphor in creative ways, whereas Clegg’s metaphorical language contains many idiosyncractic metaphors. Another area would be the style of a fictional narrator, such as the narrator of George Orwell’s Nineteen Eighty-four, studied by Anne-Marie Simon-Vandenbergen; that narrator uses animal, physical force, and liquid metaphors to express the lack of consciousness and liberty in a totalitarian world. Metaphorical style may also pertain to the language use of an entire work, as has been shown for a number of Shakespearian plays by Don Freeman. And this suggests that the personal style of the complete works of individual authors may display specific patterns of metaphorical usage, as may be the case for heavily metaphorical writers like Salman Rushdie, as opposed to authors who are clearly much less metaphorical such as Ernest Hemingway. It will be self-evident that such patterns may also be found in the language of non-literary writers or speakers, such as famous philosophers or politicians (e.g. Jäkel, 1997; Charteris-Black, 2004), but these have received much less attention.

Style can also be regarded as the language typically used for a particular class of discourse, as opposed to an individual’s imprint on the structures of their language use. One of the most famous cases involving metaphor is the one of metaphysical lyrical poetry, which is characterized by the use of daring metaphorical conceits. These are identified by their combination of a specific form, in that they are often presented as analogies or even full-blown arguments, with a particular content, which seems to force the difference between the two domains upon the reader more than their fragile and often strained similarity. Here is an example from John Donne, in his poem to Mr Rowland Woodward:

Like one who’in her third widowhood doth professe

Her selfe a Nunne, tyed to retirednesse,

So’affects my muse now, a chast fallownesse;

It should be noted how some stylisticians might actually object to calling these lines a metaphor, since they have the form of an analogy that may also be classified as an extended non-literal comparison. However, the presence of an underlying cross-domain mapping cannot be contested, so that these lines do count as metaphorical in the conceptual sense of the word.

A similarly famous case is constituted by Imagist poetry, where almost arbitrary external resemblance between entities motivates metaphorical projection from source to target domain. One of the most famous examples is the following poem by Ezra Pound:

In a Station of the Metro

The apparition of these faces in the crowd:

Petals on a wet, black bough.

Here, too, questions may arise about the rhetorical classification of the form as a metaphor; however, its conceptual status as a cross-domain mapping is again beyond doubt.

There are also subgenres of the novel which contain characteristically specific manifestations of metaphor in their style. Hardboiled detectives, for instance, typically contain a macho private investigator who revels in producing roughshod analogies portraying women, or more generally their view of emotional situations. Philip Kerr’s Berlin Noir trilogy provides a goldmine of examples, such as the following:

Impatient of her, I snatched her knickers down, pulling her onto the bed, where I prised her sleek, tanned thighs apart like an excited scholar opening a priceless book. For quite a while I pored over the text, turning the pages with my fingers and feasting my eyes on what I had never dreamed of possessing. (68, 69)
More generally, David Lodge, following a suggestion made by Roman Jakobson, has argued that novels are characterized by the use of simile while poetry displays a preference for metaphor (Lodge, 1977).
Poetry and novels are just two genres which display specific patterns of use of particular classes of metaphor. Jakobson and Lodge have postulated many more relationships, and a beginning has been made with the study of the variation of metaphor across registers and domains of discourse. For instance, Kurt Feyaerts has edited a collection of articles on the relation between metaphor and the Bible (Feyaerts, 2003), Lakoff and Johnson’s latest work surveys the role of metaphor in philosophy (Lakoff and Johnson, 1999), Reuven Tsur (1987) and Gerard Steen (1994) have addressed the position of metaphor in literature (cf. Steen and Gibbs, 2004), and Lynne Cameron (2003) has examined the use of metaphor in classroom discourse at primary-school age. In the collection on metaphor and thought by Ortony (1979/1993), there is a special section on metaphor in education, and another section on metaphor in science, with contributions from Thomas Kuhn and Richard Boyd, amongst others. Andrew Goatly (1997) has made a beginning with describing some of these relations in stylistic detail, including the distribution of diverging metaphor forms across conversations, news reports, popular science, magazine advertisements, novels, and lyric poems.
Finally, the broadest scope for a stylistic approach to metaphor may define ‘style’ as the overall impression of a particular language, in contrast with another language. Thus, British English and American English have different patterns of metaphorical usage, one striking feature involving the combination between metaphor and hyperbole in American English (cf. Kövecses, 2004), as may be demonstrated with reference to the frequent exaggerated use in American English of verbs like die and kill for many mundane actions including the light and computers. One language can also utilize different source domains for particular target domains than another. Variation of metaphor within and between languages is turning into a new area of interest for linguists and stylisticians alike (Kövecses, 2004).
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