                                                                                                                                       Examnation No. 1579447


The Conceptual Metaphor Theory and the Application of Barcelona Sanchez’s Typical Model of Romantic Love to Dream in Peony Pavilion

Abstract

This thesis is a report on the application of Barcelona Sanchez’s typical model of romantic love to the Chinese literary work Dream in Peony Pavilion. In this play, the main theme is about love between two young people who are not supposed to have love desire freely. Language of emotion has been widely believed to be conceptualized metaphorically and metonymically. Barcelona Sanchez has identified some love metaphors and metonymies in Romeo and Juliet and how they apply to the typical model of romantic love. The similar attempt will be done in Dream in Peony Pavilion to find out whether this model can be applied to a Chinese text. A conclusion gradually emerges from this discussion is that this model can be partly applicable to Dream in Peony Pavilion.

Introduction
Love is an important theme in many famous plays in the world. Romeo and Juliet is considered as one of most powerful literary works regarding romantic love in western cultures (Mahood: 1957). In the Shakespearean period, there was another famous writer in eastern culture. The author- Tang Xianzu, has been called the Eastern Shakespeare for centuries. One of his representative works is Dream in Peony Pavilion. The depiction of romantic love in it is also striking (Xu Yuanchong: 2009).

Shakespeare’s portrayal of romantic love has been analyzed by researchers interested in cognitive stylistics. Barcelona Sanchez synthesized his model with that of Kövecses’s Typical Model of Romantic Love (Kövecses: 1986: 97-106, 1988: 60-71). He used it as an approach to investigate the love concepts in Romeo and Juliet. Metaphors and metonymy have been applied as the fundamental conceptual framework in this model (Barcelona Sanchez: 2003).
Based on the Typical Model of Romantic Love established by Barcelona Sanchez, the aim of my paper is to test whether it is applicable to the Chinese literary work Dream in Peony Pavilion. Conceptual metaphor is used as a tool to analyze the rich concepts of love in the two literary texts Dream in Peony Pavilion and Romeo and Juliet, and to see whether they are identical, similar or different.
Therefore, an overview of metaphors and metonymies is needed in the paper at first, in order to provide the readers with a clear idea on how the metaphorico-metonymic network can produce the various love concepts. Secondly, the language of emotion (including that of love) should be focused on and discussed in more detail. The most important part of my research is to attain the goal of analyzing the Chinese literary Dream in Peony Pavilion by using the conceptual metaphor theory, and comparing it with Romeo and Juliet under the Typical Model of Romantic Love, in order to test if this model is applicable from culture to culture.
Chapter 1 Overview of Approaches to Metaphor and Metonymy
1.1 The Definitions of Metaphor 

What is metaphor? In most people’s point of views, metaphor is mainly associated with novel, poetic language or literary language. It is a figure of speech and beyond ordinary language. In addition, metaphor is considered only to be a characteristic of language, and have nothing to do with people’s cognitive system. In that case, people tend to think that they do not really use metaphor in their daily lives (Lakoff &Johnson: 1980, Lakoff: 1992). In the traditional division between literal language and figurative language, metaphor belongs to the figurative language. Thomas and Stevens are classic theorists on metaphors and are proponents of these arguments (Lakoff: 1992: 1).  
In the historical theory of metaphor, metaphor is viewed as a term of speech and writing. It is a style of language. In literary texts, metaphors can play the role of serving poetic imagination (Lakoff& Turner: 1989). Shakespeare is considered as one of the greatest masters of metaphor. For example, he compared the world to a stage and human beings to players on the stage. As a literary device, metaphor can help the writer to delight the audiences or readers and persuade them to accept his argument (Lakoff& Turner: 1989).
In Oxford Concise Dictionary of Linguistics, metaphor is defined as follows: “1. Figure of speech in which a word or expression normally used of one kind of object action, etc. is extended to another. This may lead to metaphor’s change in meaning. 2. Used by G. P. Lakoff in the 1980s of a general pattern in which one domain is systematically conceived and spoken of in terms of another.” (Mathews: 1997: 243) 

By the late 1980s cognitive linguists such as Lakoff and Johnson have provided readers with their cognitive theory on metaphor (Lakoff: 1992, Lakoff and Johnson: 1980). 
1.2 Cognitive Accounts of Metaphor

1.2.1  the Conceptual Natural of Metaphor

Think about when an English native speaker talks about his life or the way other people talk about his life. He may think the reason why his parents are trying their best to send him to a very good private school is because they want to make sure that their child will have a good start in life. His grandfather may have told him that he has nearly come to the end of the road. As a person, in his whole life, some people will stay with him; some people choose to leave him at a certain stage. He may meet some difficulties in life, and try to get over them. He may face some choices in life and try to choose the one which is best for him.

For native speakers of English, it is quite normal and natural to talk about life in these ways. These expressions above are not literary language at all; they are just everyday language. They are fixed expressions in our mind. We can easily find other examples which native speakers of English use regarding their lives.

1. I cannot find my direction in life.

2. My grandma has gone through a lot in her life.

3. I do not know where to go next.
4. I think I have been on the right track for years.

5. He is so strong-minded that he will not let anyone get in his way.

From the sentences above, it is not difficult to find out that the way we talk about life is quite similar to, or we can say, derived from the way we talk about journey. 
Why do people talk about life in terms of journey? Cognitive linguists have claimed that domains like journey can be much better understood than domains like life because the former one is more concrete and the latter one is more abstract (Lakoff &Johnson: 1980, Lakoff: 1992, Kövecses: 2003). In that case, we can define metaphor from the cognitive perspective. It is understanding one conceptual domain in terms of another one (Lakoff& Johnson: 1980, Kövecses: 2009). Besides the example that we speak about life in terms of journey, there are others such as talking about love in terms of journey, talking about life in terms of a day or a year, talking about life in terms of food or plant, and talking about argument in terms of war. 

Taylor discussed Lakoff and Johnson’s three major principles (Taylor: 2002:487). First of all, metaphor is very commonplace in our daily language. It is not only a rhetorical figure or literary language. Secondly, the metaphors in our everyday language show a great sense of systematicity and coherence. Thirdly, this is also often mentioned by other cognitive linguists, that metaphor is not only a term of speaking, but rather a term of thinking. Lakoff claimed his opinion again in his book about metaphor as a way of thought from a philosophical perspective (Lakoff: 1987). 
Because some metaphors are so commonplace and entrenched, people can hardly notice them. (Lakoff& Johnson: 1980; Lakoff& Turner: 1989; Lakoff: 1992). In the literary texts, there are metaphors which are striking, unusual and also those which are barely noticeable. Freeman illustrated that in the analysis of figurative language in literary texts, the cognitive approach of metaphor can make that analysis more detailed and coherent (Freeman: 1999). In this case, because of the gradient characteristic of metaphor, the cognitive approach to metaphor becomes essential for a literary analysis of metaphor in a text. 
1.2.2  A Metaphor is A Cross-Domain Mapping

In conceptual metaphor, “conceptual domain” is a critical concept in cognitive theories of metaphor (Kövecses: 2009). We rely on our knowledge and experience on one concept in order to understand another concept. Therefore, one conceptual metaphor is formed by two conceptual domains (Kövecses: 2009:17). We have special names for these two conceptual domains. They are called target domain and source domain respectively (Lakoff &Johnson: 1980, Lakoff: 1992, Kövecses: 2009). We try to understand the target domain by the use of the source domain. It is not possible to reverse source domain and target domain (Kövecses: 2009:29). For example, we do not talk about journey in terms of life.

Given what has been said above, metaphor is a process that A is understood in the terms of B. Cognitive linguists (Lakoff &Johnson: 1980, Lakoff: 1992, Kövecses: 2009) pointed out the concept of systematic correspondences and the conceptual correspondences are referred as mapping.

In the metaphor LIFE IS A JOURNEY, there is a set of mappings across domains. They are listed in the following chart:
SOURCE DOMAIN (JOURNEY)       corresponds to       TARGET DOMAIN (LIFE)

Beginning point                                                                   a person’s birth
Arrival point                                                                        a person’s death

Traveler                                                                                a person

Crossroads                                                                            life choices, directions
Obstacles on the road                                                           Difficulties in life

Kövecses provides a quantitative analysis of Collins Cobuild metaphor dictionary, Metaphors Dictionary and the Dictionary of Everyday English Metaphors. He provided readers with a highly comprehensive systematic survey on the source domains and target domains, and lists the most frequently ones in his paper. There is one example selected from each domain in his paper: the source domain-Human Body and the target domain-Morality (Kövecses: 2009): 
Human Body: neck, heart, face, back, shoulder etc.

6. The head of the office
7. The heart of the problem
Kövecses(Kövecses: 2009:18-29) reports on the work of a student of his, Reka Hajdu, who claimed that one sixth of the figurative idioms in English have something to do with human body, that they are body-based metaphorical idioms. It means that a lot of our metaphorical understandings are derived from our experience on our own body. The human body plays an essential role in the emergence of metaphorical meaning (Kövecses: 2009).

Consider examples 6 and 7 above. Head is the highest part of the human body. It can be well mapped to the highest post in the office. What is more, the head of the human being performs some very important functions such as thinking, making decisions and so on. They are also the duties for the person who has the highest post in the office. Besides, there is also a metonymy involved here. Head is only a part of our human body, but in the head of the office, it stands for a whole person. The difference and similarity between metaphor and metonymy will be discussed in a later section.
Heart is considered to be the essential body part for the human being. When a heart stops working, the whole body loses function. When it corresponds to the heart of a problem, it is metaphorically referred as the core point of the problem. 

Morality:
8. I am a straight person.

9. That is a shady man.

Morality is an abstract item. It normally has two opposite sides: good and bad, honest or dishonest and so on. The first example uses straightness as a source domain to map with the abstract target domain. Straight, in most people’s view, means “direct” in terms of a person’s personality. 
Example 9 uses light& darkness as a source domain to map with people’s personality. Light is commonly considered as good, bright and hopeful. Darkness, on the other side, is regarded as bad, gloomy and hopeless. These characteristics can be well mapped to people’s personality.
1.2.3 Conceptual Metaphor VS Metaphorical Linguistic     Expressions
In what has been discussed above, the source domain is concrete while the target domain is abstract. We can hardly perceive abstract notions without metaphors. In other words, it is impossible to perceive abstract notions in a direct way. We can only understand them through concrete notions (Kövecses: 2009). 
However, some target domains have abstract source domains. There is an example: HAPPY IS UP. This metaphor does not occur in our language; but it underlies all the metaphorical linguistic expressions such as I am feeling quite low recently. /He is always in a high spirit. Kövecses made a statement of the relationship between conceptual metaphor and the metaphorical linguistic expressions, that is, linguistic expression is a way of speaking while conceptual metaphor is a way of thinking. To sum up, the relationship between the conceptual metaphor and the metaphorical linguistic expression is that the latter one is the manifest of the former one (Kövecses: 2009: 4).

1.2.4  Image Schema

A conceptual metaphor like LIFE IS A JOURNEY has specific metaphorical linguistic expressions such as: I worked very hard in high school, try to go to a top university in order to get a good start of my life. The relationship between the two is that one is a schema and the other one is its examples. “A conceptual metaphor is a schema for the metaphorical expressions which instantiate it” (Taylor: 2002: 493). This is the same relationship with conceptual metaphors and metaphorical linguistic expressions which has been discussed in the previous section. Mark Johnson claimed in his book that an image schema is derived from human perceptual experience about this world, and that is our interaction with the world (Johnson: 1987).
Taylor pointed out that there could be several levels for a schema. He used one example to explain his view. IDEAS ARE LOCATIONS is a more schematic metaphor for A CONCLUSION IS A DESTINATION (Taylor: 2002: 493). In that case, the metaphor A CONCLUSION IS A DESTINATION is also a metaphorical linguistic instantiation of the metaphor IDEAS ARE LOCATION. Schemas which are in the higher level produce more specific instances. It is harder to instantiate into the metaphorical linguistic expressions. When it comes to the low-level schemas, they can be much more predictable. And it is easier for a person to predict whether a linguistic expression is acceptable (Taylor: 2002).  
Cognitive linguists have argued that an image schema is the basis for abstract thoughts and reasoning in conceptual metaphors; however, these abstract concepts are sometimes not so perfectly able to be structured into image schemas (Lakoff and Johnson: 1980, Evans and Green: 2006, Taylor: 2002). For example, in the metaphor THEORIES ARE BUILDINGS, there are many mappings we can find which are very reasonable. However, not every element of the source domain: buildings can be well mapped into the target domain: theories. For example, a building has the heating system and the air-conditioner, the front door and the side entrances, the windows and the chimneys. These items do not map on to the theories. By contrast, there are some elements about the target domain: theories cannot be mapped on to the source domain: buildings. Instead it can be worked out by other metaphors. The reason for that is because THEORIES ARE BUILDINGS is considered as a metaphor which is on too high a level of schematicity. The Invariance Principle has been developed by Lakoff to prove the consistency of the mapping between the source domains and the target domains (Lakoff: 1992:10).  
1.2.5  Classification of Metaphors

First of all, it is worth comparing conventionalized metaphor with novel metaphor. Lakoff and Johnson stated that the former is commonplace in everyday language. It is so common that people even cannot realize its nature (Lakoff and Johnson: 1987). It is not always easy to figure out the target domain in terms of the source domain. For example, in the sentence: We have gone through a lot, we typically do not directly think about it in terms of journey. “Go through” is a fixed phrase with a fixed semantic meaning. We can use these sorts of expressions accurately without thinking about their internal structure. It is very natural and spontaneous. Mapping of metaphors like LIFE IS A JOURNEY is already fixed in people’s conceptual system. Therefore it can be understood quickly once people have some knowledge of journey.

As conventional metaphors are hardly noticed, novel metaphors are what most people thought “metaphors” were from a traditional perspective. Lakoff talked about Image Metaphor and Generic-level Metaphor in Novel Metaphors. Image metaphor is the kind of metaphor which maps one mental image into another one, instead of mapping one conceptual source domain which may contain many concepts into another target domain which contains many concepts (Lakoff: 1992: 25-27). For example: His wife’s legs are a compass. Here, an image of a woman’s thin and straight legs is mapped onto the two legs of a compass. In the example, we have the image of a woman and a compass, and we map the legs of compass onto the legs of the woman according to their common shape. We just map the “part-whole” structure of an image to the “part-whole” structure of another image.
Generic-level metaphor is used to handle two problems, one is personification and another one is proverb (Lakoff: 1992: 27-30). Emotion metaphors belong to the generic-level metaphor: CAUSES ARE FORCES (Kövecses: 2003). What is more, personification is an important phenomenon in the literary texts we are going to discuss in this paper. These forms of metaphors are going to be discussed more in the later chapters.
Lakoff and Johnson identify three major types of conceptual metaphor: Structural Metaphor, Orientational Metaphor and Ontological Metaphor (Lakoff and Johnson: 1987). They are going to be discussed in the following parts in turns.
Lakoff and Johnson explained structural metaphor by using the example: ARGUMENT IS WAR. They talked about argument in terms of war. Sentences like I have won the argument with him. / He shot my argument down. From these sentences, we can find out that people can not only have an argument, but also can win or object to an argument. The person who is against my argument is considered as an enemy or an opponent. I tried to defend my point of view when he tried to shoot me down. / I attacked his argument when I tried to win an argument. As a matter of fact, the things we do about the argument can be structured in terms of the concept of war. In ARGUMENT IS WAR, we are trying to structure the things we do when we are in an argument. Arguing-as an activity, is metaphorically structured in this way. The definition of structural metaphor is “one concept is metaphorically structured in terms of another” (Lakoff &Johnson: 1980:14). For the love metaphors in the two texts which are going to be discussed in the later chapters, structural metaphor is one of the major ones.
The second type of metaphor is Orientational Metaphor. Instead of structuring one concept in terms of another in Structural Metaphor, orientational metaphor is about a total conceptual system. They mainly come from human body experience. Orientational Metaphor connects firmly with spatial orientation in most cases. Examples are such as up-down, in-out, and front-back. This sort of metaphor gives a spatial orientation to a concept, such as GOOD IS UP. BAD IS DOWN. Here, the concept of GOOD is oriented UP. The metaphorical linguistic expression is such as Things are looking up (Lakoff& Johnson: 1980). 
The third is Ontological Metaphor. Container metaphor is one of the major subtypes of ontological metaphor. In a container metaphor, a human being is treated as a container, the rest of the world is divided from us by our skins. There is an in-out orientation (Lakoff& Johnson: 1980). There are some entities which have always been treated as containers, such as room, flat or houses. So we can say I have moved out of his house. /Let’s open it and see what is inside it. As a matter of fact, even for something which does not have obvious boundary, we can still view it as container. We try to quantify it ourselves and impose boundaries. For example, we often say: Are you out of your mind? / I think I have fallen in love with her. The bounded items can be quantified much clearer. For example, we can say: There are a lot of people in Hong Kong. Both of the people and Hong Kong itself are regarded as containers. However, they belong to the different types. The former one is a container substance and the latter one is container object (Lakoff& Johnson: 1980: 30).

Personification is another one of the major ontological metaphors. It treats physical object as a human being. In that case, the non-human substances can be understood in terms of human activities, feeling, and characteristics and so on. We can understand something in human terms more easily (Lakoff& Johnson: 1980). Examples are like: Her faith guides her through all the difficulties. /Actions speak louder than words.
What is more, personification does not represent only one process. Different personifications choose various aspects of people. For example:

10. Depression has attacked me seriously.

11. My biggest enemy now is depression. 
Depression is treated as a person, but it is not the only message it delivers here. It is more specific. The two examples 10 and 11 give people the information about how to think about depression and how to deal with it (Lakoff& Johnson: 1980). 

Metonymy, which is using one entity to stand in place of another one (Lakoff Johnson: 1980), can be illustrated by the following examples:

12. David Beckham is just a pretty face.

13. The English Daily offered me an internship.

The example 12 is an instance of “Part-for-Whole” metonymy. Cognitive linguists claimed that metaphors and metonymies undergo different processes. Metaphor is to conceive one thing in terms of another, while metonymy only involves one entity to represent another (Lakoff and Johnson: 1980). 
Here, the role of metonymy does not only function as a reference, but also provide understanding, which is also the function of metaphor (Lakoff& Johnson: 1980). For example, in the example 11, when we say Beckham is a pretty face, we do not only use “face” to refer to the whole person, but also choose a particular characteristic of the person: pretty, to make connection with the face. Similarly, in the example 12, “the English Daily” not only refers to some reporters or officers, but also refers to the whole institute which the reporters represent. 
However, metaphor and metonymy do share something in common, metonymy is also systematic, and it is not only about language but also our thought (Lakoff and Johnson: 1980, Lakoff: 1992, Lakoff and Mark: 1989).
Metonymy is not only about language, but also people’s thoughts, actions, and attitude and so on.  Same as metaphor, metonymy also is based on our experience. Lakoff and Johnson pointed out that it is even more obvious than metaphor because metonymy often involves direct physical and casual connection (Lakoff and Johnson: 1980: 39).  PART FOR WHOLE metonymy can be found a lot in the two texts which are going to be discussed in the later chapters. In the love metaphors, our experience on what we do when we are in love is the basis for the romantic love as a whole.
Chapter 2 The Study of the Language of Emotion

Since emotion can be very hard for people to express, emotion metaphor becomes important in our language. Metaphors and metonymies are useful tools in the language of emotion. These two are always indispensable in people’s emotional conceptualization. Gábor Györi claimed that “emotions have always invited the human mind to metaphorise about them” (Gábor Györi: 1998: 117). Kövecses gave the definition of emotion metaphor as follows: it is a highly figurative feature in language related to emotion and consists of metaphorical expressions and metonymic expressions, and most of them are conceptual metaphors and metonymies (Kövecses: 2003:2-6). Different from the obvious metaphor and metonymy in literary texts, referring to our emotion in image is quite hard to notice. It is natural and spontaneous. Kövecses used ANGER as an example. 

Ontological metaphor-Container metaphor: I am boiling with anger.
Personification: My anger is killing me.
Structural metaphor- ANGER IS A BURDEN: He has been carrying his anger for 20 years.

There are many emotion metonymies. For example:

LOVE-SWEATNESS: My palms become sweaty every time when I see him.

From the love metonymy above, it can be found out that metonymy can rely on certain physical characteristics of the human body regarding emotions. In that case, in Kövecses’s opinion, these two, emotion metaphors and emotion metonymies are firmly connected. That is the metonymy can motivate the metaphor. The motivation is very much in the physical level, as well as in conceptual and linguistic aspects. It means that the metonymy refers to some physical activity of human bodies which are involved in emotion. Two subtypes are included here: behavior- based and physiology- based metonymy (Kövecses: 2003). For example, kissing is a loving behavior that can indicate emotion of love in the metonymic perspective, while flushing is a physiological response towards emotion of love. 

Kövecses raised another concept in emotion metonymy, namely that emotion concept A consists of emotion concept B. In that case, B is able to represent A. Kövecses took the English word “girlfriend” for example, that is for a person’s love partner in a relationship, in the common sense two lovers should have certain friendship between them. That is, in an ideal relationship, if two people are lovers, they are friends as well. But it is not reversible, friends are not necessarily lovers (Kövecses: 2003). 
Emotions have causes and effects, and the two are what the emotions are understood through. In that case, emotion-specific metaphors can be obtained (Kövecses: 2003). In most cases, no matter whether there are completely different cultures, emotions can be conceptualized using the same images. Two points need to be focused on here. One is whether there are basic emotions existing across cultures, and secondly, if there are basic emotions whether the images used to describe them are universal (Schenkelberg: 2004).
Because human relationship as a domain, is conceptually close to emotion, human relationship is the neighboring domain to the emotion. Love is a very special case, as it performs both as an emotion and a human relationship. So it shares the same force-related metaphors with emotion. However, the problem is that except for love, the classic human relationship metaphors are not force-related metaphors. Therefore, does any “supra-metaphor” exist for human relationship? Take friendship for example. There are some commonly used domains such as ECONOMIC EXCHANGE, SHARING, when the target domain is interactive relationship. In addition, the frequently used source domains like building, machine and plants corresponded with the target domain COMPLEX ABSTRACT SYSTEMS. It can be indicated that these two systems build up what we understand about human relationships (Kövecses: 2003). 

After analyzing available evidence about human relationships, Kövecses made the conclusion that there are two systems consisting of a set of mappings which are structured by our daily understanding about human relationship. Kövecses has claimed “two underlying generic-level metaphors for human relationship: INTERACTIVE RELATIONSHIPS ARE ECONOMIC EXCHANGES and COMPLEX ABSTRACT SYSTEMS ARE COMPLEX PHYSICAL OBJECTS.” (Kövecses: 2003). 
What is more, though there are still some emotion metaphors which cannot be conceptualized universally, because the framing of the conceptual domains can be different from culture to culture in the world. Human body experience can be universal in most cases, which is the basis for our emotion metaphors. It is also the basis for our discussion about love metaphor in the English and Chinese literary texts in the later chapters. (Kövecses: 2003). 
Kövecses answered two essential questions in his paper. One is about the role metaphors play in the cognitive emotion concept, the other one is whether the emotion concept and emotion metaphor are the same. About the first question, Kövecses used ANGER for example and analyzed it in four languages: English, Chinese, Japanese and Hungarian. He found out that they all share the same cognitive models. There is a five-step model which is a basic understanding among four cultures. The reason why they share the same model is because there are some common mappings built into the understanding of anger in all four cultures. There is some universal experience for human emotion concepts. He made the conclusion that conceptual metaphors and metonymies play a fundamental role in the prototypical cultural models (Kövecses: 2003). The process of his analysis is as follows.

Lakoff and Kövecses (1987) indicated he five steps of the process of ANGER: Offending Event, Anger, Attempting to Control Anger, Loss of Control and Retribution.

In Chinese, King (1989) indicated that there are two prototypical models about anger: the first one is Offending Event, Anger, Attempting to control anger, Release of Anger and Restoration of Equilibrium. The second model only differs from the first model by its last two steps, namely Diversion and Compensating Event.

Despite of these differences, it is still clear that these models have a lot in common. They all contain several stages, they all have cause and effect, and they are all ontological and expressive. The first step in the model is mapped with the characteristics of “cause and effect”. It means that anger as an emotion, is caused by an event. Across these four languages, a person keeps anger as a force inside him or her, which is the pressure. This is the ontological part of this model. However, the anger is expressed in different ways in the four cultures. “Control” is also an element for the “expressive” component. There are two steps of the model related to it: Trying to control expression and Loss of control over expression (Kövecses: 2003).
Kövecses concludes a universal five-stage model across these four cultures: CAUSE-EXISTENCE OF ANGER-ATTEMPT TO CONTROL-LOSS OF CONTROL-EXPRESSION. He suggests that it is the set of mappings which characterize conceptual metaphor, and these metaphors make a model like this. Metaphors could play an essential role in defining the model. For example, there is a central metaphor ANGER IS THE HEAT OF A FLUID IN A CONTAINER for the anger conceptualization. This metaphor is characterized by a set of mappings: an angry person is the container for ANGER. FLUID in the container is the ANGER itself. The pressure in the container is the anger’s intensity. These mappings help people construct the basic understanding of anger in these cultures. Without these mappings, it is difficult to comprehend the way anger is structured (Kövecses: 2003). 

To sum up, by inviting conceptual metaphors and metonymies, the experiential basis of our emotion concepts can emerge into cultural models. 
Because cognitive linguists consider emotions as being conceptualized metaphorically and metonymically, in the next chapter, the first task is to identify the metaphors and metonymies about romantic love in Dream in Peony Pavilion and try to find out whether they are consistent with the love model constructed in Romeo and Juliet.
Chapter 3 Romantic Love Metaphors in Romeo and Juliet& Dream in Peony Pavilion
3.1 Summary of Dream in Peony Pavilion and Comparison to Romeo and Juliet

The writer of Dream in Peony Pavilion Xianzu Tang was born in 1550, 14 years before Shakespeare. Both of them passed away in 1616. They are both considered as the greatest playwrights in their societies, China and Great Britain. Dream in Peony Pavilion is Tang’s representative work, while Romeo and Juliet is Shakespeare’s most powerful play on romantic love. The former was written in 1598 and the latter was written in 1595.  They share a lot in common.
In Dream in Peony Pavilion, the female leading role is a 16 year old young girl named Du Liniang. She was the only daughter of the prefect of Nan’an. Her parents are deeply influenced by feudal ethics. They believe that women should behave in “proper ways”. Du Liniang lived in her father’s official mansion for many years, but she has not even been allowed to enter the backyard garden. Her life is so lonely and boring. She simply has no joy except for studying. As she gets older, she becomes unhappier. One day, she entered the garden by accident, and was strongly attracted by the beautiful spring. She lost control over herself by spring’s freshness, and began to sing and then fell asleep. She dreamed of a young man named Liu Mengmei. When she woke up, he was nowhere to be found. From then on, she gradually suffers from lovesickness and eventually dies. Her soul found Liu Mengmei in her dream. He is a scholar who is on his way to participate in an important examination. She expresses her love to him and they get married when she is alive again. 
In Romeo and Juliet, the father of Juliet plays the dominant role in the family. Capulet arranges the marriage of his daughter without letting her know. In Chinese society, this situation is even worse. A woman has to obey her father before marriage. A girl’s marriage is ruled by her parents and match-makers. These abnormal social roles are the roots for the two plays.
Barcelona associates this with the metaphor LOVE IS VALUABLE COMMODITY IN AN ECONOMIC EXCHANGE (Barcelona Sanchez: 1995: 676). An example in Romeo and Juliet is that when Capulet talked about the future marriage engagement of his daughter with Paris:

“Sir Paris, I will make a desperate tender of my child’s love.

 I think she will be ruled

In all respects by me; Nay more, I doubt it not” (3.4.13-15)

Another example can be found in the words which Lady Capulet told to Juliet, when she was trying to persuade her to marry to Paris:

“So shall you share all that he doth possess, 

 By having him, making yourself no less.” (1.3.94-95)

In Capulet and Lady Capulet’s view, love is referred as valuable commodity. Barcelona argued that it is a path schema. S delivers something to OL and OL delivers another thing to S. In the process, S finishes a path from the first thing to OL, and OL goes in the revise direction (Barcelona Sanchez: 1995).

In Romeo and Juliet, the A and B are not mapped to Romeo and Juliet, but to their parents, or their fathers at least. As what has been discussed in the previous chapter about the metaphor LOVE IS COMMODITY IN AN ECONOMIC EXCHANGE, S and OL has normally equal value which they give to each other, that is their love, and the economic exchange is mapped on their love relationship. Example can be found: 

“R-Ah me, how sweet is love itself possessed,

     When but love’s shadows are so rich in joy!” (5.1.10-11)

Here, Romeo does not treat love as any kind of economic exchange. However, in the Capulet and Lady Capulet’s version of this metaphor, their child metonymically represents something like the social and economic influence they will give as her dowry. Capulet and Lady Capulet intend to get the social benefit and wealth of Paris by marrying their daughter to him.
3.2 Barcelona Sanchez’s Typical Model of Romantic Love Metaphor in Romeo and Juliet
After discussing the conceptual emotion metaphors, conceptual emotion metonymies and the related concepts, Kövecses claims that there are cognitive models for emotions. He sets up a “typical model of romantic love” in his work about love (Kövecses: 1986, 1988). He claims that the typical model of romantic love (TML) is prototypical. Although people live in different environments, share distinct social beliefs and conventions, they tend to follow the prototypical model of love which is introduced by Kövecses. They live by it in an unconscious way. It can be found out in their behaviors and language. Conceptual metaphor theory, as a tool, is used to prove this argument. 
Barcelona Sanchez combined his own idea with one of Kövecses’s two typical models of romantic love, and introduced a simplified version. It includes five stages of the love relationship (Barcelona Sanchez: 1995: 669-670). They are going to be discussed in the following sections in turn:
(The abbreviations used in this typical model of romantic love includes: L=Love, OL=Object of love, S=Self (person in love), for a metonymy: LOVE-KISSING)

“Stage 1. 1.1 L is an indispensable object. 1.2. S therefore searches for it, till S finally finds a true OL. 1.3 OL attracts S irresistibly. 1.4 This attraction is the cause for S’s L. 1.5 L exists in S. 

Stage 2. 2.1 S tries to keep control-i.e. to prevent L from going above the limit on the scale of intensity. 2.2 S, however, loses control over love. 2.3 L goes above the limit. 2.4 S is in a state of lack of control. 2.5 S experiences certain physiological effects of L: increase in body heat, increase in heart rate, blushing, and interference with accurate perception. 2.6 L has likewise a number of behavior effects on S: physical closeness to OL, sexual desire, loving visual behavior, interference with normal life function, etc.
Stage 3. 3.1 S attempts (in a variety of ways) to get OL to return her/his L in exchange for S’s L. 3.2 L exists in OL. 3.3 OL attempts to resist his/ her own L for S. 3.4 OL tries to keep the intensity of her/ his L below the limit. 3.5 The intensity of OL’s L gradually rises above the limit. 3.6 OL loses control over L. 3.7 OL experiences the same physiological and behavioral effects of L as in 2.5 and 2.6.

Stage 4 4.1 L is mutual. 4.2 S and OL view each other as in a state of perfect harmony, as forming a unity, and believe that L is a source of energy, that it is a need, that their L is a valuable possession and has to be looked after, that it is a true L, and that OL is irreplaceable. 4.3 S and OL experience L as something pleasant. 4.4 S and OL’s attitude toward each other is referred to by them through a variety of emotional concepts: liking, sexual desire, respect, fondness, admiration, enthusiasm, mutual protection, self-sacrifice, jealousy, faithfulness, etc….4.5 Both S and OL keep experiencing the same physiological and behavioral effects of L 4.6 Both S and OL are happy.

Stage 5 5.1 L is fulfilled in marriage. 5.2 L’s intensity decreases. 5.3 L gradually turns into affection.”

Before meeting Juliet, Romeo experienced another love, which is his love for Rosaline. It is considered as a parody of a stereotype. This love can be reflected through his language and behavior, as well as other people such as Friar Laurence, Mercutio and Benvolio, who know his feeling about Rosaline (Barcelona Sanchez: 1995). Using conceptual metaphor theory as a tool, it can be found that his love towards Rosaline does not fully follow the typical love model, because his love for Rosaline is unrequited and quite abnormal. 
Romeo thought he has found his true object of love- Rosaline, but it is not the case, because Rosaline refuses to return his love. Therefore, it causes the change of 1.2. And 1.5 is absent. Similarly, in 2.6 the behavioral effects on Romeo are considered to be strange, and these strange behaviors have greatly influenced his normal life function and caused his mental damage. It leads to the absence of stage 3 except for 3.1. In the stage 4, only S believes that “L is a valuable possession and has to be looked after” and “OL is irreplaceable”. In 4.5 only S experiences the craziness, desperation and sadness. There is no stage 5 in this love model (Barcelona Sanchez: 1995). Several examples are listed as follows:
Romeo’s unrequited love leads to his strange, mad and insane behavior, which has been illustrated through the metaphor LOVE IS MADNESS.
“R-a madness most discreet” (1.1.184)

In this metaphor LOVE IS MADNESS, because of the transient character owned by madness, it is the aspect which needs to be focused on instead of madness itself. In our daily life, a lot of common metaphorical linguistic expression concerning about LOVE IS MADNESS can be found, and they have all demonstrated the radical loss of control over love: 

I am crazy about him.

He has driven me out of my mind.

I have gone mad over him. 
LOVE IS WAR is one example of the abnormal love which Romeo possesses for Rosaline.
“R-She will not stay the siege of loving terms/ Nor bide th’encounter of assailing eyes.” (1.1.203-204)

A set of mappings can be found in this metaphor: In a war of love, the two parts participating in it are two people. One (A) is trying to conquer the other one (B), by attempting to get his/ her love in return, that is the purpose of this war. The weapons used in the war are the attraction qualities of A. The damages caused in the war are commonly A’s physical and psychological harm such as sadness, madness and despair. There are two possible results of the war. Winning the war means A has successfully got B’s love in exchange. On the contrary, losing the war means B has refused to love A back. Several daily metaphorical linguistic expressions as listed here:
She won his hand in marriage.

He is very proud of himself because he has got many conquests.

I tried to fight for him, but she won out eventually.

Another two examples are LOVE IS SMOKE and LOVE IS FIRE.
“R-Love is a smoke made with the fume of sighs,

  Being purged, a fire sparkling in lovers eyes” (1.1.181-182)

LOVE IS SMOKE is an elaboration of the metaphor LOVE IS FIRE, because smoke is a part of a fire. Smoke is very changeable. It is very hard to describe it, touch it and control it. It comes very fast and maybe disappears faster. What is more important, smoke is what is left when fire is extinguished. It can be well corresponded with the situation when love has gone and the feeling has disappeared. It is exactly how Romeo feels about his emotion for Rosaline.

In a corpus study on Shakespearean key domains in Romeo and Juliet, poison is one of the most frequent items (Archer, Culpeper, Rayson: 2006). It may seem quite bizarre to use it to map with love: LOVE IS POISON, but it is designed to describe Romeo’s strong and insane love toward Rosaline.
“B- Take thou some new infection to thy eye, 

  And the rank poison of the old will die” (1.2.48-49)

Poison can cause damage to people, physically or mentally, and the final ending of having poison will lead to very tragic result, like illness and death. There is a related metaphor here. 
LOVE IS BLINDNESS is a perfect example; it is the elaboration of the metaphor LOVE IS POISON. 
“Blind is his love, and best befits the dark.”(2.1.32)

Blindness causes the darkness in people’s life and it greatly affects people’s ability to perceive things as they are. This situation has well mapped with how Romeo feels when he finds out that Rosaline is not in love with him. It is hopeless, dark and despairing, and it makes Romeo unable to think, that leads him to an insane mental state.
About Juliet, before she met Romeo, she was only a young and innocent girl who did not know what true love is and has no real experience of love. It is not surprising that she does not have a clear personal model of romantic love. She only has one vague viewpoint toward love. She treated marriage as honor (Barcelona Sanchez: 1995: 680):
“J-It is an honour that I dream not of” (1.3.67)
After raising several examples about the parody of the typical model of romantic love, the next sections will be focused on the stereotype both in Romeo and Juliet and Dream in Peony Pavilion. 

3.3 Barcelona Sanchez’s Account of Stage 1 in Romeo and Juliet and its Application to Dream in Peony Pavilion
Romeo and Juliet

After Romeo finding out that it is impossible for Rosaline to love him in return, he talked about love with Mercutio and Benvolio:

“A torch for me: let wantons light of heart (1.4.35)

I’ll be a candle-holder and look on.” (1.4.38)

LOVE IS LIGHT is one metaphor used in these sentences. Light is an indispensable thing for human beings, just as love is from Romeo’s point of view. Items such as “torch” and “candle” are used to seek for light. They have indicated the essential role of love played in Romeo’s life, and his intention of searching for love. 

Later in 1.5.43, Romeo told his serving man: 
“O she doth teach the torches to burn bright! It seems she hangs upon the cheek of night”
“A thousand times the worse, to want thy light.” (2.2.155)

It further indicates the metaphor LOVE IS LIGHT by referring to Juliet as the one who brings the light to the night. Romeo has treated her as his true object of love, which is an important step of stage 1 in the typical model of romantic love.  

LOVE IS SUN is a very famous metaphor in Romeo and Juliet: 

“R-It is the east, and Juliet is the sun.” (2.2.3)

Sun provides people with light, heat and energy. Without the sun, nothing can exist here. When Romeo metaphorically refers Juliet as the sun, it has demonstrated the essential role which Juliet’s love has played in his life. 

Gentner analyzed this metaphor from a different perspective (Gentner: 1982). In his view, it is not a typical metaphor. What Juliet does for Romeo can be mapped to what sun does to the earth, which is bringing light, heat and energy. Besides that, the relationship between Romeo and Juliet can be referred to as the relationship between the sun and the moon. Sun is in a state of superiority to moon, it corresponds with the paramount status Juliet has in Romeo’s mind. 
LOVE IS FOOD is another metaphor in Romeo and Juliet which proves the existence of stage 1 for the romantic love. 

“R-My love were better ended by their hate

  Than death prorogued, wanting of thy love.” (2.2 77-78) 

Food is an essential thing for everyone. It is very important to look for food. Food can give people energy and power. When the metaphor LOVE IS FOOD is used in Romeo and Juliet, it indicates the indispensable role which LOVE played in this play. 
Dream in Peony Pavilion

Considering the name of the play Dream in Peony Pavilion, it is not hard to find out that the story is started by a love dream and the dream is the basis for this beautiful love. LOVE IS DREAM is the most basic metaphor that runs through the whole play.
LOVE IS A LIVING BEING is the most famous love metaphor in Dream in Peony Pavilion. It has become the classic saying in China which can be used to describe the early stage of the romantic love.

“By riverside are cooing

A pair of turtledoves

A good young man is wooing

A fair maiden he loves”
“Cooing is the soft sound made by the gentle birds and wooing is winning over by saying or doing nice things.” (Act 2 Scene 2: Private Lesson)
In this metaphor, the object of love-B is considered as an animal. In the mean time, the “A” mentioned in the stage 1 is also treated as an animal. They are both “turtledoves”, and the male one is cooing in order to woo the female he loves. In the metaphor LOVE IS A LIVING BEING, the lexical items are the form of personifications. 

In Act 1 Scene 2: Liu Dreamer of Mume Flower, Liu said: “Years in and out pass like her gleams.”

LOVE IS A YEAR is the first metaphor on romantic love in this play. Time, as an essential element for every human being, can be calculated by year. It is used to map for love to indicate that love is also an indispensable part for Liu. A year has four seasons; every season can be mapped with different stages of a love relationship. Spring is the beginning of the romantic love, summer is the fast developing time of it, while autumn is the time for harvest of love, and the winter is the ending time for it.

The same metaphor can be found when Belle standing in front of a painted hall said: “I find spring everywhere run riot.” Fragrant answered: “Will spring appear/ As mindful as last year?” (Act 2. Scene 4: An Enchanting Dream) 

From the metaphorical perspective, spring is the beginning time of the romantic love. Belle has expressed her desire for love and her disappointment of her current life. Later in that scene, Belle said: “If I did not come to the garden, how could I know spring’s splendor? / Oh, spring, you come into my heart. What could I do to see you part? / Oh, how can I get rid of the annoyance of spring? I hear lovesickness in my heart begin to sing.” Regarding to the metaphor LOVE IS A YEAR, her words have dropped a hint about her future meeting with her beautiful love in the garden.

In the whole play, the source domain SPRING can be found 19 times to indicate Bella the Du’s rudiment of love. It is also the most frequently used key word in this play.
Summary

LOVE IS LIGHT, LOVE IS SUN and LOVE IS FOOD are the three major love metaphors in Romeo and Juliet on stage 1 in the typical model of romantic love. They have well supported Barcelona Sanchez’s typical model of romantic love. 

On the contrary, LOVE IS DREAM, LOVE IS A YEAR and LOVE IS A LIVING BEING are the three major love metaphors in Dream in Peony Pavilion for the first period of romantic love for Liu Mengmei and Bella the Du. Comparing the source domains in this play to the ones in the Romeo and Juliet, it can be found out that Tang Xianzu chooses more implicit key domains. It is due to the difference between Chinese culture and English culture. Barcelona Sanchez’s first stage of the typical model of romantic love does not seem applicable to Dream in Peony Pavilion.
However, a similar metaphor of LOVE IS A YEAR can be found in Romeo and Juliet, though it does not belong to the prototypical love model, but rather a stereotypical “teenager love”: 

LOVE IS A DAY is the first metaphor regarding to Romeo’s feeling about Rosaline: 

“R-Is the day so young? / Sad hours seem long.（1.1.153-154）

B-What sadness lengthens Romeo’s hours?” (1.1.157)

DAY has twenty-four hours. There is the beginning of a day and the ending of a day, which correspondence with the beginning of a love relationship and the ending of it. It has the similar mappings with LOVE IS A YEAR.
3.4 Barcelona Sanchez’s Account of Stage 2 in Romeo and Juliet and its Application to Dream in Peony Pavilion

Romeo and Juliet

There involves many metonymies such as LOVE-KISSING, LOVE-BLUSHING, LOVE-PHYSICAL CLOSENESS relevant to stage 2 in Romeo and Juliet. Here is an example when Romeo made his confession to Juliet for the first time. 

“R-If I profane with my unworthiest hand

This holy shrine, the gentle sin is this

My lips, two blushing pilgrims, ready stand

To smooth that rough touch with a tender kiss”
(1.5.92-95)

“R-let lips do what hands do” (1.5.102)

The above two examples are metonymies LOVE-KISSING. “Kissing” here has metonymically stood for love. There are other examples for the metonymy LOVE-BLUSHING and metonymy LOVE-PHYSICAL CLOSENESS:

“J-Thou knowest the mask of night is on my face

Else would a maiden blush bepaint my cheek

 For that I dwell on form, fain, fain deny” (2.2.85-87)

Blushing is a very typical symbol for people in love, especially at the early stages of a romantic love. When Romeo fell in love with Juliet, and his feeling became extremely intense, he was eager to be physically close to her, like holding her hands and touching her cheek.  

“R-See how she leans her cheek upon her hand!

 O that I were a glove upon that hand

 That I might touch that cheek!” (2.2.23-25)

In stage 2, love has become extremely intense for S. It has been demonstrated through the metaphor LOVE IS ENEMY. A series of mappings are as follows: unlike the metaphor LOVE IS WAR, which treats the object of love as the enemy, in the metaphor LOVE IS ENEMY the opponent is love itself.  The war with the enemy-love, is to prevent oneself from losing control over his/ her emotion. Weapons used by the enemy are the attractive qualities of someone’s object of love. The result of someone’s winning means he/ she has successfully taken control of himself or herself over love. On the other hand, the result of someone’s losing the war with enemy-love means that he/ she has failed to keep control of himself/ herself. 
Examples can be found in Romeo and Juliet:

“R-He jests at scars that never felt a wound.” (2.2.1)

“M-Alas, poor Romeo, he is already dead, stabbed with a white wench’s black eye, run through the ear with a love-song, the very pin of his heart cleft with the blind bow-boy’s butt-shaft;” (2.4.13-15)

In Romeo and Juliet, Romeo has metaphorically referred to Juliet as his enemy and the one who gave him a lot of wounds. It is concluded by the metaphor LOVE IS WAR:

“R-I have been feasting with mine enemy,

 Where on a sudden one hath wounded me

That’s by me wounded;” (2.3.49-50)

Dream in Peony Pavilion

In the act 2 Scene 4: An Enchanting Dream, Belle finally met Liu in the garden in her dream. There are some metonymies regarding to their love. Such as LOVE-BLUSHING:

“Belle blushes and pushes Liu who comes forward to embrace her.” 
Liu did a series of actions towards Belle to show his love for her. These physical actions indicate the “stand-for” metonymies. Such as LOVE-PHYSICAL CLOSENESS:

“But now face to face we stand,

 Wordless though hand in hand” 

LOVE-SEX is an important metonymy in act 2. 
“I will unfasten your buttons and belt

 So that pressure and pleasure may be felt.

 I will bring fresh shower

For your thirsting flower.”

“Worm-like, he strives to merge with her into one.

 He stirs from above
When stirred by love;

When disarmed,

Her trembling leaflike soul is charmed.

Such is two shadows’love-making.”

LOVE IS SUN is the metaphor which has shown Liu’s intensive love for Belle.

“We love until the sun goes down as rouged flower.
Besides the mapping we have talked about in the same metaphor LOVE IS SUN in Romeo and Juliet, that is the essential role sun has played in people’s life, there is another mapping here. There is sunrise and sunset everyday. It maps with the coming of romantic love and the ending of it. 
When Liu Mengmei first makes a confession to Bella the Du at their first meeting, his word is the metaphorical linguistic expression for the metaphor LOVE IS A CONTAINER. To be more specific, LOVE IS THE FLUID IN A CONTAINER. This is an ontological metaphor which has been discussed in the previous chapter. The example is in the Act 2 Scene 4 An Enchanting Dream, when Liu said: “I am so deep in love with you, my dear.”
The same example can be found in Romeo’s word about his love situation toward Rosaline. Shakespeare has played with in and out of love in his work (Heli Tissari: Is love a tender thing?). Example can be found in Romeo and Juliet:

“B-In love?

 R-Out

B-Of love?” (1.1.157-159)

Summary

In this stage, Dream in Peony Pavilion shares many similar conceptual metonymies with Romeo and Juliet in stage 2 of Barcelona Sanchez’s typical model of romantic love. These are a series of metonymies related to the lover’s physiological and behavioral changes and effects. The metaphorical descriptions in Dream in Peony Pavilion are considered to be a bold work for Tang Xianzu. Besides, the two literary texts both use LOVE –CONTAINER metaphor in their works. 
To sum up, Barcelona Sanchez’s typical model of romantic love fits both of the texts in this stage.

3.5 Barcelona Sanchez’s Account of Stage 3 in Romeo and Juliet and its Application to Dream in Peony Pavilion

Romeo and Juliet

In both of stage 2 and 3, lovers experience the self-control of emotion and the loss of it. There is one metaphor LOVE IS ENEMY which is used in Romeo and Juliet to indicate Romeo’s attempt to control his feeling for Juliet. In stage 3, Barcelona Sanchez pointed out another metaphor LOVE IS MAGIC which also well maps with the self-control about one’s love toward his/ her beloved one(Barcelona Sanchez: 1995). The mappings are as follows: the magic itself corresponds to the process of getting the object’s love in return. The magician is considered to be the self and the audience is his/ her object of love. The magician’s skills are the self’s skills to get the love from his/ her object of love. There is another way to explain this metaphor. The magician can be the object of love. His/ her skills are the attractive qualities. The result of this magic is causing the loss of self-control and the emergence of love. 
Example is “Now Romeo is beloved and loves again/ Alike bewitched by the charm of looks” (2. Chorus. 5-7)
LOVE IS CRIME also indicates the typical romantic love in stage 3. Here are several mappings between the source domain crime and the target domain love. The criminals are mapped with the person in love. The characteristic of crime-extremity maps with the intensity of love. A person commits a crime by falling in love with someone. The outcome if a criminal is going to prison corresponds to the effects of loving someone: losing self-control, strange actions, and other physiological and behavioral changes. Here is one example:
“like a poor prisoner in his twisted gives” (2.2.179)
LOVE IS LIGNTNING has greatly shown Juliet’s feeling when she began to fall in love with Romeo. Spurgeon was the first one to report this (Barcelona: 1995, Spurgeon: 1935: 310-314). Lightning, is considered to be fast, sudden and powerful. It is impossible for it to be controlled by human beings. Romeo and Juliet’s love is love at first sight, and it is meant to be intensive and extreme. It maps well with Juliet’s love toward Romeo which is very intense and hard to control. 
“J-It is too rash, too unadvised, too sudden,

   Too like the lightning, which doth cease to be” (2.2.118-119)  

The container metaphor LOVE IS SEA shows Juliet’s intensive love for Romeo as well. Sea is regarded as deep and infinite. These characteristics of the sea can be mapped with Juliet’s love. It can also be mapped with what Juliet can give to Romeo, which is boundless and infinite.
“J-My bounty is as boundless as the sea

 My love as deep; the more I give to thee

The more I have, for both are infinite.” (2.2.133-135)

As mentioned in the previous chapter of emotion metaphor, there is a generic-level metaphor for human relationship: INTERACTIVE RELATIONSHIPS ARE ECONOMIC EXCHANGES. Love, as a kind of human relationship, can have the metaphor LOVE IS COMMODITY IN AN ECONOMIC EXCHANGE (Barcelona Sanchez: 1995). In this metaphor, love is regarded as a commodity. In an exchange, the two parties give and get something in the deal. This process can refer to the process of giving and getting love in a love relationship between two lovers. There is an example in Romeo and Juliet:

“R-Her I love now

Doth grace for grace and love for love allow” (2.3.85-86)
When Juliet confessed in front of Romeo by the window, she talked about her behavior when she is in love with Romeo. That has shown another metonymy for romantic love: LOVE-STRANGE ACTIONS. Because at that time, women were not supposed to express their love desires to men. Juliet, by contrast, was brave enough to show her feeling about Romeo. 

“J-And therefore thou mayst think my behaviour light:” (2.2.99)

“But trust me, gentleman, I’ll prove more true

 Than those that have more coying to be strange.

I should have been more strange, I must confess” (2.2.100-103)

Dream in Peony Pavilion

LOVE IS MAGIC can also be found in Dream in Peony Pavilion to indicate Belle’s uncontrollable love towards Liu. In act 3, Belle said “How bewitching is spring this year!” and “If I chant magic spell” in Act 5 Scene 4: The Tryst. The metaphor LOVE IS A YEAR has been analyzed in stage 2, that spring is referred as the beginning and sprouting of love. The magic, as a source domain, well corresponds with the lover’s lack of self-control, the object of love’s great attraction.

After Belle’s first meeting with Liu in the garden through her dream, her behavior has dramatically changed. This can be considered as a love metonymy: LOVE-STRANGE ACTION. After meeting with Liu Mengmei in her dream, Bella the Du has totally changed her behavior. She can neither eat, drink, reading nor sleep. These descriptions can be found in many places. One example can be found in Act 3, Scene 2: The Dream Retraced:

Belle: “Sleepless in flickering lamplight,

            I envied Fragrant’s sound sleep all night.”

          “I have no mood for breakfast.”

          “I would nor get up nor lie down.”

There are other metonymies such as LOVE-KISSING, LOVE-PHYSICAL CLOSENESS, LOVE-SWEATNESS, which can be often seen in stage 2:

“I felt my back sticky and wet, 

 With a cold sweat”

“How could I not feel shy

 When his hand stroked my lower eye?

O Heaven high!

I opened my lower lips

For his rewarding dew drips.”
In addition, the metaphors LOVE IS A YEAR, LOVE IS DREAM and LOVE IS PLANT have been used quite a few times in this stage. Consider what has been discussed about image metaphor in the previous chapters, the image of the peony is mapped onto a woman’s private parts. This metaphor has also combined with the metonymy LOVE-SEX and formed the metaphor LOVE IS PLANT. An example is here to illustrate it:
“Blooming and gloomy, fragrant and sublime!” (Act 3, Scene 2: The Dream Retraced)

In addition, mume tree and flowers, which are the source domains in the metaphor LOVE IS PLANT, have been mentioned 12 times and 5 times respectively in this stage in Dream in Peony Pavilion.
Summary

LOVE IS MAGIC, LOVE IS CRIME, LOVE IS SEA and LOVE IS LIGHTNING are the four major metaphors in Romeo and Juliet in stage 3 of the typical model of romantic love. These metaphors have greatly supported Barcelona Sanchez’s argument on this model. In addition, LOVE IS A COMMODITY IN A ECONOMIC EXCHANGE has been mentioned in the previous sections discussing the role of parents played in a love relationship in Shakespearean period. This one here has shown the young couple’s true and pure love. 
By contrast, LOVE IS MAGIC, LOVE IS A YEAR, LOVE IS DREAM and LOVE IS PLANT are the four major love metaphors in this period of the love relationship between Bella the Du and Liu Mengmei. Besides the same metaphor LOVE IS MAGIC, the other ones are different. Dream in Peony Pavilion is a legendary tale, the romantic love discussed in it tends to be more implicit.
However, the two literary works share something in common. Both of them involve many love metonymies such as LOVE-PHYSICAL CLOSENESS, LOVE-SEX, LOVE-KISS and so on. It can be concluded that in this stage of a romantic love relationship, lovers tend to have some physiological connections with each other, no matter whether in Chinese culture or English culture.
3.6 Barcelona Sanchez’s Account of Stage 4 in Romeo and Juliet and its Application to Dream in Peony Pavilion
Romeo and Juliet

The most important state in the stage 4 is the lovers’ unity. It is also considered as the central metaphor in the typical model of romantic love, which is THE LOVE RELATIONSHIP IS A UNITY OF TWO COMPLEMENTARY PARTS (Kövecses: 1986: 52-66, 1988: 18-27, Barcelona Sanchez: 1995).

There are a set of correspondences in this metaphor regarding love: The two parts is the two lovers. The connection between two parts is the connection between two lovers. The power between two parts is the intensity of love between the two lovers. 

The reason why LOVE IS A UNITY OF TWO COMPLEMENTATY PARTS plays the essential role in the typical model of romantic love is that, it correspondences with our basic concept and experience towards love. When two people fall in love with each other and later establish a love relationship, they tend to be physically close to each other. The beginning of one love relationship is the getting together of two parts, a good relationship in the stable period is the bond of two parts, and the end of one love relationship is the splitting up of the two parts. From this metaphor, we can have a clear notion about the harmony and stability of a good and healthy love relationship. Some examples are listed below:

“FL-For, by your leaves you shall not stay alone

       Till Holy Church incorporate two in one” (2.1.36-37)

This example involves with the religion that marriage is the religious sanction which performs as the unity between Romeo and Juliet. Here is another example:

“J-God joined my heart and Romeo’s, thou our hands

An ere this hand, by thee to Romeo’s sealed,

Shall be the label to another deed,

Or my true heart with treacherous revolt

Turn to another, this shall slay them both” (4.1.55-59)

In this part-whole metonymy, the heart is regarded as the whole person, and the heart is the container for their romantic love. Here, the unity is considered as the marriage.

In stage 4 of a typical model of romantic love relationship, the lovers both experience the pleasant feeling, which is fondness. The concept of fondness has been illustrated by LOVE-FONDNESS:

 “J-In truth, fair Montague, I am too fond” (2.2.98)

Jealousy is one of the love concepts in stage 4. It forms the metonymy: LOVE-JEALOUSY.

“J-So loving-jealous of his liberty” (2.2.180)

Admiration is another love concept which has been mentioned in Romeo and Juliet. When Juliet refers Romeo as the deity, it has shown her great admiration and respect for her lover through the metonymy: LOVE-ADMIRATION.
“J-Or if thou wilt, swear by thy gracious self,

Which is the god of my idolatry” (2.2.114-115) 

Romeo and Juliet’s sweet harmony and beautiful love can be shown by the metaphor LOVE IS FLOWER. There are a set of mappings between the source domain flower and the target domain love: Flower is considered as the love itself. The whole growing period of flower maps with the whole development of a romantic love relationship. The first stage of flower-the sprouting period corresponds to the early stages of a love relationship. The florescence of the flower is referred as the fast development of a love relationship. The flower’s full bloom means that a romantic love relationship has reached its pleasant stage, and the scent of the bloomy flower corresponds to the sweetness of this love relationship.
The example in Romeo and Juliet is:    

“J-May prove a beauterous flower when next we meet.

 Good night, good night! As sweet repose and rest

(2.2.122-123)

A similar metaphor can be found LOVE IS MUSIC. The beautiful lyric or sound of a song is mapped with the sweet words the lovers say to each other. The pleasant feeling of listening to a beautiful song can also be mapped with the beautiful emotion lovers have when they are in a great romantic love relationship.
“R-How silver-sweet sound lovers’ tongues by night,

     Like softest music to attending ears!” (2.2.165-166)

The ontological metaphor-personification can be found in stage 4 to illustrate the uniqueness of the beauty of Juliet in Romeo’s mind. Juliet was once regarded as bright angel:

 “As glorious to this night,
Being o’er my head
As is a winged messenger of heaven” (2.2.26-29)

The romantic love which is already in perfect harmony in stage 4 can give people energy and strength. LOVE IS FOOD is a metaphor which has been analyzed in stage 1, when we refer to love as an indispensable thing in the lover’s life, the same as food in human beings’ lives. What is more, food has the function of providing people with energy, and making people feel strong and powerful. This notion can be invited here to illustrate what a healthy love relationship can provide the lovers with.
“J-Love give me strength, and strength shall help afford.” (4.1.125)

Dream in Peony Pavilion

Kövecses claims that in the typical model of romantic love, the central metaphor is THE LOVE RELATIONSHIP IS A UNITY OF TWO COMPLEMENTARY PARTS (Kövecses: 1986: 52-66; 1988: 18-27; Barcelona Sanchez: 2003).

Example of such metaphor can also be found in Dream in Peony Pavilion:

“Our hearts at one, your ears can hear my inner call.” (Act 3, Scene 2: The Dream Retraced)

“If my dream lover’s heart and mine beat as one,

To my innermost call he would run” (Act 4 Scene 3: Untimely Death)

In this example, Bella the Du refers to love as an inseparable unity between the two hearts. This notion of her yields before her marriage with Liu, and even before she defines that her lover really exists. Here involves another metaphor: HEART IS THE CONTAINER OF LOVE and the “part-whole” metonymy PERSON-HEART, which the heart metonymically stands for the whole person. So in that case, the “heart” here is metonymically referred as Bella the Du and Liu, and they are metaphorically corresponded as the containers of love. The unity is metaphorically referred as this love relationship. The two parts involved in it are the two lovers. The connection between the two parts is their love itself, and whether this connection is strong or not depends on the intensity of their love in this relationship.

In Act 5, Scene 2: The Portrait Admired, when Liu saw the portrait of Belle the Du, he refers her as the Goddess and the fairy queen, it is a way of personification, which has shown his great admiration for his lover. The two source domains have been mentioned quite a few times in the last act, there are several examples:

“The portrait hanging in my hall may be

That of the Goddess of the Moon bright.
So elegant and graceful is she!”
“Her dazzling light

Bewilders my heart and sight

On a night still.”

“Am I talking of the goddess in vain?”

“The fairy queen flies down from on high, from which peak?”  

Also, flowers such as lotus leaf are used a lot in this play to describe Bella the Du’s beauty, here is one example:

“My dear maiden, you are the lotus leaf in bloom,

Smiling with rosy lips in gloom.”

Admiration and appreciation are the emotional concepts Liu Mengliu holds when he is in love with Bella the Du. That is his attitude toward her. They are expressed through the metonymy LOVE-ADMIRATION, LOVE-APPRECIATION and LOVE-SEXUAL DESIRE. There are examples from the Act 5, Scene 2:

“I can only prostrate,
Admire and appreciate.”

“How can I forget the strong love with me you made?”

LOVE IS FLOWER is also a metaphor found here. Having discussed in Romeo and Juliet, “Flowers in bloom” has well illustrated the sweet love between Liu and Bella:
“Let us be the first flowers blooming bright”.

“Your love bursts into lakeside flower with leaves green,

Turned into a fairy flying on the screen.”

LOVE IS MOONLIGHT has the similar mappings with it. Moonlight is widely regarded as soft, pleasant, and makes people feel comfortable and peaceful. It can be well mapped with the state of perfect harmony in this stage of a romantic love relationship:
“Bathed in moonlight and soft breeze amid flowers”

“We may enjoy the priceless breeze and the moon bright.”

Summary 

The metaphor THE LOVE RELATIONSHIP IS A UNITY OF TWO COMPLEMENTARY PARTS plays the essential role in both Romeo and Juliet and Dream in Peony Pavilion. It has illustrated the importance of unity in the stage 4 of Barcelona Sanchez’s typical model of romantic love. 

A series of metonymies about emotional concepts can be found in both literary texts to indicate the two lovers’ attitude toward each other until this stage of their romantic love relationship. In Romeo and Juliet, they are LOVE-FONDNESS, LOVE-JEALOUSY, LOVE-ADMIRATION, and while in Dream in Peony Pavilion, the metonymies are LOVE-ADMIRATION, LOVE-APPRECIATION and LOVE-SEXUAL DESIRE.
In stage 4 of a romantic love relationship, the two lovers have begun to have a stable and harmonious relationship. Love is considered to be pleasant. The metaphors about love have shown this notion. In Romeo and Juliet, they are LOVE IS FLOWER, LOVE IS MUSIC and LOVE IS FOOD. In Dream in Peony Pavilion, they are LOVE IS FLOWER and LOVE IS MOONLIGHT.
Personification is common ontological metaphor both in Romeo and Juliet and Dream in Peony Pavilion. In the former one, Juliet is called angel, while in the latter one, Bella the Du is called Goddess, Fairy Queen, and flower. These domains have indicated Romeo and Liu Mengmei’s great admiration toward their lovers.
From the four points above, it can be concluded that the stage 4 of Barcelona Sanchez’s typical model of romantic love is applicable in Dream in Peony Pavilion. 
3.7 Barcelona Sanchez’s Account of Stage 5 in Romeo and Juliet and its Application to Dream in Peony Pavilion

Romeo and Juliet

In most people’s point of view, the natural outcome of a romantic love relationship is marriage. This view is contributed in Romeo and Juliet by the metonymy LOVE-MARRIAGE.

“Thy purpose marriage, send me word tomorrow” (2.2.144)
“As mine on hers, so hers is set on mine,

 And all combined, save what thou must combine

 By holy marriage. When and where and how” (2.3.59-61) 

In the last stage of the romantic love, the intense love from stage 1 to stage 4 has gradually become affection. Barcelona indicated that LOVE IS FIRE and LOVE IS LIVING BEING are two metaphors which can illustrate this concept. Because fire is very intensive at the very beginning, and it gradually loses intensity until it is extinguished. The same thing happens to the living being. It decays until it finally dies (Barcelona Sanchez: 1995). We can find an example in Romeo and Juliet:

“Killing that love which thou hast vowed to cherish” (3.3.129)

Dream in Peony Pavilion
Marriage is the happy ending of this drama:
“In marriage I have never been a part;

 You know it is in your heart.”

“We should be a company of happy three” (Act 5, Scene 5: The Next Tryst)

Summary
LOVE-MARRIAGE is the common metonymy regarding the final consequence of a romantic love relationship in English culture and Chinese culture. This metonymy can be found both in Romeo and Juliet and Dream in Peony Pavilion. This concept of Barcelona Sanchez’s is applicable in Dream in Peony Pavilion.
However, distinction can be found between two literary texts. In Barcelona Sanchez’s typical model of romantic love, the intensive love will gradually turn to affection, the intensity will fade away. By contrast, this notion can not be found in Dream in Peony Pavilion. Marriage is the final description about this love play.
Conclusion

We have introduced the definition of metaphor. In the traditional theory of metaphor, it is mainly connected with novel, poems or literary languages. For example it plays an important role in literary works such as serving the poetic imagination. It is a figure of speech and beyond ordinary language. In addition, Metaphor is viewed as a term of speech and writing. It is considered only as a characteristic of language and has nothing to do with people’s cognitive system. 

Lakoff and Johnson’s conceptual metaphor theory is emphatic in the whole work. It has established a new definition of metaphor from a conceptual metaphorical perspective. That is understanding one conceptual domain in terms of another one. A comprehensive introduction is provided by discussing the conceptual natural of metaphor, the cross-domain mapping of metaphor, and the image schema of metaphor. Instead of being a rhetorical figure or literary language, metaphor is actually quite commonplace in people’s daily lives. It has a great sense of systematicity and coherence. What is more, it is not only a term of speaking, but also a term of thinking. Kövecses indicates that metaphorical linguistic expression is a way of speaking while conceptual metaphor is a way of thinking. Cognitive linguists argue that an image schema is the basis for abstract thoughts and reasoning in conceptual metaphors. 
In addition, we have discussed the classification of metaphor, the conventional metaphor VS the novel metaphor. The former one is commonplace in our everyday language. It is so common that sometimes people cannot notice its nature. By contrast, novel metaphor is what most people think “metaphor” is. The image metaphor and generic-level metaphor are two subtypes in novel metaphor. Image metaphor is mapping one mental image into another one. Emotion metaphors belong to the Generic-level metaphor: CAUSE ARE FORCES.
In conceptual metaphor theory, metaphor can be divided into three subtypes: structural metaphor, orientational metaphor and ontological metaphor. Structural metaphor is “one concept is metaphorically structured in terms of another” (Lakoff &Johnson: 1980: 14). Unlike structural metaphor, orientational metaphor is about a whole conceptual system. Container metaphor and personification are two of the major subtypes of Ontological metaphor. Besides, the metonymy is an important concept here, especially its similarity, difference and relation with metaphor: like metaphor, metonymy is based on people’s experience and thoughts, and it is also systematic. Metonymy does not only function as a reference, but also provide understanding. However, the metonymy and the metaphor undergo different processes. Metaphor is to conceive one thing in terms of another, while metonymy only involves one entity to represent another.   
We have also discussed the language of emotion. Metaphors and metonymies are useful tools in the language of emotion. In fact, emotion metaphors and emotion metonymies are firmly associated with each other. Emotions have CAUSES and EFFECTS, and they are what the emotions are understood through. We have concluded that there are basic emotions existing across cultures and the images referred are universal. In addition, the force-dynamic schema can be applied to most of emotion concepts. Emotion metaphor belongs to the generic-level metaphor: CAUSES ARE FORCES. Though there are still some emotion metaphors which cannot be conceptualized universally, human body experience can be universal in most cases, which is also the basis for our study on love metaphors in the English and Chinese literary texts in this paper. Kövecses set up a series of mappings which are characterized conceptual metaphors and conceptual metonymies, and they have played an essential role in defining a universal emotion model. It can be concluded that the experiential basis of our emotional concepts can be emerged into cultural models by inviting conceptual metaphors and metonymies.  
After analyzing the love metaphors and metonymies in Dream in Peony Pavilion from the conceptual metaphorical perspective, it can be concluded as follows:
Barcelona Sanchez’s stage 1 of typical model of romantic love is not applicable for Dream in Peony Pavilion. In the first stage of Bella the Du and Liu Mengmei’s love relationship, there are three major love metaphors: LOVE IS DREAM, LOVE IS LIVING BEING and LOVE IS A YEAR. Unlike the three major love metaphors Barcelona Sanchez finds in Romeo and Juliet for the stage 1 of his typical model of romantic love: LOVE IS LIGHT, LOVE IS SUN and LOVE IS FOOD, Tang Xianzu does not indicate the indispensable role which love plays in Bella the Du and Liu Mengmei’s lives, and the lovers do not search for love as eager as people search for light. The reason for that is because at Tang Xianzu’s period, Chinese society was still quite feudal, writers tended to choose more implicit words in their literary works. Love was not what young people could pursue freely. Therefore, the eager desire of love for young people cannot be found in the first stage of Bella the Du and Liu Mengmei’s love relationship.

Barcelona Sanchez’s stage 2 and 4 of typical model of romantic love is wholly applicable to Dream in Peony Pavilion. Firstly, the metaphor THE LOVE RELATIONSHIP IS A UNITY OF TWO COMPLEMENTARY PARTS is the central metaphor for both plays. It also indicates the basic notion in a love relationship-UNITY, no matter in Chinese culture or English culture. A series of love metonymies regarding Liu Mengmen’s physiological and behavioral changes and actions can be found to indicate his intense love toward Bella the Du. It is the same as in stage 2 of Romeo and Juliet’s romantic love relationship. In addition, some love metonymies about the two lovers’ attitude toward each other can also be found both in Romeo and Juliet and Dream in Peony Pavilion, which illustrated the love concepts and notions about each other at this stage of a love relationship. Personification can also be found in both texts to show the lovers’ admiration for the beloved one.
Barcelona Sanchez’s stage 3 and 5 of typical model of romantic love can be partly applicable to Dream in Peony Pavilion. The love metonymies regarding the two lovers’ physiological and behavioral effects can be found in Dream in Peony Pavilion, which corresponds with the stage 3 of the typical model of romantic love. Source domains such as CRIME and LIGHTNING in Romeo and Juliet cannot be found in Dream in Peony Pavilion. It shows the implicit characteristic of Chinese cultures again. Marriage is the common natural consequence in both plays. However, the process of turning intense love to affection as time goes by cannot be found in Dream in Peony Pavilion.
To sum up, Barcelona Sanchez’s typical model of romantic love is partly applicable to Dream in Peony Pavilion. Though there are some differences between conceptual love metaphors and metonymies in Chinese literary work and English literary work, they still share a lot in common.
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