CHAPTER 5

ANALYSIS AND DISCUSSIONS %\

5.1 Iconic Dimension as a Product of Metaphtonymy in Morrisom’s The Bluest

Eye, Sula and Beloved. V

The chapter aims at exploring the sub-types of ico ig In orrison's three
texts as adopted by Hiraga's model namely, imagic, mmatic phonc as
products of metaphor and metonymy. Since some ic signs can ellnL@ and

diagrammatic simultaneously, the differences n sub-type n son's text

will not be elaborated. Instead, this chapt outlines hgv rlson's Iuest Eye,

Sula and Beloved gain iconic interpret\&s) result of*h istiré&esses (metaphor
& metonymy). The chapter is an att%to scru rgc c,e'\ﬁ&of iconicity based on

N
the Lacanian theory, treating li textsas a uc@the unconscious that is
constructed out of metaphor an ton'r mterr d with iconicity.

The Blues

The se ejse?ﬂlo(ri@n's literary text is iconic because it is
y o‘u The t@ metaphtonymy, is coined by Goosens (1990)

metapht Qg
ussed the mteractlonc_'%.f‘jzr_netaphor and metonymy in the construction of

5.1.1 Metaphor Me;on i epu@iconlc Perspective in Morrison's

fi e Ianguage, providing rich insights into how literary text is constructed and

0 tions. Talmantaite (2008) states that in literary language, metaphor can interact in
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a complex manner with composite metonymies to produce dense composirYsa
unified interpretation. (’}

By focusing on the following texts from Morrison's, The Blues metaphors
via metonymic relations and the metaphorical texts that lead to city can be
illustrated. In the following text, Claudia views innocence as something great because
it is associated with planting marigold seeds but being inn t iSynot fruitful as it leads
to an emotional void because of persecution. Here, Cl reveals WCence and

®
faith do not heal Pecola’s sense of loss because the unity accept difc[i\@s tion

Y

as normal. The characters, Pecola and Claudia, are metaphofically gonstrugtéd where
s Zmulﬁne , th@ metonyms
C

their behaviour map unto African Amerigans.

attributed to African-American peopl@t also

for instance, seeds, the earth, Black dirt and uny %s r)'q\the following extract:
N

0 e,
It never occurred to eiK us th r{h&s&'might have been
unyielding. We had dfvw our 'eeds i our Q@ittle plot of Black dirt
(
%ﬁf

SO gical metaphors,

(72]

Just as Pecola’s father had dropp @eds, in his own plot of Black dirt.

our innoceK\aMaith ¥ \more Qéﬂctive than his lust or despair
(Mornsa?ﬂzo, the sec

@,
Onc&ﬂ m;t hoi i d@ed by Lakoff and Johnson (2003) as the
vre

experiﬁci of selves as being.substantial where things without boundaries can be

fr, Nwithin boundaries and conceptualised as entities and containers. Black dirt
s in for Pecola who represents metonymically African-American women while
eds represent metonymically her father’s seeds when he rapes her that is comparable

to the seeds of marigolds, which would not yield. Such a deed by the father construes
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the expressions of despair and inhumane lust. The mapping of two images may imply
imagic iconicity because of the similarity from mimicry. The second part of t
expresses innocence and faith as no more productive than orientation@phor.
Lakoff and Johnson (2003) define this type of metaphor as a con isation of
emotional, spatial and perceptual experiences in terms of what humaas physically do
with their bodies or how human emotions can be defined in terms af other concepts.

The mapping between earth and Pecola, seeds of marigold ather's ieeds maps form

and content, indicating imagic and diagrammatic iconfeity. It fis wxoduct of
mapping between two images that simultaneously ing betwe tvio L@Ei'stic
structures. Additionally, Pecola and her father m% in erXT’ne whole
African American society where discriminati X‘: K

ysThel yche.@!mg them lose

faith and innocence. \% é

Furthermore, the following e refers t '%ol ggéh‘ White authority via

N
structural metaphor which can% wi miconi ity to é@?uce a text with a deeper

level of meaning. Structural metaphor Iu 1de detab formation about the source

and target domains, %I g m(zi

ontological meta&*_akofi
or,

orétiobmmpared to orientational and
:

son, é@ﬂtg Pecola's eyes are expressed via

structural meta ich terreé&!with metaphoric iconicity as a result of

¢
the analogy e(W@w structures dfep(é;é)nts parallelism. The text shows that Pecola's

NN
wish ca% r suffe .‘J'he slq%tural metaphor is a combination of ontological
X

% , 'If those eyes of hers were different, ..., herself would be different’ which map
nte the

impact of White ideology on African Americans. Metonymically, having blue
yes is associated with White ideology and can end the plights of all African Americans.

This text selection describes Pecola’s belief of this ideology:
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It had occurred to Pecola some time ago that if her eyes, those eyes that
held the pictures, and knew the sights—if those eyes of hers were diﬁerent,Y-

that is to say, beautiful, she herself would be different. (1.3.18). (’}

A main theme introduced by Morrison in her works is the status of women in the
Black community. The following text describes the persecutio@gn—American
women, delineating the structural metaphor in which Pecola is y her community
as a dumping ground for negative emotions. The birdli@, the lire rims and the
sunflowers, between Coke bottles and milkweed are gntological eMiI{@-H of

ta ‘

our waste,.., absorbed and All of our beauty are tational rs. The, extract
’ b9
shows how the Lorain people use Pecola and Wil M get fo ir internal

racism. Through the metonymy attributeMcola, he

increases her pain and suffering through soeio-cultural pr

entail diagrammatic iconicity be 1tis pr ofd)ée analogy between two
7]
structures: beauty and waste,QO\%ting i-le Iletﬁpretaﬁons about African-

American communities, whwn doix not g'@rom the White community but
!

are also inflicted by % Amerje em%\l)/es. Through structural metaphor,

African America@ﬂo P@nsessi@ith gaining White beauty through her

N
desire for blu Pecola is cribedd)ﬁrﬂugh two alternatives: 1) getting blue eyes
4

to be bea adhgringjto jsta d&dised beauty or 2) remaining ugly and being
abhorr:wer beauty? “These aQernatlves indicate imagic iconicity because such
NV

create a mental imz?g%’to show the protagonist as an icon of pain and depict

m%
%ﬂerings of African-American women.

0 The birdlike gestures are worn away to a mere picking and plucking her way

between the tire rims and the sunflowers, between Coke bottles and milkweed,

tus er community

res. Qse metaphors may

ST
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among all the waste and beauty of the world—which is what she herself was.

All of our waste which we dumped on her and which she absorbed. And ?

our beauty, which was hers first and which she gave to us. (4.11.5). (’}

The following text also contains orientational metaphors such as love, wicked
to;

people violent people which show that a sort of love that is attribu% articular kind

of personality. The term love is utilised as conceptual metapho e expression 'The

wa@uggesting
diagrammatic and metaphoric iconicities because Morrison'refefs to mila@y in
4 N
quality where the analogy simultaneously represe ind of ass@ciation o péﬁa lelism
’ X
between the love and the lover: Y’ >
Love is never any better than th@\/icke

people love violently, weak pegple love wﬁ% love stupidly, but
the love of a free man is nev . There is “giftf \e Beloved. The lover

alone possesses his giﬂNe. ne issh)rn, neutralized, frozen in

The ontolo@q‘etapm foll@ extract 'Adults, older girls, shops,
&)
magazines, ne ers' and wi signg serve as containers for White ideology and
g wSpgperS and idol, gc‘)(}r oy
W | &

loved one is shorn, neutralized, frozen in the glare of the loy

/.

lov kedly, violent

ack \Q(_))nen. These metaphors conceptualise negative

distinguish White a

N
emotion%d’ ercepfi ardﬁican-American women reinforcing features of
th&wtities via metonym&}/ such as ' blue-eyed, yellow-haired, pink-skinned'.

un Black women, White women have high cultural standing, implying

rammatic iconicity because it is a product of structural and relational analogy. Ideal

eauty is as described as:
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Adults, older qgirls, shops, magazines, newspapers, window signs — all

the world had agreed that a blue-eyed, yellow-haired, pink-skinned doll Y'
was what every girl child treasured. 'Here,' they said, 'this is beaut@

and if you are on this day "worthy" you may have it." (1.1.38)

Additionally, Morrison also offers insights into the negati\wp,ct of the Black

patriarchal community on women. The following passage sho he town’s people
blame Pecola, who is metonymically attributed to A@ric nlwom n, for her
rape because they cannot understand the shame and senselessnes tfla\eds W\'Q»the
violation. The conceptual metaphors, ‘Certain se d certaiyre'méng?ed via
metonymical relations onto Pecola’s fatherle. Bs& a me@i‘i‘g within

metonymy, refer to Pecola's father and CUI presems la's lﬁézrn baby. The
e land kill

&

expressions, victim had no right to live a its o@volition map unto

Pecola’s pregnancy and the aborti %{ fagiué,JTh
%n :

7]
explicate the complex diffi dp of Pec&é& experience that can be

’%taphorical expressions

metaphorically mapped untt?'ﬂlack 1atria I opp%\SSion. This event insinuates that
(

when Black individua%/ upt\ d'rt@?r;/ and calamity due to the bitter

atmosphere of di}@fﬁti n@ng theie=Social, economic and cultural status in
contrast to WEMVM alg whe,enjoy w)@.ependence. Pecola's experience of a painful

4
how: Dth‘?.l rin ican-Americans face from the people of their

race, wg an intetre atfonshv-wnh metaphoric iconicity because it is a product
. ; N

orical transfer beﬂ;bn two domains. Pecola's rape and the internal

rape by he

of

O

ination within Black communities contribute to the iconic note in Morrison's
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Certain seeds it will not nurture, certain fruit it will not bear and when the land

kills of its own volition, we acquiesce and say the victim had no right tov."

(4.11.7) (,}

Morrison implicitly indicates the economic status of African-Americans via
ontological metaphors, '‘Outdoors’ and ‘possibility of excess %Ztailed' in the
following text which maps the status of African Americans in wmmunity. This text
foreshadows their lives by showing how painful it is fo@w 0 'eside in Lorain
and is akin to being homeless. This kind of metaphor suggests'imagic a gramQ%atic
1.a
is fotmied via

ed b orrison as

follows: é\
SeeiS

Qutdoors, we knew, was the peal terror et r'z\of being outdoors

iconicity due to the sensual mapping between ople’s lives

L 4

imitation. The economic status of African-A cans _is“desc

surfaced frequently in thos . Evéry p iIity@xcess was curtailed

with it. (1.1.28) \ "

AN
S
. ( :
Language is also% cons'u cte b‘y @son to reflect Pecola’s desire. In

the following text’,qulici'y I\guage g&duction entails beauty and innocence.
ri

The text contairw ation Pora@c"!(/lorrison uses to show that Pecola wants

into Pe ill to“o

¢
o x4
to live sim %;)eau uI7'| nno@ woman. The metaphor 'eats the candy' maps

i jwe f@es of White women which entwine with both

ima diagrammatic |conuity due to immediate mimicry and mapping between the

for? d the desired way of living:

She eats the candy, its sweetness is good. To eat the candy is somehow

to eat the eyes, eat Mary Jane. Love Mary Jane. Be Mary Jane. (1.3.33)
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In an incident in the playground, some young boys insult Pecola for her dark skin
where this may be perceived as the boys expressing their own self- hatn?&!d
internalised racism. This perception is achieved through orientational me@zvhen
emotional and perceptual experiences are conceptualised by assommwem with
concepts in the expressions: cultivated ignorance self- hatrew designed

hopelessness. The ontological metaphor is manifeste wh emotions are

conceptualised as containers or entities in the expressi ned for ages in the
hollows of their minds and consuming whatever was I wmg text
combines ontological and orientational metaphors le to struct n]et r and

diagrammatic iconicity due to the relational an \f
It was their contempt for their own@sh!sst amga efi {sult its
teeth. They seemed to have %.au @cultlvated

ignorance, their exquisitely learne sel ire %‘rately designed

hopelessness and suckemg p mto’hv)ne rn that had burned
for ages in the hollow: eir mds I d%and spilled over lips of
l
outrage, consummg whatev r\m s.ﬂ@(z 4.12)
Morrison r o th ﬁw@ of(t-@lurch in the Black community using

i
orlentatlonal hors moﬁ‘D'Soaphead the light-skinned misanthrope,

@,

% re@}st to have blue eyes. Although Soaphead is

descrlbs a hypocrite that hat_)@ humans, he feels pity for Pecola. He is projected
N

lcally as representing the church in an African American community where

: onceptual metaphor, 'see the world with blue eyes’, suggest metaphoric iconicity

e to similarities in quality and structure as shown below:

w

who sy a S w}h Pe

“QJ

138



Here was an ugly little girl asking for beauty....A little Black girl who

wanted to rise up out of the pit of her Blackness and see the world wﬂhY'
blue eyes. His outrage grew and felt like power. For the first tm@}

honestly wished he could work miracles. (3.9.21) A

When Cholly was young, two White men found him having,sex xth a girl where
they coerced him to continue while they watched. Cholly couvvexpress his hatred

flsocio-economic

hi d
|s\ wre

towards women. Chapter Three gives an accou ow brut ly tr!ats\(;l)s wife

ptual @/ emotional

aph apping White

towards them because they were more powerful than him S

and legal aspects. As a reaction to what happened tg him, €holly ch

where the following text presents an lmage
experiences toward 'the hunters'- WhICICNnCE

authority and the segregation of the Afm\ce I@e i
with metaphoric iconicity while ex eu;v escp’)@rj through orientational

7]
metaphors such as ‘emotion . ved him_an hatl consumed him', implying
both imagic and diagramm etap’ors G useo' S S|m|Iar|ty in imitation and
(

structural analogy. L ,

Never did téhq co di ctlng %atred toward the hunters. Such
l
an emo\%n\ild ave d e : They were big, White, armed men.

H a%all, ? DIdlp ess%l\is subconscious knew what his conscious
4
m:l d not guess — thata,agr:q them would have consumed him, burned
\

up like a piece of soft coal. (3.6.61)

‘.
é‘

The orientational metaphor in the following text refers to the emotional or
erceptual experiences that African Americans faced as expressed via the word 'line’
which also bear metonymic dimensions because it represents all African Americans. In
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the text, Geraldine explains to Junior how to test Black people to filter the good from

the bad. Metaphors such as, subtle, signs threatened to erode it imply both imaw

diagrammatic iconicity due to mimicry and similarity in quality. (’}

The line between colored and nigger was not always clear;

telltale signs threatened to erode it, and the watch had

(2.5.14)

In the following extract, Morrison uses structur@ yW to one of

L
her characters 'Maureen Peal' who is excluded fr acism becaus s?e @&ses
=\
hity™Her skin hue is assoGlated with
\ N
u beau%\ aureen'is a
i n-ASﬁcans who judge

metaphor within metonymy, attribut %h-class
since it is a product of
A

people by their race which may entail metap \NQ%I
?I Ny

representational parallelism an@ on{fMaur “Pea@escribed as:
&
R A
This disrupter of seasTs a ntN girhin schoolknamed Maureen Peal.
(
A high-yellow drgf)i d withdong gww ir braided into two lynch
ropes that r@n he‘ ba\She w , at least by our standards,
&
as rich 2\I’IC to ’glrI&)@addled in comfort and care. The
qual@ clothes thre ene@derange Frieda and me. (2.4.3)
AAS

e a reference to QQtJmBgical metaphor in Hollywood movies which is
5

features that are attributed to the White commu

beauty, making the African-American girls @u, f

Iver screen’is an ontological metaphor because it is conceptualised as a container

C§We as the main source\of promoting standardised beauty. In the following text,

oﬂj source of standardized beauty proposed by White authorities. In other words,

'movies’ and 'The silver screen' are metaphors mapping White ideology and entail
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imagic iconicity as it is a production of image for the readers, suggesting the similarity

between two domains. The use of ontological metaphor can be observed in thevpt

low (,}

She was never able, after her education in the movies, to look.at a face
and not assign it some category in the scale of absolute beauty, and the
scale was one she absorbed in full from the silver screenWZ)

The following text contains ontological metap rough tw simile as
®
there is a reference to oneself as an entity. The metaphosical constructi 0’ th tvia

metonymical relations in describing Mrs Breedlove depicts fflow ugliness I@ds her to
NV

the notions where the simile reflects the swzest
husband Cholly. Both notions contrib@king m in 6«ife and shape her

character in terms of socio-culturt and soci MT i’@osions. The mapping
between Mrs Breedlove and the)@an pafody | to t@nsual mapping between
&

two regions of the brain, c@&gg 1r i or steuctural similarity leading to

N
he e eqts@sm causing African-American

:

women to abandon %ri ntilt' :
the erosion of theéwtity iFSense @f.

She, Q a i
| — to ge ?her@n body, mind, and spirit from all that
i N
\ sted Africa. (3.9.7)&')

orrison utilises various types of metaphors to convey certain themes on racism
Qw

d th@fgﬁence by her

diagrammatic iconicityd The téxt show:

its negative impact on African-Americans. The metaphorical construction of her

text via metonymic relations have a significant role in producing text with iconic
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perspectives based on the interrelationship between metaphor and iconicity as well as
between metonymic relations and partial iconicity. Fairness is an icon of hatredvg
African Americans due to its attribution to standardised ideal beauty, c@g the
notion that Blackness is inferior, subsequently compelling them to i ise hatred.
This hatred is manifested in Cholly's loathing for his wife and his faYT)’and Pecola’
hatred for herself. The sense of superiority that Maureen Peal has cenveys the strong
message of internal racism. These characters are construct alEh-ori':ally to be icons
of martyrdom, reinforcing the idea of African-Americansg inferi riw‘ex. Thus,
n’s works :‘n @;t to
? 4
NS ‘Z}Y

5.1.2 Metaphorical Conversion fr\hnian Sy ic @‘er to Imaginary
) A

one of the prerequisite of the study is to prove how

achieve socio-cultural and socio-economic dim

Order as Sources of Iconicit

In Chapter One of The BI)%, Pefola's SSiVj %ansumption of milk from

&

the Shirley Temple (which ishﬁn t an i@ of standardized beauty) cup
0

demonstrate her urge t%&e eyes.
[

wever, C@rdia’s perception towards Shirley
4

:
Temple is differentw eci oIa@énstrating their internalised racism.
"Frieda and sh l& lo \ ation\%vout how cu-ute Shirley Temple was. |
\ e
couldn't join %

n thelr a‘l'd ion %ajse | hated Shirley” (1.1.35). Claudia hates

White %&nd twb'cjzl'ﬂ i B@a’s desire shows her incomplete mental and
matu

emoi@ rity that leads tqjgx failure. The following text shows Pecola’s ruined
N

S the end of the novel. ".., her head jerking to the beat of a drummer so distant

only, she could hear. Elbows bent, hands on shoulders, she flailed her arms like a bird

in an eternal, grotesquely futile effort to fly" (p. 202). The metaphors such as ‘beat of a

drummer and futile effort to fly' emphasise her failed desire for blue eyes and indirectly
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love, respect and independence. For this reason, Pecola is ascribed to an Imaginary
World rather than a Symbolic Order, which is characterised as persecutory b?m

White superiority in socio-cultural and socio-economic levels. ('}

5.1.3 Iconic Notes in Morrison's Sula: The Analysis of MetaphoWMetonymy

as Sources of Motivation \,

Generally, motivation is the relationship between fo nZoncipt (iconicity) or
form with another form (metaphor). It is a patent in t urativ IWof literary
"AX
works where its structure is based on metaphor ar@my. ' .\(_,}
The following extract explains Hannah's qua s a symhol o eta\%RcTrs where
the expressions 'wedding' and 'a red bridalqo\wg re qi I me%)ﬁgrs, referring
to Lakoff's (2014) ontological metap@ dream wec@(s in a red bridal

gown_ until Sula came in and verk her' (p: e r@phorical expressions

N
foreshadow the catastrophic ev%will%efall nal@ interrelate with imagic
&
ng e

iconicity. The event is elabomn t i x{&t via structural metaphor to
give deeper insight int: ;'s deat ( §

Loy
She rolled N 'ndov' andit was th@»she saw Hannah burning. The

icki \e blue dress, making her dance ...

>
(@)
c

cut bleeding g.alir trying to aim her body toward the

N
S

we verbs 'licking', ‘clawing’ and 'make her dancing' are exploited as ontological
ét FI

aphors to trigger readers’ memory and illustrate the agonizing death which Hannah
O

ed. In the above extract, motivation occurs via metaphors when the target domain

‘fire’ is mapped onto the source domain ‘red gown’, and ‘death’ is mapped onto
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‘wedding’ creating analogies. Moreover, dance is mentioned as metaphorically
referring to a painful death in association with the phrase dance of death in the \Tm
culture. Furthermore, death is also expressed as sleep where, in the follo@*tract,
the word 'sleep’ is exploited orientationally to create a metaphor fo oncept of
death. "Dying was ok because it was sleep and there wasn't no greyWn the death,

was there? Was there?" (p.110). Death as a target domain is maF onto sleep as a

source domain and via the convention frame, death is sleep ent l)f Hanna's death
is projected via diagrammatic iconicity because there®is _an anal similarity
®
4
between the structure of form and the structure of me | _i—)

rc% prod@ cultural

Morrison also employs cultural symbol?m
metaphoric thoughts via metonymy, COW sin n-A n issues of

racism, associated with the lack of so€ig-cultural and soei -eco@ic independence.

Talmantaite (2008) argues that som@s’nal met\m\s%is q@ynamic features in the
ﬁv N
context where they often reor%iiffer@nt places in<§.3rrison's works featuring

different or additional arch %ItuIl Is. T% lowing extract demonstrates
how metaphors reflect al and cultural s;‘/mlbs "Sula was a heavy brown with

4 2
large quiet eyes, 0 whid:f::; birth\@% that spread from the middle of the
lid toward the Qéi, sh ethine*jﬁ(e a stemmed rose" (Morrison, 1973, p.
¢
50). Here, z&r}re tivat

NN
bound \% etypal ?me. 7I@activation of this metaphor occurs at a meta-

i
bft ‘;?etaphor of 'a birth mark’ which is culturally

|E\h community. Additionally, Morrison employs another metaphor articulated via
nymy, "Birth mark is rose” which motivates cultural symbols as it serves as a
etaphor within metonymy by which Morrison refers to part to represent the whole

(Sula). A rose is a prototype for a flower with a wide range of cultural conceptual
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symbolic meanings ascribed to Sula in the cognitive process of decoding (Talmantaite,
2008). When Morrison adopts the use of metaphors, she intends to convey an imYMt
social, cultural or archetypal message, or to deepen the discussion of a @ﬁ\issue
concerning the theme of the work. On this basis, Lakoff and Johnson ﬂ& theorises

that metaphor does not occur haphazardly but is bound by frames manEsted via social,

cultural and archetypal contexts. The following extract shows_ho etaphors within
metonymy 'the Black rose' echo cultural and archetypal Y.

motivation for readers "She would be facing the Black 4
look at the nostrils of the woman ..." (p.183). The tion occur h&n.ﬁaz[;hor
and metonymy co-occur where the phrase 'the os% as@éd.' Is an
ontological metaphor within metonymy, SUQJ:EWC icoRicity. \-q)ove extract
shows that Sula's bad behaviour, causesyT he birthmark m i@‘a black rose as an
ontological metaphor, referring to violatio \N¥)r ,{n\d values through the
metaphors of love and death éjecor%truct he bi \opposition as a single

N
dimensioned concept. Rodrigue 201 h@ve and death metaphors in

Morrison's Sula disso% inters‘e; : f' stroy each other implying the
ese~conce

complex relations 'Wween{trﬁ pgl'he black rose is also an archetypal
symbol, that creates metivati 'e par t&*(he reader. In Hawthorn's Scarlet Letter,

5

o

¢
black roses %a)ibut t sf w@cginned in terms of adultery, indicating the
% NN
negativ notations of t ack rese in Western culture.

ula, Morrison des@ the way African-Americans live within death,
@g the concept of death as crucial in the construction of metaphotonymy which
n

tological, suggesting imagic iconicity. Shadrack's talks about his painful

d‘
xperience of the war in the ontological metaphor 'soup bowl of his helmet’ which occurs
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under the umbrella of metonymy 'his foot' and 'soldier’s head'. Such metaphors suggest

leads to imagic iconicity as depicted in the following text:

“Wincing at the pain of his foot, he turned his head a little to the ri ﬁt an

saw the face of a soldier near him fly off. Before he could regi

the rest of the soldier’s head disappeared under the invert owl of
his helmet (Morrison, 1973, p. 8). Y'
Morrison uses the metaphors of death which is v miliar in e lifedof African-
O
Americans who live desperately, and viewing life fro ative perspe |st rack
is one of Morrison's symbols who part|C|pated in | and as agesult Qf'what he

experienced in the war, becomes traumatis by ex

syndrome known as post-traumatic str@er whe

the community at the Bottom to ¢ mlt suici \01&1@

ths. ﬁﬁ‘ers from a

n&ﬁy led him to urge
ﬁqt er. He is exploited

metaphorically to manifest t e oraﬁons r ntatlon of the Black
community. In the followmg teXtuthe @jw @)%,tologlcal metaphor and the
expressions such as, %Y; 1\ rW@t’ ‘dying that frightened’ are
orientational metapK

met @'drs constitute structural metaphors
illustrating ShadécﬁQeeh h
African Ame \have xp‘eri

0]

4

his s:.&.:de may be a response to the terror that

O

i
ed. Sh%’&rack can be a diagrammatic icon for African

@

Americ partlgp Dt%t e \nd sacrificed their sanity and lives for s country

which does "hot recognise t QZ;;. normal citizens. This text describes Shadrack’s
N

feeli of terror:

0 He knew the smell of death and was terrified of it, for he could not

anticipate it. It was not death or dying that frightened him, but the

unexpectedness of both (Morrison, 1973, p. 14).
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Morrison further describes the traditional norms of African Americans using
conceptual metaphor, represented by the statue of the Virgin Mary and the st?ﬂul
metaphor of death. Both metaphors show the collapse of the African- Ame@yche
when it comes to death. The conversation occurs in 1920 when aised her
granddaughter Helene in a house with the statue of the V|rg|n , Implying the
traditional conventions of Nel's family. Such conventions are com y realised in all

‘z;

African-American residents in the Bottom via metaph ressions such as

‘sombre house” (which is an ontological metaphor), h sig ewry -yellow

xpressions afe bri iﬁ&lonal

he m isl practi tK'es of the

dress’ and ‘funeral atmosphere’. These metaphori
metaphors. The selected extract describes de

Black community. The use of the statue mw on e Y;f the Black

community, suggesting imagic ICOﬂICI@

structure of the community Ieadlng ram ma\’co%ci

dea@%ps into the social

,@descrlptlon of Sombre
S

House is as follows:
\% ,}} Nj
In that sombre house ww ,r Virgin Mg.y%where death sighed in
every corner a !licaales Aﬁ.j&i@é}gdema smell and canary-
ellow dre %asue&@uner L\/ osphere surrounding them
N

(Morrlsc) (JC')(J

% Ing ?x g|v a m@h into Chicken Little's death that is achieved via
onenta&na metaphor, ‘the ha dQE. folded * which reflects the status of the boy's death

a combination of metaphors and similes such as, 'like pairs of raven’s wing's .

0 expression ‘the hands of the women' is a metaphor within a metonymy mapping a

oman's deeds, which has caused the boy's death. The extract discusses the attendance

of Sula and Nel during the sermon at the church consoling each other over the death of

147



the boy who was killed unintentionally by Sula. It explains how the boy slipped out of

Sula’s grip and fell into the river, implying image iconicity because it |nd|c

mapping between two images, which are Sula’s open hands and the raven @
"As Reverend Deal moved into his sermon, the hands of the w un olde like
pairs of raven’s wings and flew high above their hats in thesair" Zorrison, 1973,

p. 65). Y-
l

Morrison also adopts the use of structural met o correlate d with the

experience of Black people. The following extract esses Sula an I*els@g' ings

towards death during Chicken's funeral proceSS|on I is suen an feelsgmlty over

the boy's death while Sula cries without % se

Theé‘&ssmn "their

emotions are swayed for rivulets of gri gn)cstasy

rateéﬂa the ontological

death wi ﬂd %@5 Life and death are
also expressed metaphorically wi onymi€ use @offln and 'the Hand of
God' which map onto the con\m d M‘jjc <"{erer would greatly impact

metaphor on how they conceptuali

Sula and Nel. The y e concept of death suggests
diagrammatic iconi ty b ctu (}' he text imitates its meaning via

analogy. \
The)@g for
&v they danced and&c@reamed not to protest God’s will but to

%\knowledge it and confirm once more their conviction that the only way
0 to avoid the Hand of God is to get in it (Morrison, 1973, p. 66).
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Orientational metaphors are also employed to represent Hannah's fate. These
metaphors are manifested through the metonymic relation of dreams, attrlb?m
Hannah's fate. The symbols that she experienced in her dreams foretell her @m and
painful end. There is a mapping between ‘wedding’ and ‘disaster of paﬂNath and,

between ‘red bridal gown’ and “fire that will burn her’. These mappl generate both

imagic and diagrammatic iconicity. "She dreamed of a weddrqs red bridal gown

until Sula came in and woke her" (Morrison, 1973, p. 71).
‘Red dress’ metaphorically stands for blood and p hilst hwream isa
metaphor within metonymy. This metaphor is classifi tructural b uje L&ﬁhﬂdes

a richer elaboration than orientational and onto et hor y creeg~ a mental

2

mapping between the target domains, the ast phmz?ea nd tl‘éource domain,

‘wedding dress’, indicating a dragram@mcity: é
\5 A
i er

ress...Neither
kn hi\ﬁ&rn%ber was 522 [ p

74...] "She had tgoumdd t/ién, b ‘ e 6 the dream confused

t

-~

.. She mentioned her drea
one bothered to look it they b

her (Morrison, 19 74 ) n‘

The structé\metap \A@nnas burning which metaphorically
represents the \)f rican |caﬁ§?demonstratrng their pain where burning is a
product m 'I}te ev b@hg Is projected metaphorically via metonymy

beczﬁa ah represents the can-American community and the burning of the

body maps the burnlng of feelings that African-Americans experienced
gh

out-history. The burning may also reflect the status of the Black community

Qder White authority. While the word 'dance’ literally expresses happiness, it conveys

the excruciating pain felt by Hannah in her death whose pain metonymically stands for
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the pain of African Americans. The phrase 'clawed the air' is a feature attributed to wild
and violent animals which is another orientational metaphor via metonymy repre?wg
the agony of the metaphorical burning. Fire also maps the fire of racism w@s the
essence of humanity. The metaphorical expression 'she clawed the afF;Qg ‘dancing
figure' mapped unto the profound suffering and dilemma of living, suggesting imagic

and diagrammatic iconicity. Below is a description of what S am,sed, as Hannah

is burnt alive: ; l
She rolled up to the window and it was then she sa arjah ning* X~
The flames from the yard fire were licking t e cottg.n ]

her dance. [...] Cut and bleeding she clawéd the }‘SQQ to ailw-\ﬂér

body toward the flaming, dancing fQN;E orri

When Sula returns home js accomp ‘t’s\

-death of robins, this

N

metaphorically stands for an i ng @isaster. .The owing extract contains
rhetorical questions conceptualiSiag d ab%'zod {ﬁng. The extract contains the

ontological metaphor throu %etonyly dying v@ represents African-Americans
E } '3
horit

’
undergoing persecqu e ite.a ity
and there wasn £n i th, w@re? Was there?" (Morrison, 1973, p.

ay b (J
i

110). C} ‘2 (JC')

Diﬁgéﬁturgs fsﬂa 1§ @expressed through structural metaphor such as

in the E’rth ark which tell &g:la's behaviour and future actions. The mark is
\

ying was OK because it was sleep

= .

w

Nd in detail through similes, "shaped something like a stemmed rose’ and "blue-

e threat like the keloid scar of the razored man"”. These descriptions map onto
Qa‘s personality, characterised as spontaneous, rebellious and aggressive. In the
selected excerpt, the research observes that Sula's acts is a violation to the traditional
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conventions, set up by the African-American community. So, we can guess that Sula's
behaviour might bear imagic and diagrammatic iconicity simultaneously becauV!!e
is metal mapping between two concepts, and at the same time the image @}f the

birthmark is mapped into Sula's future behaviour. A

Sula was a heavy brown with large quiet eyes, one of whi% red a

birthmark that spread from the middle of the lid to anYFeyebrow,

shaped something like a stemmed rose. It gave h se plain fage

a broken excitement and blue-blade threat like the Ioic’scar he
Y

_ K
razored man who (...) played checkers with randm;th r (MorrisofT,

1973, p. 52). \’Y' 0\ \ é\\-z.

Intime, Sula's behaviourworser\ oes against the nor f her community

and betrays the closest person to hc, Nel, whi \Q es eﬁnetaphorically via the

expression 'The birthmark was darker' e bi \ark IS projected as an

ontological metaphor, reflecﬁN, th Aﬂj ex@%ﬂces she goes through.
Metaphorically, the da€enin$f the Eﬁk m@ Sula’s increasing hostility and
nor

b
. ' ‘ _ . o
aggression toward tK o'f ‘eﬁrQ mumt(f}ﬁggestmg a diagrammatic iconicity
due to metal ma metwe 0 cep&s-én?\(;vident in: "The birthmark was to grow
darker as thec;}as d,‘bu W it (v-s}ﬁ? the same shade as her gold —flecked eyes"
. NN
(Morris %p 53).
zy 3 u)r <>
I n

e affair betwee Jeg)ie
& N

apping between the 'black rose' and the ‘birthmark’. The metaphor 'black rose’

to the betrayal committed by Sula against her friend Nel and is metonymically
t

ributed to Sula’'s behaviour. Moreover, the metaphor suggests that the illegal love

and Sula is also expressed via structural metaphor

affair also refers to the internal disruptive nature of the African-American community.

151



The kissing of the black rose by Jude is significant because it shows the fragmented
nature of the community and Sula's behaviour is a reaction to it. The meta;VMl

structure of the text suggests diagrammatic iconicity. (’}

She would be facing the black rose that Jude had kissed and Iﬁl@ at

the nostrils of the woman who had twisted her love for her Idren
into something so thick and monstrous..." (Morrison,, 19 38)
Ontological metaphor is also suggested when J efers t thmark as

snakehead. The sign 'a copperhead’ might referto%nl nature, w crv|5| rant
to the norms of the African-American communit phorigally, Jude' S\vak implies
\ajic icch‘g- "Jude [...]
¢ acteglain, but not fine

that he never had such feelings and can be i errel d

looked at this friend of his wifes, th oman

either, with a copperhead over her gye" ( p. %

Furthermore, Morrison also uctﬁral m hor \rlng to the emotion after
Sula and Jude succumbed tem the |aI affair. The expression
'smashed her heart' m hat ceur nlN arriage when she finds out that
her husband betraye rlend other expressions like 'no thighs’,

‘no heart’, just }‘6@ y' ret(;%po Nel's negative emotions upon realising
the betrayal. @on ic p. &(ﬁbf Nel and Jude convey some details about

the frag ata;e of Af @-American community. This mental mapping
{’a( :

sug es rammatic iconic )6%5 ause it is a product analogy between structural form

S

nlng

0 For now her thighs were truly empty and dead too, and it was Sula who

had taken the life from them and Jude who smashed her heart and the
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both of them who left her with no thighs and no heart just her brain

raveling away (Morrison, 1973, p. 111). Yv

The ontological metaphors used in the following text: "Except for

finger and that evil birthmark, she was free of any normal signs of vulqerabill " (p.115)

to indicate Sula's two signs does not convey the idea of weakness here etaphorically,

her 'funny-shaped finger' maps onto her irregular behaviour o |ng the traditional
norms set up by her community. In addition, the metap laxpre sion ‘evil
birthmark' shows her insolence and transgression towards fher camm and\s?n be
entwined with diagrammatic and metaphorical ic . hus the o’s ifises these

types of metaphors instead to convey Sula's str

Sula is an icon of defiance to the practlcecm stco

In "But thinking that Sula had an o ay f looki

M\ rlarch@émmunlty

S
m

at th|@ and that her wide
smile took some of the sting from a Iesa h r eye':(p104) Sula'’s birth sign
is described in the orlentatl tapho attl nake picting her rebellion and

suggesting imagic and dla atlc ’:onl i bec the mapping is a product of
l

emotional/perceptual |hd mQ h‘\%
Moreover, }abwmgltext scrlb Ia and Nel’s reunion after ten years

\
where the me ca pressi 1hea§nﬂetmg would be thick with birds' indicates
’
that their p isyto be g and intimate as well as the death ff birds

accoT:w Sulas afiivald In G@er words, their meeting maps between strong or

in d the sudden appeah%ﬂce of birds, suggesting metaphorical iconicity at the

%me "It would be ten years before they saw each other again and their meeting

Q.uld be thick with birds" (p.85).
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The following text consists of the ontological metaphor, 'a plague of robins' where
the dying birds become an entity to Sula's death. The death of the robins is exw
metaphorically via the following saying: 'robins were flying and dyin \Nch IS

considered as a bad omen or of an impending disaster. Sula's existenc Afrlcan-

é’

American community is disturbing because of her behaviours. Thus, Wth of plague

birds implies the coming of the transgressor of social rules or Qeath ggesting imagic
e

iconicity. "Accompanied by a plague of robins, Sula came

dflllon [...] Itwas

hard [...] to just sit on the front porch when robins we

you" (p. 89). .\‘v}
Morrison refers to evil metaphorically in Amerj ife @gource of

died @Ta‘s rejection
of traditional values suggested. \%owmg te o@‘ds of metaphors

QD
1

immunity and a starting point to a better wayof life that4

constituting the meaning of evil in n -Ameri ?x r;@%es are employed: ‘an
N
oppressive oddity’, ‘evil days oglcgl rs &Qf?e ‘evil must be avoided,’

‘the purpose of evil " are ori tat al I phos. Th ctural metaphor of the text
n

ce t (/l Iogy that suggest diagrammatic

leads to a complex m

& &
In spite ;‘N fear, the dted;_té-dn oppressive oddity, or what they

iconicity.

call

y;

avoided

th ai agcep a&efe that bordered on welcome. Such evil
» they

4e|t, W precautions must naturally be taken to

BY

ct themselves from™it; [...] The purpose of evil was to survive it

N
§Morrison, 1973, p. 90).

The following extract is taken from the last page of the novel, illustrating Nel’s

grief via a set of orientational metaphorical expressions such as ‘long- but it had no

154



bottom’, and ‘circles of sorrow'. The word ‘cry' is used metonymically due to its
attribution to death and sorrow. Moreover, the sentence also bears the stwmll
metaphor in the expression ‘fine cry' referring to the mental mapping be@ula‘s
death and the profound grief that accompanies it. This metaphor @;Q& that the
rejection of the tradition and the norms set up by the community does net imply evilness
but Sula’s rejection for what might be considered an aspect o SM These types of
metaphorical expressions interrelate with diagrammatic 1city c‘ue to mapping

structures of form and meaning. "It was a fine cry- loud long bw no bottom
®

and it had no top, just circles and circles of sorr (P. 174). tﬁe@rical

construction of Sula’'s text is aided by metonymi ions, focusi mai@?m death,
establishing the protagonist 'Sula’ as an i re esem‘ng fail \?selfhood in
African-American identity. é
\ w9
A
& S
“« Q-

5.1.4 The Iconic Perspe:ﬁe}mﬂo]' n's eIO\SQ\
In Beloved, I\/Iorr% m
lé(;ees that the work of Morrison's Beloved

to create motivation®®\We obserlv
Beloved the harmful shado
N

by LacanlaE eary, t
represe% consCi ‘Africuqh\merican race. The metaphors are manifested to

reprssd displays the fearf@rror exercised against the black people during the

ti slavery. The title of Morrison's Beloved is ironic since it is metaphorically
ii

ng between the concept of love for African-American women and the deprivation

ma rienced by African-Americans. Inspired

f it. The title maps unto the desire of African-American women to be loved. And is

ascribed to the orientational type suggesting interrelation with diagrammatic iconicity.
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Hence, Beloved serves as an icon that rebels against the stereotypical image of African-
American women during the times of servitude. YV
Sethe is the main character who killed her daughter to save h@ the

oppression of slavery under the White authority. In the novel, the kill ignificant

to demonstrate the cruelty of the slave system. The following passages@ccounts for the

time when Sethe used to be a slave in a plantation 124 and kill he\rhcv-born daughter
o

in an attempt to keep her out of the bondage of slavery tha xrerienced:

X
-

124 was spiteful. Full of a baby's venom. The women the’ ho
it and so did the children. For years each pu@ the spl\e i
? 4

iere it

way, but by 1873 Sethe and her daughters?en'ver

The text describes the place w, hca ricansilived through two types of
metaphors: 1) ontological meta in 'te4 esp@' it is personified and

W
Mcrie\&%onal metaphor in ‘baby' s

addressed as a human rathertm&a h
venom’ because the vénom z a conlpt di t@ess a particular emotional or
4 b 4
expe

(Morrison, 1987, p. 5).

perspective that Afrw erilc E\h{ perienced. Moreover, the word ‘victim, " is
also an ontologi&taph smnapping on@)pressed Africans in America. These

e,
metaphors ar@nte thro the rﬁ“e'!onymic axis of 'the women in the house'

represer@fzan-f\ eri :n 0 \which are entwined with imagic iconicity.

Aw uggs is a significaﬁ;n in Morrison's Beloved. Despite her legal name
\

;NE nny Whitlow, she rejects it due to the association of the name with her painful

rience of slavery. Metaphorically, when she abandons her legal original name, she

Qaaks the bondage of horrible slavery, thereby, the orientational metaphor of Baby
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Suggs makes her a diagrammatic icon. The following selected passage illustrates the

occurrence of several metaphors: Y.

Within two months, in the dead of winter, leaving their grandm he:r, ,

Baby Suqggs; Sethe, their mother; and their little sister, Denver, all by
themselves in the gray and White house on Bluestone d. Itvdidn't

have a number then, because Cincinnati didn't stretch

Ohio had been calling itself a state only seven

brother and then the next stuffed quilt packingdnto hiShat,sn

| | | &
his shoes, and crept away from the lively he hog.se elt*for the‘r%i\
(Morrison, 1987, 1.5). ? : \ &
The conceptual metaphor 'the @winter 0\ 24' 61. be described as

ontological metaphors as they are treated as an \“‘K a pt\éiuer accepting women
th N
(7]

rather than men. The metaphors of isualisatio e E@mtion African-Americans
faced through metonymic relm Thi hipe\éa es a mapping between two
sets of concepts, whicli'is intégrelated with i agic\TL} icity. The extract describes the

s A & :
b daugl‘@} consequently leading to the house

period long after SWG d

becoming haunté%th t offthe b@ hrough the structural metaphor, the

following tex@es e;?dm!iaﬁ)‘@(-éf the killing act that simultaneously reflect
A

e way @fm e

= .

D

4
bination of onto@g&:l metaphor in ‘her years in a house palsied by the

&

ury' in which the house is conceptualised as a container for the baby or

ved's fury in response to the act of brutal killing committed by her mother. Another
t

ological metaphor 'her knees open wide... " illustrated via the metonymy, 'her knees',

shows that Sethe's desire to have her daughter back in her womb to protect her from the
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pain of slavery. The expression, ‘the grave, were longer than life....", is classified as an
orientational metaphor due to the process of conceptualising perceptual experie

relating them to other concepts. The combination of two types of m@}s via
metonymic relations such as ‘Sethe's knees’, ‘her years’, ‘the baby blﬁ&nd ‘baby’
fury’ suggest both imagic and diagrammatic iconicity as they conjdre images that

portray African Americans’ sorrowful history besides the Ew they construct

between form and meaning. These metaphors are ima au51 both types of

metaphors, ontological and orientational, presents the rs with am_mage in their

A
mind. Moreover, the combination of the two ty%tapho S s‘s E@t is a

structural metaphor, implying diagrammatic i y % e im@ painted

through the text may require a mental mﬁw betw?en 0 cor)épgs-or analogy
between two structures. \: , C§

\ - Y
Not only did she have to IE ouD1ern a o@alsied by the
t

7]
baby's fury at having & cut,™but those t& inutes she spent

+ sto
rdﬁe(,‘t,han life, more alive, more

*5 @)
pulsating tr@ab bloodt tsoa@er fingers like oil. (Morrison,
N
e DL
2 9
O
% atior}al e "h ri following text explains the burial process of
T el

The o
Beloveﬁ he dead body of B via the word 'funeral’ is mapped unto the death of
\

'tu d@-\with star chips, her

iICap-American independence during that time. Furthermore, this is also insinuated
the dead baby girl does not have a name until she gets buried. The word "preacher’

ola conceptual metaphor mapping unto the mourners who console the death of freedom
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for African Americans. These metaphors can be mapped into the buried history of

African-Americans that is interrelated with diagrammatic and imagic iconicitie

She had not thought to ask him and it bothered her still that it mighSa:ve ,
been possible—that for twenty minutes, heard the preacher % at the
funeral (and all there was to say, surely) engraved O\her, aby's

headstone: Dearly Beloved. But what she got, settled st the one

word that mattered. (Morrison, 1987, 1.15). ‘\d
| ]

The accommodation that houses African-Amesicans is jweig d‘ d.()\ mith

sorrow because the atmosphere is pregnant with recollection’ of slsyery. The
Y

following extract expresses the painful enco%Cheqhﬁ
an account of the traumatic history expi\&gby Afri

eri
are con IT\e %&s that also serve as
; N s
- Afneric .“The@ressmn its rafters' is a
metonymy referring to the metaghori Mhe{&nusa, and at the same time,
metaphorically mappifng unz the llple nqs@African-Americans to obtain
oci

independence on the,socio-Cult ‘N@ o-gctoriomic levels. In this case, grief is a

<~

perceptual experé&sof t ackathat is@nceptualised as an entity. This kind of
i
metaphor is (nv ically 'pr ted {i@lgh the metonymy attributed to African-

Americ s.% ima?e that'th e@ted text produces suggests metaphorical and
imagic TeoniCities as seen in: \,Y.
9

e could move,” she suggested once to her mother-in-law. "What'd be

0 the point?" asked Baby Suggs. "Not a house in the country ain't packed

to its rafters with some dead Negro's grief (Morrison, 1987, 1.17-18).

sed to i 124, giving
[ The expressions

'its rafters' and 'dead Negro's gri

metonymic relation ascribed to

kS
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Morrison' Beloved centres on the depiction of the treatment of African Americans
as being subhuman. Their status is evident in the following selected text?ﬂe

structural metaphor which also consists of ontological metaphors, "you coo and
"less than a chicken sitting in the sun on a tub”. These metaphors éwstrate the
inferiority of African Americans; 'a rooster' is an ontological metapthe ‘a chicken
sitting' is an orientational metaphor. Paul D is deemed a metaphorical’ manifestation in
Morrison's Beloved as he suffers from the brutal chastise ;Ytlle schoolteacher
takes over the plantation. The novel makes references to eelings ntologlcal

metaphor, 'rusted tobacco tin', mapping the suppress pleasant oﬁe&%weet

Home. He explains to Sethe the horrible expen y nddr r the@?th of Mr
Garner where the metaphorical appearanc th sch r m Ye}aphorlcally

unto cruel White authority. In the texwabmatlon

in the structural metaphor, wh| interre ‘/It lagrammatic iconicity,

associating between two dlffere%mc fﬁlds IS |II’]<C§IC style is apparent in the
&
\

following passage:

( : I l
Mister was allowed tobe and .uuzhggws But | wasn't allowed to

be and sta % was'Even if you @ked him you'd be cooking a

X

Mis r.But a}ri yldeverbe Paul D again, living

or oolteacher chan e. | was something else and that

:wg was le tha{ a{/mpken sitting in the sun on a tub (Morrison,

rooster

, 8.102-103). \C-)

In Morrison's Beloved is Paul D plays very crucial. The pain and brutality that he
S

experienced during the time of the schoolteacher makes him one of the prominent

icon reflecting the persecution of African-American males. The following expression,
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"Paul D stopped and squeezed his left hand with his right..." is an orientational
metaphor, offering insight into his pain and the pain African-Americans exp?ﬂue
under the authority of White people which is metonymically attri t\ the

metaphorical manifestation of the schoolteacher, suggesting imagic |ch&

"Mister, he looked so... free. Better than me. Stronger, to%Con a

bitch couldn't even get out of the shell herself but he Wa?mng and |
was..."Paul D stopped and squeezed his left han@lqh‘t e he
it that way long enough for it and the world let down and let go \
| |5
on (Morrison, 1987, 8. 102- 103). e
Y

Furthermore, the following text desc best sit 0 124$ga.hor|cally in

which Paul D does not feel comfortab\g@y roo md@(o sleep outside to

free himself from the restlessness experlen ﬁ J@Jncrease dramatically

after Beloved asked him to have s ‘@ hef) He tri har@swt her but failed to do
&

so where this sense of feeling\bexpl i e co&eptual metaphor, 'the glassy

anger', serving as a x of an r as |l1e@omen The extract contains a
N detaI@/ information about emotional and

two Q@s of metaphors: ontological, ‘a woman's

structural metapho rathat prov

perceptual expert b c

|
house begins @he and d‘tan(cﬁ@ ‘house-fit there was no anger'. These types
of meta% ean d h mg@wmatlc iconicity due to mental mapping between
tur

two str Moreover, the te 0 contains metaphorical iconicity in the conceptual

r entwined with 'the glassy anger'.

He believed he was having house-fits, the glassy anger men sometimes feel

when a woman's house begins to bind them, when they want to yell and

break something or at least run off. He knew all about that—felt it lots of
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times—in the Delaware weaver's house, for instance. But always he
associated the house-fit with the woman in it. This nervousness hadY'
nothing to do with the woman [...] Also in this house-fit there W%\
anger, no suffocation, no yearning to be elsewhere. He just c@%qpt,
would not, sleep upstairs or in the rocker or, now, in Baby Suggsibed. So,

he went to the storeroom (Morrison, 1987, 11.14). \,

N4

Additionally, Sweet Home is observed as metonymy Wi rr%attributed
me

to the atmosphere of slavery. Morrison expresses how Affican mengwere

D)

N
treated by using ontological metaphors. Paul D w. make Sethe gn!mt,&but he is

4 b
unsure about his manhood due to the abus%?uffekd\d ng thi?jfne of the

schoolteacher reign and the spell Belovedewn him whenshe o d him to sleep

with her. Paul D's proposal in makinm pregnant i

and look forward to the future. T %ruc(t‘ia%s in@netaphor summons an

7]
image before the eyes of read& relati it magic{&nicity due to the mapping
. N
between the meaning and th e.
% : 0

St & .
\fe(t like nden? But what's the point when

you can't céﬁat feeling arguind pa@ property grounds? What kind
\ N O
of freedﬁv)t at?)(MorrisSng 1987713.1).

Ti{(t) ct belo grof t@dependence of the society and consists of two

part@&lrst part depicts the@lts of African-Americans realised in the orientational

me\?r, 'Deferring to his slaves' opinions...".This metaphor interrelates with
& rammatic iconicity due to the analogy between the two structures. On the other
and, the second part describes the status of African-American men at Sweet Home
where this description is realised in the ontological metaphor through the simile "like a
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scarecrow in rye". While men were treated in Sweet Home like men, Paul D has

ambivalent feelings about how men can they be without freedom? This m r

suggests imagic iconicity due to its mapping between the image conjure@ text

and the meaning it conveys.

He thought what they said had merit, and what they feI% ious.

Deferring to his slaves' opinions did not deprive him Wority or

power. It was schoolteacher who taught them iser A truth that
waved like a scarecrow in rye: they were only Sweet Home men eet X~
R

Home. One step off that ground and they trespaj.se g th'e\

human race (Morrison, 1987, 13.1). Y :

In Beloved, the metaphorical r@ion 0 0\ e ho@% metonymically
referred in Lillian Garner's house wEre there i ca pl@ecution, but they were
tormented psychologically. The h iS des€ribed as@an orisg\afional metaphor because

&

it conceptualises the perspectm\o ri ericaﬁﬁxin terms of relating them to
other concepts. This kind cmcityplyiﬁe@%imagic because the metonymic
relation of the houswr ert "r a wh‘e‘ e the orientational metaphor can create
an image for the é&y @ §

e,

o i
s . .
, em@ from the field work that broke her hip
w i dr@d her mind; in Lillian Garner's house
‘Xe nobody knocked he‘@l

N
\ own (or up), she listened to the White woman

umming at her work; watched her face light up when Mr Garner came in

0 and thought, It's better here, but I'm not (Morrison, 1987, 15.22).
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Orientational metaphor is also used to demonstrate the strange descriptions of
their feelings. When Sethe locked the door of 124, the women inside feel a STT
freedom. Their thoughts are metaphorically expressible but undeciphera@amp
Paid who metonymically stands for a majority of African-Ameﬂé\that also
metaphorically refer to the unspeakable history of African Americans. The metaphor
portrays their suffering as profound and meaningful but un eMand complex in

L

terms of understanding since their voices are often silence Frople. This kind

of metaphor suggests diagrammatic iconicity due to the ing between two structures
®
as demonstrated in the following extract: l .\0}

T

When Sethe locked the door, the wo. Me en freedat las ﬁw what

they liked, see whatever they samsa hate as 0Q1eir minds.
gyl
Almost. Mixed in with the vaiges surround ou Scognizable but
7]
undecipherable to Sta id, were t ughtl‘egﬁ]e women of 124,
unspeakable thou htkuen IMor o', @,}19.222-223).
&‘2 .
ext

$
The followith\ felr T’NQ first-gerson monologue by Beloved which
expresses a senséﬂgs an @tatio(né«h%en Beloved was first abandoned by her
|
mother, Sethe&) text, the rﬁsiaﬁ?oin hot thing sun closes my eyes’ stands for

an onto gl& metafh Dr}:il ‘@Ing face’ is an orientational metaphor. The

combination®of these two typeg;netaphors suggests a text of structural metaphor
N

I lates to diagrammatic iconicity.

0 I sit the sun closes my eyes when | open them | see the face I lost Sethe's

is the face that left me Sethe sees me see her and | see the smile her smiling

face is the place for me it is the face | lost she is my face smiling at me
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doing it at last a hot thing now we can join a hot thing (Morrison, 1987,

22.10).

Consider the following extract: :(’)

Suddenly he remembers Sixo trying to describe what he felt ?ﬂhe

Thirty-Mile Woman. "She is a friend of my mind. She qatM, man.
The pieces | am, she gather them and give them b toY(;n all the
right order. It's good, you know, when you got @ %d

@ \Y-

"
of your mind (Morrison, 1987, 27.96). ? ' -b
. &

The expression "She is a friend of my miy'-an 0%- | me'ta.;ﬁ)r where

the expressions "The pieces I am, she g m an She‘gé?ﬁer me..." are

classified as ontological metaphors. N e
iconicities: imagic, diagrammatic phori\nﬁ;l?gi écmlcity is a product of

g‘)ﬂeta
| 6 ¥ S
ontological metaphor becaus aning mapg’ifto @lmage that the metaphor
? S

creates in the readers' mind ich is r’amf ted in thé*example: 'a friend of my mind'

Diagrammatic iconici%l s fro

conceptualised in &T&f relalin feel@ﬁr emotion to other concepts such as

&)

'friend of my mifid, ... dath : N

riend of my mlﬁ\ er‘ ; C—g'}
Thro sa

w
o
—h
3
@D
~—+

k3

orie fa;iongnetaphors because feelings are

4 :
ctur mja or, tQ(_a, perceptual status of the Black community

N
toward xistence Of ved iség shown in the text. The metaphorical expression
'the g laughter to swallq@}/er all away' imply metaphorical iconicity due to the

assoeiation it denotes between two different semantic fields. Additionally, the text gives

ccount of how the community view Beloved as a horrifying dream that represents
he unforgettable since metaphorically, she stands for the heritage of African-
Americans’ memories. Beloved is also manifested metonymically, representing
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African-American history, which has been silenced by White authority. In the African-
American community, everybody attempts to forget the appalling historyw
recollected in the memories and persona of Beloved. In a broader sense, @Ie of
African-American history is characterised as painful, impacting the psyE&f African-
Americans. This pain is also associated with the attempts of White amy to conceal
the fact that they are to be blamed and to make the community f rNrrison'S attempt
to bring back and consolidate the painful history of Africa &:n enables them to
stand on solid truth and be inspired again to seek inde ence n‘\h@o-cultural

@

and economic levels. The following extract illustr

Beloved and that the pain that she has experie no% n. Since Beloved
IS a representation of the African- Amerlcw, remﬁmb ing Bejég. implies not

forgetting African-American history. > é

Although she has claim, she ot al acqj)w%ere long grass

opens, the girl who wa be loved,an cry e erupts into her

separate parts, to_ma sy fcf the €h 'wqu?uqhter to swallow her
all away (Morrison, 1987, 28 n‘ &)

Morrison's @d c b@mme@ons manifested in the construction of its
characters an \s based

ommetap Eoi(s') The character Beloved is an icon exploring

the histo nfuI laver; :a dr sents the strong motive for African-Americans
rmo ard and seek f@_)@? independence at the socio-cultural and socio-

e c levels. The metaphorlcal reincarnation of Beloved is significant in the

truction of the narrative within a semiotic system. The textual structure is elevated
the dramatisation of the idea of resurrection to create connections between the past

and the present. Thus, the metaphorical manifestation of Beloved represents the past
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whilst Sethe stands for African Americans in the present. Thus, Beloved is an icon that

simulates the past or the history of slavery while Sethe stands for the African- Aw

status quo in the present. (’}

5.1.4.1 The Abandonment of Symbolic Order for Imaginary Or

In Beloved, Sethe killed her new-born daughter as a_result¥of the loss and
devastation she had to endure when she lost her eight ch sla'/ery. The act of
killing is metaphoric via the metonymy ascribed to the ry o Awinericans.

This killing is a negative reaction toward Symbolic

whichlis o dh&ﬁcjgzr:sed

(ani i ry@-d to keep

.In Q\hap Six, B@ved asks Sethe
about her mother who was hanged wh%&mble realityto S <<She also does not

remember the language spoken in when Be_‘re_gg gj{ﬁer The following text

metaphorically demonstrates th% for gts th angu%ié?poken by the Africans in
a bid to forget the painful %f he eres kil pﬁ}"What Nan told her she had

as appalling and is an attempt to send her daug

her out of the Symbolic Order where slaver

forgotten, along with t e she old m‘ th@ame language her mother spoke,

and which would n \ﬁqmebaf ison, éﬁ&l p. 6-36). Through the metaphorical
jungle of Belov ison 'prot st as a tool to restore the lost and hidden
history of %can m?é’ult{g The possible denial of the people in this
restorat n is evi entjy nted rough the embodiment of the metonymy in Sethe

Wh S for the African-A an community. In this sense, the act of killing and

e in Morrison's novels metaphorically map onto the attempt to resort to an
Q%ary world as suggested by the Lacanian theory. By leaving the symbolic order
hich is filled with bitter racism, ugliness and brutality, a temporary escape can be

sought. The metaphors significantly convey the notion of independence at the socio-
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cultural and socio-economic levels. One of the prime metaphors, Sethe, who had
metaphorically killed her daughter to free her from the bondage of slavery, by \Tﬂ
metonymic relation is a representative of the African-Americans. As a re@o her
mother’s horrible lynching, Sethe attempts metaphorically to substit world of
senses or Symbolic Order with an imaginary world under the |anu ce of her baby
ghost Beloved who forces her to face the painful past of sla resurrection of
Sethe’s baby ghost metaphorically represents the emerg \%h.er'horrible history
while Sethe's daughter Denver is bound to the SymbolicWorld. eWIoped her
independence by obtaining spiritual encouragement f aby Suggs erf s@mdes
to leave 124 to get help from her former teac ohnf f v(? s slowly

aract@are presented
d p@‘f motivation is a

wasting away due to Beloved. In a broad se theﬁtw

metaphorically via metonymic relatl\i 9 complet

product of metaphor and metonymy@fctlvely,

perspectives via mapping betw ing a'r‘ld coreepts, <ni/@ng Morrison's characters
icons reflecting the sufferings enc ntel rica @erlcans
Thus, In the BIL%; Pecola latte ape the Symbolic Order, which
could not help he;%fam blu‘e
cultural and soci@-ecomnemic
i L’s
dﬂrferb ethe and other African Americans view the

order. In Be!i ) e5|t ati n

ghost o% ‘;on tmér\mnd them about their painful history due to their
Y-

md@&e in the imaginary Qr\c@"whlch serves as a ground for them to alleviate the

h f the past through manifestations of Beloved and to obtain a better future.

Q ired by Lacanian theory, the protagonists in the three novels have a strong desire to
S

cape the Symbolic Order, which is characterised by the victimisation of the people of

a b(*'nerrelated with iconic

\m a|n love and independence on socio-

la br |th conventions attributed to symbolic

their race in an attempt to live with the metaphorical world they have created in their
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minds. This mental mapping conveys metaphoric iconicity. Metaphorically, these three
texts are an attempt to abandon the Symbolic Order since it is a place where theyw
achieve their rights as human beings and is difficult to cope with. Thus, the@e the

real world with the Imaginary Order in which socio-cultural and -economic

independence can be achieved. q
5.2 Conclusion z l

Morrison’s unspeakable texts suggest a motivatiomhat c ifest itself into
| ]

_ o o _ g
various types of iconicity namely imagic, dia atic and et#pl;uﬁvy and
subsequently ontological, orientational and strtYaj, et@ rison'\s‘gl'waracters
serve as icons because they are constructed W y tho\mes eco YI;g the issues

faced by African-Americans. In The B % Pecolais on @frican-American

women, reflecting dependence, pa d persec\nw a,p,@rically, she wants to

N
change her appearance to gain %nd love. Sulads an@w of rebellion against the
&
n

standard traditions of Afri MricT e he ny of the patriarchal Black
Be

"bjé‘d' is\a’icon for rejecting slavery where

the process of renw that\ls‘b is alé&}(,)nically a starting point for African-

Americans to n% ards ,'Sulaeéﬁ’Beloved are metaphorically constructed
h ‘tt uéd C—)

community and White

N)
a

o

via meton lations (ts African-American women, who become
éik' N
Morrison’s 4icons in Jf ?g thewsuffering that results from racism. The painful

expm& of the three pro@'ﬁsts is attributed to the entire African-American

c \ity during the various eras of racism starting from 1880s (pre- civil war era) to
0 S.
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