Reading 3
Metaphors vs. Symbols
Metaphor is "a condensed verbal relationship in which an idea, image or a symbol (sign) may be...enhanced in vividness, complexity, or breadth of implication" (Princeton Handbook of Poetic Terms).


Aristotle's definition of metaphor emphasizes transference (epiphora in Greek and translatio in Latin) of a "name" (i.e., of a word as a semantic unit, a signifier) into another context resulting in the connection of the word with a different idea, image, object than usual.

"Metaphor consists in giving the thing a name that belongs to something else; the transference being either from genus to species or from species to genus, or from species to species, or on grounds of analogy." (Poetics, 1457b) (Genus is a more general class of objects, while species is a more particular class).


Later rhetoricians tended to stress the relationship of analogy (thus distinguishing metaphor from metonymy and synecdoche) and visual clarity (názornost) as the constitutive features of any metaphor.

Tenor and Vehicle

"To understand metaphors, one must find meanings not predetermined by language, logic or experience." (The New Princeton Encyclopaedia of Poetry and Poetics) In the metaphor "maturing sun" in Keats' "To Autumn" the unusual word "maturing" may be called "vehicle," that is, the word which accomplishes the transference particular to the metaphor.  The idea underlying this transference (i.e., that the sun in the autumn gradually moderates the intensity of its heat and light, like people who by maturing become moderate in their behaviour and habits) is called "tenor" (these terms were coined by I.A. Richards, an English representative of New Criticism). 


If the relationship between tenor and vehicle is too complicated and a metaphor becomes a complex figure, it can be called a conceit (a term used in the Renaissance). An example of conceit is from Shakespeare's Sonnet 24: "Now see what good turns eyes for eyes have done: / Mine eyes have drawn thy shape, and thine for me/ Are windows to my breast, wherethrough the sun/ Delights to peep, to gaze therein on thee." The basis of this conceit are four metaphors: 1. the poet's eye as a mirror in which the form of his friend is reflected, 2. the friend's eye as a window into his heart, 3. the poet's eye looking as if a painter was drawing a picture (the first line of the poem begins "My eye hath played the painter..."), i.e., looking at the world creatively, being able to visualize the unseen (mental, emotional) features of the model, 4. the "light" of the poet's art is like the light of the sun, i.e., his art is as true as reality; but this last metaphor is still more complicated by the use of the verb "peep" which implies the secrecy, and perhaps also homoerotic undertones, of the relationship between the poet and his friend, and thus relativizes the "objective" implications.  


If the relationship between tenor and vehicle is too far-fetched, a metaphor develops into a catachresis ("Man! Thou pendulum between smile and tears, / Thousands of years are written in this span."  - see below).

Types of Metaphors

Traditionally, metaphor was seen as based on two types of logical relationships:


(1) "radical": A is (like) B 

Then am I [like] happy fly (Blake)

Instead of the verb is  there may either be a mere juxtaposition of nouns (woman-sphinx, a Harris-tweed cat) or a verb in its full, lexical meaning: The ship ploughed the waves  stressing the dynamism of the transformation. At other times this dynamism may be the result of a specific juxtaposition (of a noun in an adjectival function and an ordinary noun): a proud nostril-curve of a prow's line, or of a connection of a noun with an adjective her head with its anchoring calm. 


(2) "analogical": A is as B - that is, A is (like) X as B is (like) Y. 

Hatred infects the mind. = "Hatred is like an infection" and "The mind is sick (with hatred)." The analogical metaphor may be constructed as a simile (see below; "The mind is like a person sick with hatred.")

This type of metaphor is sometimes called metalepsis: I a child, & thou a lamb,/ We are called by his name (both names, X and Y - child and lamb - refer to Christ)

The expanded metaphor of this type is called simile and is a feature of heroic epic (heroic, Homeric simile): "As when the Sun new risen/ Looks through the horizontal misty Air/ shorn of his Beams.../...Darken'd so, yet shone/Above them the Archangel" (Milton, Paradise Lost). The words as and so connect the two parts of the simile. The first part often refers to natural phenomena or animals, the second to human or divine beings.
Aristotle in his Rhetoric and later Quintilian stress the distinction between metaphor and simile. Proper metaphors should not use "like" or "as" (e.g., "Achilles sprang at the foe as a lion" is a simile, but "a lion [i.e., Achilles] sprang at the foe" is a metaphor). Despite this, analogical metaphors are in fact elliptical, or condensed similes (Max Black). According to Max Black, there are two analytical views of metaphor: 

(1) metaphor is a condensed comparison (and therefore there is no fundamental difference between it and the simile)

(2) metaphor is a (paradigmatic) substitution of a figurative word "lion" for a literal expression (Achilles). The second definition, however, is problematic, since sometimes it is very difficult to distinguish between literal and figurative meanings of words (e.g., all terms and even the word for them, "concept," have developed from metaphors. A rhetorical figure, paronomasia, which is the basis of language puns, develops the ambivalence of literal and metaphorical meanings, often with a humorous effect: "Conception is a blessing, but not as your daughter might conceive." (Hamlet, II.2.185-6)


All theoreticians of metaphor agree that "metaphor creates meanings not readily accessible through literal language. Metaphor involves a transaction between words and things after which the words, things and thoughts are not quite the same."(The New Princeton Encyclopaedia of Poetry and Poetics). "Fusion theorists" (some New Critics, e.g., Cleanth Brooks) stress the transformative character of the metaphor and its symbolic potential (making one whole, connecting general and particular features of an object). Sometimes they disregard the differences between metaphor and synecdoche or metonymy and synecdoche. (Literary Theory: An Historical Introduction)
Symbol: The term derived from Greek symballein, "to put together," and the related noun symbolon, "mark," "token," "sign." Means a synthesis of the signifier and the signified (more frequently, the signifier is not a conventional sign, like the cross for the Christian faith and death, but is a work of imagination like the symbols of the fountain and the "pleasure dome" in Coleridge´s "Kubla Khan") as well as a mark or object which stands for or represent a whole complex of things (therefore symbols are said to have many meanings). 

The synthetic quality of the symbol has been explained as "basically a joining or combination and, consequently, something once so joined or combined that it stands for or represents, when seen alone, the entire complex" (The Princeton Encyclopaedia of Poetry and Poetics). Book is a part of the process of cognition and therefore it may represent knowledge (e.g., in university emblems or coats of arms). The relationship between the symbol and the thing represented is often in the direction from abstract to concrete or from material to immaterial. It can also be said that symbol means something more or something else than the image. The symbol connects an image and one or more ideas (climbing a staircase: spiritual purification, but also the imminent arrival of a new time, age, etc.).


The connection between the image and the idea may be based on different principles (according to The Princeton Encyclopaedia of Poetry and Poetics):


(1) Resemblance ("phallic symbols," climbing a mountain)


(2) Repetition: a frequent appearance of a motif in a novel (repeated references to the letter "A" in The Scarlet Letter)


(3) Relationship between the elements of the work (not only the appearance of the image is important but also the relationship between its different meanings in individual situations: e.g., various meanings of the "A" in The Scarlet Letter)


(4) Ritual practices (the host symbolizing the spiritual body of Christ: this was established in gospels as a ritual by Christ himself - Last Supper; sterility/fertility symbols in T.S. Eliot's The Waste Land)


(5) Historical meaning (tradition): lily as chastity, rose as secret as well as passion, Christ as King Fisher (based on the gospel stories connecting Christ with fishing, feeding the crowd with five pieces of fish, finding some of his apostles among fishermen). Ritual and historical meaning are very close and they often interfere.


(6) Some private system invented by a poet ("a myth": J.R.R.Tolkien's books)


Unlike allegory, symbol does not comprise a story or a description of an action (this is inherent in myth which is a symbolical structure). Symbol is close to some rhetorical figures or tropes, as for instance metaphor or synecdoche. But it cannot be identified with these tropes, because in symbol the subject and the analogy cannot be separated. The fountain is a symbol of a new life, resurrection. But if someone compares poetry to an overflowing fountain of powerful feelings (Wordsworth), he uses a metaphor. On the other hand, some symbols, for instance a decayed house of the family of Usher, are only expanded metaphors: human face is compared to a facade of a dilapidated building. 


Sometimes it is extremely difficult to distinguish between elaborate symbols and allegories. In such cases, the main criterion should be the complexity of the symbol and its tendency to closure of meaning. For instance, The Fall of the House of Usher can be read as a symbolic, rather than allegorical narrative because it aims at a synthesis of all that is said about the family and their house and it also refers this complex whole to a more abstract reality "human reason in the state of madness". Another important criterion is that while allegorical meanings tend to be firmly fixed (we can speak about the allegory of vanity, for instance), there is nothing like a fixed symbolic language. Symbols are created and read individually, but in spite of this they tell us about things universal and common to all people - archetypes. In Hamlet, for instance, Claudius and the old King Hamlet are specific and distinct characters, yet they may be interpreted as forming together a split figure of the father in the archetypal myth of Oedipus.
“Love”
Erotic love is A MERE METAPHOR, based on an analogy between erotic love and the inexpressible COMMUNION with God (cf. Reading 1).

The poem uses simple, analogical metaphors: “dying words” of the Knight of the inserted tale are parallel with “faultering voice” and “pausing harp” of the singer. These metaphors often appear in triadic constructions: parallelisms combined with antitheses (“and hopes and fears that kindle hope” 73; “I calm’d her fears and she was calm” 93). No new quality emerges, except “bashful art” produced by the analogical metaphors. The idea, underlying the transference of meaning is deliberately unclear. Tenor: sexual desire, vehicle: narrative of the knight’s death.   
“Christabel”
Geraldine may be a SYMBOLIC representation of the OTHER SIDE of Nature but her otherness is not fully developed into a symbol. It subverted by a rhetorical figure: the simile, which is sometimes identified, sometimes contrasted with metaphor. Christabel sleeps with Geraldine not as lovers do but “as a mother with her child”. This simile brings the wild energy of erotic fantasy under control, using a trivial, lexicalized comparison and thus submitting Geraldine as a mere idiosyncrasy to the power of a quasi-divine authority: Mother Nature. Similar to divine authority in mystical texts, this authority is expressed by negative metaphors referring to Christabel “youthful hermitess” (hermits tend to be old), ‘prays in sleep’ (paradox), and the prayer is compared to excitement producing rapid blood circulation” (cf. Reading 1). 
In Part 1, Geraldine cannot be reduced to a metaphor or allegory. 
She may be called a symbol, a sign which means more than mere image and something else than a mere representation based on resemblance. In the poem it means the unconscious and its desires. A possible interpretive tool is Lacan’s notion of the “mirror stage”: Geraldine functions as a “support” of Christabel’s underdeveloped subjectivity, similar to the way mother’s body supports the formation of her child’s self-awareness and prepares it for the acceptance of the symbolic order: “the Subject enters the game as the dummy but it is as a living being that he plays it … He will do so by means of a set of imaginary figures…the polar relation by which the specular image … is linked as a unifier to all the imaginary identifiers of …the fragmented body, provides a couple that is prepared to serve as a HOMOLOGUE FOR THE MOTHER/CHILD SYMBOLIC RELATION” (“Mirror Stage”, Jacques Lacan, Écrits: A Selection, trans. Alan Sheridan, New York: Norton, 1977, pp. 1-8; emphases added). In “Christabel” the actual mother has died (is a mere ghost) and is substituted by these fantastic images. 
Excerpts from Lacan’s article: 
p. 2: Mirror stage: “an identification”: “the transformation that takes place in the subject when it assumes an image” (“the ancient term imago”). 
p. 2: “This jubilant assumption of his specular image by the child at the infans stage, still sunk in his motor incapacity and nursling dependence … an exemplary situation of the symbolic matrix in which the I is precipitated (comes suddenly to existence) in a primordial form, before it is objectified in the dialectic of identification with the other, and before LANGUAGE restores to it, in the universal, ITS FUNCTION AS SUBJECT.”

p. 2 “This form would have to be called the Ideal-I…But the important point is that this form situates the agency of the ego, before its social determination, in a fictional direction, which will always remain irreducible for the individual alone, or rather, which will only rejoin the coming to being of the subject asymptotically, whatever the success of the dialectical syntheses by which he may resolve as I his discordance with his own reality.”  
p. 3: “the imago of one’s own body… we observe the role of the mirror apparatus in the appearance of the double, in which psychical realities, however heterogeneous, are manifested.”

p. 4 “fragmented body-image” transformed by “phantasies” to “form a totality” often linked with the image of a fortress.

p. 5: “lofty remote inner castle” and a space divided “into two opposed fields of contest”. 
Apart from this interpretation, the character of Geraldine may also be regarded a development of the motif of “wandering mother”. In Plato’s dialogue Timaeus, this is the uterus which wanders through bodies and causes sexual desire. In King Lear, the protagonist complains of a disease / obsession called “mother” – “hysterica passio.” This figure is related to the “spectre” of Christabel’s mother.
In Part 2, Geraldine’s image repeats and splits (Freud, Maud Bodkin): a figure of a “lofty Lady”, connoting sensuousness, “sin” and “perplexity of mind”. Christabel tends to perceive Geraldine allegorically: sign of SIN. Coleridge supports this strategy with a gloss of 1824 (p. 497, 451-6), and Bracy’s dream of a dove and a snake (531-554). Metaphor: analogy between the “Snake’s small Eye” and “Lady’s eyes” (583 ff.) Thus, Geraldine in Part 2 may be called a symbol reduced into metaphor, but instead of controlling the meaning, this reduction brings confusion and madness into Christabel’s mind. For others, however, Geraldine is different: “a Thing divine” blending “Sorrow with…Grace.” (p. 498, 475-6). As a result, allegory voids and corrupts the inexpressible contents of the symbolic figure.
“Eolian Harp” 
The nature of the central metaphor, the Eolian harp (or lyre) becomes unclear: analogy of poetic mind? object of poetic representation? (Reading 1)
The poem performs transformations of the analogical metaphors connected with seduction: wind – seducer, strings/harp – seduced woman (discourse of sexuality combined with philosophical discourse). These transformations are accomplished by another analogical metaphor of “rhythm in all thought and joyance every where” (29), establishing the analogy between the bodily and spiritual processes. The link between the two metaphors is made by a series of antithetic ideas: dualism of masculine-feminine, spirit-body, fantasy-brain, Pantheist god-individual spirit: ACTIVE vs. PASSIVE (“subject lute”). This cluster is further transformed by another antithesis, which subverts the active vs. passive distinction: passive girl – Christian humility vs. “active” philosophy – vain, “aye-babbling”. In this way, the supreme authority of “the Incomprehensible” is reconfirmed. Is this an allegory? A play of analogical metaphors in the service of negative theology?
