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1 Introduction
1.1 Aims

“There is very little about the emotions that ig neetaphorically conceived”
Zoltan Kévecse's

This dissertation is primarily a study of metaphofsemotion in rebétiko song
texts® Particular attention will be devoted to the intetption of certain frequent-
ly recurring words and phrases (such as those llgha the title: papudxt
‘poison’, pwtia ‘fire’, and daxkpv ‘tear’) as literal or as metaphorical, or, in some
contexts, as either. The metaphors of emotion iétikeo will be examined in the
light of the theories of conceptual metaphor devetb by George Lakoff and
Mark Johnson from 1980 onward and subsequently elaborated $peet of
emotion metaphors by Zoltan Kovecse$his dissertation will thus test the
applicability of these theories to metaphors of gomocommonly encountered in
Greek, and specifically in rebétiko song texts.

Following a particular concern of Kdvecses, thelysia will examine whether
the various metaphors encountered are convent@mneleative, and universal or
culture-specific. The lyrics of rebétiko shoyddma faciebe suitable texts for this
purpose, given the enduring popularity and increpgiervasiveness of the genre
among successive generations of Greek-speakershwhggests that it expresses
what might be termed ‘the Greek spirit and Greektady’ to a significant extent.
However, despite the wealth of social and cultendtdence encoded in it, the
language of rebétiko lyrics has received scanhttte in the copious secondary
literature about the genre (reviewed collectivelyséectionl.4 and incidentally in
chapter 2 below), and metaphors are rarely merdione

The basic thesis advanced here is that metaphoesnotion are of crucial
significance to the poetry of the emotionally cretggenre which is rebétiko.
This dissertation will also explore the possibilibat certain metaphors might be
considered genre-specific and consequently sergem®-markers to some extent.
One might have expected an examination of figueatixpression in rebétiko to be
concerned primarily with those tropes which migkt deemed the most salient
genre-markers or at least peculiar to the genre.mbst conspicuous candidates

! Kévecses (2000:85).

2The terms ‘rebétiko’, ‘metaphor’ and ‘metaphoreshotion’ are defined for the purposes of this
thesis in chapters 2 and 3.

3 Lakoff & Johnson (1980/2003).

4 Kovecses (2000, 2002, 2005).

5 Cf. Tsounis (1995:95): “There is a long historyastociation between music, ethnic identity and
emotion in Greek culture.”



for this role would be certain metaphors relationdpashish smoking, such aséc
(literally ‘dervish lodge’;metaphorically‘hashish den9andvteppiong (‘dervish’

= ‘hashish smoker’j,or the bouzouki, such asvpvtictnkec otV méva, 610
kovtivi (‘you're tuned with a plectrum, to the D-string“you’re all dolled up to
the nines’). Also those embedded in the argot édallaixy in Greek) generally
associated with rebétiko, e.giva (literally ‘a goose’;metaphorically‘a 1000-
drachma note’Aayovadec (‘cabbage-pickers’ = ‘pickpocketskavtopieg (‘slip-
pers’ = ‘wallets’), anckve tovumeki (‘fix some tobacco’ = ‘keep quiet})Yet this
dissertation will instead seek to demonstrate thetfigurative expression which
typifies rebétiko is centred on the metaphor of #omp which it does not
monopolise among other song genf@sma faciethe metaphor of emotion may
be less saliently distinctive, but analysis reveal® be more broadly charac-
teristic of the genre as represented in my corpus.

In order to examine thgenre-specificityand the originality or conventionality
of the metaphors in rebétiko in depth, a comprelkensomparison with other
genres of Greek song would be needed, notably $olkgs dimotikg, other
popular songsldika), songs of revue theatrex{fewpnoioxd), as well as other
types of popular literature (shadow theatre, brigaovels, etc.). Accordingly, this
pilot study of metaphorical language in rebétikan wnly aspire to tentative
findings regarding the conventionality of the méiays in its corpus. The limited
comparison with other genres in this study5(5 Similarities between Metaphors
in the Corpus and those in Erotokritos and Folk gas intended to be indicative
of what a broadly based comparison might yfeld.

1.2 Scope

The primary focus of this dissertation is restiicte the metaphors of emotion
found in the corpus of texts compiled for this pps@. Accordingly, the runs in the
concordance programme ConcappV4 (3 Method and Sourcedave been
applied to the most prevalent words and combinatafrwords. The categories of
metaphors of emotion will be explained belovB&.3 The force of emotion.

The corpus comprises song texts composed betweghlyothe end of the 19
century and the middle of the 2(from the 1880s to the 1960s; 2f3 Definition

® vasilis Tsitsanis’s metaph@gco otov teké g ywevtpog g {omg pag ‘in the hashish den of our
false life’ ([Ipiyrimouactovpndeg) is a spectacular example of this type of image.

" Rebétiko metaphors relating to hashish smoking Hmen discussed by Thorsen (2001). She
sensibly does not labour the rather implausiblenestion between rebétiko and Sufi cosmology on
the basis of these words, but explores the anatoggted between mangas culture and Muslim
mysticism as “the ultimate provocation on part lné imanges against a dominant discourse which
sought to suppress any connection to Eastern eyltpr12.

8 Metaphors embedded in Greek urban argot have érmemerated among “dead or prosaic images”
by Gauntlett (1978:90-92).

9 Cf. also Gauntlett’s comparison of metaphor in tiébéand folk song (1985:325-331).



of rebétikg. As mentioned below, it has become conventionalivide the broad
rebétiko genre into thematic subcategories (suchoasiidika, epotikd, g
puAakmg, Tov vokospov),'® and some studies are restricted to one or more sub
categories (e.g. Aulin & Vejleskov 1991). Howevéne various attempts at
classification have been undermined by the fa@svhry often a single song text
can belong to more than one category, that the dtiernategories often overlap,
and furthermore that some songs are thematicadlgfinable. As this dissertation
is not restricted to subcategories, it sufficesclarent purposes to foreshadow the
thematic scope of the material under analysis bynly the range of themes
represented in the corpus (and in the metaphemnitins) in order of prevalence,
as follows:

* love
unrequited love, jealousy, deceit, separation
gender relations, marriage
* society, life
poverty
imprisonment
crime
emigration
sorrow and pain
fantasy of exotic places and riches as escapism
* labour
military service
maritime trades
various other trades
* the lifestyle and values of Greek low-life
friendship
pride, dignity and honour
music and musical instruments
revelry: singing, dancing, drinking wine
rivalry
illegal life, gambling
» use/abuse of potent substances
hashish and other narcotics
alcohol
» illness, aging and death
* war and other historic events
the Asia Minor Disaster of 1922
the Population Exchange of 1923-1924

10°E.g. Petropoulos, | (1968/1979), Damianakos (120®1), and Kounadis (2000).



the dictatorship of Metaxas 1936—-1940
the Second World War
the German occupation of 1941-1944
the Resistance
the Civil war of 1944-1949
earthquakes and floods
e the mother figure
(and rarely the father and other family figures)
» praise of localities or persons, and rarely dit@sitreligious personae
(if not merely an exclamation or a formufa)

It must also be acknowledged that, while this dissien confines its analysis
to the song lyrics alone, rebétiko is in fact a ptam artistic combination of verse,
music, and dance which has arisen within definabtgal structures. However, the
dissertation will not engage with the extensived at times rather inflamed,
debate about the origins, cultural value or pditidimensions of rebétiko unless
these are inextricably involved with metaphoricalpression in the lyrics.
Although the focus of this dissertation is resdiuten the lyrics of rebétiko, one
sociological observation that deserves to be madleeaoutset is that the range of
composers and lyricists contributing to the gesredcially broad and diverse. It
ranges from barely literate manual-labourers-timedessional-musicians (such
as Markos Vamvakaris and Michalis Yenitsaris),péaipers and ‘drop-outs’ (such
as Yiorgos Mouflouzelis and Anestis Delias), totitey educated white-collar
workers (such as Minos Matsas and Kostas Virvas)al$o includes some
individuals of average education but exceptiondtyeloped literary talent (such
as Vasilis Tsitsanis, Yiorgos Mitsakis and EftichRapayiannopoulou). The
majority of the lyricists included in the corpusveawritten mostly rebétiko song
texts; however, some have also written other kimfdgikéd. The corpus analysed
in this dissertation was produced by approxima&dysongwriters, some more
prolific than others, but almost all of them nowitguvell-known in Greece as a
result of the growing interest over the last fogtgars in the biography of
‘rebétes™?

As to the scope of metaphor in this study, the stigation is primarily of a
linguistic nature, following the theories of contieggd metaphor mainly developed
by George Lakoff and Mark Johnsdicf. 3.2 Metaphor Theoly However, the
theory has not been applied in an exclusively LBBohnsonian manner, but is

1 Expressions like Xpioté kar Havoyi», «@eé pov» and Kpiotiavog ki opdddoLoc» are most
likely formulae, and do not constitute a substamgéigious reference in the song texts of rebétiko
Most rebétiko song texts are distinctly secularases most Greek folk songs. Cf. Christianopoulos
(1961).

12 A list of the songwriters included in the studydze found in Appendix 2.

13 Lakoff & Johnson (1980/2003).



influenced by the complementary work of Zoltan Késes:* who has extensively
honed the theory surrounding metaphors of emotidhere appropriate, the
analysis also encompasses and identifies exampl@gtonymy, personification,
and simile as a part of figurative language, asithen concern of this dissertation
is the meaning and function of the expressionsarsttict classification of tropes.

1.3 Method and Sources

The corpus of approximately 1350 rebétiko songstextalysed in this dissertation
was compiled specifically for this purpose from s®$ representing various time
periods and thematic subcategories.

The song texts are drawn from digital re-recording®ld rebétiko records,
especially a series compiled by Kounadiand various anthologies of rebétiko
dating from 1968 onwards. The most useful anthel®gnave been those of
Petropoulo$® and Schorelig! which have both widely influenced subsequent
works on rebétiko. Other anthologies consulteduidel Michael-Dede (2001) and
Tsourakis (2000).

When song texts appearing in the anthologies héseelseen found in digital
recordings they have been corrected in accordaitbethe recordings, which are
usually the original source of the anthologistangcriptions. All transcriptions
from digital recordings, whether or not they alsgwr in an anthology, have been
made with due care, but they may well contain srdue to the poor sound quality
of early recordings and the transcriber’s inevigdbhitations as a listener.

14 Kovecses (2000, 2002, 2005).

5 dpyeio Erdqviiic Aiokoypagiac, compiled by the doyen of rebétiko collectors anthmentators
Panagiotis Kounadis, is a series of 50 CDs, eactepting 10 songs. The series was distributed as
an insert in the Athenian newspag@r Bsjua during the summer of 2008. In 2010-11 Kounadis
produced an expanded version of this archiverfoNéa, another newspaper of the Lambrakis Press
Group, this time comprising 20 books, each contginivo CDs with 20 songs each (a total of 800
songs), together with his annotations and essayse She compilation of the corpus for this
dissertation had already been completed and thepwtem analysis had commenced before it
appeared, it was too late to switch to the neweservhich in any case overlaps substantially wigh t
previous one. However, Kounadis’s new transcrifgiand annotations have been taken into account.
As Gauntlett (2001b) points out, researchers oétikb today are frequently confronted with the
problem of keeping up with an oversupply of recdrdeaterial of uneven quality. All the digital re-
recordings used as sources for the rebétiko cogpaslisted under ‘Digital recordings’ in the
bibliography.

16 petropoulos, | (1968/1979). This anthology andvisious sequels (Petropoulos, | (1982/1990),
together with Schorelis (1977-1981), see belowyehbeen widely criticised as inaccurate and
unmethodical, for giving rise to false conclusidnsvarious derivative studies on the subject, and
ultimately for obstructing the correct definitiohtbe termsebétikoandrebétis Cf. Gauntlett (1982,
1991). The anthologies have been used with duéocaint this dissertation.

17 Schorelis (1977-1981).



Songs for which recordings have not been found jhatere possible, been
corrected by comparing the various anthologiesuhgr reservation regarding
sources of texts arises from the difficulty of decading rebétiko from other
kindred genres. The boundaries of the rebétiko eyaare contested (cR.3
Definition of rebétikdp, and some songs included in the corpus may hmuid,
while other songs deemed important by some comnmatanay not have been
found, or may have been judged to belong to anogesre!® In particular,
neorebétikaand archondorebétika(cf. 2.3 Definition of rebétikp have been
excluded from the corpus, not without reservatidng, establishing the chrono-
logy of all the potentially eligible songs recordaéter 1960 was simply not
feasible within the time constraints.

Ultimately, it is to be hoped that the occasional &olated mistake or disput-
ed selection will not seriously undermine the ollevalidity of my thesis. The
corpus of texts as compiled should yield a satisfgandication of which meta-
phorical expressions are most common in the gemiela context in which they
occur, and this will facilitate the identificati@and analysis of the main metaphors
of emotion present in rebétiko. (The differencesrveen metaphors of emotion
and other metaphors are describe8.atMetaphors of Emotion

To this end, the corpus of text will be run in tbencordance programme
ConcappV4, in order to extract the most prevaleatds and combinations of
words in all their contexts. As it is important find all the versions of a word,
including derivatives, the runs will be performadtbe words’ stem (or stems if a
verb), with and without accent marks. This will tae different parts of speech in
every inflection of a word and yield a more comelpicture of metaphors used in
various contexts.

The translations of the song texts into Englishramee. Whenever possible, the
metaphorical expressions have been translated a@uwesponding English
expressions, except where a literal translationeisded to illustrate the usage of
particular words. Translation of Greek slang in egah and rebétiko slang in
particular, is problematic, and in many cases thgligh translations are only
approximate and nuances are unfortunately lost. édgerience confirms the
conclusions of an article on translation of reb@tikics by Gail Holst-Warhaft:

Translating the slang-filled lyrics of the rebetikdo another language, especially one
like English, raises serious theoretical and pcattproblems [...]. My conclusion is that
any solutions we arrive at do little more than medniis that the language of the rebetika
resists, among other things, translation.

18 The early smyrnaic songs are particularly troulries, as they are considered by some to be folk
songs of Smyrna, and by others to be rebétika ef'smyrnaic period’, while Pennanen (2004)
regards the whole ‘smyrnaika’ category as a Greslonalist myth. It is also especially difficult to
define the genre of certain songs by Babis BakAlmstolos Kaldaras, Eftichia Papayiannopoulou
and Kostas Virvos.

19 Holst-Warhaft (1990:184).



The spelling of the song texts in Greek has beandsirdised to facilitate the
search for words and expressions in the corpusllizirthe transliteration of the
names of Greek lyricists aims to reproduce the Kpd®netically for a reader of
English.

1.3.1 Content Analysis

This study employs the techniques of content aisdyas this method enables
analysis of a large number of texts, as required,l@nd focuses on the frequency
with which words or concepts occur in texts or asréexts. In this manner it is
possible to point to similarities and differenceghe content of the song texts, as
it can reveal messages in a text that are ordyndifificult to see. A problem with
content analysis is that it does not show thatstlime words used in different
contexts can have very different meanings. Onetisoluo this problem is to
examine each context and to code the various cations found. This method
facilitates the study of cultural concepts, whiglk af particular interest to this
dissertation.

Using the computer programme ConcappV4 for theyaiglkequires certain
coding choices to be made as to the words, phrasds;oncepts to be included in
the study. Those choices pertain to level of amglybandling of irrelevant
information, creation of translation rules, level inplication of concepts,
existence or frequency of the concepts, and thebeuwf concepts.

Since this study is of an exploratory and desar@ptiature, no specific results
are pre-empted. Nor is there a single specific thggis to be verified or
disproved, apart from a general assumption (basekhformal observation) that
the lyrics of rebétiko are both highly metaphorigati emotional (cfL.1 Aim3.

1.3.2 Coding Choices

For thelevel of analysighe choice is between coding single words andngpdi
phrases. Coding single words facilitates the cehtvha specific type of text with
general usage, which could be useful for curremp@ses. But since it is also
necessary to analyse phrases in metaphorical esipnes some phrases have also
been coded. Another choice relates to handtiegevant informationsuch as pro-
nouns, prepositions, and other universal wordspfit®ns being to skip, delete or
use them. In the case of this study, instancebeirtelevant information would
include literal meanings of metaphors, but thesenot be detected by the
computer programme.

The next choice is in thereation of translation rulesbetween using an
existing thesaurus or a specially constructed thresa With the former, the
peculiarities of slang or double meaning might bst,| whereas a specially

2 The following methodological exposition on textaalalysis is mainly based on Carley (1993).



constructed or special-purpose thesaurus is bsttiéed to a particular socio-
linguistic environment, and is based on the dedadlpalysis of a sample of text.
The latter has naturally been preferred for curpemposes.

The level of implication of concepts another choice to be made. Meaning is
always lost when only explicit (manifest) concepte used. The use of implied
(latent) concepts admits the comparison of undeglghared meanings and social
knowledge in texts. In this study the use of imghligoncepts is significant, as
knowledge of social meaning might enhance the arsly

The next decision concerns codiegistence or frequencyn this study a
frequency-based comparison of the song text hass beed, in order to describe
similarities, differences, and patterns in the metaical expressions.

Finally, thenumber of conceptsas to be determined. A numberl®0 to 500
concepts is generally considered enough to codelkdge on any specific topic,
and 250 concepts suffice to cover the plethora afde and phrases expressing
emotion in the corpus, whatever their thematic eanithe investigated concepts
are listed and translated in Appendix 1.

1.3.3 Gathering, Saving, Coding and Analysing tla¢éeD

The concepts to be coded were identified by capdulisal of the corpus in search
of words and phrases from the metaphorical soummaths associated with
emotion (cf.3.3.3 The Force of EmotipnThen using the computer programme
(ConcappV4), these words and phrases were locateitiei text corpus. This
process identified further concepts for consideratior the final analysis. An
alphabetic list of the words and concepts, togettith their immediate context,
form aconcordancefrom which can be extracteihter alia, the frequency with
which each of the concepts was used, thereby titailg content analysis. After
extracting frequency counts of concepts from thestethe textual analysis
proceeded, using the concordance to focus on thib@uof concepts shared, as
well as on the pattern of concepts shared acrats te

This study is of a qualitative nature, rather tlamntitative nature, in that
greater emphasis is placed on describing and disgusinteresting cases.
However, a quantitative method is used to illustréte frequency and the
metaphoricity of the various concepts.

To establish what constitutes the specific metapabtanguage and socio-
linguistic environment of the rebétiko culture incgrtain cases, an external point
of reference is needed. For the comparison withrgbeat Modern Greek usage,
three substantial Greek dictionaries are used: ridatis (1998/2002), Kriaras
(1995) and Triantafyllidis (1998). Selected metaptad expressions found in the
rebétiko corpus are also compared with correspagnéipressions in Greek folk
songs and in the Cretan verse romaigetokritos by Vitsentzos Kornaros,



making use of Alexis Politis's anthologies of Greéik song? and the
Philippides-Holton concordance Bfotokrito$? respectively.

1.4 Previous Studies on Rebétiko

Rebétiko appeals primarily to large numbers of pedap Greece and in Greek
communities over the world (mainly in the USA, Aadia, and Europe), and as
one of the principal musical and cultural expressiof the Greek nation, it has
inevitably become the subject of an enormous raoigelivergent opiniorf?
Moreover, the artistic complexity of the genre édlacted in the multiplicity of
disciplines involved in its systematic study, irdihg musicology, social science,
history, and philology.

Kostas Faltaits was the first philologist to wraout rebétiko (though not
using that term); in 1929 he maintained that saxgstnow considered rebétiko
merit serious study as poefjThere has still not been much systematic research
on rebétiko, whether as poetry or otherwise, alghosince the 1990s the amount
of scholarly work on the subject has increased tantially. Most work on
rebétiko continues to be conducted by amat&ise resultant publications are
mostly articles or essays in newspapers and mag@oinon the Internet, and are
often argumentative in nature, but they also tdk® form of biographies of
composers, songwriters, singers, and musidaAs. previously mentioned, there
are also numerous anthologies of varying qualiiyh @wccompanying information
on the song texts, the composers and their lifestthe most prolific Greek com-
mentators on rebétiko include: llias Petropoulosiowpublished the first
substantial anthology of rebétiko song texts (ughmgterm in the titleJ’ Tasos
Schorelis, whose four-volume anthology of rebétdangs and annotations has
already been noted; and Panagiotis Kounadis, whts@am extensive and well-
organised archive of old rebétiko records. Kouriagiablished work includes two

2L politis (1999a, 1999b).

22 philippides & Holton (1996—2001).

B Cf. Gauntlett (2001b:130): Qutag [...] otoreio Tov KaONuEPVOD AKiKOD TOMTIGHOD, TO
PEUTETIKO TAPOUEVEL BELA Y100 TO OTTOT10 TPEMEL VITOYPEDTIKE VO, EXOVV OAOL YVOUT KoL OAOL UTOPOVV
SNUOKPATIKA VO TAPLETAVOLY TNV owBevTio 6T pEUTETOAOYIN, OTMG GTN TOS0GPULPOAOYIO.

% Faltaits (1929:152) Ko tpayotdia [...] awtd sive GEwa kamotog mposoxfic. Eyovv ethikpiveta kot
avBopuntiopd mov ekmAntret kot yontevel. Kot dev eive pdvov n etpivela kot o avbopuntiopds
TV, 0AAG KO 1] GTLYOVPYIKY TEXVT] TOV, TOL Kol LOVOV 0T EMPAALEL VoL To TPOGEEOVUED.

% Thus anlnstitute of Rebetologpperates in England under the private managemerihe
enthusiast Ed Emery and has been holding annwahational conferences on rebétiko on the island
of Hydra since 2001.

% See e.g. Georgiadis (2001), Papazoglou (2003)giapnou (1982), Tsitsanis (1979), Vamvakaris
(1973), Virvos (1985), and Yenitsaris (1992).

27 petropoulos has also written several other worksubjects of the Greek underworld, to which he
ascribes the rebétiko culture.



large volume® assembling his extensive journalistic output ameriviews with
rebétiko performers, as well as annotated transenip of songs and discographies.
Nearchos Georgiadis and llias Voliotis-Kapetandkisave both produced a
number of books on the politics and history of t&aé® One of the pioneers of
rebétiko outside Greece was Gail Hotstho first aroused the interest of the rest
of the world in this music style with a book whdseeek translation also includes
articles on rebétiko from the Greek press 1947-1976

The scholarly studies on the subject are mostiglast and papers, but also
a few dissertations. The first doctoral thesis WwasStathis Gauntleft on the
song texts of rebétiko from a thematic, stylispopsodic, and linguistic point
of view. Both in his thesis and elsewhere, Gauntias given much attention
to the language of rebétiko, as well as to gentegaisatiort: His work on
rebétiko, accomplished over 40 years and addressingerous aspects of the
topic, is seminal. Other relevant dissertations lareDemeter Tsouni¥,who
“examines the contemporary significanceebetikamusic in Adelaide, South
Australia, by identifying the social and culturalopesses which nurture the
music in the Australian multicultural context;’and Despina Michaéf,on the
image of the Modern Greek popular musician. Thesearchers are all active
in Australia, and significantly most scholarly rasghers of rebétiko actually
live outside Greece. This may, as Gauntlett pytsatdue to the fact that “the
social taboos which caused academics in Greecdy avifew honourable
exceptions, to abstain egregiously from even ackedging the existence of
the genre, did not apply in the English-speakinglavd®’ Apart from the

28 Kounadis (2000, 2003).

2 Georgiadis (1993, 1996, 1999, and 2001), Volis@getanakis (1991, 1997, and 2007).

30 Gauntlett (2001b) points out that the four authmentioned above all lack documentation for
many of their statements on events regarding eléind that they draw exaggerated and premature
conclusions from the song texts. Cf. p. 168 &&lo tov tpayovdidv oty texunpioon g
EMGTNUOVIKNG 10TOPLOYPaPiog eivor mOAD 7o mepimhokn vwodbeon om’ 6,71 QAIVETOL VO OVTIAOLL-
Bavovtat ot avtodidaKTol GIAOA0YOL Kol EPACITEXVES 1GTOPLOYPAPOL TOV pepnétikov. Kupimg Egyvoiv

OTL 1| TOWTIKT TOV TPayoLdoV To Kabotd Téxvn (art) ko wg ek Tovtov emrtndevon (artifice), dSniadn
KG0e GAAO mopd Apeco, AOOUEGOAAPNTO TOPUTNPNTAPLO NG OVTIKEWEVIKNG, EEMKEWEVIKNG
«rpoypatikomrac». Also cf. Kotaridis (1996:23):(k otiyot givon puépog tov kdoHov Tovg, dev givat

0 KOOOG TOVG 6€ GALO EMinEdO — OGO Kat av Ot AVOAVGELS poG d10Ac0aivovy TPOG TO VoL VITOGTAGLO-
TOLOVV TIG AVOPOPES YOl TOV KOGHO, EKAAUPAVOVTAG TeC ™G TOV 1610 TOV KOGLO, GOV OAOKAN PO TOV
KOG Kot LAAMOTO GE EVIKO aplOpd».

31 Holst (1977).

%2 Gauntlett (1985). Gauntlett's thesis was apprate@xford University in 1978, but here the edited
version published in 1985 is primarily used.

3 See e.g. Gauntlett (1982).

34 Tsounis (1997).

35 The quotation is taken from the abstract for Ts®(1997).

36 Michael (1998).

87 Gauntlett (2001a:50).
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English-speaking world® scholarly work on rebétiko has been pursued in
France, mainly by expatriate GreeRéyy several researchers in Denm&rig
Finland and Sweden, mostly of a musicological reattiand in Germany,
Norway, Spain and Mexiébto mention but a few countries.

Somewhat belatedly Greece has produced some dottteses on the subject,
notably Yiannis Zaimakis*é sociological study of rebétiko music in Herakleion
Crete. Professor Nikos Kotariffdas edited a volume of well documented papers
presented at the graduate seminar in sociologyealPanteio University in Athens
on the culture of rebétiko. One of the most promirend meticulous independent
researchers on rebétiko in Greece today is Kodliagllé,” whose publications on
the subject include a comprehensive bibliogralifand informative prefaces to or
commentaries on various other workaother careful researcher in Greece is the
poet Dinos Christianopouldéwho has been publishing studies of selected aspect
of rebétiko since the 1950s.

This thesis aspires to contribute to knowledgehef language of rebétiko by
detailed documentation and analysis of one religtismall but important aspect,
the metaphor of emotion.

%8 Further examples are Beaton (e.g. 1980, 1986)dirUtk, Holst (1977) in Australia, Frangos (e.g.
1995-1996) in the USA, and Paivanas (1993) in Aliatr

39 E.g. Damianakos (1976/2001) and Petropoulos,8Z11990).

40E g. Aulin & Vejleskov (1991), Smith (e.g. 198%91 and 1995) and Torp (1991, 1993).

41 E g. Jouste (1997) and Pennanen (1999, 2004hlarfd, Einarsson (1991) in Sweden.

42 E.g. Dietrich (1987), Thorsen (2001), Rincén (20@4)d Lopez (2005) respectively.

43 Zaimakis (1999).

4 Kotaridis (1996).

5 Viisidis (e.g. 2001, 2002, 2004 and 2006).

48 vlisidis’s bibliography (2002) provides an extaresicoverage on studies of all sorts conducted on
rebétiko.

47 Christianopoulos (e.g. 1961 and 1999).
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2 Rebétiko

2.1 Background

Rebétiko is one of the most prevalent music stidesodern Greece, consisting
mostly of melancholic songs full of sorrow, bittess, disappointment, and
misfortune, as well as passion and romance, bot-ate some extent — of cheerful
songs of revelry and a carefree attitude to lifes & much debated subculture, and
both its lyrics and, even more remarkably, its musave been subjected to
censorship and prosecution, as well as praise atidnal celebration of its
composers and exponents. It has been viewed by astiee most authentic Greek
music and by others as an entirely oriental fornrmafkic with no connection to
Greekness whatsoeV&r.

Rebétiko as a music style developed in the Greekidpg world and its
diaspora in the early twentieth centd?yt consists of many interrelated music
styles and subcategories. Its roots can be tracathinland Greece, Asia Minor,
and the Greek islands, but the musical form has begadly influenced by many
different cultures and other musical traditionsisltvery difficult to define what
rebétiko really is, though many attempts have b@ede by both scholars and
amateurs. The boundaries are fluid as regards both period and genre
categorisation. In some sense it is easier to éefinat isnot rebétiko, than what
is. Most definitions have to do with the circumstes in which the songs emerged,
and hence mainly treat the social environment haditestyle of the practitioners
and their adherents (cR.3 Definition of Rebétilo Rebétiko songs can be
classified by the rhythm of their music and hendso aby the dance style
accompanying them. One way of categorising the samdpy dividing them into
thematic subcategories with regard to the textoatent, the main themes being
love, emigration, imprisonment, labour, hashishd society at large (cf. the list of
themes af..2 above). There are also songs about historicaltsyetich can be of
great interest for the understanding of the Greetipfe’'s perception of these
events in a sociological perspective. Songs writhering troubled times in Greek
history have gained the status of classic periedgs, e.g.Xvvvepiaouévy

48 For examples of the widely disparate opinions ebétiko (and other related genres) from the
beginning of the debate, see Vlisidis (2006), p.g34: Qo tpayoddio avtd give va Koppdtt and

™mv Yoy tov Aaod avtod [tov Mikpacatdv]. Byoipéva and ta O tovg, ta é0iud tovg, Tovg
épotég Toug» (H Bpadwvn, 12 Avyovostov 1931); p. 59: & tpayovddel onpepa o Aadg pog 6Tto
dpouo, 610 Omitl, OTIS YOpTES, otV TOPépva Kot otnv e€oxn; Tpayovddel Tpayovdio. mov oG
katefalovv otic Tedevtaieg Pabpideg Tov moAtiopov. Tpayoddia avtapike, yoaouAidika Eemecpuéva,
Bpopepda» ([Tdvog Zndrog, «Adikd tpayovdia» in: Xpovoypdagog, Tewpaidg, 24 Tovviov 1937).

“® The following general remarks on rebétiko are mered axiomatic, as they are mostly based on a
broad consensus of scholarly discourse on the stilljence no single references are given for most
of the specific statements below.
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Kopiaxsi (Cloudy Sundayf and Kéroia uava avasteviler (A mother sighs) by
Vasilis Tsitsanis.

Rebétiko song texts have been condemned by polgicaups, both of the
Right and the Left, as an expression of decadélfue.Right blamed rebétiko for
obstructing the Greek people’s westernisation ardpirpetuating an oriental
mentality, whereas the Left accused the Right efatininating the same songs
with a view to demoralising the people and makimgnt less willing to fight for
their rights® Many early song texts contain references to hhshisd other
narcotics, which led to censorship and criminailigabf the texts on more than
one occasion. Interestingly enough, at a time winene was no censorship of
songs about narcotics, but politically colouredtdewere being censored, some
songs with political content were allegedly disgdisto appear to be about
narcotics??

Rebétiko has been called ‘Greek blues’ becauskeo§imilarities to American
blues®in terms of the songs’ themes, their passiondsatpve melodies, and the
socioeconomic context of their emergence. For #mesreasons, there have also
been comparisons of rebétiko with the Portugdade, as well as witlflamenco
and tango of Spain and Latin Americ& and other music styles of France,
Rumania, and Turkey. These culture and music styde® also been persecuted
by the authorities as morally depravé@auntlett® lists a number of similarities
between rebétiko and blues which have led to thisparison and the appellation
“Greek blues” since the 1970s. These include, ghtaxh to the above-mentioned,
that “their composers and performers tended to hevg little to do with the
fringe-dwellers that they were still writing andhging about,” there is an overall
use of colloquial language, the lyrics are “highdndrocentric”, and “the
unadorned singing styles of both traditions ar® asfar cry from westeriel
canta”®’ Rebétiko and blues were actually also being resmbid the same studios
in New York and Chicago in the 192%s.

Rebétiko is commonly regarded as the music of g@ple in the sense that it
forms part of Greek popular culture, as opposeithe¢chigh-brow, elite culture of
educated Greeks; indeed it is said to have emeaxgddspread among people on
the fringes of Greek society. It was originally wedd as the ordinary people’s

%%1n an article on suicide in rebétiko Gauntlettq@pexamines the claim that the origin of the lyric
of Xowegpiaouévy Kvpraxii was the Hungarian ‘suicide sor@loomy Sundapf 1933.

51 Cf. Gauntlett (1990).

%2 The songEiua mpeldriac (I am a junki by Emilios Savvidis is about the abuse of naosptbut
has recently been interpreted as a satire on tiseatf political power. Cf. Georgiadis (1993:50-53)
53 Cf. e.g. Apergis (1988a, 1988H)ygi(17/11/2001), Barbikas (1994), and Papadimitric@7§).

54 Cf. Dos Santos (1987) and Steingress (1998) rasphct

%5 Cf. Kounadis (1975).

56 Gauntlett (2001a).

57 Quotations from Gauntlett (2001a:44-45).

%8 Gauntlett (2001a:46).
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music and means of expression, but it has evolwadd whole culture, at times
unfortunately quite romanticised, and it is no lendf it ever was, class-bound.
The music holds a prominent position on the Greeisioal scene and with a
broad spectrum of the Greek people; it is listetoelly all age groups, at all social
levels, and at all kinds of entertainment establishts, concerts, and taverns.
Much of the music produced in Greece today is erflred by rebétiko. Composers
and songwriters of rebétiko are among the best-knpearsonalities of Greek
musical history, e.g. Markos Vamvakaris, Vasilistanis, Yiannis Papaioannou,
and Apostolos Kaldaras, to mention but a few, astlae exponents of the genre,
e.g. Roza Eskenazi, Rita Ambatzi, Stratos PayiosmBrodromos Tsaousakis,
Marika Ninou, and Sotiria Bellou. The music of therld-famous composers
Mikis Theodorakis and Manos Chatzid&Ris strongly influenced by rebétiko, as
were the singers Stelios Kazantzidis and GrigorithiBtsis, both of whom
attained iconic status in post-war Greek populdtucet From a marginalised
subculture rebétiko has become a national musicegehich resonates through
the global Greek diaspora — and beyond, sincepjtsagriation to world musit-

2.2 The Origins and Evolution of Rebétiko

There are various theories on the origins and eemeey of rebétiko. The issue
concerns this dissertation only by way of contexthe material under analysis,
and it suffices to present succinctly the broadseosus version. According to this,
rebétiko arose from a combination of music stylesuad the turn of the 30
century in the larger Greek-speaking cities of titae (such as Constantinople,
Smyrna, Athens, and Piraeus) and the major portiseoGreek islands. It evolved
mainly in the slum areas of seaports such as Riraghere great numbers of
internal and overseas migrants from all aroundGheek-speaking world settled.
The numerous immigrants from Asia Minor broughthathem to Greece a highly
developed Ottoman musical style, including thmanés®® which repeatedly
became aasus bellibetween westernising Greeks and ‘traditionalifisin the
first appearance dfafé Amaf’ in Athens in the 1880s onwards.

Smyrna had long been a significant centre of Gremkmerce and urban
culture, and when the Asia Minor Disaster of 192@ a&nsuing exchange of

% 0On the issue whether rebétiko was ever a clasacb@enre of the ‘simple’ people, see e.g.
Gauntlett (2005a).

50 Chatzidakis’s introduction of rebétiko to the uppkasses in 1949, in arrangements for the piano
and the alluring voice of Melina Merkouri, contrtbd significantly to the broader dissemination of
rebétiko as a music style.

61 Cf. Gauntlett (2009).

%2 The amanésis an oriental-style song featuring the long arelismatic performance of plaintive
tunes, over which a single couplet is stretchela#t no accompanying dance style.

53 A Kafé Amanwas a tavern or coffee-shop offering musical ¢atement in the smyrnaic style,
initially performed in Greece by musicians imporfesm Asia Minor, as was smyrnaic music.
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religious minorities displaced its Christian pogigda, the refugee musicians of
Smyrna played an important role in developing arental alternative to the
westernizing musical fashions dominating Greek pmpmusic. Several musical
ensembles from Smyrna and Constantinople becama@gvap Athens, adjusting
their themes to their new circumstances and soamirdding the emergent
recorded-sound industry. The instruments used bgettprofessional musicians
were primarily violin, the Anatoliaouti or ud, santourior santur(dulcimer), and
kanonakior kanun ‘Smyrna-style’ vocalists were both women and men.

The bouzoukiwas not part of themyrnaicensemble. It was, however, popular
among the urban working class of Greece and acauiegbéhepireotic song style
which developed as an expression of their lifest@eeryday struggles, and
emotions. Thébouzoukiand its miniature version, tHmglamas were joined by
the guitar to form the typical Piraeus-style ensiemiyhich also initially featured
some rather gruff male vocalists.

Eventually the imported smyrnaic and the local gdie styles blended into
what has come to be known as the rebétiko stylethis does not mean that
rebétiko is stylistically homogenous. On the camtraebétiko includes both a
blend of the two styles, and the two separate stgke they originally were. In
addition, the rebétiko genre has, of course, ewbloeer time in contact with
various other, mainly western, musical styles. Biseendancy of rebétiko into
broad popularity commenced in the major Greekitiethe early 1930%.

As regards the thematic characteristics of its gerts and many features of its
music, rebétiko has been said to have its roothénGreek folk songs and to be
the continuation of their traditicfi.Another indication of their origin in the folk
songs is the fact that the majority of rebétikogsoare in fifteen-syllable verse,
which is the primary metre of the Greek folk sor(isough not, of course,
confined to them). Other similarities are the mytlgacal characters present in the
texts (such as Charos, the personification of deé#tkir secular (in the sense of
non-religious charactef§,and the anonymity of the composers of the folkgson
and of early rebétiko (which is arguably an artefafccollection and publishing
practices). Of course there are also differencasvdmn the folk songs and
rebétiko®” One explanation of the differences refers to theapective age and

54 For a more detailed account of the origins of tiEbéee e.g. Gauntlett (1985, 1991), Holst (1977)
and Kounadis (2000, 2003).

5 Cf. Anogianakis (1947), Christianopoulos (1961), Kadis (1998a, 1998b), Voliotis-Kapetanakis
(2007), and Vournas (1961).

5 Cf. fn 11.

5 One example of thematical differences is the egfees to historic events, which seems not to be a
common theme of the Greek folk songs. Cf. Watts 8128: “In all the [folk] songs there appears to
be scanty evidence of an attempt on the part ofdlkesingers to describe actual events of historic
signification.” Gauntlett (in personal communicajphowever, argues that also this is an artefact o
collection and editorial practice, since folk sol§gontemporary history are usually relegatechto t
“rimes” category and therefore rarely given muchcsp
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mode of composition and transmission. It has bésimed that the polished folk
song texts of several centuries’ communal tradgtiare not to be compared to the
much newer and rather crude rebétiko texts, whieruaually the products of one
person (or two), and which have not had the beoétieing refined by time. But,
as Gauntleff points out, “there are many rough-and-ready folkswerses and
many finely crafted rebetika.” Social and enviromta differences have also
been invoked in this regard; some folk songs aealistically associated with a
rural community in an idyllic setting, whereas rike often sings of the misery of
urban life®

Generally, devotees of rebétiko have maintainetlitaoots are in the Greek
folk songs, while its critics have claimed thatétko owes less to the folk songs
than to the aman&sand other Ottoman songs.

Other features invoked in support of the theorthait rebétiko originated in
the folk songs include their shared passion fa &hd their directness, which
some critics have viewed as a vulgar strain evokisgnctual behaviour. Critics
have also pointed to the absence of heroism amtisdefrom rebétik6 and some
have deplored the contribution of the genre todime in the popularity of rural
folk song in favour of urban song styles, whichoalsiclude the western-
influenced Heptanesidnand Atheniarkantada (ltalianatebel cantoserenades),
and the light-popular repertoire of the musicalkesatalledCafé Chantan{often
western melodies dubbed with Greek lyrics).

Byzantine (and even ancient Greek) roots havel@so claimed for rebétiko,
mainly based on comparisons with the modes of Byzamnd earlier music. This
is a highly speculative field, but it seems notikally that rebétiko was to some
extent influenced by the music of the Greek Orthodohurch, which its
composers would have heard reguldfly.

The role of the Greek islands in the developmentbétiko deserve particular
mention, and especially the island of Syros, wileeearchetypical rebétis Markos
Vamvakaris was born in 1905 and initiated as addhilthe rich musical traditions
of the Cyclades and the broader Aegean region.oAth the commerce of its

%8 Stathis Gauntlett, in personal communication.

% Kounadis (1998b) writes on the issue of rebétikal zhe folk songs: K petdfacn and to
dNpotikd oto peUmETIKO TPayoudt amotehel — Kot o amoteléoet yi TOAD kapd axoun — aitepo
AVTIKEIPEVO NG EPEVVAG TTAV® GTO SVO AVTAE GLYYEVIKA LLOVGLKOTOMTIKA €181, 6T0 Babud mov 1660

70 oeTkd VAMKO 660 Kol T0 YveoTikd nedio cupminpdvovtat kot dievpvvovrawy (My translation:
“The transition from folk songs to rebétiko congtits — and will yet for a long time constitute — a
special subject of research on these two kindredicalipoetic genres, to the extent that both the
relevant material and the field of knowledge aneptemented and broadened”).

For an exposition on the differences between theekcand the Turkish amanés, see Schorelis
(1977). He claims that there are substantial diffees in melody, lyric and performance.

" Andriakena (1996).

2|.e. from the lonian Isles.

3 Cf e.g. Chatzidakis (1949), Kounadis (1998b), anan®pdi (1952).
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seaport was already in decline, Syros was at tgmbieg of the 20th century full

of folk musicians and a crucible of musical stylegluding the smyrnaic style

which was duly blended with that of island folk genand spread throughout
Greece. The geographical location of Syros fatddehis dissemination, and the
island is further seen to have been a staging fooghe dissemination of both

hashish and chasiklidika — the rough hashish songjg pireotic style on which

Vamvakaris established his recording career.

The repeated mention of recordings in this briefoaot of the evolution of
rebétiko is not accidental; the gramophone playeduaial role in the birth and
development of the genre. The first recordingsetiétiko in Greece itself took
place in 1920. Recordings had previously been niamth in America and in
Smyrna and Constantinople. The earliest use oftehma ‘rebétiko’ on a record
label dates from the eve of the First World War.

Recording served to popularize rebétiko, introdgcithe genre to new
audiences from all social strata. But it also bidugbétiko to the attention of the
authorities, with destructive consequences, notably937, when the Metaxas
dictatorship forbade the recording of songs of lda-content and of music in
oriental modes. By this time many professional cosgps and exponents of
popular song had become dependent on recordingdome and status, and those
inflexibly committed to the smyrnaic style did nagcover from this setback.
Censorship also constrained the composition of samigh social and political
content in the post-war era; of particular inteteste, is that this caused the more
astute composers, such as Tsitsanis, to resolegoey and metaphor rather than
overt, literal expression.

A rebétiko revival movement began in the 1960s gaided momentum, partly
for political reasons, under the military junta §¥974), which disapproved of the
genre. In its pursuit of pristine forms of the genthis revival duly resurrected
long neglected songs and exponents, giving paaticptide of place to those
connected with the lost homelands of Anatolia.

The origins and development of rebétiko are thearty a multifaceted issue,
complicated by shared distribution paths and munfalences between a variety
of genres. All of which makes the definition andiméation of the genre such an
intricate undertaking. Kounadis broadly summarigdes consensus view of the
origins of rebétiko in the following sentences:

Oleg avtég ot oAAnlemidpdoels kot YpNoeg, G oV TNV TPAOTN TEPI0S0 TOL
dnuovpyeiton n EAANVIKT SioKOYpapia, Eivat KOTd To HeEYOADTEPO HEPOG EMTPENTES, ALPOV
glvar Quokd ot Adikoi cvvBéteg, KvolueEvol 6 aVTODG TOLG YDOPOVG, V' AVTAHGOLV
GTOLYELD KO VO ETNPEAGTOVV OO TIG TPONYOVUEVEG LOPOEG TNG AOTKNG Tapddoong, Yl va
PTIAEOVV TO 01K TOVG £pYO.

O1 Aaikég peAmdieg Tov dnpotikod Tpayovdov, TV Tpayoudidv s Mikpdg Aciag,
ot Pulavtivég eKKANCLOOTIKES LeAMBIES, TO TPAYOVSLO TOV HETAVAGTAV, TMV VOVTIK®OV, T
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diotiyo, ™G PLAAKNG Kot TV TeKEdmV, B’ amoteAécovy TV TPAOTN VAN TV AdIKOV
ouVBeThV TG emoyng exeivng. T
(All these mutual influences and uses [i.e. ‘boiirgg’], in this first period when Greek
discography is being created, are largely pernissiince it is natural that the popular
composers functioning in these domains should eixeements from and be influenced
by previous forms of popular tradition, to credteit own work.

The secular melodies of the folk songs, the sarfgésia Minor, the Byzantine
church tunes, the songs of immigrants and searhergduplets, the songs of prison and
hashish dens, comprise the source-material ofdpealpr composers of that time

Regardless of its origin, rebétiko has had an uiatbhnprofound impact on Greek
culture, which is evident to this day. Rebétikanismio sense an antiquated musical
style. Certainly it was most productive as a musfcam at the peak of its
popularity (conventionally 1922-1952), but songshwthe same rhythms, text
themes, and emotional content are still producex/eheless, this newer output
is not commonly regarded as rebétiko, as the cistances of its creation are not
the same.

2.3 Definition of Rebétiko

Arriving at a valid definition of rebétiko is a cqticated matter. It could be said
that there are as many definitions of the genrth@i® are commentators on it, or
even listeners to it. Moreover, ‘rebétiko’, is rntbe only term involved: various
other label& have periodically been applied to the subculturd eusic style,
most of which pre-date the term ‘rebétiko’. Theseris all had — and still carry —
varying degrees of good or bad connotations, as doe term ‘rebétiko’. The
earliest known Greek usage of the word ‘rebétikecuwrs on a record label of
€.1913, bearing the sofigki tiki tak, which was possibly recorded in 1908.
Definition of the term is not greatly facilitategt beference to the etymology of
the adjective rebétikopunétikog), from the noun rebétipgunétnc), which has
not been entirely cleared up. There are severaridge as to the origins of the
word, e.g. a putative Turkish noun “*rebet’ whichsupposed to mean ‘outlaw’ or
‘marginalised’’® The terms ‘rebet’ and 'rebenok’ have also beeimwd, but not
documented, to denote ‘rebel’ in Serbian and amotigs Muslims of Kosovo,
whence “*rebet’ supposedly entered the Turkish legg with the meaning
‘disobedient to Turkish dominion’, which can bewasgd to have had a positive
connotation amongst Greeks. A further theory inv@vundocumented) Turkish

" Kounadis (2000:385), from Dimitris Gionis's inteevi with Kounadis. The translation into
English is mine.

S Gauntlett (1982:30-31) lists several terms relamedhe genre rebtiko, e.guyiuca, poptika,
oePETIKO, TooYTIVIKA, Kopimika, PAGuKa, kKovtoofdkiko anduovppovpika.

6 Gauntlett (1982:29).
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intermediary forms was first published by Manoliarpo6tsoglou in théthens
Academy Lexicographical Bulletim 1986 and places the ultimate origin of
‘rebétis’ in the Arabicribat, meaning ‘a small border fortification’ and by
extension, the bands of marauding soldiers whoufreted theni! Another
hypothesis is of an Italian etymology in ‘ribellei,e. ‘rebel’. Yet another
suggestion for the etymology of the word is the i&nt Greek péupn’, ‘a
wandering’, and péppopar’, ‘to rove, wander’, whence also the Modern Greek
‘péuPn’, ‘a daydream’, and peppalo’, ‘to daydream’, but this hypothesis is
generally viewed as very unlikely.

The purposes of this dissertation, which focusdg on the genre itself, are
best served by keeping to the word ‘rebétiko’ fe genreé® An obvious starting-
point for establishing a working definition of ‘rétiko’ is reference to the major
lexica of Modern Greek and English. Extensive d&fins of rebétis and rebétiko
are given in Babiniotis’s lexicon:

pepnétng (0) [...] 1. [...] (o) mpbéowmo mov axorovBovoe meplBwplakd TpéTO (NG,
aneiBapyn Kot ovTIGVUPOTIKY GLUTEPLPOPE KoL TOL GLYVA cyetildTaov pe TOV VIOKOGHO
GUUUETEYOVTOAG OE TapAvoues dpactnpomtes [...] (B) mpoowno mov Lovoe avépeha e
yAévtio kor katoyxpnoels [...] 2. o ocvvBétng ffkar o ektedeotig (tpayovdioTg,
0PYOVOTIOUKTIG) PEUTETIK®V TPyoLdi®dV 3. [...] 0 EPUIVEVLTHG PEUTETIKOV TPAYOLIIDV GE
PEUTETAOIKO. — pEpméTIoTa. (1)).

pepméTIKOG, 1, -0 1. avtdg mov oyetileTonr pe tovg pepmEtes: ~ Tpayovor | Lwn 2.
pepméTiko (10) [...] 10 eMnvikd Aaikd aoTikd Tpayoddt TOV opydV TOL bV, TOVL
e&éppale v avtiinyn Cong kot TG eumepies 00 mepBopiov TOV KUTOTEPOV
KOWMVIKOV TUEEMV, KUP. TOV EUTOPIKOV KoL PLOPMYAVIKGY Kévipov.”

The Triantafyllidis Institute lexicon defines relk@s and rebétis respectively as
follows:

pepméTikog - -o [...] 1. yia 1o €i80g TG AiKAG AOTIKNAG LOVGIKAG TTOL dNUIOvPYNoaV Kot
KoAMEPYNoav ot pepnéteg [...] (wg 0ve.) 10 peumétino, To PEUTETIKO TPOyoHdL [...] 2. mov
xapaktnpilel Toug pepméteg (Tovg HOVGIKOVG 1) TOVG aVOpdTOVG TG TdToag) [...]

7 Cited in Vlisidis (2002:107). Cf. Babiniotis (1998(2).

"8 For a comprehensive discussion on rebétiko asvg ses well as on the etymology of the word, see
Gauntlett (1982).

® Babiniotis (1998/2002). My translatiorebétis [...] 1.[...] () a person who led a marginalised
life, with undisciplined and unconventional behawvioand who was often connected with the
underworld by participating in illegal activities.]] (b) a person who lived a carefree life with
revelry and abuse [..3. the composer and/or performer (singer, instrumistyaif rebétiko songs.
[...] the exponents of rebétiko songs at a rebétkatj — (fem.) rebétissa.

rebétikos, -i, -0 1. associated with rebétes:song / life2. rebétiko (neut.) [...] the Greek urban
popular song of the beginning of the [20th] centumhich expressed the perception of life and
experiences of the fringes of the lower socials#as espec. of the commercial and industrial centre
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pepmétng o [...] OnA. pepméniosa [...] 1. opyovomaiktng Kot TPOyovdloTAG 7OV
KoAMEPYNGE, Kuping ot Tores g M. Aciag, o 1% kot wg tig apyég Tov 2000 amvo,
évo, 18waitepo €idog Aaikod aotikod Tparyovdiod g tapépvag [...] 2. avBponog mov Kavel
o {of avépedn kot pdAhov TEPO®PLOKY, aYNOOVTOG TS EWIONUES 1 KOWAG
avayveptopéveg a&isg kot ta 0 e kowvwviag

In Kriaras’s dictionary we find the following, rathnegative, definition:

pepmétng, o, OBvd. -weoa, [...] la. GvBpomog vwbpdg, @vyomovog, ayoipgvtog: P.
GvBpwmog TOL VITOKOGUOV, OANTNG, HAYKOG [...] 2. LOVGIKOG TOL GUUUETEYEL OE PEUTETIKO
(BA. A.) ovykpoTpa. [...].

peEpmETIKOG, N, -0, [...] 1. mOL AVAKEL 1} OVOPEPETOL GTOVG PEUTETES: -0 TPayoDdIl = €id0g
WKPOV, OTA0D EPMTIKOL TPOYOLILOD LE EVIOVO GVOTOATIKO YOPOKTHPO KOl HOVGIKA
opyova 1o Blo)i, To 00TL, TO GOVTOVPL KOt aPYOTEPE, TO PITOLEOVKL KOt TOV UTOyAOUd [...]
To 0V3. ¢ 0V6. = pepméTiko TporyoddL.E:

The 2005 online version of tH®xford English Dictionar¥? defines the English
usage of the term rebétiko, under the headwebétika as an ‘oriental-style song
of urban low-life’, with the following further exphation:

A style of Greek popular song, characterised bic$ydepicting urban and underworld
themes, a passionate vocal style, and an ensegtdenpaniment played esp. on stringed
instruments such as the violin, bouzouki, etc.ti{wal. concord) the songs themselves.
Also (in form rebetiko): a song in this style.

8 Triantafyllidis (1998); (www.komvos.edu.gr/dictiaries/dictonline/DictOnLineTri.htm, 20/9/2009).
My translation:rebétikos [...] 1. concerning the kind of urban popular music creaeddeveloped
by the rebétes [...] (as nourgbétikq rebétiko song [...R. characteristic of the rebétes (musicians or
street-wise peop)d...]

rebétis [...] fem. rebétissa[...] 1. instrumentalist and singer who developed a pagickind of
urban popular song of the tavern, mainly in théesitof Asia Minor in the 18 and early 28
centuries [...]2. person who leads a carefree and rather margidalifee defying the formal and
generally recognised values and morals of society.

81 Kriaras (1995). My translatiorrebétis [...] fem. -issa[...] 1a. indolent, lazy, wretched mab.
man of the underworld, vagrant, street-urchin [2.Jnusician who participates in a rebétiko (see
word) group [...]

rebétikos [...] 1. belonging or referring to rebétes song= kind of short, simple love song with
strong oriental character and musical instrumemts gs the violin, the ud, the dulcimer and later t
bouzouki and the baglamas [...] In neut. as a notebétiko song.

82 Draft entry written by Stathis Gauntlett in 199Fhe quoted version is from the 2005 online
Oxford English Dictionarfwww.oed.com, 20/9/2009).
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The dictionary notes that the term first appeareinglish in an American record
catalogue of 1928° In the same dictionary the termebétis is defined as
‘vagabond’, adding two further specifications:

1. In Greece: a member of a subculture comprisingldlaest socioeconomic class;
spec a member of the underworld. Also (in extended:us@&ohemian or drop-out.
2. Asinger of rebetika.

Another criterion for definition of the genre isetlvarious time periods within
which the composers and musicians were most actisepeak is generally
considered to be 1922-1952, and the traditionaisidiv of time periods of
rebétiko is: a) themyrnaicperiod 1922-1932, b) theassicalperiod 1932-1940,
and c) thepopular (or laikd) period 1940-1953% After 1952 some songs
produced in rebétiko style are commonly calledchondorebétike® or
neorebétik&®

The main issue when defining rebétiko is drawing lthe between this genre
and the other numerous, and often mutually inflirneor kindred, genres of
Greek music, i.e. the folk songs, the old smyrratide, otherlaikd, archondo-
rebétiko and neorebétikéntechno laikppseudorebétikaebetogeniand so off’

Tsounis (1995) succinctly describes and defineétilet as follows:

Rebetika is a vocal, instrumental, and improvisattagce music. Its early history can be
traced back to the second half of the nineteentltucg in the ports of Anatolian Greece
(Asia Minor). By the 1920s, it spread into the pattes of the Aegean, Greece, and the
United States of America via the travels of GreesiaAMinor emigrants. With the
commercial recording activities of the twentietmey, this urban music peaked in
popularity between the 1920s and the 1980s.

8 Numerical Catalog of Foreign Columbia Records (N.$§092F-12. Tournene, Rembetiko. L.
Cavadias, Horodia.

84 Cf. Petropoulos, | (1968/1979).

8 This term usually denotes the output of songvsiteho did not usually write rebétiko, produced
at a time when rebétiko was allegedly in declireralel recordings of these songs sometimes exist,
one in rebétiko style and another in a mbet cantostyle, e.g.7o pau o televraio by Michalis
Souyioul and Alekos Sakellarios, atifijoe ue ar’' 7o ydpry by Michalis Souyioul and Christos
Yiannakopoulos. The term ‘archondorebétiko’ existpdte earlier though, cf. Vlisidis (2006:45)
where it appears in an article dated 1936.

8 This genre includes some very well-known song$ wiusic by Stavros Xarchakos and lyrics by
Nikos Gatsos the filnRebetikoof 1980 by Kostas Ferris, e §aiva pov EALdg, Zrov Owud to poyoli,

To diyrv. Another example is the well-known sofig povordni by Giorgos Mouzakis and Alekos
Sakellarios.

87 Laika is Greek popular songntechno laikds ‘art-popular’ songpseudorebétikandrebetogeni
refer to songs perceived as not belonging to theegebétiko, but being very similar to them.

8 Tsounis (1995:91).
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The overarching themes of rebétiko are Love, Spcladibour, Historical Events,
Death, the Mother, and the Life of a Rebétis.

Within the dominant theme - the theme of Love —rdhare various
subcategories such @&etrayal Jealousy Unrequited love Separation and the
behaviour ofWomenor the Men as well adMarriage. The theme with the most
subcategories is that of Society. It includes v&raboutPoverty Emigration
Narcotics (especially hashish)Prison, Crime, Pain and sorrow as well as
Fantasy and wealthThe theme of Labour consists of subcategorieb adings
aboutFishing the Ocean Military service andOther Specific ProfessionsThe
theme of Historical Events can of course be categdrby the specific event
evoked, whether military and political (such as #tstéa Minor Disasterof 1922
and thePopulation Exchange of 1923-192#%e MetaxasDictatorship of 1936—
1940, theSecond World Warthe German Occupation of Greectihe Resistance
the Civil War of 1944-1949) or natural calamities (such Eesthquakes and
floods. In the theme of Death, there are also versestdlimessandOld Age The
theme of theMother does not present any specific subcategories éwaugh it
occurs in a very large group of verses. There arg few verses about thaather.
The last major theme is the Life of a Rebétis. Thésne has subcategories dealing
with Musig the Bouzouki and other musical instrumeRsvelry Songs and Wine
Friendship Honour, Rivalry, Gambling and lllegal Behaviour Though
characteristic of rebétiko, these themes are nolusixely monopolised by the
genre.

To conclude this survey of options for definitiohrebétiko, brief considera-
tion must be given to the musical and dance stilas commentators such as
Tsouni§® deems to constitute rebétiko. Again, a wide rasfgacterises the genre.
Rhythms of all kinds are represented in the sorfgdh® corpus and all of the
dances involved pre-dated rebétiko music, evehey thad never previously been
gathered under the same generic heading. Indekétike probably popularised
many of these dances throughout the entire Gree&kapy world partly. The
dance rhythms present in the corpus are divisibk® ithree main groups:
indigenous Greek, oriental, and western rhythms Gheek group includes some
dance rhythms of the Greek folk music, which atbeeasimilar to those in other
Balkan folk music, e.gsirtds, kalamatian6s andtsamikos but the primary, most
frequent rhythms of this group acthasépikogalso calledsirtdki in some variants),
andchasaposérvikogknown in the west as ‘Zorbas’ dance’). The oéniythms
are primarilyzeibékikos, tsiftetélfoften called ‘belly dance?’ and karsilamas.
The song form calledmanéssometimes used in rebétike,oriental too, though

8 Tsounis (1995).

% The Greeksiftetéli dancediffers considerably from traditionatiental belly danceThe rhythms
are the same, but the movements are quite diffeRarhaps the globalisation of world music has
caused the originally stricter and more modest IGrsédtetéli to look more like oriental belly
dancing.
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it is not a dance form. Western-influenced dangghrhs incorporated in the genre
of rebétiko are e.gvaltz tangg mambo andrumba Tsounid! lists the four dance

forms that she has found to be the most widely usgthms in rebétiko as

zeibékikos, chasépikos, tsiftetéli, and chasapdsgsywhich include the oriental

grouping®?

In the light of all the above, the definition ofbitiko used for the purpose of
this dissertation is broad; it includes songs fitbm prehistory and early period of
rebétiko, before the Asia Minor Disaster of 1928, from around 1880, through
to around 1960. The reason that songs from bef@22 are included is that they
to a great extent consist of the same themes aptiolnis, and they were composed
in a social environment much like that of songseljidaccepted as rebétiko. The
concluding time-limit can only be roughly drawnthe beginning of the 1960s,
because it is very difficult to establish a distioo between rebétiko and the
rebétiko-derived popular music form of othaika, although 1952 has repeatedly
been set as the year marking the end of rebétiksicmuaking. Personally, along
with Panagiotis Kounadis and othéfs, do not agree with this exact upper
boundary and for present purposes i have opted.i®@60, as indicated. As the
generic boundaries are not clear, there will irablit be some overlap of music
genres, and it is possible that some of the sosgd bere could be considered to
belong to other genres. Furthermore, there is revativconsensus as to which
music styles are genres of themselves and whicbureategories of other genres.
Thus, specific smyrnaic songs could be considereslicategory of rebétiko,
while rebétiko itself is sometimes considered, ardy the origin of laika, but also
a subcategory of f: Moreover, rebétiko music and culture is widely sidered to
have sprung out of the Greek folk songs, initialg a commonplace oral
tradition;® and served as the expression of people caught titransition from
rural to urban society. In this sense rebétiko leesn characterised as ‘an urban
folk song’. The cause of this confusion of genrgegarisation is in part that one
genre has sprung from another and has in turn gigento other genres. These
genres have further exerted influence on each dthétre course of transmission
by the same bearers, in addition to the influerfoe®m other genres, kindred or
otherwise. Therefore the choice of songs includeitié corpus constructed for the
purpose of this dissertation is based on my owrggutknt and definition of

1 Tsounis (1995).

92 The origins of the rhythms and dances are dispufée. following quotation from Petridis
(1980:45) is indicative: “The tsiftetéli is beliey¢o have ancient origins in women'’s fertility sté

For an overview of the dance styles of rebétike, ldant (1999), Petrides (1980, 1991), and Tsounis
(1995).

% Kounadis, personal conversation (June, 2007).

9 Cf. Georgiadis (1993) and Kounadis (2000). Also Ktehael (1996) on the terms rebétiko and
laikd as applicable to the work of Vasilis Tsitsani

% On the oral tradition of Greek folk song cf. Bea{d886). Cf. also Ong (1982), Eidenei¢0g3,
34:119-150)andEideneier (1984:97-109).
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rebétiko, as well as the judgement of the authbteepanthologies and the editors
of the digital recordings used.

Songs with a great variety of rhythms and danclestgre included, as well as
all categories of song text themes, as describedeald hey range from love songs
to songs dealing with social issues; from oriertigthms with violin and santouri,
to the Piraeus-style chaséapikos rhythm accompawidmbuzouki and baglamas, to
western-influenced rhythms with drums and guitarsoenpanying the bouzouki.
As Tsounis succinctly puts it

The symbolic constructions of passion and expressio rebetika are neither
homogeneous nor monolithic, but rather, are majtefed and constantly undergoing
negotiation for articulation and dominartée.

% Tsounis (1995:99).
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3 Metaphor

3.1 Definitions of Metaphor and Other Tropes

Metaphor is a figure of speech used to render laggunore descriptive and
sometimes more vivid, but also able to expressrafistnotions in a more
comprehensible way. Among the many different figud speech, otropes
metaphor is possibly the most common in literatarel poetry. Metaphor
describes an object or phenomenon in terms of ttindwees of another. To use
metaphor is to carry ovEror transfer the meaning of one object to the odrié
another object. This we do in order to achieve & meaning, whether wider or
more specific, or special effect. Murray KnowlesddRosamund Moon explain
metaphor as “the use of language to refer to sdmgetbther than what it
originally applied to, or what it ‘literally’ meansn order to suggest some
resemblance or make a connection between the ingstt®

The term metaphor is generally used for creativenarel metaphors. Some
metaphors have become institutionalised as paotdihary language, so that we
do not think of them as metaphorical (82.4 Kinds of Metaphdr These are
called dead or rather, conventionalisedmetaphors. In some cases conven-
tionalised metaphors can appear id®ms which are institutionalised meta-
phorical expressions, and in song texts sometinee®rbeformulae The term
idiosyncratic metaphorical expressioissused to denote well-known but isolated
instances of metaphorical concepts. They do netait with other metaphors and
are not used systematically in our language orghbue.g. the expressions ‘the
foot of the mountain’, ‘thdneadof the cabbage’, ‘thieg of the table’. We use only
part of the metaphor that speaks of a mountain@esson, as we normally do not
speak of théneadof a mountain?

It is not always easy to determine whether a phissemetaphor or merely a
literal statement, at least not out of its contagtjn the example below.

Me mapéovpe to pénal pava pov, dev givan yépo'®

9 The Greek wordistagopd derives fromugeta-, which in compounds means ‘across/over’, and
eépewv ‘to carry’. The compound verpetapépetv means ‘to transfer’ in both the concrete and the
abstract sense of the word.

% Knowles & Moon (2006:3).

% Lakoff & Johnson (1980/2003:55). On ‘dead’ metaphin rebétiko cf. also Gauntlett (1978:90-
92): “A substantial amount of the figurative exmiess found in the verses of the ‘Rebetiko’
consists of everyday clichés and idioms [...]. Stetare these figurative expressions that their
models do not ordinarily recall their literal foramd they may be termed dead or prosaic images.”
190 The examples are taken from rebétiko song texis,tiae translations are mine, as, of course, is
the use of italics to denote metaphoricity. Thesgequoted occurs in two song3, zinuudpo
(Markos Vamvakaris) antlle zapéovpe 1o péuo (Vasilis Tsitsanis).
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(The stream swept me awaother, it's not a lie)

There are other figures of speech that, though Bomes very close to metaphor,
need to be distinguished from them. Terence Hawk&stains that “metaphor is
generally considered to manifest the basic patétransference involved and so
can be thought of as the fundamental ‘figure’ afesgh.%*

Simileis akin to metaphor in the sense that it descrifmesething in term of
something else, but instead of saying thas B, as metaphor does, simile says A
is like B, or Ais as if B. It proposes a resemblance or conformity, rathan
complete identity as in the case of metaphor, &edcbmparison is explicit. An
important philosophical distinction is that metaphse literally impossible or
untrue, while a simile is literally possible or ¢fl$? Furthermore we are always
aware of the use of simile (as in the following rapdes, where the first word
announces the trope), while the use of metapHesgconscious:

Zav anérinpoc yopilol oty kKakovpya Eevitia >
(As an outcastwander/ in cruel foreign lands)

Za 200200651 KGmoro yépy Oa pag Koy av avyy
(Like a flowersome hand/ will pick us one dawn)

Synecdoches a figure of speech where a part of a thingromdividual stands for
the whole or a group at large, or vice versa, emtaterial of something stands for
the object made of that matertdi.

Ayannoo ta paria sl Ta yeily, ta priid the

pa p’ ékove Kon pionco/ Tyv dmery Kapdid T
(I loved her eyether lips, her kisses

but she made me hater unfaithful heait

Eo?¥ k1 av 8¢ pe 0éherc/ movrpedopar K £yd

KoL waipve pavpa pdrial ko woilo ko yerd'’
(Even if you don’t want me/ | will get married
and I'll take black eyesind have fun and laugh)

101 Hawkes (1972:2).
192 Knowles & Moon (2006:8).
193 0 Anércinpoc (Vasilis Tsitsanis).
“ Avo moprec xer y Coon (Eftichia Papayiannopoulou).
1% The Greek wordvvexdoyy i derives from the verbuvexdéyesar, meaning ‘to take on oneself a
share of'.
108 gyamnoa xoa pionoa (Panayiotis Petsas).
Y7 T pebvouévoc sicon (Markos Vamvakaris, from a traditional smyraic gpn
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Metonymy as its Greek formetwvouio shows (meta- denotegross/ovelfin the
sense othangé and onomaname, literally involves transferring the name of one
thing to something with which it is associated. $hwords denoting containers
are also often used to refer to the content, dagsg- drink threglassesa day;
words for buildings often also refer to the relenviastitutions, e.g. thpalacewas
outraged by the news; the names of nations aretoseder to sport teams, armed
forces, and so off®

Av gktipmesg raldrial lipec Kar 6tolidia

nETOEE TNV TNV Kopdrd cov/ péca ota okovmidra’™®
(If you valuedpalaceg golden coins and jewels
throw your heart away/ in the rubbish bin)

Oa mpoT|6® OGvaTo/ T0 paivpo dev T APRVO

Kt 6mov 0a Ppickm apyiré/ T tiovpa pov Oa mive'*°
(I'd prefer death/ | won't give up thidack[stuff]

and wherever I'll find a nargileh/ I'll smoke my fiu

Synecdoche and metonymy are usually bundled togethder the single term
metonymy, and thus also in this study; metonymyotkesreference to the whole
in terms of a part of it, or in terms of somethasgociated with it.

The distinction between metaphor and metonymy rgested, as noted below
by Knowles and Moon:

While metaphors are literally impossible or untrogtonyms are partially true. There is
some observable, often physical, connection betwbenmetonym and its meaning,
whereas metaphors rely on comparisons of sort. thiw reason, many linguists
distinguish carefully between metaphor and metonyseging them as complementary
but quite separate. Some, however, see metaphofas of metonymy. Furthermore,
individual phrases or stretches of figurative laeqgel can be both metaphorical and

metonymict*!

The two figures can be said to have fundamentatfgrént functions; metonymy
is about referring; metaphor is about understandmgyinterpretation. A metaphor
indicates identity between one entity and anotleiis( B), while a metonymy
indicates closeness (contiguity), an integral paihe entity, or close connection

198 Knowles & Moon (2006:8).

1990 iapoidroc (Koulis Skarpelis).

100 Xapudvne (Markos Vamvakaris). In this versmshishis metonymically referred to asipo
‘black’.

111 Knowles & Moon (2006:9).
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by associationSymbols Lakoff and Johnsdff state, are metonymic in nature;
idiomsare both metaphorical and metonymic. They argaé ietonymy, just as
metaphor, has an experiential basis.

In personificationinanimate objects are treated as having humantigsabr
capable of human actions, and things or phenonakadn features and charac-
teristics of human beingépostrophecan also be associated with personification,
when an abstract or inanimate entity is addressed.

Apyidé pov, yati efvers! k1 640 Tic pwTIES OV piyverg,

Mnirt@g d€v TOV QY uPL6TOV60/ KEIVOVE TOV 0YaT0vGO,

[ApyLié uov, reg i praion/ mov PovPaP® KL 610 KAAI®

Ay, mepippave Aovid povl yiaTpewé pov Ty Kapoid pov

[IIes K1 60, fpe umayioud povl mov axois ta fdoavd pov

ui’o pov K1 g6 umovovkil og mov va ' pogL To TepumovKL

(My nargileh, why do you burn dwind [why do you] keep putting out my fire?
Maybe | didn’t please him/ the one that | loved

/My nargileh, tell me how am | to blafr@moking and crying all day
Oh, my proud hookalcure my heart for me

/You too tell me, my dear baglamhgeu who hear my torments
and you too talk to me, bouzoulntil the pipe comes)

Odlacca papuaxouévyl TV KepdLd pov 'yeig Kopivn
Ihijpes v mapyyopid povl péca omd TV aykoid pov™™
(Oh, poisoned sdayou burnt my heart

You took my comfort/ from my arms)

An allegory is a whole text, or an entire story, that is mbhtajtal in character.
The following song text can be read in two waythesi as a tale of cats, or as it is
meant to be understood, as a story of love anditdétean interpersonal
relationship. In this study the terextended metaphavill be sometimes used as
well.

"Edioéa kot 'y® ma yata/ mov 'yg yolova Ta patio,
cav Kolpopovva Ty voyto/ pov 'yove Badid ta voyo
ITéoovg pijveg wov TV giyo/ pov Enyotave ety Tpiyo
TAOPO £YIVE 06 66V Ko To YapLa dEv To TPAOEL

ITRvE S1OYVO pE ywvaty ko Ty Ghdn pépo va

OV ' PYETOL NE TOVTIKAKLY/ Kol pov KAvel Kopdehdkio,
ITopo Bpika GAln yata/ ' 6popen Ko pavpopdra

112 |_akoff & Johnson (1980/2003:40).
Y3 Jpyiaé pov yati ofiverc (Stelios Chrisinis).
M Odracoa Jvmioov (Panayiotis Tountas, from a traditional song).
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movnpY Kt 0T 60 Yata/ pa Ta ol Kpued to mata’
(I chased away a cat/ that had blue eyes

while | slept at night/ she dug her claws deep m®

/All those months that I'd had her/ she was welided
but now she’s got a pedigree/ and no longer esits fi

/I chase her away in spite/ and the next day dteck

she comes to me with mice/ and taunts me

/Now I've found another cat/ more beautiful andcklayed
she too is sly as a cat/ but she breaks the dssustly)

Metaphorical language, as above, is often usedrderoto achieve a double
meaning @ouble entendie This can also be accomplished withlysemythe use
of words with two or more senses. Many words hasaeral senses, of which
some have developed over time, often through figregorocesses of metaphor
and metonymy. These words usually have a basic imganacore meaning —
which refers to something concrete or physicalmfravhich a metaphorical
meaning has subsequently developéd.

The distinctions between these different figuresp#ech are not sharp; in this
account of metaphorical language | have chosendade metonymy:’ personi-
fication, and simile.

There is a large amount of literature on metaphioryvarious fields of
scholarship, including linguistics, poetics, litgratudies in general, and rhetoric,
to mention the most prominent, but not all writaggee on its importance to their
field. Géran Hagg, for example, maintains that feguof speech have little or no
significance in rhetoric, and hence the accoumhefaphor warrants no more than
a few lines in his popular bodkraktisk retorik!*® which, however, is overloaded
with vivid descriptions using metaphorical expressi at almost every turn.
Another Swedish rhetorician, Kurt Johannesson,isnlikewise populaRetorik
eller konsten att 6vertygaefines metaphor as a “figure of speech wherexmd
is ‘transferred’ to something which it naturallyedonot belong to and therefore
must be understood as an imag€ And that is virtually all he has to say about
this important subject.

115 i yara (Nikos Mathesis).

118 Knowles & Moon (2006:14-17).

17 |ncluding synecdoche, as explained above.

118 Hagg (1998/2007).

119 Johannesson (1998:282, my translation). The Swadig reads: “Metafor (gr), en figur dar ett
ord «overfors» till ndgot som det naturligen inte Bamman med och darfor maste forstds som en
bild.”
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3.2 Metaphor Theory

The most fundamental values in a culture will beeceht with the
metaphorical structure of the most fundamental eptin the culture
George Lakoff and Mark Johnséh

3.2.1 Approaches to Metaphor

The approach to metaphor taken in this dissertasiaext-basedinasmuch as it
deals with the analysis of metaphor in a body dheawtic texts, rather than the
construction of theory. The approach is also infeairby corpus linguistics, which
makes use of large quantities of computer-storgts t® analyse the words and
grammar of a language. Words and phrases are tallé#om multiple contexts,
in order to observe their typical behavidtirThe metaphorical expressions in
rebétiko will be analysed mainly from a cognitivaegluistic point of view and
specifically using the theory @bnceptual metaphdcf. 3.2.2.

The perceptions of metaphor have varied extensitglgugh time, and the
notion of conceptual metaphor adopted in this disien is perhaps better
understood when seen against the background ofsteges in their historical
evolution. The various traditional views of metaplaoe succinctly reviewed by
Terence Hawke¥? Starting with theClassical viewof metaphor, Hawkes gives
an account of the Aristotelian disposition of thés af language into the three
distinct categories dbgic, poetry and rhetori¢ which were all to be considered
separate entities with different purposes. Aristateclared that the standards of
correctness are not the same in poetry as in gallitheory or any other art, and
opined that metaphor is detachable from language.thbroughly discussed
metaphor in his workisp/ mommixic as well as inepi réyvie pnropixic > According
to his theories the effect of metaphor when useghgnty is to adds charm and
distinction to clarity by combining the familiar thithe unfamiliar. Clarity comes
from the familiar words; charm and distinction frahe new resemblances noted
in the metaphor. Metaphors must be appropriatéh®rmpurpose, they should not
be too strained or strange, and should make useoads that are beautiful in
themselves?

Hawkes continues his historical survey of metapkitih the notion current in
16" century Western Eurog& where poets attempted to relate poetry to logic.
The rhetorician and philosopher Peter Ramus (1 B21considered poetry to be

120 akoff & Johnson (1980/2003:22).

121 Knowles & Moon (2006:74-76).

122 Hawkes (1972).

123 pristotle’s Poetics(Chapter 21-25) anhetoric(Book 111) respectively.

124 Hawkes (1972:6-15).

125 The following historical account refers to theiontof metaphor in the western world.
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grounded in logic, as is all reasonable discowasd,thus connected with thought.
Hence there was no need to separate poetry ard'fdgi

A notion of metaphor prevalent in the™@entury separated content from form,
and the logic of an argument from the decorum wkeitved to make an utterance
more beautiful, not more substantial. In the mebaigchl words of Terence
Hawkes metaphor “becomes a kind of fancy dresshitiwthoughts may from
time to time be clothed; flowers culled from therdgn of rhetoric with which a
discourse might be decorated’”

An 18" century definition of metaphor seems to imply thas an abuse of
language. Metaphors were therefore to be used onlg manner that was
generally and universally acceptable. In the restltPoetic Diction the
metaphors were, again in Hawkes’s words, “at theirst pre-packaged, pre-
digessggl, finished products, unloaded strategidalihe poem when triggered by
taste.

In contrast, theRomantic viewof metaphor that arose in the ™@entury
stresses its ‘organic’ relation to language, asoepg to the Aristotelian division
of poetry from reason, and places emphasis on etap function as an
expression of imaginatiotf’ The Romantic poets claimed to be following Plato i
stating that to argue that poetic language diffeysn ordinary oral dialogue is to
assert that ordinary speech lacks all the qualitiesrent in poetry, e.g. rhythm,
rhyme, and metaphorical language.

Traces of the Romantics’ elimination of boundaheswveen language and the
real world can be found in the discussion of thacfion of metaphor in language
and society initiated in the 2@entury by I. A. Richards, who argued that thought
itself is metaphoric because it proceeds by corapast>°

Thelinguistic approach to metaphor also sees common ground &etpeetic
and standard language, Hawkeéssserts, suggesting that the problem with the
linguistic approach to metaphor is that it doesta&e into consideration the full
context involved. Context includes factors suchihgghm, rhyme, the position of
the metaphor in the poem and in the line, as weliraan extended meaning, the
human voice. Moreover, he states, metaphor in maays actually achieves
confirmation of what we already know, more thanidgen from it. He even
implies that metaphors affirm as much as they ehgk.

Another contemporary way of addressing metaphahrsugh theanthropo-
logical notiort*? which holds that culture and language are so attity connected

126 Hawkes (1972:22-28).

127 bid., 26.

128 |hid., 33.

129hid., 34-56.

130 pid., 57-63. Cf. Richards (1936).
131 Hawkes (1972:70-77).

132 |bid., 78-89.
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that ‘way of life’ is in a sense always involved Wway of speaking’. Each
language, then, formulates experience in its ownnag and is not just a passive
means of expressing it; the speaker of one langesage the world in a different
way from the speaker of another language. Thingscancepts can be differently
classified and experienced by speakers of diffdemuages, as language reflects
the material aspects of its culture.

Traditional views of metaphor have also developédthiw philosophy and
semanticsThese disciplines have represented metaphogap hetween sentence
meaning and utterance meaning. There are, accotdif@owles and Mooft’
two approaches to metaphor in such theories. Omgsvimetaphor as substitution
or transfer, and the other as comparison, whiclgestg a closer connection
between simile and metaphor, and between the diffaneanings of words. In the
field of pragmatics Herbert Paul Grice introduced ti@moperative Principleo
describe how people interact with one another.hi® principle he later added a
set ofmaximsto which we adhere in conversati@puantity (giving an appropriate
amount of information)Quality (being truthful),Relation (being relevant), and
Manner (being clear}** Metaphorical language can be saidteachandflout, i.e.
break and defy, these maxims. Raymond Gibhssgcholinguisticview of
metaphor proposes that

Speakers can't help but employ tropes in everyaenersation because they conceptual-
ize much of their experience through the figuratsehemes of metaphor, metonymy,
irony, and so on. Listeners find tropes easy toewstdnd precisely because much of their
thinking is constrained by figurative processlgzg.

His research suggests that “idioms are stored anntental lexicon as complete
linguistic units along with their meaning, and acg normally interpreted word by
word.”%

A modern conception of metaphor would, accordingHawkes’ be an
extension of the Romantic view, with some developisménvolving the Classical
view, which shows that the two extremes are nevacably opposed.

3.2.2 Conceptual Metaphor

The study of metaphor today mainly concentratestbier functions than that of
being a simple ornament. Knowles and Moon assett‘“thhetaphor is not just a
kind of artistic embellishment, at the rarefied efidinguistic usage, divorced and
isolated from everyday communication. It is instemdasic phenomenon that

133 Knowles & Moon (2006:66-67).

134 |bid., 68-69.

135 Raymond Gibbs (1994:253, quoted in Knowles & Ma20()6:70).
136 Knowles & Moon (2006:71).

137 Hawkes (1972:91).
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occurs throughout the whole range of language iactiV’® They proceed to state
that “metaphor is a basic process in the formatibmdividual words and word
meanings” and that concepts are lexicalised thrangtaphor?° At a discourse

level metaphor is important because of its fundj@uch as explaining, clarifying,
describing, expressing, evaluating, and entertgitffhkKnowles and Moon also
argue that “by using metaphor, much more can beey@d, through implication
and connotation, than through straightforward rditdanguage *** What makes

metaphor so powerful as a communicative devicenwit®n is its imprecision or
fuzziness; meaning is conveyed in a less limiteg.whis can often actually
facilitate and even mediate communicatith.

To analyse and discuss metaphors we need to corsitke factors: the
metaphor (vehicle),** its meaning itself (topic/tenor), and thesimilarity or
connectiongrounds) between the two.

The theory of metaphor adopted a radical new apgproa1980 when George
Lakoff and Mark Johnson publishddetaphors we live hy** which gives an
account of their cognitive linguistic view of mekay and introduces the notion of
conceptual metaphorThe work of Lakoff and his colleagues has beery ve
influential, but their approach has also beendisiéid as dogmatic and unverifiable.
Indisputably, they have created great interestignrétive language and drawn
much attention to its centrality to the study ofrfanity. They argue that metaphor
is an ordinary part of language and an essentrélgbdauman thought and action;
it is a tool with which we think. In their theoryataphors exist as concepts, not
merely as linguistic expressions. Our ordinary emteal system, they state, is
fundamentally metaphorical in nature. Metaphorefireed as understanding one
conceptual domain in terms of another conceptuahai; the essence of
metaphor is understanding and experiencing one dinking in terms of another.
They believe that conceptual metaphors are notdbasesimilarities, but on the
correlating elements in ‘source’ and ‘target’ donsdf® Source domaiiis the term
they use for the vehicle, i.e. the object or notidmose features are conferred on
another object or notion, andrget domains their term for the topic or tenor, i.e.

138 Knowles & Moon (2006:2).

139 pid., 4.

140 |bid.

“Lipid., 11.

142 |hid.

143 The terms in parenthesis are those traditionalgdiin theories of metaphor.

144 Lakoff & Johnson (1980/2003).

145 Cf. in the discipline of comparative literaturee thiews of Soskice (1985) that 1. metaphors are
not mental events; 2. physical objects are not pietiss; and 3. metaphor does not take a particular
syntactic form. This notion corresponds to a gesdént with Lakoff & Johnson (1980/2003) who
list four fallacies about metaphorical thought irestérn tradition since Aristotle. These are that 1.
metaphor is a matter of words, not concepts; 2aphar is based on similarity (when it is actually
perceived similarity); 3. all concepts are literadt metaphorical; and 4. rational thought is invay
shaped by the nature of our brains and bodies.
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the conceptual domain that is denoted by the metaphe meaning implied; or
expressed in the way metaphorical expressionssar@ly written (in small capital
letters): CONCEPTUAL DOMAIN (A) IS CONCEPTUAL DOMAIN (B).A principle of
unidirectionalityis involvedin this; the metaphorical process typically goesir
the more concrete source to the more abstracttfdngenot the other way around.
Sometimes their functions can be reversed, butllysnat without a certain
stylistic shift in the value of the linguistic metsors.

Lakoff and Johnson argue that metaphor unites reaisd imagination:

Reason, at the very least, involves categorizagatgilment, and inference. Imagination,
in one of its many aspects, involves seeing ond kinthing in terms of another kind of
thing — what we have called metaphorical thoughetdghor thus ismaginative
rationality.146

The work of Michael Redd§’ contributed to the development of this approach to
metaphor. His analysis of the English language nfentionally)“® led to the
theory of communication as a conddihe conduit metaphamplies that:

1) language functions as a conduit
(“Try to get your thoughts acrosdetter’; ‘The sentencewas filled with
emotiory) **°

2) in writing and speaking, people insert theirutlots or feelings into words
(“You have toputeachconcept into wordsery carefully’; ‘Don’tforce your
meanings intahe wrong word§

3) words accomplish the transfer by containing timughts or feelings and
conveying them to others
(‘None of Mary’s feelingscame through to mavith any clarity’; ‘That
thought is inpractically every otheword)

4) in listening or reading, people extract the gifts and feelings once again
from the words
(‘Pleasepay attentionto what's theren the word’; ‘You have to “absorly
Aristotle’sideasa little at a time’).

148 |_akoff & Johnson (1980/2003:193).

147 Reddy (1979).

148 |bid., 288: “[...] the conduit metaphor — would ndead us to the bizarre assertion that words
have ‘insides’ and ‘outsides’. [...] Numerous expiess make it clear that English does view words
as containing or failing to contain words, depegdon the success or failure of the speaker’s
‘insertion’ process. [...] the listener’'s task must ene of extraction. He must find the meaning ‘in
the words’ and take it out of them, so that it diet® his head™.

149 The examples are taken from Reddy (1979:292).
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According to Lakoff it is pointless to discuss trubr falsehood in relation to
metaphor, and equally pointless to analyse metaphaierms of the relationship
between topics and vehicles. “The linguistic expi@s (i.e., ways of talking),”
Knowles and Moon explain, “make explicit, or aremfastations of, the con-
ceptual metaphors (i.e., ways of thinking). To fhe same thing differently, it is
the linguistic metaphorical expressions that reviealexistence of the conceptual
metaphors **°

There has to be a similarity or correlation of s@ud between the two entities
denoted by the two linguistic expressions. Thisaismatter of motivation;
metaphors cannot be predicted, but they can bevatetl. Regarding motivation
versus prediction, the Hungarian linguist ZoltarvE@ses maintains that “out of a
large number of potential sources, we ‘chooseaties that ‘make intuitive sense’
— that is, the ones that emerge from human expmrien either cognitive,
physiological, cultural, biological, or whatever®

This stands in contrast to traditional views, inahhmetaphor

a) is decorative and fancy speech

b) is a linguistic, and not a conceptual, phenomeno

¢) has a similarity between the source domain bhedarget domain that
pre-exists and constrains the possible metaphors

d) is a linguistic expression that follows simitgt?

The traditional view can explain many cases of pieta but far from all of them,
according to the advocates of the Conceptual Metapiheory (CMT). Within
cognitive linguistics the question is whether thisra limit to what can be a source
domain for a particular target. In addition to poasting similarity, the cognitive
linguistic view maintains that conceptual metaphars based on a variety of
human experience, including correlations in expeee non-objective similarities,
as well as biological and cultural roots sharedh®/two concepts. Accordingly,
metaphors are grounded in experience, i.e. they l@wv experiential basis or
motivation. This approach stresses that correlatiarconceptualmetaphors are
not de facto similarities, but perceivettuctural similarities; the source is seen as
the root of the target, either biologically or cuwélly. Correlations inimage
metaphors (cf3.2.4 Kinds of Metaphdiare on the other hamdaterial similarities.
Primary metaphorsare generalisations of conceptual metaphors amdearnt in
childhood.

Conceptual metaphor is not the only modern thedryetaphor;discourse
metaphors theorys a useful refinement. Unlikerimary conceptual metaphaqrs

150 Knowles & Moon (2006:6).
151 Ksvecses (2002:76).
*2pid., 68.
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that are considered universal and independentdd, tliscourse metaphorso-
evolve with the culture in which they are used, ah@dnge with the ongoing
discourses. Zinken et al., describe discourse rhetapas ‘“relatively stable
metaphorical mappings that function as a key frgndavice within a particular
discourse over a certain period of timM&®They proceed to argue that they are
“communicative and cultural tools, and as such @ty more variable than the
highly schematic mappings proposed by Conceptudhp®r Theory*** While
the source domains of primary conceptual metaplaoes very abstract (e.g.
ORGANISATION IS BEING EREC], the source domains of discourse metaphors are
material objects (e.gA NATION-STATE IS A HOUSE, THE STATE IS A MACHINE
Furthermore, they claim that discourse metaphonge hea social and cultural
history, and that they influence social and cultdtdures. Although they are
stable over long periods of time, they evolve addpa when social and political
circumstances change. Zinken et al. emphasise thspmcts of discourse
metaphors: 1) they use knowledge associated wiic bavel concepts, 2) they
evolve in social interaction, and 3) they are firhhked to cultural scripts and
stereotypes. Finally, the discourse metaphor apprgaves an account of the so-
called “dual grounding” of human cognition in bdiivlogy and culture. “A focus
on embodiment,” Zinken et al. suggest, “might tifene usefully be supplemented
by a focus orenculturation”**®

3.2.3 Common Source and Target Domains

Kdvecses (2002) lists the most common source amgttalomains saying that
“this is an extremely simplified world, but it is&ctly the simplified nature of this
world that enables us to make use of parts oféréating more abstract onés®”

Most common source concepts:

 The human body heart, hand, back, bones, head, face, legs, arms,
shoulders: thaeart of the problem; thbéeadof the department

» Health and illness ahealthysociety; asick mind

* Animals: human beings are frequently understood in terfnassumed
properties of animalsa tiger, a dog, a bitch, a sly fox, a coBometimes
body parts of animals are uséail, horn

* Plants: cultivatea friendship; thédruit of one’s labour

» Buildings and construction build upon an idea, bia ruins financially

153 Zinken et al. (2008:363). For the notion of mappiwf 3.2.9 Mapping, Highlighting and
Blending.

%4 1pid., 373.

155 |bid., 383. Cf. Zlatev (1997) and Kévecses's Bodgdth constructivism (BBC) in Kévecses
(2000).

156 Kvecses (2002:209). All the examples in thegs lise taken from Kévecses.
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Machines and tools both the machines and tools, and the activities
related to them are used in metaphorical expressitre machine of
democracy; conceptutdols

Games and sport play by the rulestoy with an idea

Money and business spend time; save energy/time; invest in a
relationship

Cooking and food recipefor successgook upa story

Heat and cold extremely basic human experiences (heat, het, flame,
burn, steamy, cold, ice, icy, frozen), used esfigdiar conceptualisation

of feelings like love, passion, desire, hatred,eangage, shame, fear, and
so on: théheatof passion; &old reception; avarmwelcome

Light and darkness also basic human experiences, e.g. as weather
conditions:brightenup, adark mood; acloud of suspicion

Forces (gravitational, magnetic, electric, mechanicalyaves, wind,
storm, fire, push, pull, drivesweep off one’s feedrive somebody crazy;
don’t pushme

Movement and direction involving a change of locatioar stationary:

go crazy; solve a problestep by step

The most common target domains are abstract, diffasd have no clear
definition. Certain sources are typically usednderstand certain targets:

Emotion: primarily understood by means of conceptual nmete The
source domains typically involve forces: she wasptlie moved burst
with joy; burstinto tears

Desire force, both physical and physiological like hungad thirst; heat:
behungryfor knowledgestarvefor affection; beburningto do something
Morality : understood through economic transactiggay back for
something; forcestesista temptation; light and dark: shadycharacter;
up-down orientation: bow thing to do

Thought: rational thought as worlgrind out an idea; less active aspects
of thought is often seen as perceptiosed¢your point

Society/Nation often use source concepts of a person or family:
neighbouring countries; afriendly nation; the foundingathers of the
nation

Politics: conceptualised as a physical force: tfagedthe opposition out
of the House; games and sport: the Presiglenyts hardball business; war:
thefight erupted over abortion

Economy. source domains: buildings, plants, journduild a strong
economy; thgrowth of the economy

Human relationships: plants, machines, and buildings: their friendship
in full flower; work on a relationshiphuild a strong marriage

39



« Communication: container:put too many ideaito a sentence; dense
paragraphgivea lot of information

» Time: difficult concept to understand, a usual metapfidihat of an object
that moves: the time witomethat...; timeflies; in thefollowing week...;
time goesby fast

» Life and death: metaphorical in nature: life is viewed as a jayna day,
light, warmth: the babwill arrive soon; grandp& gone pass away

* Religion: involves our view of God and relationship to Getkrnity, life
after/before death. Similarly to the concepts afisty and nation, God is
conceptualised as a perséiather, ShephergKing etc.

* Events and actions often as movement or force; includes notions of
change, purpose, means: doened thirty last month;drive somebody
nuts;go crazy;reachone’s goals in life

These domains can be broadly classifieghsyschological and mental states and
events(emotion, desire, morality, thoughgocial groups and processésociety,
politics, economy, human relationships, communicgtiand personal experi-
ences and evenfdme, life, death, religion).

3.2.4 Kinds of Metaphor

Metaphors can be classified according to their eatignality, function, nature,
and level of generality of metaphor.

Conventionalityinvolves the degree to which a metaphor is estabt in
everyday use. The issue of conventionality concéoth conceptual metaphors
and their linguistic manifestation€onventional conceptual metaphae deeply
entrenched ways othinking about an abstract domain, acndnventionalised
metaphorical linguistic expressiorse well worn ways ofalking about abstract
domains. We distinguish betweeanventionaimetaphors, sometimes callddad
metaphors on the one hand, ameative or nove| metaphors on the other. It could
be more useful, though, to make this distinctioeéfold; we would thus have a)
creative metaphors, b) conventional metaphors,@rakad metaphors. Conven-
tional metaphors are often institutionalised in tammguage, we do not think of
them as metaphorical, while creative metaphorsbeavery imaginative, and give
us a new understanding of our experience. But ae#ges argues, “the ‘dead
metaphor’ account misses an important point; namtiat what is deeply
entrenched, hardly noticed, and thus effortlessdeduis most active in our
thoughts. [...] on the contrary, they [the so-calidelad’ metaphors] are ‘alive’ in
the most important sense — they govern our thouglitey are ‘metaphors we live
by’.”**"In the present study of metaphor in rebétiko rsiimiition will be made
between conventional and creative metaphors iredanples from the songs as

157 Kgvecses (2002:ix).
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regards the importance of the metaphorical exmassrhe reason for this is
succinctly conveyed by Knowles and Moon, who decléat, although conven-
tional metaphors may have a more fixed meaning traative metaphors and
they seem not to communicate in the same mannar, rtretaphorical content is
interesting, since “the ideas, assumptions, aniéfeadf a culture are present in its
conventional metaphors, even if this is not appavarthe surface'®

In context, conventional metaphors canréleralised which means that the
literal meaning is re-claimed, or that it co-exisigh the metaphorical meaning.
One can use a conventional conceptual metaphon mnaonventional way, i.e.
with a novel metaphorical expression, or in Kbvetseords:

There are many creative speakers who can produad lioguistic metaphors based on
conventional conceptual metaphors. Some well-kncategories of these speakers in
English include sports journalists, politicianshiech) ministers, certain speakers of
Black English, authentic users of slang, graffitiitens, writers of song lyrics, and
others!®®

The users of slang and the writers of song lyriesthe categories present in this
examination. The interest of the present studyihiethe collective output of the
rebétiko (sub-)culture, rather than in the producof individual artists.

Lakoff and Johnson identify three categories ofcemiual metaphors, each
with different functions structural, orientational, and ontologicél.Structural
metaphors are cases where “one concept is metaptyprstructured in terms of
others;*®* source domains provide frameworks for target domdly means of
conceptual mappings between elements of the samdethe target. Structural
metaphors provide the richest form of elaboratitm; this category belong
metaphors such aslFE IS A JOURNEY and ARGUMENT IS WAR. Ontological
metaphors provide much less structuring. They allswio conceptualise and talk
about things, experiences, and processes, evanyifdre very vague or abstract,
as if they have physical properties. They give atological status to general
categories of abstract target concepts and enaltle see more sharply delineated
structure where there is very little or none. Tiugscan understand experiences in
terms of objects and substances: for example, weveav events, activities,
emotions, and ideas as entities and substanceg.afédypically used to refer to,
to quantify, and to identify aspects, e.g. concgjviear as an object in order to be
able to conceptualise it. It is the least noticedllrm of conceptual metaphor.
Personifications are ontological metaphors, anderotkamples are metaphors

1%8 Knowles & Moon (2006:12).

19 Ksvecses (2002:31).

160) akoff & Johnson (1980/2003:14-21, 25-32, 77-86J. Knowles & Moon (2006:39-41) and
Kdvecses (2002:32-6).

161 | akoff & Johnson (1980/2003:14).
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from the master metaph@voTION IS FORCE (cf. 3.3.3 The force of emotipn
Orientational metaphors have even less conceptual structungotfganise whole
systems of concepts with respect to one anotheey Tsually involve spatial
concepts suchsUP/DOWN, FRONT/BACK, NEAR/FAR, IN/OUT, CENTRE/PERIPHERY,
ON/OFF, and ACTIVE/PASSIVE. Many of these metaphors are universal. Naturally,
there are overlaps between these three categ®tiesdivision was revised in the
afterword of the second edition of Lakoff and Jaimis book, where they clarify
that “all metaphors are structural (in that theypm#&ructures to structures); all are
ontological (in that they create target domainsyl many are orientational (in that
they map orientational image-schemaj.”

The nature of metaphors may be based on both knowledge aademwith
image metaphorswo detailed images are compared usingna-shotmapping
generated by two images that are correspondinghbystiperimposition of one
image on to the other. They structure many of dastract concepts metaphorical-
ly and they serve as the basis of other concepts.

The final classification is the level of generality metaphor; conceptual
metaphors can be specific-level or generic-leviel3& Metaphors of Emotion).

3.2.5 Metaphor in Literature and Poetry

We can find metaphor in various forms in virtuadigry context. We see them in
movies and acting, cartoons, drawings, sculptures lauildings, advertisement,
symbols, myths, dream interpretation, interpretat history, politics and social
policy, morality, social institutions, social prats, and, of course, literatufg.

In literature and poetry ordinary metaphors arerofteworked by means of
extending, elaboration, questioningind combining In extending a conventional
conceptual metaphor associated with certain coromadised linguistic expres-
sions is expressed by new linguistic means thdtased on introducing a new
conceptual element in the source domainMiore than cool reasomakoff and
Turner® demonstrate that metaphors in poetry are mosttgnsions of con-
ventional metaphor<laboration involves elaborating on an existing element in
an unusual way. Iquestioning common everyday metaphors are — as is evident
from the term — questioned, at least partia@®pmbiningentails the process of
combining metaphors; and it can activate, and tmedbaon, several everyday
metaphors at the same time. Also usual in liteeatane personification image
metaphorgwhere two detailed images are compared),extended metapho(sr
megametaphojs in which some metaphors run through entire ditgrtexts
without surfacing; they are underlying metaphorsaabase to other, smaller
metaphors. In literature and poetry they form alfezs.

162 |bid., 264-5.
163 Cf. Kdvecses (2002:57-65).
164 |_akoff & Turner (1989).
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A source concept can characterise several distarget domains. In some
cases one cannot avoid using metaphorical word$ianacterising some targets.
For examplebasis, support, stabilityandstructureare all metaphorical in relation
to abstract targets such as argument, mind, antbeto systems.

3.2.6 Similarities and Differences between Metaga Metonymy

In metonymy we use one entity to indicate anotheityeto which it is related.
Kbvecses's term for the entity that directs atmmtio another entity izehicle
entity, but for reasons of clarity and simplicity thentesourceis used in this study
also with reference to metonymy. The entity to whattention is directed is, as in
metaphor, thearget The entities are close to each other in concéppece, and
according to Koévecses's definition of metonymy:

Metonymy is a cognitive process in which one cohe&pentity, the vehicle, provides
mental access to another conceptual entity, thgetawithin the same domain, or
idealized cognitive model (ICM¥>

The focus of the difference between metaphor antbmyeny mainly lies in the
distinction between similarity and contiguity (cboeess). If it is possible to alter
the expression into a paraphrase with the worddikes, then it is metaphor,
otherwise it is metonymy. Metaphor involves two oepts that are distant from
each other, two different domains; in metonymy ¢hisr as mentioned above, a
single domain odlCM, such as production, a whole entity, causatiomtrog
institution, or action that involves several elemserthese elements can stand
metonymically for each other. The main functiom@dtaphor is to understand one
thing in the terms of another; the main functiomatonymy is to provide mental,
cognitive access to a target entity that is oftestract and less easily available. In
metonymy there is a single mapping. It can be predwby a more varied set of
entities (concepts, forms, and referents), belanpgindifferent realms. Linguistic
expressions containing the physiological and exgivesesponses to emotion are
usually metonymies, not metaphOEFFECTS OF A STATE STAND FOR THE STATE.
Whereas a conceptual metaphor is describedss, a conceptual metonymy can
be described as STANDS FOR B Kbvecses gives the exam@eX STANDS FOR
LOVE as in “Theymade loveas a conceptual metonym§f.

185 K svecses (2002:145).

188 |hid. | do not agree with Kévecses on this pointmy opinion, the opposite applies, namely that
LOVE STANDS FOR SEXin the expression “Theynadelove”. Perhaps Kdvecses means that sex
stands for love at a deeper level, as a way ofesgimg love, but linguistically it ought to be the
other way around.
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3.2.7 Metonymic Relationships, Idioms and Metaphor

Many conceptual metaphors derive from conceptudabnyeies, or may have a
metonymic basis or motivation. Some linguistic egsions are not always clearly
either metaphors or metonymies. Often an expregsibnth; the two figures can
blend in a single expression. There are casesctrabe interpreted asetaphor
deriving from metonymyand there are expressions that are blendeetbnymy
within metaphor An example of the former is the metaph®iE HEART IS AN
EMOTION where the heart stands metonymically for the peecelocation of
emotion, which becomes the source domain in a rhetdpr the emotion itself.

Idioms are linguistic expressions that can entataphors, metonymies, pairs
of words, sayings, similes, phrasal verbs, and gratical idioms among others.
“Most traditional views of idioms agree that idiomansist of two or more words
and that the overall meaning of these words carb®tpredicted from the
meanings of the constituent words,” Kévec8esrites. He makes the generalisa-
tion that many, or most, idioms are motivated sitlogy are products of our
conceptual system and not only an arbitrary mattéanguage. He further states
that the mechanisms involved in forming idioms aretaphor, metonymy, and
conventional knowledge, i.e. shared everyday kndgde The analysis of
metaphors from the corpus of rebétiko will not taki® consideration whether a
metaphor is also an idiom (or slang), thereforeontd will not be treated
separately.

3.2.8 Metaphor across Languages

Metaphorical ideas and concepts can cross langaagjeulture barriers. Knowles
and Moon remark that “where English has borrowedapteorical items from
other languages, it has frequently borrowed oné riretaphorical meaning, and
not any literal meanings which may have existethssource languagé® This
is probably the case with most languages. Universataphors are mainly
metaphors where the source domains are basic huexperiences, e.g.
orientational metaphors suchMSRE/POWERFUL/SUCCESSFUL/ALIVE IS UP.
Concerning the interdependence of language andgthpKnowles and
Moon'® discuss whethethe language of a culture is determined by the imay
which that culture thinks, or if the thoughts ofcalture are determined by its
language. In the first case, a language evolvegeftect and express the
experiences of its speakers. In the second casaltare’'s experiences and its
understanding of those experiences are constradeeduse they can only be
expressed in the ways which its language allowserineme form of the latter

167 Ksvecses (2002:199).
168 K nowles & Moon (2006:18).
19 |bid., 87-89.
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view is theSapir-Whorf hypothesi<€® according to which the differences between
languages enforce differences in thought. In thewy speakers of different
languages are likely to view the world and its gmaana very differently, and as
there will not be enough shared ground, translaisonot possible. Few people
now support this extreme form of the hypothesis. ¥ém relate conceptual
metaphor to both arguments; metaphors both constand constrain our
understanding.

Sometimes different languages have correspondin@gphers, but they can
differ in frequency or formality, so that anothepeession may be better used in
translation. Some metaphors do not translate gxdmit use the same underlying
concept. It might be important, especially in kter texts, to reproduce the
metaphorical expressions of the original, in orilemaintain the imagery of the
text, rather than substituting with nhon-metaphdrégressions.

Conceptual metaphor is crucial to the understandihgolysemy historical
semantics grammar and grammatical constructionsand linguistic theorizing
Polysemyinvolves words with a number of related sensesaha often based on
metaphorical or metonymic relationships, and itussovhen meaning extension
takes place on the basis of conceptual metaphmetsnymy. The source domains
hold the more central senses of the words, whitl@apers and metonymy provide
cognitive links to other, more distinct, sensestloé words. In the field of
historical semanticgthe study of historical development of the sensfewords)
cognitive linguistics has been able to shed lighpbenomena unaccounted for, by
means of conceptual metaphor and metonymy.gtammar the shift of
grammatical status of words and phrases, e.g. fromms to verbs or adjectives or
vice versa, may have a metaphorical or metonymsisbd he grammatical status
of words and phrases can be altered where share@mitonal knowledge exists
based on conceptual meaning. Hence the meanirg @xpression in its new part
of speech is metaphorically or metonymically imgli€ Metaphor can also be
involved in largergrammatical construction®r syntax where a diversity of
meaning can be achieved by the distance betweecothponents of a sentence.
The conceptual metaphor that functions in thesesC&STRENGTH OF EFFECT IS
CLOSENESS linguistic form is understood in spatial terntse ttloser in syntax, the
stronger the effect.

Metaphor can give meaning to form in the sensertizae of a form is more of
content as in the examples “he ran and ran and ran amig ‘lae is very, very,

reduplication to indicate more, e.g. plural of nsurtontinuation of verbs,

170 |jAi

Ibid.
"1 This is calledfunctional shiftor conversionand it occurs especially where diminutive, thetpas
tense suffix (in order to achieve counterfactuglioy a pragmatic softener (e.g. ‘I wanted to aslt y
something’) are used.

45



intensification of adjectives, and diminutioh> The ME-FIRST orientation
metaphor as expounded by Lakoff and Johnson is anothangbeaof a kindred
phenomenon, whereby the canonical person formsneeptual reference point:
UP, FRONT, ACTIVE, GOOD, HERE, Nowand a normal word order would be ‘up and
down’; ‘front and back’; ‘good and bad’, and so dne metaphor at work here is
NEAREST IS FIRST

Finally, in all scientific theories metaphors amaptoyed to enable us to
conceptualise and comprehend abstract meaningslirguistic theoriesare no
exceptions. “No scientific discipline is imaginabi@&hout recourse to metaphor,”
Kovecse$™ asserts.

3.2.9 Mapping, Highlighting and Blending

Metaphorical structuring is partial, not totalitlvere total, one concept woulg:
the other. It is not the case that any elementtitatisg B is applicable to any
element of A. Linguistic expressions used metapladlyi must conform to
establishedmappings Mappings are correspondences of constituent eitsme
between source and target domains. This knowlesigméonscious in the sense
that we do not actively think of it; nevertheless are aware of it at some level.
There is a certain systematicity to the mappingssifgle source domailcan
correspond tanultiple target domainanultiple source domains can correspond to
a single target domain, and there can alsmary-to-many mappindstween the
source and the target.

The main meaning focythe major theme) of conceptual metaphor represent
some basic knowledge concerning a source that delyishared in the speech
community, that can be found in most instanceshefgource, and that uniquely
characterises the source. It is, in KOvecses wocdéiurally agreed-on conceptual
material associated with the source that it conglyt imparts to its targets™
Primary metaphors are generalisations of the doesii mapping; the mapping
consists of submetaphors. Primary metaphors ametlgachildhood as part of our
basic human experience and cogniti@rcentral mappings one from which other
mappings derive and which maps the main meaningsfoé the source onto the
target. In other words, primary (or simple) metaghoonstitute mappings in
complex ones$’

Rich additional knowledge about a source mappeih @target is calletheta-
phorical entailment.Full exploitation of metaphorical entailment woulsk
accomplished if a source domain could map entiogiyto a target domain. The
invariance principleblocks the mapping of knowledge from the soure ih not

172 akoff & Johnson (1980/2003:127-8).

173 Kvecses (2002:224).

174 |bid., 118, following Grady et al. (1996:177-187).
15 Cf, Grady et al. (1996:177-187).
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coherent with the schematic or skeletal structurethe target concept. The
invariance principle consists of two parts: thet phat says what can be mapped
from the source, and the part that says what caambtvhy.

In metaphors, some aspects are highlighted, androthare hidden. These
phenomena are consequently callatetaphorical highlightingand hiding.
Different metaphors highlight different aspectstlud same target concept and at
the same time hide its other aspects. In this nmranedocus on certain properties
that fit our purposes, and “every description wiljhlight, downplay, and hide,”
Lakoff and Johnson asséff.We make use of only some aspects of a source
domain in order to understand a target. This phemam is callednetaphorical
utilisation and is partial as well. When we think and speatonrentionally, we
can extend our conventional patterns of thoughtlanguage into unutilised parts
of the source. Each source can structure onlyineatgects of the target.

Mixed metaphorshave a joint focus on more than one aspect oftahget
domain, e.gAN ARGUMENT IS A JOURNEYandAN ARGUMENT IS A CONTAINER as
in the sentenceAt this pointour argument doesn’t haveuch content This is
possible because these metaphors have sharednemtis] there is an overlapping
of purposes, and coherence between the metaphbes.vdrious metaphorical
structurings of a concept serve different purpdsebighlighting different aspects
of the contentShared metaphorical entailmenasd cross-metaphorical corres-
pondencesrise when many metaphors partially structurenglsiconcept. Thus,
“when we discuss one concept, we use other conddgats are themselves
understood in metaphorical terms, which leads tothéwm overlapping of
metaphors*’

When we process language we create a mental spacednsists of all the
pieces of information needed to comprehend thesidemtained in a message,
including our conventional knowledge. Théending theoryinvolves twoinput
domainsthat yield a third, ecounterfactualso-calledblended spacdrom the
source and the target of a metaphor, amgreric spacethat comprises shared
abstract structure from the two domalffs.

3.2.10 Subsystems and Levels of Metaphors

There are, in Kévecses’s view, different subcategoof metaphorThe great
chain of being metaphdreats howthings are conceptualised metaphoricdfly.
Entities higher in the hierarchy are understood esidities lower in the same
hierarchy. The complex system metaphigr a subsystem of the great chain
metaphor, in which any kind of abstract complexeaysis understood in terms of

178 | akoff & Johnson (1980/2003:163).

Y7 bid., 97.

178 Cf, Kdvecses (2002:228-32) and Knowles & Moon (208674).
1" Kvecses (2002:124-127).
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the human body, buildings, machines, and plants. Blent Structure metaphor
deal with howevents/relationsare conceptualised metaphorically. Events are
conceptualised as physical location, force, andionotThey includestates,
change, cause, purpose, means, difficulty, progeéssThings are coded as nouns,
while events (state, cause, change), or relatiares,coded in verbs, adjectives,
prepositions, or conjunctions. There is a greal déaverlap in these complex
systems; e.g. relationships and careers appeae tmth “things” and “events”.
Emotions are conceptualised states events actions andpassionby means of
the Event Structure metaphor.

Kdvecses discerns three levels of metaphorstpeaindividual theindividual,
and thesubindividual*®**The supraindividuallevel of metaphor is based on the
conventionalised metaphors of a certain languagestMinguistic cognitive
research on metaphor is conducted at this levede&ehers collect metaphors
from e.g. corpora, dictionaries, books, and newspapd analyse them by group-
ing them into conceptual metaphors that can canistiarge systems of metaphors.
The supraindividual level is mainly based on thalysis of linguistic expressions.

The individual level is where metaphors exist in the mind of vidlal
speakers. At this level speakers use the metapvaitable to them at the supra-
individual level in actual communicative situatipasd here they also create new
metaphors. All metaphors at this level are notlatée at the supraindividual level,
just as all metaphors at the supraindividual les& not used at the individual
level. This is partly due to individual as well@dtural and intracultural variation,
and to individual use of mappings, highlightingddnding of a conceptual meta-
phor.

The Subindividuallevel “is the level at which the conceptualisatioh a
conceptual domain (the target) by means of anaiveceptual domain (the source)
is made natural and motivated for speaké?sThis level corresponds to the
universal aspects of metaphor. Here two differemtik of experience are viewed
as correlated to each other, often by means of huphgsiology and culture.
Bodily experience in correlation to abstract, ire tkense of ‘less tangible’,
experiences gives rise to conceptual metaphorsahdind natural and motivated.
Several experiments have been conducted that draivabstract domains such as
emotions often correlate with physiological changasthe body!® Other
conceptual metaphors are motivated by “perceivedtistral similarity,*® or real,
objective, and pre-existing similarity. These twpds of motivation (correlation

180K vecses (2002:239-245). As this classificatiothef levels of metaphor is somewhat difficult to
grasp, one could compare them to Freud’s levelthefself, the supraindividual level being the
Superegopthe individual level being thEgo, and the subindividual level being thk (as noted by
linguist Jordan Zlatev in personal conversation).

¥l bid., 242.

182 K svecses (2002:243), referring to Ekman et al88t9208-1210).

1% |bid., 243.
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in experience and similarity) should, accordingkiivecses be seen as comple-
mentary rather than mutually exclusive. The subikdial level of metaphor is
only partially universal, due to the fact that pleoin different cultures may view
an event or object as similar to different things.

3.3 Metaphors of Emotion

Metaphor pervades the language we use about eracdiod is essential to the
understanding of most aspects of the conceptualisaf emotion. We concept-
tualise the non-physical in ternf the physical, and therefore we think of
emotions as if they have physical substance orepmes Our basic emotions are
conventionally considered to laager, fear, happiness, sadness, love, lust, pride,
shame and surprise®* Affection and love are often conceptualised in trof
heat and fire, and relationships in terms of phatsitoximity and connectior§

A question that arises at this point is whetherdhwtion metaphors (the source
domains) are unique to the emotions (the target ailish Most of the
metaphorical source domains are shared by seven@tian concepts (cimany—
many-mappingssection3.2.9 Mapping, Highlighting and Blendijgbut some
appear to be specific to particular emotion coreephe source domains that
apply to most, but not all emotions tend to be m&pecific than the ones that
apply to all.

When it comes to metaphorical expressions of emsti@oltan Kovecses,
basically following Lakoff and Johnson’s theory cbnceptual metaphor, has
further developed a theory on emotions being thboglhas force. He has outlined
a number of specific-level metaphors for the way speak of emotions in
everyday, as well as poetic language. There seerns & single, underlying, and
generic-levelmaster metaphobehind a majority of metaphors of emotion, i.e.
EMOTION IS FORCE He claims that

we can account for a large portion of the concdjzation of emotion in a coherent way
if we assume the existence of the general-l&DTION IS FORCEmetaphor. Just as

important, however, [...] all of the specific-leveletaphors instantiate the generic-level
one in a different way, addressing several distspects of emotiotf®

184 Cf. Kbvecses (2000:20). Cf. also Tomkins (1962-hgre are, according to the affect theory of
Tomkins, within the discipline of psychology, nirmsic affections, of which one is neutral:
surprise/startle two are positive:enjoyment/joyand interest/excitementand six are negative:
anger/rage disgust dissmell(reaction to bad smelljistress/anguishfear/terror, andshame/humi-
liation.

185 Knowles & Moon (2006:38).

186 K svecses (2000:64-65).
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Kdvecses further reasons that “emotional languateet be seen as a collection
of literal words that categorize and refer to aegrgting emotional reality, but as
language that can be figurative and that can dedimé even create emotional
experiences for us® In saying that emotions like anger are at the stime
motivated by the human body and produced by aqudati social and cultural
environment, Kovecses tries to merge two contradictviews. In his view,
“social constructions are given bodily basis andilganotivation is given social-
cultural substance®® Kévecses has in this theory developed a new syisthe
regargLng emotion in language, which he c#lsdy-based constructivisnor
BBC.

There are many theories about the emergence amadwstr of these concepts,
but Kdvecses views expert emotion theories in gdras “merely ‘dressed up’
variants of folk or cultural models®’ He further observes that “if there is a folk
theory with salient feature (such as passivityléme), experts will tend to create
scientific theories in contradiction to that fea&* To conclude, we can state
that concepts of emotion arise mainly from metaplaod metonymies.

3.3.1 Universality and Cultural Variation

According to Kovecses’s theory, conceptualisatidntiee emotions has near-
universal aspects, though with considerable cultural vamatiTo investigate
universality one would have to “check all the aablé linguistic evidence for the
many figurative ways of talking about the emotiomg;luding metaphors and
metonymies, that characterize talk in presumablgwtures,**? something that is
in reality impossible. As regards the universatifythe conceptualisation of the
emotions, it has been found that people seem te Yary similar ideas about their
bodies over many cultures. They view their body hody organs as containérs.
They undergo the same physiological processestaydrespond similarly. Thus
we can at least state that there isnaversality of actual physiologys well as of
shared human biology. Universal target domainsctortainer metaphors, other
than human physiology, are land areas, the viselal, fevents, actions, activities,
and state$’* Kévecses claims that there is also a potentialiyarsalmetonymic
conceptualisationand that metaphorical conceptualisation is based tlos
metonymic conceptualisation. In short, we can stlaé¢ in language we have a

87 |bid., xii.

%8 pid., 14.

1%9pid., 182-186.

10pid., 137.

1 pid., 123.

1921hid., 139.

193 Cf. Kovecses (2000:159), who observes that “conmgiged physiology (i.e. the conceptual
metonymies) provides the cognitive motivation foeople to conceptualize the angry person
metaphorically as BRESSURIZED CONTAINER

194 Cf. Lakoff & Johnson (1980/2003:29-32).
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potentiallyuniversal schematic conceptiofiintense emotion based on conceptual
metaphorsThe universal aspects of human physiology exist generic level.
There can also be perceptual, cultural, and caydgmsed correlations. Also
Lakoff and Johnsori® observe that objects that are metaphorically defiare
products of human nature. The metaphors are basadtaral kinds of experience,
i.e. our bodies, our interaction with our physieakironment, and our interaction
with other people within our culture. Some of thase universal.

Of course, not all conceptual metaphors of emo#tiom universal. There is
without doubt also a wide range of cultural vagatiWithin the limits imposed by
universal physiology, people “can choose to congdjze their emotions in many
different ways.*®® Kévecses investigates universality and culturaiag®n of
metaphor in depth in his worketaphor in Cultue*” in which he poses two
major questions to be answered, namély: what extent do people share their
metaphors? and more importantlyTo what extent do people around the world
share their understanding of aspects of the wanldvhich they liveHe claims
that “given the universal experiences on which they based, the metaphaemn
potentially be universal, but we should not expt#am to show up in all
languages®®

The cultural variation in conceptualisation candfeeither cross-cultural or
intracultural nature. Cross-culturaariation is mainly due to thieroader cultural
contextand thenatural and physical environmemtf the speakers of a certain
language. A metaphor can be very similar crossiaily at a generic level and
very different at a specific level. Although mosinpary metaphors are very likely
to be universal, the combination of primary metaphae. complex metaphors,
may be culturally varying. Most cultural variatiom conceptual metaphor occurs
at the specific level.

One example is the generic-level conceptual metapiioTION IS FORCE(cf.
further below,3.3.3 The force of emotipnThis particular primary metaphor can
generate numerous highly divergent specific-levetaphors that may be very
different in various cultures, and is manifestedairgreat variety of linguistic
expressions:

EMOTION IS INTERNAL PRESSURE INSIDE A CONTAINERHe burst with anger’
EMOTION IS AN OPPONENTShe was struggling with her fear’

EMOTION IS A WILD ANIMAL ‘He couldn’t hold back his feelings’

EMOTION IS A SOCIAL FORCEHiIs whole life is governed by passion’
EMOTION IS A NATURAL FORCE'l was overwhelmed by happiness’
EMOTION IS A MENTAL FORCE'His emotions deceived him'’

195 bid., 117-119.

196 K svecses (2000:165).
197 Kgvecses (2005).

198 |hid., 35.
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EMOTION IS INSANITY ‘| am madly in love’
EMOTION IS FIRE/HEAT She is burning with desire’

Kovecse$” lists potential sources of cross-cultural variatis follows:
the content of prototypical cultural models of eimot

the broader cultural context

the range of conceptual metaphors and metonymies

the specific elaboration of conceptual metaphodsraatonymies
emphasis on metaphor versus metonymy

akrwdnpE

while the intracultural (owithin-culturé variation is found to be based on:
1. alternative cultural models
2. social and individual factors
3. prototypes changing through time
4. emphasis on metaphor versus metonymy

3.3.2 Aspects of Emotion Concepts

The shared source domains of emotion metaphors fooulifferent aspect€ It

is important to note that these aspects are naifgpm emotions, but can apply to
other target domains as well. Most emotion metaphave as their main focus the
existenceof emotion. These metaphors are used also for tahget domains than
that of emotion and are in fact very widespreadunconceptual system. They are
included in the Event Structure Metaphor, and $jpetietaphors are such as

EXISTENCE OF EMOTION IS PRESENCE HERE

EXISTENCE OF EMOTION IS BEING IN A BOUNDED SPACE
EXISTENCE OF EMOTION IS POSSESSING AN OBJECT
EXISTENCE OF EMOTION IS THE FUNCTIONING OF A MACHINE

Another aspect of emotion metaphorsniensity since typical emotion concepts
are viewed as highly intense states. The metami@itirce domains that focus on
intensity areCONTAINER, HEAT/FIRE, LIVING ORGANISM, and NATURAL/PHYSICAL
FORCE Thus we get general metaphors that lead to theifspmetaphors

INTENSITY OF EMOTION IS AMOUNT/QUALITY (THE SUBSTANCHN ACONTAINER)
INTENSITY OF EMOTION IS HEAT

INCREASE IN INTENSITY OF EMOTION IS GROWTH

INTENSITY OF EMOTION IS STRENGTH OF EFFECT

19K gvecses (2000:164-181).
200 pid., 40-46.
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In the aspect opassivitythe primary focus is th&lATURAL/PHYSICAL FORCE
metaphor. Emotions are seen as happening to ushvii@comes evident in the
specific metaphor

THE PASSIVITY OF EMOTIONAL EXPERIENCE IS THE PHYSICAEFFECT OF
NATURAL/PHYSICAL FORCES

A fourth aspect of emotion isontrol, which is divided into three subgroups that
can overlap each othattempt at contrglloss of contrgland lack of controlThe
source domains at work in this aspect includ&TURAL/PHYSICAL FORCE,
OPPONENT, CAPTIVE ANIMAL, FLUID IN A CONTAINER, INSANTY, MAGIC,
SUPERIORITY, INCOMPLETE OBJECTand RAPTURE/HIGH These domains give rise
to several generic-level and specific-level metaplod emotion.

Further we have the aspect ‘@ositive-negative” evaluation which is the
most general one. Common source domains in thiscagpelLLNESS/ HEALTH,
UP/DOWN, LIGHT/DARK, WARM/COLD, andVALUABLE/NON-VALUABLE .%%*

There is the aspect dfifficult, as many negative emotions are regarded as
states of difficulty. The specific metaphor of difflty is

EMOTIONAL DIFFICULTIES ARE BURDENS

The aspect oflesire/needs often conceptualised as
EMOTIONAL DESIRE IS HUNGER

The conceptual metaphor of a non-physical unigsisincomplicated as
NON-PHYSICAL UNITY IS PHYSICAL UNITY

JOURNEY is the main source domain of the aspect of pregaesl gives rise to the
general metaphor

PROGRESS IS MOVEMENT TO A DESTINATION (IN A JOURNEY)
Finally, the aspect diarmis conceptualised by the following metaphor:

EMOTIONAL HARM IS PHYSICAL DAMAGE

2011 do not quite agree with Kévecses (2000:40-46)p asserts thatarm-cold, light-dark, up-
down, vitality-lack of vitalityonly apply to happiness and sadness. Cf. the Grgalessiondaipo
Bréupa’ (“ blacklook’), and the Swedish expressionsdrki blicken av ilska’ (Harkin the eyes of
anger’); ‘alldelesrarmav stolthet’ (‘allwarmwith pride’).
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3.3.3 The Force of Emotion

There are source domains that are more specificuamglie to certain emotions
and limited to the domain of emotion. The spedifi@f these source domains is
due to thecauseand theeffectof the emotions. We can understand an emotion via
its cause or effect, and conceptualise it “as catisat lead to certain behavioral
responses®? The generic-level metaph@MOTION IS FORCESees metaphors of
emotion as Cause and Response; a cause leads tiorenand emotion leads to
some response. The skeletal structure is CavsEmotion — Response. This
generic-level metaphor can be divided into spet#i@l metaphors of emotion.

The specific-level metaphors mainly focusing on tEion-Response” are:
EMOTION IS INTERNAL PRESSURE INSIDE A CONTAINER
EMOTION IS AN OPPONENT
EMOTION IS A WILD ANIMAL
EMOTION IS A SOCIAL FORCE (EMOTION IS A SOCIAL SUPERIOR)
EMOTION IS A NATURAL FORCE
EMOTION IS A MENTAL FORCE
EMOTION IS INSANITY
EMOTION IS FIRE/HEAT

Metaphors focusing on both Cause and Response are:
EMOTION IS A PHYSIOLOGICAL FORCE (HUNGER, THIRST, ILLNES, AGITATION,
DIZZINESS)
EMOTION IS PHYSICAL AGITATION
EMOTION IS A BURDEN

Metaphors mainly focusing on the “Cause of emotiare:
EMOTION IS A PHYSICAL FORCE (MECHANICAL, ELECTRIC, GRAVIATIONAL,
MAGNETIC, LIGHT/ DARKNESS)

3.3.4 Emotions and Relationships

When conceptualising relationships such as frieipdsbve, and marriage we use
much more moderate sources than those of the amatiacepts. While emotions,
according to Kovecses, have the master metaphogéoeric-level metaphor)
EMOTIONS ARE FORCESrelationships are conceptualised by the masteapher
RELATIONSHIPS ARE COMPLEX OBJECTSThe target of the metaphor is Complex
systems, and the source is Complex objects. Thistamanetaphor yields the
specific metaphors

EXPERIENCES ARE OBJECTS

202 K pvecses (2000:61).
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COMMUNICATION IS SHARING (EXPERIENCE) OBJECTS
PEOPLE ARE CONTAINERS (FOR EXPERIENCE OBJECTS)

Indirect sharing corresponds to communication & tlonception of friendship.
Communication is sending objects from one containexnother along a conduit.
This is aligned with Reddy?®® conduit metaphor where

THE MIND IS A CONTAINER
MEANINGS ARE OBJECTS
COMMUNICATION IS SENDING

Relationship metaphors are, according to Kévetsbased on the “communi-
cation” system, the “emotion” system, the “stategtaphor system (which views a
relationship as a possessed object, a bond orcamoec exchange), the “complex
systems” metaphor, and the “positive/negative atadn” system (which sees
relationships as a valuable commodity).

3.3.5 Concluding Remarks

Language is in a way a mirror of culture. This igasition that will be accounted
for in the analysis of metaphorical language in@neek musical style and cultural
phenomenon rebétiko, in an attempt to contributgctmlarly work on rebétiko, as
well as to research on metaphor in Greek literatdoth fields of research appear
to have been neglected — cf. the dissertation 6828h metaphors in political
language by Christos Pappas, who states that ‘dipalarity that metaphor has
enjoyed lately as a subject of study, particulamlythe Anglo-Saxon, but also in
the German, fields of scholarship, does not seeimt@ any correspondence in
Greece.*®

The Greek language is full of metaphors, and evererso Greek poetry and
song texts. As Knowles and Moon point out

Rock and pop song lyrics are [a] good source of.d&tair metaphors may be one-off
creative metaphors, or clichéd; they may explod davelop conventional metaphors or
idioms; or whole songs may represent a single nebete metaphor, or realize conceptual
metaphors such asFE IS A JOURNEY, LOVE IS HEATand so orf®

203 Reddy (1979). Cf. exposition on the conduit metagthmve, undeB.2 Metaphor Theory

24 Kpvecses (2000:87-113).

WSpappas (2003:42), my translation. The Swedish readls: "Den popularitet som metaforen har
atnjutit de senaste aren som undersokningstemddralthi den anglosaxiska men dven i den tyska
vetenskapen tycks inte ha ndgon motsvarighet i l@nelk’

206 Knowles & Moon (2006:162).
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This is of course true of Greek songwriting as wélhat metaphors of emotion
are there then in rebétiko song texts? It has baghnumerous times that rebétiko
song texts are very sad, depressing, and everudigé: This impression is due to
the many songs of unrequited love, difficultieslife, and disappointments with
society. Rebétiko developed as the music of theplpeat times when life was
difficult both for individuals and for Greek sogjeat large, and the genre may be
seen as an expression of the feelings and sensnwdénthe people through its
creators and performers. The most common metagi@motional content may
be presumed to denote emotions such as love, deminetional pain, and
bitterness.
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4 Metaphors of Emotion in Rebétiko

4.1 Range of Emotions

There is a wide range of emotion in rebétiko, pstin all literature, poetry, and
lyrics involving human sentiments and behaviourstof all we can distinguish
emotion at largesuch as mental/emotional pain, andtaphorical expressions as
‘be touched’, ‘be moved'. Further we can divide thmotions into positive,
negative, and neutral. According to affect thearythie discipline of psychology,
there are nine basic affections: one neutral, tesitive, and six negati\f@.7 The
positive affects areenjoyment/joy interest/excitementthe neutral one is
surprise/startle and the negative asnger/rage disgust dissmell(reaction to bad
smell), distress/anguishfear/terror, and shame/humiliation This categorisation
does not entirely cover our material. A more dethlist is required here in order
to examine fully the meaning of the metaphoricapressions. Some of the
emotions investigated might rather be thought ohtisudes (e.g. neglect), but
they are included in this study as belonging toecaber definition of the emotions
in a wider perspective and range. The emotionsctdf and states of emotion that
can be discerned in the song texts of the rebé&tikpus and might be expressed
mainly by metaphorical expressions are the follgwin

Positive emotions:
* joy, happiness
* love
* hope
e admiration, adoration
s amusement
e compassion
» lust, pleasure
e pride
* interest
» ‘kefi (= mood, high spirits, good humouio kéet = be in the mood)
* ‘meraki (= sg. longing, yearning, ardent wish; pliot oto pepdaxio = be
in the mood, emotionally aroused)

Neutral emotions:
e astonishment, surprise

207 Tomkins (1962-91); cf. fn 184.
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Negative emotions:
* sadness
* disappointment
* sorrow, grief
* depression
» bitterness
* melancholy
e anger, rage, fury
e irritation
» unspecified mental/emotional pé?ﬁ
» jealousy, envy
* hatred
* shame, humiliation
» fear, horror

e guilt
* shyness, modesty
* despair

* burden, difficulty
» detestation, loathing, abomination, disgust
* neglect, disrespect

in the following sections, figurative expressiome ksted in tables in order to give
a better overview of the specific words and thérithgtion of their metaphorical
and literal usagé® The expressions are listed in an alphabetic oritery are
mostly verbs, adjectives, and nouns. Words and essfpns that may be
metaphorical in other circumstances, but are atdyal in this corpus, have also
been included (e.goeondg ‘earthquake’;minpuopa ‘flood’). The metaphors,
metonymies, and similes in question will be writteritalics in the examples. The
song texts are at times brimming with metaphoriesiguage; several of the
examples given contain many metaphors besides thasaplifying the matter at
hand, and not all of then express emotion, sortbagll of them will be discussed
together. The examples given are words either widmy occurrences or with
other interesting features. The ‘I' character im thong texts, i.e. the person
speaking in the lyrics — not to be confused witn dluthor of the song text, nor the
singer — will in the analyses be called tiharator, or the protagonist if he/she
speaks of himself/herself; the tepnotagonistwill be used also for a principal
character other than the narrator.

208 Mainly expressed literally by the wongvoc.

209 The percentage will be rounded off to whole nurapeherefore the sum will not always
necessarily be at exactly 100%. Numbers will in tiwd be displayed in digits, as the scope of the
numbers is rather large, and a mixture of digits l@tters would be confusing.
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4.2 Force as Source Domain in Rebétiko

Both the music and the lyrics of rebétiko are higttharged with emotion, and in
the linguistic component emotion is largely expeglsshrough metaphor. Most
metaphorical expressions of emotion in rebétiko lsarplaced within the master
metaphoEMOTION IS FORCE Force, as understood in this context, includek bot
constraint and restraint. In the corpus, most nietephave been found to belong
to this master metaphor, and all of the specifielesource domains listed above
(at 3.3.3 are represented, except for one. No instancesmefaphorical
expressions have been found from the source doBMadTION IS A WILD ANIMAL .
The source domaiBMOTION IS AN ANIMAL constitutes a separate category in this
examination, as dOHE HUMAN BODY andTHE MIND AND THE SOUL, and they are
not included in the force metaphor. AlS0GHT/DARKNESS has been separated
from PHYSIOLOGICAL FORCE within the force master-metaphor. Furthermore a
new source domain, not recognised by Kévecses,bbas added to the force
master-metaphor, nameBMOTION IS A POTENT SUBSTANCE since metaphors
with words like ‘poison’ are quite common in theepent corpus.

The first group of categories treated will be tipedfic-level metaphors that
according to Kévecses focus on “Emotion—Respornsettions4.2.1-4.2.7. Then
follows the group with focus on “Both Cause and HoW (sections4.2.8—
4.2.10, and finally the group focusing on the “Cause Erhotion” (sections
4.2.11-4.2.18 As the source domain OfATURAL FORCE is listed first, its
illustration will be much richer. Apart from thosecluded iINNATURAL FORCE,
three frequent metaphorical expressions will beentboroughly investigated and
exemplified, as an illustration of the difficultyf delineating the focus (cause —
response) of the metaphorical source domains tigéhi. The key words are
eotid ‘fire’, daxpv ‘tear’, andeopudxt ‘poison’, and they have been chosen, not
only because of their frequency, but also becausite vibelonging to one group
each, they illustrate all three groups.

4.2.1 Emotion is a Natural Force

The forces of nature are a principal source of @sgions of emotion in rebétiko.
Conceptions such afrowning, freezing, meltingand various forms of violence
are represented, as well as various weather condiuch awind, rain, snow, ice,
storms, hurricanes, thunder, lightningnd waves Most of the words refer to
natural phenomena connected with the element ofbair there are also many

210 The source domains used for metaphorical expmessio this study are mainly based on
Kdvecses, and largely coincide with the source doslisted by Gauntlett in his dissertation on
rebétiko (1978:93-109), where he notes: “Modelstfar imagery of the ‘Rebetiko’ are drawn from
the natural world; human anatomy and behaviour; drursociety, its professions and their
implements; history and mythology”, p. 93.
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words associated with the element of water, suchkeasndwave “The object
affected by the natural force,” Kévecses maintafnan’t help but undergo the
impact of the force; in the same way, a person iepees emotion in a passive
and helpless way. This is the single most imporgnperty of emotion in folk
theory.?!* It might be difficult to distinguish features ofATURAL FORCE from
those ofPHYSICAL FORCE such as heat and attraction of bodies (e.g. ntizgme
and gravity).

In the categor]NATURAL FORCE a total of 38 words have been examined, 11 of
which are verbs, 25 nouns, and 2 adjectives, asthre 255 instances of their
use in a metaphorical expression of emotion. Thisnlver is calculated by
removing the instances of literal expressions al agethose of non-emotional
metaphors from the total sum in the table. The pieiecity regarding emotion of
the investigated words in this source domain ishhifg8 % constituting meta-
phorical expressions of emotion.

Table 1. Source domain: natural forée
other literal/

Expression literal metaphor tropé™® simile metaphor other | total
a€pog 4 (50%) 4 (50%) 8
avepoppoyt 1 (100%) 1
Gvepoc 1 (25%) 2 (50%) 1 (25%) "
0CTPOTH 1 (100%) 1
AoTPAPTO 1 (33%) 2 67% 3
Bpéyo (rain) 2 (20%) 2 (20% 4 (40%) 2 (20%) O 1
Bopidg 1 (33%) 2 (67%) 3
Bpovty 2 (100%) 2
Bpoxepos 2 (100%) 2
Bpoxii 3 (14%)| 2 (10%) 4 (24%) 11 (52%) 01
yrpe(v)og 10 (100%) 10
Bdhacoa 3 (8%) 1 (%) 12 (32%) 17 (45%)| 1 (3% 4 (11 %) 38
BaAocc0dEpVe 2 (100%)

Koronyido 2 (100%) 2

21 Kpvecses (2002:72).

212 Borderline cases in this category are words didkeipi/Gotpo ‘star’, fovvd ‘mountain’,yn ‘earth’,
NAlog ‘'sun’, ovpavog ‘heaven’,peyydpt ‘moon’, andyadpa ‘soil’. They are not included in this study
as they are not actual forces, although they apitant phenomena used as source domains from
the natural sphere.

213 Mostly metonymies, but also some personifications.

214E g. metaphorical, formulaic, or idiomatic expiess of non-emotional character belonging to
another specific-level metaphor.
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KEPAVVOG 1 (100%) 1
Koo 7 37%)| 2 (11%) 1 (5% 4 (21%) 2 (11%) 3 (16%) 19
etdve 1 (1%)| 62 (84% 5 (7%) 6 (8%) 74
popaive/-opon 6 (17%)| 24 (69% 5 14%) 35
umépa 1 (7%) 10 (67% 2 (13%) 2 (13%) 15
EepoPopt 1 (50%) 1 (50% 2
Eeond 1 (20%) 2 (40%) 2 (40%) b
TOYOVIQ 1 (33%) 2 (67% 3
TOPAUGEPVED 1 (25%) 3 (75%) 4
TéENoyog 2 (40%)| 1 (20%) 1 (20%) 1 (20%) 5
TANUPOpaL 1 (100%) 1
TANLpLPIL® 1 (100%) 1
TOTAUUTOTONOG 4 (57%) 3 (43% 1
TviyopaL 2 (29%)| 4 (57%) 1 (14%) 7
vytog 1 (100%) 1
pépa 1 (14%) 6 (86%) 1
GELGNOG 1 (100%) 1
cLVveQLalm 3 (60%) 2 (40% 5
o0VvEQPO/GUVVEQLA 4 (67%) 1 (17% 1 (17%) 6
(povptovva 1 (10%) 8 (90%) g
PLTPOVO 2 (67%) 1 (33%) 3
YOAGGL 1 (50%) 1 (50% 2
Y1VL 2 (50%)| 1 (25%) 1 (25%) "
WKEOVOG 2 (50%) 1 (25% 1 (25%) 4
total 48 164 13 45 33 25 328

sweep away fapacipvo)

Source: ‘sweep away’; target: to be overwhelmedmmption.This verb does not
occur many times in the corpus, but it warrantsstliation because it typifies this
category and it also presents a noteworthy instariceebétiko intertextuality
involving metaphor. Of the 4 occurrences of ‘swaemy’, 3 are metaphorical. Of
particular interest is the fact that exactly themmeghraseologyMe moapdouvpe 1o
péua, pdvo pov, dev eivar wépa) occurs in two different songs. In the earlier
composition (1 — dated 1935) the meaning is litdyat in the later text (2 — dated
1968) it is metaphorical and forms part of an edéshmetaphor of being subdued
by ‘nature’ (i.e. by the emotion) which pervades gong. The phrase is not a
conventional formula, and the borrowing might bersas an applied intertextual
allusion, whether as a form bbmmageo Markos Vamvakaris, the archetypical
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rebétiko composer, at the time when his work wamdeediscovered, or
alternatively as a form of ‘one-upmanship’, inasimas Vamvakaris’s literalism
is being upstaged in Tsitsanis’s more sophisticatethphor. The last example (3),
which is in the passive voice, is full of rathemegentional metaphors, including
‘being swept away’.

1. Me rapdovpe to péua Bpel pndva pov, dev givor yépa
Meo’ 670 pépa Kolopmovoa, Ppe/ vo 10 6OG® dev propovco’’
(The stream swept me awayother, it's no lie
In the stream | kept swimming/ but | couldn’t saye

2. Me rapdovpe to péual pava. pov, dgv sivar yépo,
Kaiyopon Yt ovTi Kol AE1GVe/ TV ayard’®
(The stream swept me avayother, it's no lie

I’'m burning and melting for her/ | love her)

3. Zaliotnka, LohicTnkae/ mo viyto rapacipinka
g dev To svAhoyioTnKa/ Kot 6€ YKPERO YKpepioTnka'’
(I was dazed, | was dazed/ one nibivas swept away
Why didn't | think it through/ but was dashed doftom a cliff)

be choked, strangled or drowned#viyopm); stifled/hushed fviytéc)

Source: ‘choked’, ‘strangled’ or ‘drowned’; targét:be overwhelmed by emotion,
to be unable to deal with emotion, to be smothe@ddcthe 7 occurrences of this
notion, 5 are metaphoricdt.is important to note that only the passive vaitéhe
Greek verbnviyw, i.e. mviyouar, is used in the category natural force, as the
protagonist of the song is the one experiencingethetion and therefore the one
drowning. This is a conventional metaphor and \@mmon in everyday speech.
When the active voicewviyo is used, the metaphor belongs to the category
EMOTION IS AN OPPONENT In (4) the metaphorical expressiém nviyod lies very
close to a literal sense, since the protagoniseappo a boat to save her from
drowning (herself) at sea, but in reality the appea@poses salvation from
heartache and regret. The expressiefa nviyd in (3) and (4) could be
interpreted as a reflexive passive, in which caseverses would be interpreted as
a suicide threat, i.e. as a literal expressionwmatld translate ‘I'll drown myself’.

25 i wquuipoa (Markos Vamvakaris). This section of the song isuila little child drowning in a
flood.

218 Me mapéovpe 1o péua (Vasilis Tsitsanis).

27 yowidr oamo waroa (Charalambos Vasiliadis).
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1. ko dgv oov KaiyeTor Kap@i/ yio Tov 81k6 pov wovo

7oV KGOE pépa wviyovuar Koy herdvo?*?

(and you don't give a damn/ about my pain

asl drownand melt every day)
2. 10 maMG 60V Ypappata LG, Xprotiva pov/ Ko mviyouat 6o ddrpo’?
(I kiss your old letters, dear Christina/ dird drowning in tear}

3. Kleio' 10 6T0N0 TG RORGS GOV/ UN UE KAVELS va TVIYED
Bpe 0a peiverg £1g T0 paeU dKov oV 6oV Lém gYH X
(Shut that mouth on your motheldn’t make me choke

or you'll be left on the shelf/ listen to what h3a

4. Tn Lon pov dev ™ 06ho eyd/ mape pe, Bamopy, Oa mviyd
Mape pe, kKaré famépr pov/ va pe Tag Kovrd 6t ayépr pov’
(I don’t want my life/ take me away, shigr, I'll drown
Take me, good ship/ bring me close to my boy)

21

5. "Yotepo pe geyyopdaxy/ pe fapkovia ot avovytd
ayamovra pov, 0o Taipve/ Ta piiid cov Ta aviyTd®
(Later in the moonlight/ in a boat on open waters
my darling, | will takeAour hushed kissgs

2

burst/break out (Egon®d)

Source: ‘breakburst out’; target: lack of control over emotioffhere are 5
occurrences of&ond’ in the corpus, out of which 2 are examples oftlie
specific-level metaphOEMOTION IS A NATURAL FORCE the word also occurs in
the metaphoEMOTION IS AN OPPONENTIN the closely related sense of ‘burst out'.
In the category of natural force the verb only asan combination with a noun,
whereas in the category of opponent the verb isllysused with a pronoun and
hence refers to a person. The first example hesec@mbination of metaphor and
simile; the second is an extended metaphor. Thieatslin both instances are very
similar; uropa ‘downpour’ andkataryida ‘storm’.

1. a@od n ykpivia &éomace cav umopa
6TOV dpoo avToHV KL 01 Svo Ba SveTvyfcovps’

218 310y Ayio Kwvetavtivo (Vasilis Tsitsanis).

219 ¥piotive (Vasilis Tsitsanis).

20 9z\w ot Kau Aepré. (Stratos Payioumtzis).
2Ymra Bamdpr, mépe pe (Kostas Roukounas).

222 peymétec (Apostolos Chatzichristos).

2231y oiuepa, T avpio, T wiHpe (Vasilis Tsitsanis).
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(as nagging halsurst forth like a downpour
on this path we’ll both be miserable)

2. Eéomace pia kararyidal péc’ oty £pun pov yoyn
Xdiace kat covertipel ma ohoxinpn Loi??
(A storm has broken alih my miserable soul
It has ruined and swept awag whole life)

Since ‘break out’ in these texts is combined witorm’ or ‘downpour’, these will
be examined next.

storm (noun: katoyida)

Source: ‘storm’; target: difficulties in lifeThis word is used only twice, both
times metaphorically. The example below includesmiigurative language, and
the ‘storm’ is just a part of a larger simile in iaim the narrator compares himself
with a shipwrecked sailor.

1. Avti ™ pavpn ™ {0/ kavévag dev Oa Tt opsel
naledo cav To vavayo/ ety padpy Kararpida’>
(No one will enjoy/ this black life
| struggle like a shipwrecked sailan/ the black storin

downpour, tempest firépa)

Source: ‘downpour’, ‘tempest’; target: difficultiés life. There are 15 occurrences
of this word, of which 10 are metaphors and 2 ardles. Of the remainder only 1
is clearly literal in its sense and 2 of them amenable to interpretation as either
literal or conveying the metaphorical meaning ofgeneral atmosphere of
complaint. The examples below are metaphors; alesimas been seen above,
under &eonw’. Most of the verbs having the noymopa as their subject denote
violent physical force, such as ‘hit’, ‘strike’ doeat up’ (1 and 2). This further
indicates how thin the line is between natural amgsical force. Other less
assertive verbs, such asyopor ‘come’, pedym ‘leave’, andnepved ‘pass’ (3),
show thatunopa is something to be endured and overcome, thegwoist having
no real power over the events and emotions destritpe this metaphor.
Occasionallyuropa is the object of verbs likeepiuéve ‘wait’ and porove (ue)
‘fight (with)’. The first two examples contain neterthy antitheses; the
difficulties are first described as violent forcbut the events/emotions are
subsequently overcome. Examples (3) and (4) onother hand elaborate on

224 ) éuyre, pama pov, amdwe (Stavros Tzouanakos).
225 yopuocomiéyuara fopid, (Eftichia Papayiannopoulou).
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umdépa with either an explanation of what the difficuti€onsist of (3), or an
enhancement of the metaphor with another metaghor (

1. Kiav oy kowovia/ uag yromody alvrnte o1 umopes
REGA 6TO TPAYOVOY QPEVYOVVE YUPOVUEVES OL DPESG
(And if in society/the downpours strike us hard
through singing/ the hours pass joyfully)

2. KoL TOPO TOV 6¢ dépvovvel o1 urdpeg oty (o
£Y® 00 68 YMTOGO/ 0T’ TNV KATAGTPOPN
(and now thathe tempestsstrike you in life
| will save you/ from disaster)

3. TIoA)ra gidave To paTIO/ POV KOL EYM TEPAGEL UTOPES
povéyog pov ov yopiia/ péca oe Eiveg ydpec®

(Much have my eyes seen/ dritave been through tempests
as | wandered alone/ in foreign lands)

4. &luact euEic THS HTOPOS TA VAVAYIOL
ko ¢ Lo kapaportoakiopivor’?
(we are the shipwrecked of this tempest
and the castaways of life)

rain (noun: Bpoyn), rainy (adjective: ppoyepoc)

Source: ‘rain’; target: sadness, difficulties, Idimess etcThis particular notion is
used numerous times in both literal and figuragxpressions; in the latter group
either as metaphors or similes. Mostly, though wibed is used in such a way that
both a literal and a metaphorical meaning can beaeted (1). The second
example (2) is a simile, the conjunctiam() being implied. The simile develops
into a metaphor that extends across two verses adsal involves the verb
ocvvvepdlm ‘cloud over'. In this way it constitutes a com@dtmage of sorrow
and sadness through two connected figurative egioes a heart that clouds over
and tears that fall like rain. The first part igtgicreative, while the second part is
conventional. Example (3) is a clear metaphor, @dalso a metaphor, is from
one of the most famous rebétiko sonbsvepiaouévy Kvproxi (Cloudy Sunday).
There has been much discussion on whether the abrdgs to the sorrow and

228 Blioote addvio (Vasilis Tsitsanis).

227 Byéhy Qa oe yrdrow (Yiannis Papaioannou).

228 170126, eidave T pdmo pov (Markos Vamvakaris).
2% 7o vavayia (Vasilis Tsitsanis).
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grief of the German Occupation out of which it géely arose or whether that is
merely a specious, retrospective interpretation.

1. WYuaj Bpoxn, wiy Ppoyil o o€va Khaist po, Wyoyn
Vo I 6T0 oTpdpe PracTnres/ Ko péva dev pe vordotnieg 2
(light rain, light rair/ a soul weeps for you
you hurried to lie on the mattress/ and didn’ecalbout me)

2. H xapdrd pov ocovvepralel tpéyovy ta ddaxpoa fpoyi
Yiyovpa 0o TaApE, Lo KOL QTACANE OC EKEL
£60 6T0 JAOPA KL €YD 6T1) PUAUKIZ
(My heart is clouding overhy tears fall [like] rain
Surely we will end up, the way we’re going
you in the ground and | in prison)

3. Xiheg Qopéc ue éowoesl ano Ppoxn, yaidal
70 oKémTopAL Ko | Kapdd/ Padid avaotevale™:
(A thousand timegou've saved migrom rain and halil
I think of it and my heart/ sighs deeply)

4. Orav oc fiénw Ppoyepiil otrypq dev novyalm

pavpn pov kaves T (o ko fapravactevaimn®

(When | see you all raiy can’t stay calm even for a moment

you make my life black/ and | sigh heavily)
rain (verb: ppéym)*°
Source: ‘rain, wet/moisten’; targetto express one’s emotion of sadness or grief’.
This word occurs 10 times in the sense of ‘raiwet with rain (drops)’; whereas
the meaning ‘wet with tears’ will be discussed uritie categoryHYSIOLOGICAL
FORCE Only 2 are clearly literal, there are 2 similé}, @nd 2 are non-emotional
metaphor$® The remaining 4 are instances that can be integbrieoth literally
and metaphorically; i.e. while actual rain cannet éxcluded, a sentiment of
sadness or grief is also conveyed, as in (2).

29 For a more extensive analysis of the song, seat@4i(2006).
Yy Bpoyii (Eftichia Papayiannopoulou).
2 Enuepdver kau fpadidder (Vasilis Tsitsanis).
233 Prooyd mavwpopdx: pov (Spiros Peristeris).
4 sovvepraouévy Koproxiy (Vasilis Tsitsanis).
5 \Whenppéyw is used in the sense of the verb ‘to rain’, thistherson singular is mostly used. For
Bpéyw as the verb ‘to wet’, s€22.8 Emotion is a physiological force
2% Notably the idiomaticOo cov tig Ppééer ‘she’ll rain down blows on you’ from the song
Pryovporliic by Anestis Delias.
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1. Onwg o1 crdles s Ppoyijs! Ppéxovve To Kopui pov
KaL To TKP6 To daKpy pov/ motiler Ty oy pov?’
(Just as rain drop'svetmy body
SO my bitter tear/ waters my soul)

2. Z10 QTOKO pov Bpéet, yrovicel mavto povayog, Tavte eTOYOg
i6@g o pépo propei Yo péva/ vo, yopicel o Tpoyog
(At my humble home whether ittgining or snowing
/'m always alone, always poor
maybe one day for me/ the wheel will turn)

precipice (ykpep(v)oc)

Source: ‘precipice, cliff’; target: disaster; impsibility. The nounykpeudc occurs
10 times in the corpus and only as a metaphor aftiem This usage is rather
conventional, particularly in the idiomatic expriesstpoc ykpepog Kot tiocw pEpa
(corresponding to the English phrase “between thal dnd the deep blue sea” —
cf. examples 1 and 2, and 2 under ‘stream’). Thedigchigh metaphoricity may
be explained by its dramatic potential; being thmaw throwing oneself off a cliff
is the ultimate in despair or finality. Its comp@ra frequency reflects the
melodramatic and somewhat fatalistic character afiynrebétiko song texts. The
first example could be interpreted as literal, ag.a reflexive passive, in the sense
of a threat, except that the accumulation of tleré@aking poison, falling off a cliff,
or killing oneself/being killed) might be seen am texaggerated to be taken
literally; they are more plausible as metaphorsefontional death, i.e. desperation
or deep sorrow (1). The first line of example (3shhe structure of traditional
fairy-tale formulae. In most instancespepog forms part of an adverbial phrase of
place, often connected to the predicateto ‘fall’, but also to other predicates
such aspépve (mpoc) ‘bring (towards)’,ykpepiCopat (oe)**° ‘tumble (down)’, and
nepvd (amd) ‘pass (through) (4)'.

1. Eevitid poykov@a, 6Koio pnTprd/ apes Ty aydan pov omxd péva poxprd
Ay, Ppe 11 00 Yive; Oa @uppokmde,
o€ YKpeo Oo méow, 0 vo 6KOTOO®
(Miserable foreign lands, bitch of a stepmotheu yook my love away
Oh, what will become of me? I'll take poison
I'll fall off a cliff, I'll kill myself)

7 Tyy wépra un pov rieiverc (Yiorgos Lafkas).

8 0)a ta maipver o motaude (Yiorgos Mitsakis). The expressidipéést, yovicet is idiomatic and
means ‘what ever happens’. The ‘wheel’ is of couhse of fortune.

2% The phrasese ykpeuod ykpepiotnka, which contains different parts of speech from tzene
etymological derivation, is an example of the riietd figurefigura etymologica

20 Zevimid paykovpa (Spiros Peristeris).
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2. Tleg g éyovpus pua vikn/ Kot to pEAAov Hog avijKel
HUTIPOS YEPEUVOS KaL oo pépal péca 6T’ GAia ki dAho ywipa'
(Say we have a victory/ and the future belongssto
a cliff beforeand a stream behind/ one more lie among all thersth

3. Apduo maipve, opouo apipvwl 6 foovd ko o yrpeud
K époc Lo vo Topavviépal/ 6to 81k6 TG TOV KONUO
(I take a road, | leave a roadn mountains andiffs
But still I live a life of torment/ in my longingof her)

4. Anoé ywolo K1 and yrpeudl kv amé peydro motopno
YWAéEM, emépaca yia va o€ fpw
(A seashorea clifff and a great river
| have crossed to find ypu

stream (pépa)

Source: ‘stream’, ‘current’; target: disaster, imgsibility. Out of the 7 instances
of the nourpéua 6 are metaphors of emotion; only 1 is a litergregsion. Just as
with the word ‘precipice’, ‘stream’ can be usedaimuite dramatic way; in these
songs someone is either ‘dragged along/swept away stream or current’, or
stands before an impassable stream. Either waystteam has a negative
connotation. In (1) the ‘stream’ is a dangerouglon or a disaster of some sort
in a more creative metaphor, and in (2) a conveatimmetaphor for impossibility
or difficulty. In the corpuspéua functions either as the subject of the verbs
napacipve Or tpafcd ‘drag’, or in an adverbial phrase describing trerbg
myaivo ‘go’ or tpafo (1).

1. Me mkpaivels, sav E&vo pe Kovtae/ kay 670 péna ue tpafac™
(You embitter me, you look at me as a stranger
andyou drag me to the stream

2. Ko tig 800 115 yovetapw/ kar 8¢ EEpm mora va wap®
Ta 'yaca, dev givon yépo/ prpog YKpepog Kar micw péna’™
(I fancy both of them [the girls]/ and | don’t kmawhich to choose
I'm at a loss, it's no lie/ a cliff before ardstream behind

241 Axcov, Nrobroe uov, ta véa (variant version oBapfdpa, Panayiotis Tountas).
222 Mo o k6p Eedoyidotpa (Vasilis Tsitsanis).

293 Wopdc o yive oty otepid. (Apostolos Kaldaras).

244 Iiepreic oe Addy (Vasilis Tsitsanis).

295 Me whicave dvo pivec (Stelios Keromitis).
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melt, wear out (.eidvem)

Source: ‘melt’, ‘wear out’; target: to be destroyég emotioror to give in to an
emotion; languish.This metaphor could also belong to the source domai
PHYSICAL FORCE since melting normally requires the applicatidnheat, but it
has been categorised und&TURAL FORCE because in most song texts where the
metaphor ‘melt/wear out’ occurs, there is no firdheat involved, and because the
emotion is experienced in a passive W&YOf the 74 instances atibvo only 1 is
literal, as many as 62 are metaphors of emotioarte6non-emotional idiomatic
expressions, and 5 are emotion-related similes allvolving the phraseav to
kepi (kepax) ‘like a (little) candle’ (examples 1 and 7). Theetaphoricity of the
word certainly is very high, as is the conventidgabf the metaphorOf the
metaphorical instances 4 involve the likewise mietsical phraseuépo viyra,
‘night and day’ (2). It is noteworthy that the vagused figuratively both in its
transitive and its intransitive form and in all pens; any person can melt or make
somebody melt as a result of an emotion. Intrareditj the subject in the majority
of the cases is a person, but on rare occasiownsaalserson’s body or heart.
Transitively, the most common subject is also a@®i(4 and 5), and occasionally
also a person’s lips, heart or eyes, or the alistnatitiesywpioudc ‘separation’,
Eevitia ‘foreign lands’, oraymvio ‘anguish’, whereas the object in all cases is
either a person or his/her body. Even though thgetameaning of ‘melt’ is
primarily negative, the word is often used as asusament of the intensity of
positive emotions, as love and desire (1-3). Buthe sense of ‘languish’, it is
usually meant solely to convey a negative connma) and can also be used as
a curse (4).

1. Xopicva 08ho ayarnoo/ ki £y Badid Tov mwovo
10 e AponeTeaviticsa/ cay To kepdki Asidve’t’
(Against my will | fell in love/ and my pain is dp
for a girl from Drapetsona/melt like a candle

2. 'Eyo pepaxy, £(o vrolyka/ £xo oefvta kol wovo
He Ty Iy mov u' avorlegl népa Kol voyta Aetdve
(I have a yearning, | have a longing/ | have pasaiud pain
because of the wound you gave mght and day mel?)

248

3. Me o patid 6ov cav pov pilels, oy mms Jetmvm
pali cov EEpeig mog Egyvam Tov kade movo*

246 Cf. Kovecses (2002:72).

247 Bydy peuméne povva (Stelios Chrisinis).

248 fev tove Ohw pdva pov (Markos Vamvakaris).

29 Yo payeuévo o uoaié pov (Dimitris Gogos, alias “Bayianderas”).
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(When you give me a single glanobhow | melt
with you, you know that | forget every single pain)

4. Mayooeg, omwg p' éleiwoel 0w K1 avth va Aeidaer
K0l TO KaK6 ov pov 'kave/ va T axpiforinpdosr’™®
(Witches,as she melted mewant her to melt
and for the evil she did me/ she should pay dearly)

5. Twti Yo 6évave S1OYVOUY EPEVOVE KO LE KATIYOPOVVE
ot ps Acidvovve, pe PUPROKAVOLVE, Y10, 6€ Pg GVEITOOVE "
(Why do they chase me away and accuse me bechyse o
why dothey melt mand poison me, and talk about me on your account)

6. Kpoper péca oty kapdid e/ Kamorwo T6vo pueTiko
Je1dver K1 oL nuaTpoi o Ppickovy/ ma Kavéva yaTpiksd’
(She hides inside her heart/ some secret pain
she languishesut the doctors can'’t find/ a cure any more)

52

7. Agv v’ {on va 6’ ayamd/ K €60 Vo, uE TAYAOVELS
KL T0 QTOY6 pov To Koppi/ eav To Kepi va sidverc™?
(I's no way to live, with me loving you/ and yburting me
and making my poor bodwielt away like a candje

wither/wilt ( papaive)

Source: ‘wither’; target: fade away; be destroyeg dmotion (heartache, grief).
The verbuapaive occurs 35 times in the corpus: there are 6 litexakessions, 24
metaphors of emotion and 5 similes of emotion. Singiles are all comparisons
with plants and involve nouns such @a®6¢ andloviovdt ‘flower’, and gdiro
‘leaf’. Apart from the specific-level metaph@viOTION IS NATURAL FORCE the
verb ‘wither’ is also a part of the specific-levabtaphoPEOPLE ARE PLANTSWith
many mappings, especially involving ‘flowers’, tleake very common in everyday
Greek, in folk tradition, and in folk-tales. Onetbk mappings of this metaphor is
‘wither’, which is usually used in a conventionaby The metaphor ‘wither’
occurs about as often in the active as in the p@asgiice. The verb in the active
voice usually has a person as the subject, butaddstact entities are represented
denoting emotional pain or yearning (1), as weldaath. The object is in most
instances a person (1), or a person’s heart orfifthe passive voice the subject is
often a person (2) or his/her heart (3).

20 Moyiooec pépre forava (Nikos Routsos).
L Noi jakpodio pov (Stratos Payioumtzis).
252 A)n6wij apérry (Panayiotis Tountas).
23 fe O¢dow mava o apored (Markos Vamvakaris).

70



1. IIikpog Kanuég o yOPLGROS/ Yo TAVTH, PE TIKPOIVEL
KL T1] 6M0 pov Kapdid/ pepovoyta papaiver™
(Separation is bitter pain/ that always embittees
night and day it makes/ my poor heaither)

2. X10 'mo kot oto Eavaliyo/ uny mkpaivecar
TéToLa £POpPOY) KOTELY TToV gical/ Kon papaivecar’>’
(I've told you and | tell you again/ don't letétbitter you
you're such a beautiful girl/ and amétheringfrom it)

3. MoapaOyrx’ | kepdovia pov/ B’ avtiy TV adikio
Heiolon, webtn vrouovid/ ko Taiokovovie®®
(My hearthas witherefat this injustice
You damned life, lying world/ and wicked society)

sea pdrosoca, TELAYOG, OKEAVOC)

Source: ‘sea’; target: happiness, light-heartednesdlifficulties in life.@dAacoa
most often appears as a simile or a personificatrthe 39 occurrences 18 are
similes, 12 are personifications, 3 are literahof-emotional metaphors, only 1 is
a clear metaphor of emotion, and 1 is interpretdiméh literally and meta-
phorically. The wordréhayoc has 5 occurrences; 2 literal, 1 metaphorical, 1
literal/metaphorical, and 1 is a non-emotional mpkta. Qkeavog occurs 4 times;

2 are literal expressions, 1 is a simile, and 1 cen-e@motional metaphor.
Expressions using notions of the s@@\ficoa, wkeavog, néhayog) are evidently
very frequent in these song texts. The reasonhisrnight be that the origin and
development of rebétiko partly took place in setgand on the islands. Of course,
Greeks have also always depended greatly on thiosézeir livelihood, and this
is reflected in the array of literal and figuratiggpressions with words as ‘sea’,
‘ocean’, and ‘wave’ both in the corpus and gengriallGreek poetry. For example,
the Cretan verse romanégotokritos by Vitsentzos Kornaros, one of the most
popular Greek poems in both print and oral traditaver several centuries, is
replete with maritime imagery’’ The expressions are of both positive and
negative import according to the aspects of thecgwomain that are either
highlighted or hidden for various metaphorical mpsgs. Where there is a positive
connotation, the sea or wave indicates happinesdigimn-heartedness; where the
connotation is negative, the expressions preskers lexations. In (1) the sea is a
metaphor for difficulties in life and in (2) it i3 metaphor for the alleviation of
these difficulties. The verses in (3) include aspeification of the sea. Although

4 IMipoe komuéc (Loukas Daralas).

25 Kovklitoa pov (Panayiotis Tountas).

28 riodiolwn wevty viovvid (Apostolos Chatzichristos).
257 ¢f. Bakker & Philippides (1988:97).
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the ‘sea’ is a conventional metaphor, it is sometinused in a rather creative
manner (1 and 2). In most cases the sea is theduddjthe clause, and the action
is described with a great variety of verbs — tréwesiand intransitive — such as
dépve ‘beat’, Boyko/povykpile ‘groan/moan’,wviye ‘drown’, aypievw ‘bristle’,
Mrauon ‘take pity’ etc.

The sea can also be seen as a specific-level nmtaplitself, with its own
entailments within the source domaWwATURAL FORCE, e.g.kbua ‘wave’ (cf.
below), and with other entailments apart from tlemegal-level source domain
FORCES such asuudawvt ‘harbour’, Bépxa ‘boat’, andvavaydg ‘shipwrecked’. The
metaphor ‘harbour’ is also one of the many entailtsién the great mapping of the
metaphorLIFE IS A JOURNEY where a person getting through life is a boat, and
where home, safety and comfort are conveyed astaotma All these different
source domains have the target domahoTION in common. This is an example
of a complex system of conceptual metaphors opgraimultaneously. In (4) the
‘harbour’ has the extended meaning of love, in $ease that finding love is
emotionally equal to notions such as finding saéetgt coming home.

1. 2tn peydin Odlacea mov {on ™) Aépe
pag yTomody o facave pe oravOpoma
(On the great sethat we call life
troubles strike us inhumanely)

8

2. Na 'ppoxa éva nélayog! mo E€pa va kodiocom
KL om' To ToALG pov Bacaval hiya va Mjopovijcn>>’
(If only I could finda sed some dry land to sit down
and forget a few/ of my many troubles)

3. Mnyovikog 6t pnyoviy/ Kot vevTng 6To Tinovt
K1 0 Ogppactig 670 6T0K0A0/ P £EL QOTIEG poAdveEr [...]
Ma 1 9oT1d givan goTid/ po n eoTid sivan Adfpo
Kt 5 Odiacea pov Ta 'kave! To 6wOKE pov pavpa’
(The mechanic is at the engine/ and the saildreatheel
and the stoker at the stokehole/ struggling wikHfisés [...]
But fire is fire/ but fire is sweltering heat
andthe seahas blackened my innards)

60

4. Eytéc apyd, opyd to dc1hvé/ To omiti £psive, EPEIVE 0pPOVO

£nalewes T podYa 60V Kat £QUYES pavi pav/ va Bperg arhot Ayudvi’™

8 Ty kapafi (Kostas Virvos).
® Ao Tov Kdopo paxpi (Markos Vamvakaris).
260 ) epuaotic (Yiorgos Batis).
Eytéc apyd 1o deidavo (Kostas Manesis).
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(Late yesterday, late in the evening/ the housebgasft
you picked up your clothes and hurried off/ talfamharbourelsewhere)

wave Kopa)

Source: 'wave’; target: hard blow, difficulties; bevolent natural entityin the 7
instances where ‘wave’ is used literally, it hathei a positive or a negative
connotation depending on the situation of the paotést. Where used
metaphorically, 9 times involving emotion, the centional negative meaning of
difficulties is mostly denoted (1). In example (fje waves’ and other weather-
features can be interpreted both literally and ptetaically. The second example
(2) is a clear metaphor and again features a negatirb (‘frighten’ in (1) and
‘hit” in (2)). Example (3) is also metaphorical, tbihis time presents a creative
personification with positive connotations.

1. Aev ue poficav kvuazal Yromo. ki avepofpoyro
060 pe poProcg 60/ KaTnpopévy ETOYELO.
(Waves snow and rainstorms/ hamever frightened me
as much as you have/ accursed poverty)

2. Nao pe guedst o Gvepog/ va ue ktomdel To Kbua,
éto1 va Pacavifopor/ Oé pov, dev sivar kpipa®
(Let the wind blow melet the wave strike me
My God, isn't it a shame/ that | should be tortutlus)

3

3. Ko uac pédvale o kbual To guni dev givan kpipa®
(And the wave shouted to/us kiss is no shame)

Remarks

Natural force can be used to conceptualise manferdiit emotions, but in
rebétiko song texts they are mostly negative, aschdespair, powerlessness, and
desolation. The specific-level metaph®TURAL FORCE presents a rich variety of
expressions. Most of these expressions are cowvemtiwhich does not render
them less vivid and expressive, but sometimes vmeecacross new and creative
metaphors. Most also seem to be potentially unaterather than culture-bound to
Greecé®® A majority of the songs that contain metaphorsithis source domain
are love songs describing either mutual or unredditve.

282 g atnpouévy prdyeia (Apostolos Chatzichristos).

283 4116 Tov Kéouo parpis. (Markos Vamvakaris).

284 ITue yio.ty BovAo (Panayiotis Tountas).

25 potential for universality is proposed here, ashia following analyses and remarks, with due
reservation, being based largely on my knowledg&/e$tern European languages and cultures.
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4.2.2 Emotion is Internal Pressure inside a Corgain

The metaphoEMOTION IS INTERNAL PRESSURE INSIDE A CONTAINERS, according
to Kévecses ® the best known and most studied metaphor of emofltis
metaphor also implies further metaph@®spPLE ARE CONTAINERSANAEMOTION

IS A SUBSTANCE INSIDE A CONTAINER In the metaphorical expressions from this
source domain two different meanings emerge; either emotions (usually
understood as fluid or gas) prevail and the pe(sontainer) bursts or overflows,
or the person (container) withstands the pressuodetfae emotions (fluid or gas)
are restrained. In the first instance there isearctesponse; in the latter a lack of
response. Hence, the attempt to keep the substaiticien the container is an
attempt to control emotional response. The mostncomemotion conceptualised
as pressure within a container in English is, agaicording to Kévecses, anger.
He maintains that “conceptualized physiology (tlee conceptual metonymies)
provides the cognitive motivation for people to ceptualize the angry person
metaphorically as @RESSURIZED CONTAINER *®’ In the rebétiko corpus this
metaphor mostly represents emotions such as jealfsustration, and more rarely
surprise and amusement. Strangely for a genre @fssociated with the blunt
expression of machismo and aggression there areXpvessions of this specific-
level metaphor, and none conceptualising anger.

In the categoryNTERNAL PRESSUREthere are only 4 eligible words, all verbs.
There are 14 instances of their involvement in aapieorical expression of
emotion. The relevant words constitute metaphosgakessions of emotion in 34
% of the total occurrences in the corpus, a ratber rate of emotion-related
metaphoricity for this source domain.

Table 2. Source domain: internal pressure insicengainer

Expression literal metaphor :’rt:;é simile rr:i:te;a)lr/\or other total
BpéLw 1 (33%) 1 (33%) 1 (33%) 3
oxblolokin 1 (%) 10 (31% 21 (66%) 32
Eeond 1 (20%) 2 (40%) 2 (40%) )
Eexeilo 1 (100%) 1
total 3 14 24 41

boil (Bpalw)

Source: ‘boil’; target: count as worthless, ‘to hetith...”. The word for ‘boil
occurs three times; once literally and twice as etaphor, but only once as a

266 K pvecses (2000:65).
27 Kpvecses (2002:173). Cf. also Lakoff & Kévecses3@)%nd Soriano (2003:107-122).
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metaphor of emotion. Boiling with ragBpolm ond to Bopd) seems not to be very
common in Greek emotional language, unlike otheropean languages® The
example below is a conventional idiomatic metaghdéreek:ppac’ 1o, literally
‘boil it"", denotes ‘to hell with it!" Perhaps thigolloquialism reflects the low
esteem accorded to boiled food in Greek cuisineisagguably a culture-specific
metaphor. This would accord with the contrast drétwthe example between the
beguiling, ‘crazy’ delights of Plaka on the one thaand the insipid musical fare
and other allures on the West (‘only good for Imgjl) on the other.

1. Mnpog oo IMhokidTiKa 6TEVA/ pE TG TPELEG KIOGpES
Ppdoe ™| podpma, To 6oviyK/ Tov Ael TIg Yapec?’
(Beside the back streets of Plaka/ with their ciguzyars
To hell withthe rumba, the swing/ and the Eiffel tower’s chsrm

burst (ekalm/okam)

Source: 'burst’, ‘explode’; target: to be overwhedchby emotionThe word for
‘burst’ in a metaphorical sense is used 10 timev&oious emotions in this corpus,
including anger, jealousy, envy, frustration, sisgr and amusement: thus (1)
expresses amusement, (2) envy, (3) jealousy, @jration, and in (5) the prefix
&e-, denotes relief from frustration through carougaa({)m appears only once
literally, and metaphorically for target domain$et than emotion 21 times; in
colloquial Greek it is commonly used for ‘burstingith either too much food or
heat. All the examples below feature conventionalaphors.

1. M éye horo o Epnvaxy/ pe to povopovii yopaxt
Bpe, Tov hdo 8g pov Enniétan/ oxdst an’ T yédie ki 6ho Koovigtan®
(Little Irini is driving me crazy/ with her loquatsloured slippers
| speak to her but she doesn't tadkke bursts out laughingnd shakes about)

2. Amoye o€ YAEVTA®/ KL 0 KOGHOG TTdEl VA CKAGEL
Kovrever arr’ T Gjial va tovc pvyel To Kapdorr
(Tonight I'm partying with you/ angeople are about to burst
they're nearly blowing their topsvith envy

3. Moéptn pov, kaxo 00 td0sic/ kv ax’ T {1jiia cov Ba crdcels

o™V Apepikii 0o T/ Y10 va TavTpELT®?

28 Cf. Kovecses (2000:65-68).

29 Bhaoe i poduma, ta soviyk (Vasilis Tsitsanis).

210 15 Epyvara (variant version ofbépte mpéla va povudpeo, Panayiotis Tountas).
21 gméwe woverc pmay (Vasilis Tsitsanis).

272 gepomiavo Oa wépw (Panayiotis Tountas).
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(Rough guy, you're in for some trouble/ aywls’ll burst with jealousy
I shall go to America/ and get married)

4. Tlov vo sican;, XaOnkec/ va ue oxdoers faiOnxes
&y Miyec ovpgopéc/ 0a pov eépeic ki Grrec””
(Where could you be? You've disappeangali’re intent on making me burst
I have a few troubles/ you'll bring me more)

5. Ka0s pépa 0a yrevrao/ 6tig Tapépves va psdd
Oay ta mive va Eeordwl To 6PVt cov va Eexved
(Every day I'll party/ in the taverns and get drunk
I will drink to blow off stearto forget my yearning)

break out, burst out / erupt (Eeond)

Source: ‘break out’, ‘burst out’; target: vent, ¢alone’s frustration out on
something or someon&eond occurs, as noted above (ef.2.1 Emotion is a
Natural Forcg, 5 times in the corpus; it appears twice as thecific-level
metaphorINTERNAL PRESSUREanNd refers to persons in both instances. Perhaps
predictably the metaphor is conventional, althouighliteral sense is rare in
everyday speech.

1. IMive kot pedd/ oy apdav, pépa-voyto Tpayovdom
Ko 7o vrépti povl oy apdv, 6to umovlovki pov Eeond’”
(I'drink and get drunk/ oh dear, night and daygs
andmy heartacheoh dear| take out on my bouzoQki

brim over, overflow (Egyahilm)

Source: ‘brim over’, ‘overflow’; target: to be owehelmed by emotiofhis word
is actually found only once and as part of a meatapdér an overwhelming feeling
of bitterness and relentless harassment. In thmgheabelow the combination of
the metaphor ‘brim over’ with the graphic imagesafamped innards is visceral in
the extreme and forms a somewhat creative metaplitsrcomplex totality.

1. Olo o papn cov, Lon/ To popT®GES 6 £V Kopui
1060 Qappaxy, ppe Lo/ o 0ére va Ta falo;

Egyeiinoay ta emidyva povl kon dev yopaer Giho’

273 yyovoyiyéiioua (Charalambo¥asiliadis).

274 fev oe Oélw (Zacharias Kasimatis).

23 ITiver kou uebc (Spiros Peristeris).

278 yvpuocomiéyuara fapid (Eftichia Papayiannopoulou). The ‘innards’ are etanymy for intense
emotion, being the perceived location of emotions.
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(All your burdens, life/ you've loaded on to onedy
so much poison, oh life/ where do you expect meutat?
My innards overflow with ftand there’s no room for any more)

Remarks

The metaphors from this source domain are maintwenotional and to a large
extent appeaprima facieuniversal. They occur in various song themes nost
frequently love songs. Though limited in number fneduency the expressions in
this source domain are noteworthy for the rangenedtions conveyed.
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4.2.3 Emotion is an Opponent

In the source domairOPPONENT IN A STRUGGLE,the self, i.e. the person
experiencing an emotion, and the emotion experttnaee represented as
opponents. The outcome in terms of the source doisahat one of them wins,
and the outcome for the target is that the séifeeitoses or maintains control. In
this category 11 words/expressions occur, 6 vedbsiouns, and one phrase
consisting of a verb and a noun. These words genedd instances of
metaphorical expression of emotion. The emotioateel metaphoricity of the
investigated words in this source domain is quitd fat 67 %. If there had been
any examples from the source dom@mOTION IS A WILD ANIMAL — whose
absence has already been mentioned as significahiey would have been
included here, since that category could be vieagd subcategory of that of the
OPPONENT

Table 3. Source domain: opponent in a struggle

Expression literal metaphor | other trope simile rr:i:tazzlr/\or other total
ayovag 2 (100%) 2
(kévo) xoppdtio 1 (3%)| 35 (92% 1 (3%) 1 (3%) 38
vikn 5 (100%) 5
noapadivopon 1 (100%) 1
TOAED® 7 (88%) 1 (13% 8
wviyo 3 (14%)| 17 (81% 1 (5%) 21
TOAELOG 3 (75%) 1 (25%) 4
TOAEUD 2 (67%) 1 (33%) 3
OKOTONOG 1 (100%) 1
oKOTOV®/ -opon 23 (72%) 9 (28% 32
cQalw 3 (14%)| 17 (77% 1 (5%) 1 (5%) 22
total 41 90 1 3 2 137

wrestle, struggle fraiedo)

Source: ‘wrestle’, ‘struggle’; target: to have, sor gain control over emoticor
trouble. The verbmoledw occurs 8 times as a metaphor of emotion. In one
instance the metaphor contains a simile (2). Thelwaelsvm does not occur in its

strictly literal meaning of ‘to wrestle’ in this gous except when death (or risking
death) is figuratively evoked as a wrestling bouthwCharos, the Grim Reaper
against whom the heroes of Modern Greek legendhgir prowess (3). The

expression ‘wrestle/struggle’ is very common in apdtorical language in general
and is encountered in master metaphors SUGR@SMENT IS WAR andLIFE IS A
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STRUGGLE Since emotions are a natural part of life thesster metaphors are
intertwined, and the same metaphors, ed@.cdw, are found in more than one
category. The first example is a more creative ptedg whereas the other two are
conventional.

1. Mec g povprodves s (wnjsl malebw omeATIGPEVOG
Toti KetadikaotTnka/ epRuny o Konpévoc”’’
(With the storms of lifd struggledesperately
for | have been condemned/ in absentia, poor me)

2. Haiebw eav tov vavays! ety podpn Katoryida,
tov X@po pe o patio pov/ morris popéc Tov £ida’’
(I struggle like a shipwrecked saildn the black storm
Charos with my own eyes/ I've seen many times)

3. Eyo® 'por paykog ko viofg/ kot 0o 'pOo va o€ mapm
Eéperg, Y0 6éva endiewal £QTa Qopéc Tov Xdpo®'®
('m a tough guy and a thug/ and I'll come to tagke
You know, for you wrestled seven timesvith Charo3

strangle, choke, drown frviym)

Source: ‘strangle’, ‘choke’, ‘drown’; target: oveome or suppress emotion, be
overcome or suppressed by ematidniyw in the active voice occurs only in this
category (for metaphors with its passive voice #ee specific-level metaphor
NATURAL FORCE) There are 18 figurative uses of the active varthé corpus, 17
metaphors, mostly conventional, and 1 simile. Whatprotagonist tries to choke
or drown is usually emotional paimdyvoc, kanmuodg, eopudxit), or desire and
yearning Loytapa), as in (1-3). Sometimes the subject and objeetraversed,
and the emotion (represented as a sigh, sin, leessj complaint or yearning) is
choking or strangling a person (4) or a personig ). The location or means of
this strangulation is sometimes specified (‘inside’ (3), ‘with a sigh’ and ‘in
drink’ (1)).

1. Méoo 6710 m0T6 Oa wviéw/ ToV 81KO6 GOV TOV Kayuo

00 o€ PyGro or’ TV Kapdid pov/ B’ évav avactevaypod>’

21T Tyy poipa pov v eida xkou v Epw (Vasilis Tsitsanis).

278 yvpuoromiéyuara fapié (Eftichia Papayiannopoulou).

210 4y eioan pdyrac (Markos Vamvakaris). The reference to seven baiitis Charos, recalls the
heroic folk song in which a young man beats Chatosrestling nine times, only to be cheated by
him in the tenth and fatal round. Cf. Petropoulo$1868:28).

20 fowpicyriooa (Markos Vamvakaris).
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(In my drink! will drown/ my longingfor you
I'll remove you from my heart/ with a sigh)

2. Topa ta Ppaddxio nviyew ta papudxial 670 Kpousi Tov Tive va texdon®
(Now of an evenindl drown the poisohin the wine that | drink to forget)

3. Ay pmopd, pKkpi pov Taywidiapa/ mviyw uéca pov Yo o€ layrapa’
(I can’t stand it, my little teaserm choking inside me my passitor you)

4. "Eyo mold kovpaotei ot {of/ YU avtéd ue aviyovy Bodrd crevayuoir®
(I've gotten so tired in life/ that's whsighs choke meéeep down)

5. T audaptnua mov £Kaval pov mviyst Ty woyl uov
1 apvnOnke pe pionos/ KL ovTé o TO TOLSL POV
(The sinthat I've committedis choking my soul
even my own child/ disowns me and detests me)

slaughter (cpalo)

Source: ‘slaughter’; target: inflict emotional hurtThe verboedalw is used
metaphorically for emotions in 18 of its 22 occawes in the corpus. Most of the
instances are in the active voice and only twoipagg), which is consonant with
the intensity of the emotion and the violence as¢ed with this source domain.
The subject of the verdpale is not just a person, but more often a persorés ey
and the object can be not just a person, but &.lHae heart is also specified as
the location of the slaughter (2 and 3) and ‘svegets’ as the implement (4). The
highlighted feature of the metaphor ‘slaughter’ eiscruciating pain (cf. the
colloquial termoodyng for a stabbing pain). In (1) the pain is in turmataphor
for the unbearable emotions of yearning and desioked by a mere glance from
the object of the narrator's desire. Example (2ydmarkable for depicting a
positive emotion of pleasure through the imagerdfaarable pain, in a context of
recreational drug-use. Overall, these examples fitmencorpus suggest that the
metaphor ‘slaughter’ may be less unusual and harsksreek than in other
languages.

B0 £dd minpdrvovrau (Markos Vamvakaris).

282 Zovbid tpelni yodavoudra (Markos Vamvakaris).
23y moAd Kovpaotei oty Coorp (Michalis Yenitsaris).
284 Py moved keu ov yerdc (Kostas Kaplanis).
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1. Ta ovo cov paipe pudarial mov pe Korralovve
YOPRAOGE Ta, QOG pov/ Ywati ue cpdlovve®™
(Those two black eyes of yoltisat look at me
lower them, my light/ becauskeey slaughter me

2. Apyiré pov, 6ov QoVvTAVELY TNV KaPSovAX LoV HATAVELS
apylré pov, cav avapei/ uéoa oty Kapdid ue cpdleic™®
(Dear water pipe, when you flame up/ you make nmy peart bleed

dear water pipe, when you light y@u slaughter my hegrt

3. Méoa oty kapdid ue cpaleigl 6Tav pe KOITAS
KAVELS TOGS avaoTevalels/ kat 61o pe yerac?’
(Youslaughter me right in the heasvhen you look at me
you pretend to be sighing/ but you keep fooling me

4. "Eye potaxio Aapmepd/ 6ho ¢oTLa Kot Aafpa
KL 57 Kapdd pov epdlerail yua dvo patia pavpa’
(She has bright eyes/ all fire and flames
andmy heart gets slaughtergfbr two black eyes)

8

chop up/ cut to piecesKavm kopparia)

Source: ‘chop up’ ‘cut/pull/tear/batter/break toeues’; target: inflict emotional
hurt. The expression appears 38 times, including 3etaphors of emotion and
only once as a non-emotion metaphor. The litena¢s@lso occurs once, and there
is one instance where both a literal and a metagaddnterpretation are evoked
(example 4, where a person wishes both a ‘mirnod the ‘mind’ to be shattered).
The object that is ‘cut to pieces’ is usually eftheperson (1), or a person’s heart
(2). Sometimes the expression occurs in the padsive yivopot koppdria, ‘be
cut to/ fall to pieces’ (5), but this is not neady common asdave koppdtia (cf.
opdlow and cedalouor above). In some instances the verbgve 'make’,
yivouonr 'become’) are implied (3), and on one occasionifeerént verb,ondw
‘break’, is used (4). A reason why expressions wibjppudtio are so common
could be its potential to rhyme (as witlvatia, ‘spite’ in (1) and (2)). It also fits in
well metrically and is thus easily deployed in eoghe. As withcpdlm, kdve
Koupdtio iS a very common expression in Greek whose usaiggt nstrike

25 Bioau pelaypvé kar véoruo (Markos Vamvakaris). This verse is almost idertiogand probably
largely inspired by) the vers&a pdtio cov to pavpa/ mov e kortdlovve! yapnimoé ta mg Hov/
ywti he opatovve” in the earlier lyricsdzo Aiyo Aiyo by Antonis Diamantidis, alias “Dalgas”.

2BONP apyiré kau umoplopadee (Stellakis Perpiniadis).

287 Méykixo ta dvo cov udria (Markos Vamvakaris).

288 Eivau dvo ypévia o' ayamdy (Kostas Skarvelis).
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outsiders as extreme and bizzare. This illustritespotential for divergence in
deeply embedded metaphorical language betweemahtfgocieties.

1. Agnosg, pikpo Hov, to ywvatie/ Taye mo tov ' xaves Kopudrio
IMave pov, kvpa Hov, TNV KEPOLA LoV
va. Hov 6P16ELS, QOGS LoV, TO 6EPVTE ov?®®
(Put aside your spite, my dear/ stop it ngay’'ve cut me to pieces
Heal my heart for me, my lady/ and put out my peags for you, my light)

2. Ay, mayvidrdpa, TOWE TOPU TA YLVATIO
KOL {] OV KAVEIS THY Kapdobia pov Koupdria>
(Oh, my little teaser, put aside that spite of ywour
anddon’t tear my poor heart to piedes

3. Avmioov povo TS Kapolds Hov TO KOUUATIA
KO 7TES 10V Aiyo TOV QTo)d o p’ ayamac?>
(Just have mercy ahe pieces of my heart
and tell me, poor thing, that you love me a Ijttle

4. "Evog ka0pé@tng mov driot Aéve Loyiopo
pov Covtavevel 6,T1 06Am va, Eexdom
Ay, vo. pTopoved 6To PEYaA0 Pov Kanpé
o€ Yil10 Ov0 KOUUdTIO VO TO CTAC®
(A mirror that others call the mind/ brings backne all that | want to forget
Oh, that | could, in my great paibfeak it into a thousand and two pieges

5. T okéyov mo KoADTEPE/ PIKp1] Hov povpopdTa
Gdwka pov mxpaivesar/ Ko yivouar koppdria®
(Think better of it/ my little black-eyed girl
you're upsetting yourself for nothing/ ahdm torn to piecés

kill ( oxoTOV®)

Source: ‘Kill’; target: inflict emotional hurt, caae suffering The verb ‘kill’ is
found 32 times in the corpus, including 9 metaphblgst metaphorical instances
involve the passive voice and are variations omilllget killed/ kill myself’ in the
sense ‘| suffer because of you’, whether the cadighe suffering is a negative
emotion, e.g. deceit, or a positive emotion, eggirgé. The subject of these passive

289 K 40e Ppadv o oe mepuéver (Markos Vamvakaris).
290 yov payeuévo to uvals uov (Dimitris Gogos, alias “Bayianderas”).
29 fiya wiyovda aydmne cov yopedew (Kostas Virvos).
292 0 kaBpépnc (Dimitris Gogos, alias “Bayianderas”).
3 Ta yave oav o Préne (Vasilis Tsitsanis).

82



clauses is always a person, on occasions combitiidanprepositional object,
also a person. In some instancesotove has the ambiguous meaning of
metaphorical pain and literal threat (1). There &ls® instances where the active
voice of ‘kill' means ‘put an end to’, where thebgect is a person and the object is
love, whetherydnn or épotag (2).

1. @ivo va {odetd/ oy, To vTEpTL va EEYVA
70 "y, Ppe, TNV KaPILd/ yio po, dTipn yeEVIA
KL av 8gv TV movTpevt®/ Oe va ckotwlod
(I drink to get dizzy/ oh, to forget the yearning
that | have in my heart/ for a girl of dishonetsick
and if don’t marry he/ll kill myself)

2. Khapévn pov ' plsgg o Bpodia/ peg e tofépvag ™ yovia
pa qp0sg apyd mold va Lovravéyels Tov épota mov oKdTweEc”
(You came crying to me one evening/ in the corri¢gh® tavern
but you came much too late to bring back to life/ love that you killed

5

Remarks

The metaphors from this source domain are mainhweotional. They are mostly

not culture-specific with the possible exception tfe notable examples

‘slaughter’ and ‘cut to pieces’. They occur in vars song themes, but are most
frequent in songs of (unrequited) love. The emdaticand emotional states

expressed in the struggle with the self throughseéhenetaphors are mainly
emotional pain and suffering, sorrow, despair, difficulties, but also to some

extent yearnings and desire.

294 Mréxpoc dev eiuon (Spiros Peristeris). The phrage va ckotwbd could here also be translated
‘I'll die/ be wiped out'.
298 Kauévy pov ’ pbec mua fpadia (Vasilis Tsitsanis).

83



4.2.4 Emotion is a Social Force

In the categorysoCIAL FORCEthere are 14 words of which 3 are verbs, 10 are
nouns, and 1 is an adjective. Altogether therel@® instances where a specific
word is involved in a metaphorical expression ofoéon. The emotion-related
metaphoricity of the investigated words in this reeu domain is high; the
percentage constituting metaphorical expressioreradtion is 77 %. Words like
‘slave’, ‘enslave’, and ‘palace’ are quite frequasst metaphors, but other words,
such as ‘order’ and ‘command’, do not occur metajghdy in the rebétiko corpus.
The expressions in this category all have to db witperiority and submission. In
SOCIAL FORCE the emotion assumes control over the ration&| aet “the social
eﬁecggé)f the superior on the self is the emotioefiéct of the emotion on the
self.”

Table 4. Source domain: social foTte

Expression literal metaphor ?rtct];; simile rr:i:te;?)lr/\or other total
apYOVTIL 2 (100%) 2
APYOVTIKOG 3 (100%)
apydvtiooa 1 (17%) 3 (50% 2 (33%) 6
aPYOVTOTOOAL 3 (100%) 3
Boctibg 1 (25%) 3 (75% 4
Bociticoa 1 (33%) 2 (67% 3
S1otalo 10 (100%) 10
KGOTPO 2 (40%) 2 (40% 1 (20%) 5
KuPepved 1 (50%) 1 (50% Z
TOAGTL 2 (5%) 10 (26%) 16 (42% 10 (26%) 38
nplyKimooo 2 (29%) 1 (14% 4 (57%) 7
oxkAafLd 1 (100%) 1
okAGBog/orAdBa 5 (18%)| 18 (64% 2 (T%) 3 (11%) 28
oKkhaBdOVEO 19 (86%) 3 (14% 22
total 24 68 17 8 10 7 134

2% Kpvecses (2000:71).

297 The wordsumoktd, yArtdve, o@lw have not been included since they are bordertisesin this
category, as it is quite difficult to separate theéended literal meaning of these words from their
metaphorical meaning.

84



govern (kvfepve)

Source: ‘govern’; target: rule over, contrabomebody’s emotionsThe verb
KvPepved occurs only twice on the corpus, both times asaptedrs, but there is
only 1 instance of a metaphor of emotion. It iDawentional metaphor, but in this
example it appears more original through its comtim with the also meta-
phorical (metonymic) object ‘heart’. This meanstttige originally conventional
specific-level metaphor has been extended into aenuwreative, but still
presumably universal, metaphor using the same sodoenain of control over
another person. Indeed, the whole stanza is urlyseglete with metaphors.

1. Mzs tpoet Kamora pavpn vaoyia/ mms GALOS THY Kapdoid 6ov Kofepvd
Kol av ovTo sivar 1 ohi0sio/ dd6’ pov payopld ota ot
TPV YKPERIGOVY T GVELPE pov Ta YPuod’™®
(A certain black suspicion is eating away at me
that someone elseales your heart
and if that is true/ give me a stab in the chest
before my golden dreams crumble)

palace faidaTi)

Source: ‘palace’; target: a supremely valuable as€¥ the 39 instances only 2
are literal, 10 can be interpreted both literallgdametaphorically, 10 are
metaphors of emotion, and the remaining 16 are myetges of emotion. Palaces
are often used figuratively in the corpus for falud riches, extravagant living or
something very precious. Different aspects of e domain are highlighted to
denote various target domains. In (1) the highéghaspect of ‘the oars [are] my
palaces’ is that of aumptuous and privileged homi@ combination with the
phrase ‘the boat is my throne’; by implication therrator is king of his sea. This
makes a creative specific-level metaphor whose mgppholds further
entailments. In (2) and (3) the beauty of a wonespecially that of her eyes, is
the supremely valuable asset. Example (4) transpasrto the fantasy world of the
orient as depicted in fairy tales; the promise$abiulous wealth are so blatantly
implausible as to make the text almost a parody sfduction song. However, one
commentator with a heightened sense of politicalegaly, Nearchos
Georgiadis”™ discerns a covert agenda of subversion and ctasgge behind
Tsitsanis’s resort to fairy-tale settings, whergdajaces and castles (see below)
denote objects of contestation and hostility. Tmetaphor is unlikely to be
indigenous to Greece; fairy tales are generallg belbe among the least culture-
bound of folklore genres, and palaces were intredumto modern Greece
together with the institution of monarchy by regnestives of the Western Great

298 Ty rapépvac to polér (Vasilis Tsitsanis).
29 Georgiadis (2001:139-159).
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Powers. However, the frequency of the nexus betwedaces and seductive eyes
is probably connected with the rhymeldtwo/partia, so that this aspect of the
metaphor at least is specific to Greek.

1. Xy 0drocca yevwiOnka/ ¢’ avtiv 0 va medavo [...]
Thv papxa £y 0pévo pov/ kon ta Kovmid naldria*
(In the sea | was born/ in the sea | will fli€]
The boat is my throne/ artkde oars my palacés

2. Qo mapo povo mpoika pov/ yio cmitio Ko raldria
™ pedpn ™V EAiTeA 6ov/ Kot Ta YAVKG 6ov pétio’’t
('l only take by way of dowry/ as houses goalaces
your black little mole/ and your sweet eyes)

3. Av 6g 0GTNGE KU1 GE TPUVNUATICE
0 £pOTug TV POTILEL To paTI0 60V/ Ta TAvdKpPa TaldTio 60V "
(If it deceived you and hurt you
the love that lights your eyegbur precious palacés

4. IHoldria ypveocriiietal yopépa e Sropdvrio,
00 ytico ka 0o kKaOsoar/ va ot Kovtd ota PaTia’®
(Gilded palacesand diamond-encrusted harems
I'll build for you to reside in/ so | can look mtyour eyes)

castle kaotpo)

Source: ‘castle’; target: impregnabilitylhe nouncdstpo occurs 5 times; 2 of the
instances are literal, 2 are metaphors of emotmad, 1 is a simile of emotion.
Again the source domain is an impressive edificg,iby contrast tatolart, the
target here is not opulence, but impregnability #@imel challenge of conquest.
Again Georgiadis discerns a political dimensionthe confrontatiorr® This
example is set in a curiously hybrid orient: Aralridled by a Maharajah.
Georgiadig”® remarks that ‘geographic collage’ is commonplacehe dream-like
world of fairy tales. The meaning of the metaptsot’ll do the impossible’.

300 9aacoivé pepaxi (Spiros Peristeris).
301 3¢ maipve Siywc ppayxo (Dimitris Semsis).
302 g pyooiiverc uévy (Vasilis Tsitsanis).

03 Xopéua pe diopdvuia (Vasilis Tsitsanis).
304 Georgiadis (2001:157).
%% |bid., 156-159.
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1. Kdorpa Oa yrpepicn, pa dc 00 6" apfice/ oxrapa tov poyapayrd®®
(' demolish castlesbut | won't leave you/ as a slave of the Mahdrpja

enslave ¢xrhofdvo)

Source: ‘enslave’; target: control emotionallfhe verboxiapfdve occurs 22
times, all of them are metaphors, and as many aset8phors of emotion. This
metaphor is rather conventional and not obviousliuce-specific. It denotes total
submission to an emotion, usually desire, adminatiad/or devotion, as in the
examples below. In some cases the subjects armebsentities such a&vitid
‘foreign lands’ andayamm ‘love’, as are some objects such Gas) ‘life’, yoym
‘soul’, andwiata ‘youth’. Among the more remarkable means of erestaent are
the ‘aristocratic adornments’ of the object of tiarator’s desire in (1). Again in
(2) beauty is the implement.

1. Mnapoctd 6T’ apYOVIIKG GOV TO GTOAIOLN
oriapdOnkay no céva Evor kar Pouioi’
(Before your aristocratic adornments

foreigners and Greelkmve become slaves for you

2. 'Eym 1dgi morhéc covdtaves/ EaKOVGTEG 6TV OpOPQLE
na £69 oxiapoverc kéouol katorpéia pov yrvkia
(I have seen many sultanas/ renowned for themtgea
Butyou enslave peopleny sweet gipsy girl)

slave exAiapoc/-a)

Source: ‘slave’; target: emotional subjugatiofhe nounskidfog occurs 28 times
in the corpus, including 18 metaphors of emotiorsiriles of emotion, 3 non-
emotion metaphors, and 5 literal expressions. Tatapmorical ‘slave’ denotes a
person who is subject to an emotion. Whilst a catigeal and potentially
universal metaphor, it can appear in more creditigglistic expressions (2). In (1)
the antithesis in the second verse neatly illussrahe opposite extremes of the
metaphorical social hierarchy of rebetiko: ‘slaveapd ‘palaces. The implement
of emotional control in (1) is the eyes of the desiperson; in (2) her enthralling
kiss. The description of the eyes in (1) @gudpiko ‘jealous’ is bizarre; the
cognat&inievtd ‘enviable’ would make more sense.

1. Talnhdpkd cov patia/ p' £xovv EeTpehdvel

d& Loyapraca moratwa/ oxidfo i Exovv Kaver™

308 Zaipa (Vasilis Tsitsanis).

307 gpyévuiooa (Vasilis Tsitsanis).

308 KaraiBéra (Yiorgos Mitsakis).

309 T Chdadpircd oov pamia (Markos Vamvakaris).
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(Your jealous eyes/ have driven me crazy
| wasn’t expecting palaces/ [bukley’ve made me a slgve

2. Xrldfog oo yivké tns giiil eipon 6To GEPVTA TNG deuévog
Khaio, vootolyd ko rovd/ v Fkiovipmayap dev Eeyvd>°
(A slave to her sweet kidsamtied to her passion
I cry, I'long and | hurt/ | never forget Gulbahar)

Remarks

The metaphorical expressions from the source dorsamAL FORCE do not

convey emotionger se but rather emotional states evoked by varioudradis
notions such as value, impregnability, superiodatyd subjection. Most of the
metaphors are conventional, but there are occdsiigas of creativity in the
extensions of some conventional metaphors.

310 Maovumaydp (Vasilis Tsitsanis).
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4.2.5 Emotion is a Mental Force

Using mental force as a metaphor of emotion is \®mymon, as emotions are
generally viewed as mentally incapacitating phenmamnécf. INSANITY below).
Here we find words and expressions that have tovilo magic, mystery, and
seduction. The metaph@vOTION IS A MAGICIAN (limited to romantic love), or
EMOTION IS A TRICKSTER(for any emotion), consists of a source domain wetzer
‘trickster deceives a normal (rational) person’ anérget domain where ‘emotion
makes self irrationa** Nine words are investigated in the corpus; 5 npins
verbs, and 2 adjectives. In the categmBNTAL FORCE 85 instances are found
where a specific word is involved in a metaphorieapression of emotion. The
emotion-related metaphoricity of the investigateords in this source domain is
high; the percentage of words constituting metaiphbexpressions of emotion is
80 %.

Table 5. Source domain: mental fo'ée

Expression literal metaphor ?rt:;é simile rr:i:tazzlr/\or other total
péyo/ (poyeio) 8 (78%) 1 (22% g
poygvTpo 1 (100%) 1
poyed® 24 (96%) 1 (4% 25
HoyKog 15 (83%) 1 (6% 2 (11%) 18
payiooo 7 (41%) 10 (59% 17
HuoTiplo 3 (100%) 3
TAQVELTPOL 7 (50%) 7 (50%) 14
TAOVED®D 10 (71%) 4 (29% 14
TMGVOC 5 (83%)| 1 (17%) 6
total 22 70 2 13 107

magic; spell, charm; witchcraft, sorcery gaywo/poysio)

Source: ‘magic’; ‘spell, charm’; ‘witchcraft, sorcg'’; target: lack or loss of
control over emotionThe nounudyw occurs 9 times; 8 are instances of metaphors
of emotion, and 1 can be interpreted both literalyd as a metaphor. The
metaphor does not appear to be culture-specifet atthough there is some variety
of linguistic expression, it is quite convention@he narrator of the stanza below
represents his troublesome emotions of desire amd &s witchcraft. In the

31 Kovecses (2000:73).

312 The wordstehoyialm/Eehoyidotpa andEspvarilo/éepvoriotpa are omitted from this study since
they are not viewed as metaphors, and they arerltedinslated into English as ‘seduce/ seductress’
rather than ‘(woman who) drives somebody mad'.
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remainder of the song he hopes that the superiabian sorceress will turn the
tables in his tormentor; the mental force appealstreversible.

1. Oa nao ekei oty Apomd/ ywoti g’ £xovv piost
Y0 e peydin payeoa/ ta pdyia ve pov ivcer™:
('l go there, to Arabia/ because I've been told
about a great sorceress/break my spéll

cast a spell on faysdvo)

Source: ‘cast a spell on’, ‘bewitch’; target: hatae control of someone’s
emotions The 25 instances @foysow are all figurative; there is 1 simile and the
rest are metaphors of emotion. In the active voidie verb, a person is the most
usual subject and object qfoaysvm, but other subjects includgatia ‘eyes’,
Taoymvid ‘coquetry’, or govotavakt ‘little dress’, and objects can be such as
kapdid ‘heart’ or vioovidg ‘world’. The passive perfect participl@oyspévog is
also quite common, and the ‘spellbound’ victimsyvirom persons to their mind,
eyes, and even beaches. Again, the metaphabon appears conventional and not
particularly culture-specific. In (1) the metapliorms an alliteration and fegura
etymoligicawith the related metaphaqtiywsca, while in (2) it forms part of a
threefold crescendo of powerful metaphors that cwtes in a strangely
anticlimactic, literal understatement.

1. Mg payeye o payieeal pe to yYAkd g Loyo,
Me toMée cav pov 'tote/ avdysia Ko Kotdysia’
(A sorceress has cast a spell o/ mvgh her sweet words
She conned me as she promised me/ the moon asthtbe

4

2. pEyonTeVEL, ue HayevEL, NE TOLOEVEL
TOV E6VPTAONGA, povodia pov, ToAH> "
(he charms méhe casts a spell on miee torments me
I like him, dear mother, a lot)

magical (payucog)

Source: ‘magical’; target: wonderful, giving rise positive emotiondThere are in
the corpus 18 instances of the adjectivgikog, all of them figurative; 15 are
metaphors of emotion, 1 is a simile and 2 can lokerstood both metaphorically

313 1 néyiooa e Apamiae (Vasilis Tsitsanis).

314 Swa-o1pé mebaiver (Markos Vamvakaris). The literal meaning of themessionavaysia ke
katayeia is ‘upper floors and basements’.

315 To yacamdx: (Markos Vamvakaris). The expressipavooia pov is often used as an exclamation
that is not directed to a mother, but in this cdeprotagonist is actually telling her mother abou
her love for the local butcher.
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and literally. The highlighted aspect of ‘magiced’ not defiance of the laws of
nature, but rather the emotional exhilaration oéaperience, which is particularly
evident in (1). It seems to be a potentially urseérmetaphor, and probably a
conventional one as well. The ‘magical’ entitiesiga from abstractions like
oupopeid ‘beauty’ to the concrete or mundane, sucBagwvt ‘herb’, uépog ‘place’,
oképtoo ‘caprice’ (2), mevid ‘plectrum-stroke’, orppadid ‘evening’. In (3) the
subject is another metaphdgyypoeid ‘painting’.

1. Kanow fpadia payixijl péca eto Misipt Ty €ido
"Hrov Eotiki opoperd/ 1 Tkovipmayap 1 yivkia®
(Somemagical eveningl saw her in Egypt
She was an exotic beauty/ sweet Gulbahar)

2. To oxéptoo 60v 10 payikél KoTOKOPIN PE cPALEL

HIKP] 1oV, 6Tav pe erhag/ Eexvd kG0s papain®t’

(Your magical caprickslaughters me right in the heart

my little one, when you kiss me/ | forget every taehe)
3. ®ghayss Yakéc, puayikéc Loypagiéc/ mov cKopmovy TavTod Tov 600>
(Sweet Fellahin girlapagicalpaintings/ who spread desire everywhere)

sorceress jayieea)

Source: ‘sorceress’; target: woman with power otlee emotions of other3he
nounpdywco occurs 17 times, 7 of them as metaphors of ematreh10 with a
double meaning. Not surprisingly, there is no ehtiditeral instance (possibly
except for example (1) under ‘magididfyio/payeio) above). In the example
below the metaphopdyisoa stands in parallel tapyoviiooa, and highlights
superiority and inapproachability. In example (hper ‘cast a spell onufryevw)
above, there is a slightly less positive connotatd deceit in the wor@dywoa,
as it suggests a more artful behaviour and brokemiges. In generaljaycoa
has a more positive connotation in Greek than tite English. In keeping with
this, Dionysis Savopoulos, a later ‘singing pok#s emphatically insisted that the
apostrophised subject is art, and the song a sovacation of the mus&?

318 Mioviumoydp (Vasilis Tsitsanis).

31 Nadigpa oe pwvélovve (Dimitris Gogos, alias “Bayianderas”).

318 Mwéc peiayec (Vasilis Tsitsanis). Aellah, pl. fellahin, is a peasant in Arabic-speaking countries,
in English applied especially to those of Egypt @kford English Dictionarywww.oed.com).

819 jveriadis (1997:12).
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1. Kovpdomnka yia vo 6 0moKTioo/ apyovTiocd pov, udyicea tpeiy
oav 00A06600EpPNEVOG HES GTO KOO,
rapnyopid {nrovea o d6iog oty LR
(I toiled to attain you/ my lady, myrazy sorceress
like the storm-tossed prey of the waves
| searched for comfort, poor wretch, in life)

seductress glovevTpa)

Source: ‘seductress’; target: entity with power oWiee emotions of other§he
nounmiavevtpa Occurs in 14 instances, 7 of them as metaphoesnotion and 7
in literal expressions. Compared to the previougression, here the roles are
reversed and the ‘seductress’, one of the entatbneinthe target domain above,
serves as source domain. The target is an entitythé power to evoke emotions.
A very diverse range of entities is described aslustress’, including the heart,
love, foreign lands, and in the following examplsjtsanis’s plectrum-stroke that
captures the listener and evokes her emotions.

1. kv akobosig Tov Tovteavy/ y miavebtpa ty mevid>>"
(and you'll hear Tsitsanis'seductive plectrum-stroke

Remarks

The metaphorical expressions from the source doma&@mwTAL FORCE mainly
express control or lack of control over emotion.eTémotions conveyed are
positive emotions of love, desire and infatuatioat also negative emotions such
as deceit. The metaphors are largely conventidndljn some cases the various
entailments of the metaphor involve some degreseztivity.

320 gpyévuiooa (Vasilis Tsitsanis).
32X H Mapitoo oto yapéu (Vasilis Tsitsanis).
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4.2.6 Emotion is Insanity

In the categoryNSANITY there are 242 instances of involvement in a metagdi
expression of emotion, divided between 9 notionareverbs, 2 are adjectives, 1
is a noun, and 1 an adverb. The emotion-relatedphericity of the investigated
words in this source domain is quite high; the petage constituting metaphorical
expressions of emotion is 82 %. As WIthENTAL FORCE the element of
irrationality can be found in the metaphasANITY. But the main focus of this
source domain is on the total lack (or loss) ofta@nresulting in insanity. A more
exact formulation of the metaphor would B®E EFFECT OF AN INTENSE
EMOTIONAL STATE IS INSANITY.*?2 Unlike MENTAL FORCE,which can apply to any
emotion,INSANITY is applied only to very intense emotions, such rages fear
and love. A similarity between the two source domaas that the emotional states
aimed at are not only seen as irrational, but pleasant, where positive emotions
are involved.

Table 6. Source domain: insanity

Expression literal metaphor ?rt::é simile rr:Z?z:?)Kor other total
Awloiveo/-opat 1 (100%) 1
AOAOG 2 (100%) 2
nolaPdveo 2 (100%) 2
TOPOLIAD 9 (82%) 1 (9% 1 (9% 1
TpEQL 17 (81%) 3 (14% 1 (5%) 21
tpeld (adverb) 16 (84% 3 (16%) 19
(&e)tpehaivar/-opon 96 (99%) 1 (1% 97
TpERSC 53 (44%) 22 (18%) 2 (29) 44 (36%) 1Pl
yévo (o vov etc. 17 (68%) 3 (32% 2
total 213 23 6 52 294

madness tpéia)

Source: ‘madness’; target: loss of control over &omg emotional (pleasurable)

sensation.All 21 instances of the noumpéla are metaphorical, 17 are clear
metaphors of emotion, 1 is a non-emotional metamrat 3 can be construed both
metaphorically and literally. The metaphor is rathecommonplace cliché that
denotes incapability to resist emotion, usuallyel@nd/or desire (1). The plural

822 Kpvecses (2000:74).
323y 6ve> 10 Aoytopd/ To puad/ To vou pov, Ta xdve ‘lose one’s mind’.
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tpéleg usually denotes passionate amorous activitiy,egelry (2) (cf. ‘rave’ in
English).

1. Tpéia Oa pov ' pbei, dv vToPEP® LA,
Ay, 00 o€ KAEWo péca an’ TV Apama !
(Madness will strike mé can’t stand it anymore
Oh, I will snatch you away from Arabia)

2. Topa 06racceg KOl TEVKO, TPEAES KU QLALA
KOL TOV £pOTO KOPiTOLH 6TV aKpoyLaid’?
(Now it's seas and pine-treemsadnessnd kisses
and girls for loving on the beach)

madly (tpeha)

Source: ‘madly’; target: with no control over emmti; excessivelyMetaphorical
expressions with the advetbeid are rather common in the corpus as well as in
everyday language. All 19 instances are metapHd@sgoncern emotion and 3
other target domains. Again the lack or loss oft@rover emotion is the cause.
The actions described by this adverb are all caedeim the emotion of love; the
verb ayore ‘love’ is used in the context of this metaphor tirBes, and various
synonyms also occur. It is — as always, in Kdvessemrms — a potentially
universal metaphor, and the conventionality of thetaphorical expressions
appears to be high.

1. Ko téte, movnpn} kopord/ aeOjpata mrovioveeg
Ko p’ 0pKi660vV TOG KL 60/ TpEAd pE ayomovoeg 2
(And then, cunning heart/ you feigned affection
and swore to me that you too/ wenadlyin love with me)

crazy (tpehog, AoAOS)

Source: ‘crazy’; target: crazy with emotion; intétysof emotion.There are 121
occurrences of the adjectiwpeloc and 2 ofiwiog, none of them literal. The
metaphoricity of the word is total in the corpusidamore than half of the
metaphors concern emotion. It is a potentially arsal and highly conventional
specific-level metaphor, sprung from a likewise vensal and conventional
generic-level source domain. The more unususkog is used only for the
emotions love and desire (1), while the much mooenraon tpgldg occurs
figuratively for a wider range of emotions, mairggsitive, such as love, desire,
and joy (2-4), but also some negative, such as aadedespair, as in the simile in

324 Migipiob (Michalis Patrinos/Nikos Roumbanis).
325 puoder o pmane (loanna Yeorgakopoulou).
328 T61e mov Ta. " yo Tax Aepré. (Markos Vamvakaris).
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(5). In (3) ‘crazy’ has a more moderate connotatiaa it denotes the whole
concept of having a good time in describing thésgf the party as ‘crazy’. The
implications of the metaphor in this sense are these girls excite emotions of
joy, love and desire.

1. M éye Awié to Epnvaxy pe 1o povopovii yofdaxu
(Little Irini has driven me crazyvith her little loquat-coloured slipper$)

2. M &éxovv tpeld Ta yddia covl Epopen yoidepivn
Ay, ZpopviomoOia pov YAVKLG/ Koy pukpomavTpepévn>
(Your caresses have driven me cfgmmpered beauty
Oh, girl from Smyrna, so sweet/ and married so gyun

3. Tpeléc nomédes metaytéc/ pe yiMo-ovo pepaxia,
pati cov 0éhav va ppedodv/ va emdcovve kepaKia®
(Crazyand breezyirls/ with a thousand yearnings
would want to be with you/ to go on a spree)

29

4. Aéywa tov Kéopov uny akovg/ ay, uny oKovs Kaviva
ToTi £YO, IKPAKL 1oV, Yod/ K sinar Tpeibs yia 6éva>’
(Don't listen to people’s talk/ don't listen toyame
for I, my little one,amdying [with desire] for you/ antim crazy about you

5. X' épaca kKo cay tpeldc poTd/ T actipra, To GEYYapL
1o 6poC vo pado dev propd, Xpretiva pov/ oo dpépo £xeg maper®
(I've lost you andike a madman ask/ the stars and the moon
but | can't find out, dear Christina/ which roaouywe taken)

drive crazy (tpehaive, Aolaive, rolapfodve)

Source: ‘drive crazy’; target: drive crazy with etiom. The verbal phrase ‘drive
crazy’ has 3 equivalents in the corpus, nampijoive, Aolaive androlofdve.
The most usual is of coursperoive with 96 instances, all metaphors and only 1
with a target domain other than emotion. There é&durrence ofwiaivo and 2

of tahafove, all 3 of them metaphors. What causes this ingasieither another
person, the beauty of that person, or differentspafrthat person’s body that stand
metonymically for the person and/or his or her beathe entities driven crazy
are in all instances persons, or notions that nyetazally convey a person, such

327 To Epyvara (variant version ofbépre mpéla va povudpew, Panayiotis Tountas).
328 3 wpvic (anonymous, from a traditional song).

829 yrov Adevpd i pdvpo (Vasilis Tsitsanis).

330 0rav mepvac yiazi (Panayiotis Tountas, from a traditional song).

331 Xpuoriva (Vasilis Tsitsanis).
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as the whole world, a city, or a village. In (1)dtthe beauty of a person that has
driven the narrator crazy, and in (2) the eyes dmgnic for beauty) have driven
all Athens crazy. The frequency of the linguistkpeessions using ‘drive crazy’ as
a source domain is high, but the variety in theresgions is limited. Once again
the metaphoricity is total, and this particular a@iment of the specific-level
metaphor INSANITY proves to be highly conventional and — according t
conceptual metaphor theory — probably universal.

1. Me tpélavay ta kdiiy covl ka1 T 6pOPYO KePdll 6ov
oTa pdTio pov ot opkilopa/ ota dvo Tog Yopilopar®*
(Your beauty and your lovely head/ have driven ragycr
| swear on my eyes/ that I'm breaking in two)

2. Mghavoupdxt pov 6kePTe6L0/ PIKpovAD POV Kot TETAYTI|
uE Ta pavpa cov ta pdtial xel n AOva tpelalbei’
(My coquettish brunette/ my little breezy one
with your black eyésAthens has gone crgzy

lose one’s mind févo to pvalo/vov/loyisuo pov, o yave)

Source: ‘lose one’s mind’; target: be/become craiyph emotionCompared to the
above ‘drive crazy’, the expression ‘lose one’sdhimas a more active dimension.
The emotion itself is the direct cause of ‘losinge® mind’, and the object of
desire is merely the indirect cause. There arand@ince¥” where the verlyave

is combined with either of the noup®aAd, vovg, or Aoyiopog ‘mind’, or the
pronounta ‘it’ in the expressiona yéve ‘I'm losing it'. They are all metaphorical,
and 13 of them concern emotion.

1. To vov pov yavw, kaiyopor/ cav Lovhovdo popoivopar
T\0 6éva TEIGRATAPIKO/ PIKPO KAl TOVISIApIKO
(I lose my mindlI’'m burning/ | wither like a flower
for you, you wilful one/ so little and playful)

rave, be delirious gapoui®)

Source: ‘rave, be delirious’; target: be crazy withffected by emotiorthere are

11 occurrences of the vetthpapid®d, 9 of them are metaphors, 1 is a simile, and 1
has a double meaning, all emotion-related. In &udib the sense of insanity that
is inherent in all the expressions in this domdie verb ‘rave’ also has the

332 Mo oéva pawpoudra pov (Markos Vamvakaris).

333 Medavotp: (Antonis Diamantidis, alias “Dalgas”).

334 The verbyave ‘lose’ (in active form) occurs 113 times in totabmetimes in a literal sense, and
other times in a metaphorical, often in the forndidms.

333 ITeiopardpico (lakovos Montanaris).
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connotation of frenzied behaviour, a symptom ofapecitating insanity and/or
illness. The protagonist of (1) is so afflicted twibve that he is delirious, and all
to no avail in the event, as his emotions appeaequited. Example (2) is
extraordinary in (ironically) presenting the migfore Eoupopd) which
occasioned the delirium as a jogufa); the remainder of the song portrays the
misfortune as an emancipation.

1. Kapdwytondg, mapauiids/ pepog 6to mopadupo g
KO 1€ TOPATOvo TIKPO THS TPAYovdds/ 1o 6Komo TG
(Your heart is beating [for herypu're delirioug in front of her window
and with bitter complaint you sing to her/ her nalip

2. Bodilo ko wapautio/ W' ooty T cop@opd pov
Xopiocope ko (o Bper/ o §06l0g ™ opd pov
(I walk andravel because of this misfortune of mine
We split up and I've found/ my joy again, poor me)

Remarks

The metaphorical expressions from the source domaiNITY are very uniform.
There is no great variation in expression, andetlaee many instances of most of
the words. The metaphoricity of the words usech@gource domain is strikingly
high, and the metaphors are presumably univerdaty Tall pertain to being,
becoming, or driving someone irrational with emnti@and the target domain
hence is concerned with maintenance, loss or ldckontrol over emotion, or
making others lose control over emotion.

338 To kovpacuévo B oov (Kostas Virvos).
337 BadiCw rou mopoyuicy (Yiannis Papaioannou).
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4.2.7 Emotion is Fire/Heat

One of the most common source domains in rebéskeliRE. The emotions
involved withFIRE are mainly desire and love, but it also, to somterd, refers to
other causes of trouble. The number of metaphoerptessions used is limited,
but they are very frequent. Out of the 16 notiongestigated 10 are expressed as
nouns, 4 as verbs, and 2 as adjectives. In thg@3t€IRE/HEAT there are 382
instances of metaphorical expression of emotiore &tmotion-related metaphori-
city of the investigated words in this source damigivery high; the percentage
constituting metaphorical expressions of emotioBdigs.

Specific-level metaphors likBFE IS A FIRE, LIFE IS A FLAMEaANdLIFE IS HEAT
are very common in everyday language. They originfitom basic human
experiences and usually have extensive mappings mény entailments. The
metaphorDESIRE IS FIRE e.g., highlights the aspects ‘to light', ‘to #aup’, ‘to
burn’, and ‘to extinguish’. The metaphor consistsan agonist that struggles to
remain unchanged, and an antagonist, the emotiat, forces the agonist to
undergo the effects of the emotion. The source dwriéire’ and ‘heat’ denote
intense emotions, such as love, desire and angenrdingly, “various degrees of
heat correspond to various degrees of intensityerabtion and lack of heat
corresponds to lack of emotioft The force of fire and heat is capable of causing
damage not only to the entity burning (the oneigethe emotion), but also to
another object (another person).

338 Kdvecses (2000:76).
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Table 7. Source domain: fire/heat

Expression literal metaphor 3?:; simile m":tee:[a)lr/lor other total
avéPo 25 (28%)| 62 (71% 1 (19) 88
AVATTTIPOG 1 (100%) 1
yoykivi 2 (50%) 2 (50%) 4
Koio/kaiyopon 5 (4%)| 99 (89% 7 (6%) 111
Kopivt 1 (50%) 1 (50% 2
Ko 1 (100%) 1
AaBpa 3 (10%) 3
Avyvapt 1 (100%) 1
TOPKOYLEL 1 (100%) 1
opnve 6 (9%)| 95 (81% 1 (1% 4 (3%) 3 (3%) (8%) 114
PréYaL 20 (100%) 20
QAoyEPOS 5 (100%) 5
QLOYIGPEVOG 2 (100%) 2
(POVVIOV® 3 (50%) 3 (50%) ¢
podvtmon 1 (100%) 1
poTd 13 (14%)| 72 (80% 2 (2%) 1 (1%) 2 (2%) 90
total 54 369 1 7 5 14 450

fire (poTd, Adya, Ywaykiv, rvpkayrd, Aafpa)
Source: fire’; target: intense emotion (love, dedi The nounpwtid is commonly
used as a metaphor of emotion in the corpus. Obdc&Lirrences, 13 are clearly
literal, 2 are metaphorical but unrelated to emqtd are similes, and 1 could be
literal and/or metaphorical. That leaves 73 instanof clearly emotion-related
metaphorical use of the wogabtid (which is 80 %). In most casése’ is used as
a metaphor for love and/or desire for a person,etones unrequited, but on
occasions the metaphor stands for life’s diffi@dti as in example (8). Also in
example (9) fire’ is a metaphor for difficultiebut the sustained development of
the metaphor throughout the entire song makegheraan allegory. In example
(7), the first occurrence of the word is literahile the second is a metaphor. The
location of the ‘fire’ is sometimes specified, ulbpavithin the body (thus(¢oa)
otV kopdd ‘in the heart’,oto ombog ‘in the chest’ota pdta ‘in the eyes’) but
also ‘in life’ at large ¢t {on)).

The metaphowwrnid can denote th€auseof emotion, or theResponsdo
emotion, or bothCauseand Responseas illustrated in the following recurrent
expressions:
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s avéfo, o, TETO QOTIA, PiYVO 6T POTIA
with a focus on th€auseof the ‘fire’, which is often a person (1-4)
o givay/ yiveton oo
with a focus on the subject or event that turns ffite’, i.e. Responséb)
s O POTIE, TAlPVO QOTLA, Eipdl 6T QOTIE, TEPTO 6T POTLE, Eipot
YENOTOS QOTLA, Kaiyopol 6T @OTLA

with a focus on the person feeling the emotion dlesd as a form of

‘fire’, i.e. Respons¢6)*

o avIéym TN QOTLA, ofive (1) poTId
with a focus on handling the emotion described fasra of ‘fire’, i.e.
both CauseandResponsé3) and (7-8)

*  QOTLA VO KAWYEL Kaive QOTIES, (o QOTLA PovvTOvEV avapel

literal or metaphorical ‘fire’ as an actor in exgs®ns of emotion, i.e.

both CauseandResponsé5), (7) and (9)

Mov 'yeig avawer pia potid] Kol VIEPTL 6TO KEQGM
Kau pua Tyl ov dev pmopei/ va yiver mo peydin’*
(You have lit a firan me/ and a sorrow in my head
and a wound that couldn’t/ get any bigger)

A, Zpvpviortooda, 4’ avawes/ potid B’ avtd TO paTio
pvpviomodia pov, Oa pe tedaveirs/ To pToyo, pikpovia pov
(Oh, girl from Smyrnayou've lit a fire in mewith those eyes
Girl from Smyrna, you'll kill me/ poor me, my lig one)

Av 0éheig Bp’ AOnvaitcoo/ poli pov yra vo (ijceig

KL TN oTId Tov 4’ dvawes! povTios va T afijceic
(If you want, Athenian girl/ to live with me

be surdo put it ouf thefire that you've lit in mg

HeToby ta pdria 6ov potiéc! kar papaldvelg Tic kKapdéis ™
(Your eyes shoot fifend you make hearts wither)

Me tMymesg Kar dgv Egyvad/ mov 1660 £1® KAAWyEL
va, piver 1| KoTdpa pov/ potid Ko va o€ kdwer

339 the phraserty potid cov’, the meaningtnv pwtid mov &xeic’ is understood.
340 rasatonidniocsa (Panayiotis Tountas).

34 To pémia e Spvpvide (Panayiotis Tountas).

342 gOnvaiiooa (Anestis Delias).

343 Opaia Osooalovirid (Michalis Yenitsaris).

344 Fevviinica yioc va toved (Kostas Virvos).
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(You've hurt me and | can't forget/ how much I'eged
may my curseturn into fire andourn yoy

6. Zav T @loyept] poTid 6ov/ Tov TPodidslL Ty pwTId GOV
Bpe dev £xer Eavayivel TéToro ployepd Kauivi*®
(The likes of youfiery glance/ that betraygour fire
has never been seen before/ sufibrg furnacé

7. 'Exw yia yiévti tic pwtiécl 6av gipol 6to Kopapt
po. dev avréyw oty pwtid! Tov oTNV KOPdd | avdfer
(I have fun with the firdsvhen I'm on the ship
Butl can’t stand the firéthat kindlesn my heart)

346

8. Amo Tic 0dhuooss K anr’ i pwtiéc] Exw YAt oer UMASES POPEG
pa o’ TN Ketdpa cov T poPepii/ Yia va pe 6dosl Kaveic de propeit’
(From seas anftom fired I've escapedhousands of times
but from your terrible curse/ hobody can save me)

9. A¢@’ o0tov gyeviOnko/ pwtid ue Tpryvpide
av i’ éxarye 00 Yhitoval p’ avtn ps facaviler™
(From the day | was bora/fire has stalked me
if it burnt mel'd be free of it/ but ikeepgorturing me

Although ¢otid is the usual word for ‘fire’, other less commonrd® occur in
quite well-known songs, such @svvioon andeioya (example 11)AaBpa, and
(kapa)yraykive (example 12). A plethora of words from the souttoenain is used
in example (13) to form a playful allegory repletéh figurative expressions of
combustion denoting love and desire.

11. Mia pobvrwen, uia pidyal o péca oty Kapdra®*
(A blaze and a flarnieé have in my heart)

12. Mn pe potate prapndec/ yroti sipor Aoanpévn
Kapayiaykivi pusc etnv kapdidl £xo ko pe papaiver®
(Don't ask me, my friends/ why I'm sad
a fierce fire in the heatis what | have and it withers me)

0

345 0 avaripog (Stratos Payioumtzis).

348 fovebw ypovia Oepuactic (Yiannis Dragatsis).
347 g76 tic Odhacoeg ki o’ Tic pwuéc (Babis Bakalis).
348 4o’ 600 eyevviibnra (Markos Vamvakaris).

34 ppayroovpiavii (Markos Vamvakaris).

350 pépre mpéla va mpelape (Panayiotis Tountas).
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13. Avarriipac pe prrilil givar Ta S1KG 6oV YEiAn
omipto givol heg povayo/ TéTowov avartipa vo. 'y
Toap Kol éraupve pwtidl Teovg Kol orifo 6TNY KapoLa,
[Avamripas ue feviival gical KoOKha pov TeayTiva
6oy avapelg pe yYAvkaivelg Kol peEg 6TV KopoLd pov Praivelg
Toagp Ko émaipve potidl pe TV TPpATH T PaTL
[Zav ™) ehoyepn patid 6ov/ mov TPodidel Ty pwtid Gov
Bpe dev £y Eavayivel tET010 PLoYEPO Kauiv
toap Ko mpe ropkaydl frav areioo, Ppe TordLd
[Avamripas pe v nETpa/ sicar Tovp) Ko WYEOLTPO,
giool oto valaxio pave/ ko n orifa wagL Srava
T609 Kol énaipve potidl Toove Kot Kdnke N Kapdra®
A lighter with a wickis what your two lips are
It is verysmart you say/ to have lgghter like that
pop! and it was well alighsnap! and there'd be a spank my heart
/A lighter with petral you are, my doll, my saucy thing
whenyou lightyou cajole me/ and you get into my heart
pop! and it was well alighwith the very first glance
/The likes of youfiery glance/ that betraygour fire
has never been seen before/ sufibrg furnace
pop! and it was well ablazshe was a smart one, lads
/A lighter with a flinf you are cunning and a liar
you're a past master at coquettry/ d@imel sparkhits the mark
pop! and it was well alight/ snajgihd my heargot scorcheyl

light, turn on (avéapo)

Source: ‘light’, ‘ignite’, ‘turn on’; target: evokean emotion; incite an emotion/
event The verbavépo is found in 88 instances, of which 25 are liteGf, are
metaphors of emotion, and 1 is a double ententréBw is used both transitively
and intransitively. It occurs intransitively withilgjects such as various persons (2),
‘eyes’, ‘fire’, ‘hearts’, and ‘lust’. In its transve form, its most common subjects
are persons (1), but other abstract or concretdesnalso appear as subjects, such
askailn ‘beauty’, patia ‘eyes’ andkoppi ‘body’. The most common objects are
by far potia ‘fire’ (1) and proya ‘flame’, but there are also instances of objects
concerning yearning and metaphorical pain, and rooxesual objects asinyn
‘wound’ and yAévt ‘party’ (3). The most common site of combustioncis
otnBog ‘in the chest’ andv kapdid ‘in the heart’. As both of them essentially

351 0 avaruipac (Stratos Payioumtzis). The phrasen omipro poveyd is idiomatic and means ‘he’s
as sharp as a needle’. The literal meaningnffto is ‘match’ or ‘distilled, inflammable spirit’ and
in this songonipto alludes to fire just as the many other metapherg,hbut this double meaning
cannot readily be translated into English.
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denote the same place the variation is probablytawensiderations of metre and
rhyme. Although it is certainly its most common us&ifo iS not exclusively a
metaphor for love and lust (1), but can also appearetaphors for other emotions,
like rage (2), or even for instigation of revelB),(which is its least conventional
usage.

1. v A0fqva pia pkpovre/ popen Kot vooTinovid.
JLE TO paTIe TG TO padpe/ 4’ dvaye QOTIG Ko Aappo’>?
(In Athens a young girl/ pretty and delicious
with her black eyeshe lit in mea fire and sweltering heat)

2. Kuav sipon {opkog mov Aec/ €60 TO QTOLS KoL povo
Otav og Préno ' Ghhove/ avdfo kar povvrdvem>>
(And if I'm stroppy, you know/ it's all your own tat
When | see you with another mdmatch fire and flare up

3. Oa katifo otov Toghemy/ peg Tov Mepand
Kk @' avdwo givo yiévril 6 6in ™ paykid®
('l go down to Tselepi wharf/ in Piraeus
andl'll stoke up a fine partyfor all the machos)

4

extinguish, turn off (epnve)

Source: ‘put out’, ‘extinguish’; ‘turn off’; targettake away an emotion; destroy;
stem a desireThe verbsprive occurs 114 times in the corpus; 95 of the instsince
involve clear metaphors of emotion, and only 6 Hieral expressions. As a
metaphor it has several senses; one sense, todaigh’ (obliterate an emotion),
highlights relief from emotion (1-2). These emosare mainly negative, such as
rage and sorrow. Another sense, to ‘extinguishiteguished’ (by emotion or
circumstances in life), highlights destruction @)d has the same meaning as
Aewoveo ‘melt/wear down’ from the source domalATURAL FORCE A third sense
foregrounds the gratification of an emotion, ugutllle satisfaction of a desire (4).
The metaphor occurs in both intransitive (3) arahditive (4) form. Though
various persons are the most common subjects im fooins, a great variety of
entities are the subjects especially of the initaesform, where various words
denoting ‘fire’, ‘yearnings’ and emotional ‘painiefrequent (1). The objects of
the transitive form vary too, from abstractionsligmotions (2) to metaphorical
entities that usually stand for emotion — positorenegative Xprvo has many
senses in common usage, which can have differemiatations in translations
into other languages (to judge from English and @sk, and it is difficult to

352 yenv AOiva o jukpovia (Yiovan Tsaous).
353 0 fopixoc (Apostolos Chatzichristos).
354 Me Covpvadec kou viaodiia (Panayiotis Tountas).
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derive a uniform notion of the metaphor. This midig an indication of the
culture-specific nature of the metaphor.

1. Eivor @iva kon ' apéoel/ n profpkn Lo
oav pedd K Kavo kEQY T6TE afiivovy o1 kanuoi>®
(It is nice and I like it/ this bohemian life
as | get drunk and get in the mood/ tladirsorrows are put oyt

2. Mydk, GvBpams pov, Aoykéyou! Ko ofijoe ma TOV picovs Ty opyrC
(come to your senses a bit, my friend/ and atdasbut the rage of hae

3. XZpivw ax’ tov m6bol W' Ghhov cav o vor®dw/
ay, Zaipa pov yrhokia>’
(I perish from desirewhen | feel you're with someone else/
oh, my sweet Zaira)

4. Tértown yovota, TéTola YAOKa/ oy, 68 dAAn dgv To fprika
va yopeder Kar va Tivel Kau T pAdya pov va cPiver>’
(Such fancies, such sweetness/ oh, I've found themo other
as she dances and she drinks/@utd out my firg

burn (kaio, kaiyopo)

Source: ‘burn’; target: destroy, consum&he verbxkaio is a frequently used
metaphor in rebétiko; 99 of the 111 instances aegaphors of emotion, 7 are
metaphors from other source domains, and 5 amalliexpressions. The active
voice, kaim, has a transitive meaning, and the passive veidgopot, is usually
used without an agent. The subject in the phragsceio can be either a person
that ‘burns’ another entity or person (1), or arodom that ‘burns’ the protagonist.
The latter applies to (2) and (3), although in {3jakes the form of a curse.
Persons as objects are quite often denoted metoaifynby the part of the body
where emotion is usually perceived to be felt,byewords likexapdid ‘heart” and
cobwd ‘innards’ (4). This specific metaphor might ocduequently in other
languages as well, but it is doubtful whether isswidely spread universally as it
is in Greek, where it constitutes a highly convemdlised metaphor.

1. Apav Avvitea, 4’ éxaweg, KOUKAMTGA/ dEV OVTEY®, POG 1OV, TTLA
apav avaPo, 6popeo KovkAi pov/ pov TANy@velS Ty Kapdra>>®

355 fvo pepdraa oty kapdié oo (Dimitris Semsis).

356 0 Géavaréc pov sivar  (wij oo (Prodromos Tsaousakis).
357 zaipa (Vasilis Tsitsanis).

358 Fida 11 émabo, kopd pov (Stavros Pantelidis).

359 JuGv Avvitoa (Stavros Pantelidis).
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(Oh, little Anna,you've burnt memy beauty/ | can’'t take anymore, my light
oh, I'm on fire, my beautiful doll/ you're woundirgy heart)

2. Mov 'yeic avayel po QOTLa/ Kol kaiyovu’ 0loéva
Ta £pnpd pov Ta 6wdkd/ pov Ta 'yeig Thyopive®™®
(You've lit a fire in me/ and'm constantlyourning
My poor innards/ you've injured them)

3. Mg nMjymoss Ko dgv Egyvad/ mov 1060 £ KLOWEL
va YiVEL 1] KaTapa pov/ QOTIA KoL va 68 Kawer
(You've hurt me and | can't forget/ how much I'veed
may my curse turn/ into fire artmirn yoy

4. Me to @pvdo To spyTd/ To poTaKLe TO 6fNneTA
HOV ' JEIC Kdwel TNV Kapdrd pov/ kKo ovodv T 60dukd pov>*
(With your joined eyebrows/ and your sultry eyes
you've burnt my heart/ and my innards hurt)

Remarks

The metapholFIRE/HEAT seems obviously universal, and several of the imeta
phorical expressions in the corpus are rather adiomeal in Greek. Few of these
specific-level metaphors appear original or cukspecific. More impressive is
the frequency of metaphors from this source dormaiebétiko, especially those
involving the verbsivafw, opfrive andkaico.

360 T papepévo uério oo (Markos Vamvakaris).
381 PevviiOnica yioc va woved (Kostas Virvos).
382 EJeviroa pov (Yiannis Dragatsis, alias “Ogdontakis”).
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4.2.8 Emotion is a Physiological Force

The specific-level metaph@MOTION IS A PHYSIOLOGICAL FORCEIS the first en-
countered thus far in the corpus to focus on batlse and response, as listed by
Kdvecses. 36 words are involved; 19 verbs, 15 noand 2 adjectives. In the
category PHYSIOLOGICAL FORCE there are 451 instances where one of the
specified words is involved in a metaphorical espren of emotion. The emotion-
related metaphoricity of the investigated wordshis source domain is high; the
percentage constituting metaphorical expressionsemibtion is 65 %. In
Kbvecses's original notion of physiological foraasly hunger, thirst, iliness and
agitation are included, but for the purposes of #dtudy it is also expedient to
include metaphors with source domains concernitggrobodily functions and
reactions. Hence, in addition to notions like ‘legl ‘illness’ and ‘thirst’,
expressions with words such as ‘bleed’, ‘tears’ afid’ have been included.
Many of these expressions are metonymical sincactumal bodily change often
occurs as a result of an emotional state.

Table 8. Source domain: physiological force

Expression literal metaphor ?rt:;é simile n:i::?e:zzor other total
AyLGTPELTOG 5 (100%) 5
aipo 3 (12%)| 16 (67% 5 (21%) 24
(Bapyavactevalo 3 (10%) 1 (4%) 19 (66%) 6 (21%) 29
(ava)otevaypog 2 (14%) 9 (64% 3 (22%) 14
appwoTaive 2 (15%) 8 (62%) 3 (23%) 13
appdOTIOL 1 (100%) 1
GppwoTog 2 (50%) 1 (25%) 1 (25%) 4
Bpéyo (wet) 1 11%) 1 (11%) 1 (11%) 3 (33%) (/%) 9
YéMo 2 (14%) 9 (64% 3 (21%) 14
vekd (opp.khaio) 9 (17%) 20 (37% 20 (38%) 4 (8%) b3
yiaive 9 (23%)| 30 (78% 39
yTpedm 1 (6%)| 16 (94% 17
YTpELl 1 (14%) 6 (86%) 1
YOTPIKO 4 (67%) 2 (33%) 6
ywTpdg 16 (80%) 4 (20% 20
dducpv 1 (2%)| 11 (19%) 45 (78%) 1 (2%) b8
Saxpdle 23 (100%) 23
Suydd 1 (25%)| 2 (50%) 1 (25% i
Lo 6 (60%)| 2 (20%) 2 (20%) 10
CaliCo/-opat 4 (19%)| 10 (48% 3 (1499) 4 (19%) 21
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Bapmdve 4 (100%) 4
Bdvarog 10 (77%) 3 (23% 13
WBpdrog 3(100%) 3
WphOVOD 1(100%) 1
KopdoyTomt 3 (100%) 3
KOS TLTTD 9 (100%) 9
HOTOVED 12 (100%) 12
Eeyuyd 13 (81%)| 3 (19% 16
neoive 51 (49%)| 38 (36% 13 (12%) 3 (3%) 105
neivo 7 (100%) 7
TEW®D 1 (100%) 1
PH® 6 (15%)| 18 (44% 17 (41% 41
yopoyero 3 (100%) 3
YOHOYELD 1 (13%) 3 (38% 4 (50%) B
yévopo 24 (35%)| 39 (57% 3 (4%) 3 (4%) 59
Xapog®™ 15 (45%)] 3 (9% 8 (24%) 7 (21%) B3
total 194 246 140 2 63 54 699

heal (v]ywivo)

Source: ‘heal’; target: make happy, take away sarrantransitively: enjoy,
recover healthOut of the 40 instances of the vethy(aivw, 31 are metaphors of
emotion and 9 are literal expressions. The vedivo stands metaphorically for
either gratification of positive emotion or remavatiuction of negative emotion.
It is used both transitively (1) and intransitivel®). The entities seeking to be
healed are usually persons (2) or their heartsafid,(more rarely) a metaphorical
wound or yearning and emotional pain, while theppsed agents of healing are
other persons — usually the object of unrequite® le and their kisses or words
(1), or less frequently drinking, music or sorceessand their herbal remedies. In
Greek this metaphor is commonplace and conventitmzleven though it occurs
in other languages as well, the high frequency wiliich it is used in Greek, and
in particular in rebétiko song texts, is noteworthy

1. Ileg pov yhvkd Aoydxio/ Kot @' yAUKG QrAGKLo
va y1aveic Ty kapord povl povaxpipn kvpé pov>®*

%63 The notionXapog/Xapovrag is of course already a metaphor for death.

364 Me uc pwpwdiéc sov (Markos Vamvakaris). Kounadis (2005:183) transesikor dvo yAvkd
ek (andtwo sweet kisses), but it | hed®’, a non-standard form dboe/ddo’ (imperative of
‘give’).
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(Tell me sweet little words/ and give sweet kisses
to heal my heaftmy one and only lady)

2. Mn pe IMYOVES Kon TOVAD/ G.6E UE Y1a va P1ave
KaOnpepivé areOavopar/ mog t Lo pov yave®
(Don’'t wound me, because | hulét me heal
Every day | feel/ I'm losing my life)

5

cure (ywotpedm)

Source: ‘cure’; target: make happy, take away swrrdhere are 17 occurrences
of the verbywtpevw, only 1 of which is literal and the remaining 1braetaphors
of emotion.Twtpedw is partly synonymous with the aboyerive, but with an
additional connotation of medical cure, as it desivfrom the nounyorpoc
(<worpdc) ‘doctor’. Unlike yaive, yratpedo is found also in the imperfect aspect,
which means that the verb is used in almost aiéenlt occurs in both active and
passive voice. As witlhaivo, the recipients of the treatment are usually peso
seeking a cure (2), their hearts (1), or metonylyictheir heartaches and
yearnings. The agents of healing are again ustfaiyobjects of unrequited love
or their kisses (2) or words, and occasionally wineokahs (1) or love in the
abstract.

1. Apyuié pov, nieg Tt @Taicd/ IOV POVHAP® Ki 610 KAaim
Ay, TEPRPAVE AOVAG pov/ yrdTpswé pov Ty Kapdrd pov>*°
(My nargileh, tell me how am | to blame/ smokinglamying all day
Oh, my proud hookaldure my heart for mje

2. "Evo yAvk6 @uhakt cov/ fydie omr’ TO 6TORATAKL GOV
un 0gg va pe TorovELg
£60 ya péva gicar yatpdcl £66 Oa ue yatpéperc™’
(One sweet little kiss of yours/ give me from ytitie mouth
don’t wish to torment me
to me you are a doctbyou're the one that'll cure me

cure (ywotpseird)

Source: ‘cure’, 'remedy’; target: deliverance fronegative emotion/eventhere

is 1 literal expression with the nouymmtpeld in the corpus, and 6 metaphors of
emotion. ‘Cure’ or ‘remedy’ is a common source dom@ar either ‘deliverance
from negative emotion’ (1) or ‘gratification of ptge emotion’ (2) in the corpus,

385 My ue miydoverc kou movey (Markos Vamvakaris).
366 4pyiré pov yiati ofverc (Stelios Chrisinis).
387 Mayrixo pedoypvé (Markos Vamvakaris).
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and a conventional metaphor deeply entrenched éeksconceptual language. It
is always a person that seeks the cure, in mosisdas sorrow and unrequited
love (1 and 2).

1. Ta potakio TG, Ta PPLIdKLL TS/ Ta 6Y0VPa pavpe HEALAKLY TG
I €povv Kayer TV Kopdd pov/ kan dev Bpickw ma Ty yiaTpEld Hov
(Her sweet eyes, her sweet eyebrows/ and her blatk hair
they’ve burnt my heart/ arlccan find no cure any moye

368

2. K1 0Lo AS1OV® o7 TNV AYEmn TOV YO 6TV Kopold
KoL yopic otV 7oté d¢ Oa ' fpw atperd®®
(and | keep melting from the love | have in myrea
and without hel'll never find a curg

make dizzy €orilm)

Source: ‘make dizzy’; target: be overwhelmed byt@nplose one’s balance he
verb (oAilo is used both in active and in passive voice. Treme 4 literal
instances, 4 metaphorical expressions from otherceodomains, 10 clear meta-
phors of emotion, and 3 expressions with more es ldouble meaning. The
expressions witlioliCm denote both positive emotions — desire/love in<{Bnd
negative— anger and jealousy in (2). Different atpare highlighted accordingly;
with positive emotions the metaphor highlights tietion of being mesmerised —
by a person, or his/her beauty, caresses, or damtier alia —, whereas with
negative emotions, as in the single instance intfE) feeling of being blinded by
emotion is conveyed.

1. "Evog payvitng sivar n patid cov/ {alider, Egpoaiilel cav Kortag
pro péva xpovia Topa pacavilerg
JLE KOPOTSEDELS KL 6A0 heg g ' ayomdc’
(Your glance is a magnet/bewilders it seduces when you look
but for years you've been tormenting me
you fool me saying that you love me)

70

2. "Epafa morhd pkpé pov/ mov Lalitovy to poaré pov "
(I've learned a lot, my dear/ thstunsmy mind)

368 Taraviiavii toaymiva (Antonis Diamantidis, alias "Dalgas”).
389 Mec onic ABivac Tic opopiéc (Panayiotis Tountas).

870 Mroéuooa (Vasilis Tsitsanis).

3" Buabo modd jukpd poo (Vasilis Tsitsanis).
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fall/make ill (appostaive)

Source: ‘fall/ make ilI'; target: feel/cause emata pain The verboppootaived
occurs in its literal sense in only 2 instances,aasietaphor of emotion in 8
instances, and as double entendre 3 times. Itad bsth intransitively (1) and
transitively (2), in the latter case with personsheir hearts as objects. The causes
of illness are other persons, their eyes and #piiefulness. This is a conventional
metaphor that can be used to depict positive emetioich as desire and love, as
well as negative emotions such as sorrow and dsagpent. Often it is difficult

to distinguish between the instances of depictigmositive and negative emotions,
since the emotional disposition depends on theoowtcof the events and the
attitudes of the subject and/or object of the eomsti

1. Ta potakio 6ov to. dvo/ dev T PALTo K appwotd
oav Ta Préne pe Tpelaivovy/ kKo 6Tov Adn pe myaivoov®’?
(Those two eyes of yours/ when | don't see théafi ill
when | see them they drive me crazy/ and they nadeo Hades)

2. Mn pe kortdg oto patio/ ywori CoriCopon [...]
ITharti pe appoctaiverc! pkpy, ot opkifopon®”
(Don’t look me in the eyes/ because | get dizzy [...]
/Because yomake me illmy dear, | swear to you)

[make] bleed potdvo)

Source: ‘bleed’; target: hurt, feel emotional paifihe verbuatdve is a very
common metaphor for emotional pain caused by anlgeMmore intense emotions,
both positive and negative. It occurs 12 times he torpus, and only as a
metaphor for emotional pain caused by grief, soramd disappointment. It is a
reasonable assumption that ‘bleed’ is a potentiallyversal metaphor, in
Kdvecses’s view, since it is encountered in mamgumges. It is also a quite
conventional one, although possibly more elabor@tesome languages, among
them Greek, than in others. The location of thedileg is occasionally specified
as the heart or chest. The causes include othgregyegooverty, and in isolated
instances a hookah, an evocative moslem call-tpepr&raught with personal
associations (1), and a metaphorical cloudy Su@py

1. Zav Byaiver o x6tag 610 TLOpi/ 0PYE 6OV GOVPOVTOVEL

otav Oa wer o Mmip Adrdy, Mmp AMGy/ To otijfoc pov patéver®*

372 E)evitoa pov (Yiannis Dragatsis, alias “Ogdontakisin this verse the verb appears in the non-
standard formuppwotd, which is probably used here for reasons of mestierhyme.

873 B)a-éra (Markos Vamvakaris).

874 Mmip AMJéy (loannis Stamoulis)
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(When the hodja comes out at the mosque/ lateilagHt
and when he calls otBir Allah’/ my chest bleedls

2. Eiool pa pépa cav KL vt/ w0ov 'Yoca TV Yopd pov
Tovvegracpéviy Kvproxiy/ gardverc vy kapdrd pov®’
(You are a day like the one/ when | lost my joy
Cloudy Sunday/ yomakemy heartbleed

blood (aipa)

Source: ‘blood’; target: emotional painOf the 24 instances afipo, 16 are
metaphors of emotion, 5 are other metaphoricalesgions, and 3 are literal. In
the metaphorical expressions of emoti@ipo is commonly combined with a
variety of verbs; as a subject @falw ‘drip’ (1) and as an object gfove ‘shed’,
Baew ‘paint’, nive ‘drink’, and tAnpdve (ue aipa) ‘pay (with blood)’ (2). ‘Blood’
is likely to be a conventional, and also potenialhiversal, metaphor with many
target domains other than emotion, but emotioryiab the most common target
in the rebétiko corpus.

1. Avti n kapdia wov T ymess/ ordler oxopa aina
Kt £paya To pavtil pov/ Kot To '6TEME 6E 6Eva®
(This heart that you hurig still dripping blood
and I've dyed my scarf/ and sent it to you)

2. Tn {on pov énanéo pe oéva/ ™ (qud cov Tifpwoa ps aipa’’’
(I gambled my life on you/paid for the damage you didith blood

be lost {avopar)

Source: ‘belget lost’, ‘perish’; target: be confukédoe out of control and/or power;
feel grief, despairThere are as many as 69 occurrences of the riatitve corpus,
39 of them are metaphors of emotion, 3 are otheéapherical expressions, 24 are
literal, and 3 are ambiguous. The passive vopéeouoi, denotes being lost or
perishing, and is used metaphorically for loss/latkcontrol, or the feeling of
grief and despair. The active voigévo (to vov etc.) is found in the source
domain of INSANITY. Xdavopar is commonly combined with one or more other
verbs that literally or metaphorically reinforce the meaning as illustrated below.

375 yowvepioouévy Kopioxry (Vasilis Tsitsanis).
878 To kékrvo pavtiza (Vasilis Tsitsanis).
87 Hoi&re pmovlobria, maicte frodra (Vasilis Tsitsanis).
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1. Otav oov 'Aeya pe movol yavouat Y10, 6EVo, AELOVO
EPLYVES TA NATLO GOV PIKPT] ROV YOpNAG
KoiTtaleg vo TapEIg KATo10v GAhov Ta Qrid
(When | used to tell you in my pain/ tHah lost because of you, I'm melting
you would lower your eyes/ and sought to gain someagise’s kisses)

378

2. Xavouai, spive, dg EEpo 11 Oa yive
Topvéd ma oTEATIGPEVOS, GTLY T OEV 68 EEYVR’
(I perish, I'm consumed, | don’t know what'll become of me
| wander in despair, | can’t forget you for a ma)e

3. 'Ela, koOklo pov, Eav0ovra/ ma va o€ yopd
ydvouat, Te0aive, Aerdvo/ gog pov, ¢ Pactd>®
(Come on, my beauty, little blondie/ let me enyoy
I'm lost, I'm dying, I'm melting/ | can’t bear it anymorayy light)

4. Mg papave, povovra pov/ ydavouar, dev 00 {nom
Kl pe mKpo mapdamovo/ To patia pov Ba Kieico>!
(He’s made me wither, dear mothemi lost, | will not live
and with a bitter complaint/ | will close my eyes)

5. Ay, neBaive Yo 10 Adyvo cov @Al
d0nKa, TPELAONKO, 6TOV EpOTE 6oV ParOnKa’®
(Oh, I'm dying for your lustful kiss
I'm lost, I've gone crazy, I'm entangled in your love)

die [kill] ( weBaivem)

Source: ‘die’; target: feeling grief, despaibe destroyed by emotion (heartache,
grief, despair).Most of the 105 instances ofbaive are literal, but 38 are meta-
phorical expressions of emotion, 13 have a douldarmmg, and 3 are metaphors
with other target domains. In the present tensevéhb nebaive is mostly used
metaphorically, while in the past sense it is us#dost exclusively literally.
Remarkably the verb is often used transitively allofjuial Greek in apparent
defiance of its literal meaning, as in ¢jIn (1) nebaive depicts the negative

378 My pov Aec yrari Eeyvaw (Kostas Skarvelis).

878 7yt mavrod o kanuévoc (Markos Vamvakaris).

380 3¢ wua EavBovia (Stellakis Perpiniadis).

BLAP édwreg oe mhoboio (Kostas Skarvelis). Once againvovio pov is used literally, even though
in most cases it is merely an exclamation thabtgirected to a mother (cf. fn 315).

382 X60nico tpeldOnrca (Panayiotis Tountas).

383 Cf. the transitive use in colloquial Greekyeko, normally intransitive ‘I laugh’, but with a ditec
object ‘I deceive’ (thus in the corpusnpwiaxi, Tdg pe yélaoeg). Sometimes such colloquial usage
is ironic: tov avtoktévnoe 1 actuvopia, ‘the police suicided him', cf. Mackridge (1985:98).
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emotion of disappointment and sorrow, whereas )ntl{2 notion has an oddly
positive connotation of admiration and excitement.

1. Kam kpopeig péca oty kapdrd cov/ to dSwufalm, To pAéTo ot poTIE G0V
Mirog pe BapéOnkes, va 0Oyo! uy pe kdveis va webaiver Aiyo-riyo®™
(You're hiding something in your heart/ | read itan see it in your eyes
Perhaps you're bored with me, shall | leaden’'t make me ditittle by little)

2. Mg tpehaiverg, ue nebaivergl pe tov 6popeo 1opo
on4s’ Ta 6)a, 6mae’ Ta 6L/ Kot Oa Ta TANPOSO £YH®
(You drive me crazyyou're killing mé with your lovely dance
break it all, break it all/ I'll pay for it)

85

eat (tpoOo)

Source: ‘eat’, ‘gnaw’; target: ruin, wear down, @r. The verbrpoo is frequent-

ly used in colloquial Greek in the same way as vgnar ‘eat away at’ is in
English, and not always in expressions concernmgt®n. Of the 41 instances in
the corpus only 6 are literal, 18 are metaphorsrobtion, and 17 are metaphors
with other target domains. The agent in the meteplsorarely a person, but more
often an abstraction denoting emotional paitédri, pdooavo, cekiétt, papdll,
copdxt, pepdxt, movog) as in (1) and (3), or other negative emotions |galousy
or suspicion (2). The objects of the metaphor arenost cases persons, and on
some occasions life, a heart or innards (1).

1. Twri, ywoti pov 10 'kpoyeg/ To vIépTL TG KAPSLES 6OV
7OV Papave To VIATo 60/ KL Tpdel Ta cwbikd cov; >t
(Why, why did you hide it from me/ the longing ajwyr heart
that has withered your youth/ aedts away at your innar@$

2. Mzs piet kKamoro, povpn vroyio/ o GAlog TV KoPoLE 60V KLPEpva
KOl av ovTo sivar 1 oi0sio/ dd6’ pov payopld ota ot
TPV YKPERIGOVY TO GVELPE POV Ta YPVGG>
(A certain black suspiciois eating away at me
that someone else rules your heart
and if that is true/ give me a stab in the chest
before my golden dreams crumble)

384 Kabe Ppcidv mévra Jomquévy (Vasilis Tsitsanis).

385 Tadopdacro-naioudie (Yiorgos Mitsakis). The phragse omdw (64a), ‘break it (all)’, is idiomatic
and means ‘to party’, ‘to go on a spree’.

388 Mod, yrori wov 1o ' kpowee (Nontas Yiannakas).

387 Tye rapépvac to poiér (Vasilis Tsitsanis).
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3. Aapopotiéc pe yéumesg ko i’ épayay ov movol
KOl 671 QOTL oV | épréec/ Timota de pe cdver®®
(You covered me in wounds/ and the pdiase eaten away at me
and from the fire you cast me into/ there’s noghtimat can save me)

laugh (yeho)

Source: ‘laugh’; target: feel joy/ happines§he 40 instances of emotion-related
figurative use of the verpeh®d are mainly metonymical; there are as many as 20
occurrences of clear metonymies, and 20 of the pkesican be interpreted both
literally and figuratively. That leaves 9 clearitetal instances and 4 metaphorical
expressions with target domains other than emoliothe metaphors/metonymies
of emotion, laughter denotes joy and can be located just in the face
(specifically the lips), but also the heart. In #veample belowyesid could be
interpreted both literally and figuratively; a meyonic sense would not exclude a
literal meaning, but would mainly focus on the |ladkoy.

1. Ta ygiin pov d¢ yélasay po pépal de fpika Tovdeva Topnyoprd
10 pacava, or TKPES Kar oL THVOU/ pov TAMywoay Yo wavre TV Kapdra®
(My lips haven't laughedne single day/ | found comfort nowhere
torments, grief and pains/ have wounded my heagver)

sigh (evaotevalom)

Source: ‘sigh’; target: feel despair, sorrow, resajion; yearn, long forThe verb
avaotevalo is a common metonymy in everyday Greek. It occimrs19
metonymical expressions of emotion in the corpuss Tompares with just one
metaphor, 3 literal uses, and 6 instances thatbeaimterpreted either literally or
figuratively. There are echoes of folk song expgaessn some of this usage (cf.
4.5.5 Similarities between Metaphors in the Corpod those in Erotokritos and
Greek Folk Song In (1) avactevalow denotes the pain of unrequited love. By
contrast, in (2), it stands for despair bordering madness, at defeat in war,
undignified behaviour for an emperor. Both instanege expressions denoting
emotion through bodily reaction, where the bodibagction itself cannot be
excluded.

1. Qgaote dgv 0o p' ayamdag/ kor dev B0 pe Kovralelg
KoLy GArove, pikpovdra pov/ 0a khag, 0o avastevaleic™
(How long will you not love me/ and not look at me
and over someone else, my little one/ will you @nglsigh)

388 fvuiaiotve Ta povve (Eftichia Papayiannopoulou).
389 3¢ worov va e tov wévo pov (Markos Vamvakaris).
390 Qo oe mhavéyw o popd (Kostas Skarvelis).
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2. O Xipoyirto avacrevalell Xithep, Movoorivi, kpalet
na’ 1 vikn, wa’ 1 86&a/ siyovpa Oa pov ' pOs AoEa>"
(Hirohito sighg Hitler, Mussolini, he cries
gone is victory, gone is glory/ I'm surely goingazy)

moisten Bpéym)

Source: ‘moisten’; target: manifest (negative) eimot(such as sorrow, grief).
There are in the corpus only 9 instances of théd ¥gEym in the sense of
‘moisten’ (cf. ‘rain’ underNATURAL FORCE). 3 of those instances concern target
domains other than emotion, 3 are ambiguous astaphoricity, 1 is literal, 1 is

a metaphor and 1 a metonymy of emotion. In theintsts of metaphor/metonymy
of emotion the moistened objects include a bouz@lkia plectrum, or eyes wet
with either tears or blood. The following examptaulel be interpreted metaphori-
cally, literally, or as a double entendre.

1. Amoéye to pmovlovki pov/ ue daxpoa Ba Bpécw
OupiOnkae Ta vidte pov/ ko kKGOwsa va waitm>®?
(Tonight!l will wet/ my bouzoukiwith tears
I remembered my youth/ and sat down to play)

tear (6axpv)

Source: ‘tear’; target:grief, sorrow, and dejectionThe nounddxkpv occurs 59
times; the verbdakpdlw and the participledaxpvopévog a further 23 times.
Regarding the wordaxpo, it is much more difficult to distinguish its figative
use in the expression of grief, sorrow, and depadtiom its literal use. Sometimes
it is clearly figurative (11 instances, see examplewhile in one instance the
literal meaning is intended and actual tears avelved (10). There is also one
emotion-related simile. In the vast majority of €adaxpv is actually a meto-
nymy for the emotion of ‘sorrow, dejection, anddsappointment’, where we can
neither exclude nor take for granted the literahnieg of the tears (46 instances).
Furthermore, these expressions often involve thelwavpo (7 times) and other
words describing negative emotions as e.g. darkné$sgen used figuratively,
daxpv can also denote concern for a person, as in exaf@! The metaphor
ddxpv can denote either theauseof emotion, theRespons¢o emotion, or both
CauseandResponseas illustrated in the following recurrent express:

*  @épvo dakpv, ToTiL® pE daKpL, TViy®/-opor 6To ddKpL
with a focus on theCauseof the emotion, the ‘tears’, which is often a
person (1-2)

391 i uméuma (Kostas Roukounas). In this verse the unusual n@gn for madness is surely used
because it rhymes wibéa.
392 gméye to pumovlovrr pov (Michalis Yenitsaris).
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o yOve dGKpY, KLoio® pe (Ladpo) daxpu, Tive daxpv, Bpéym pe daxpoa
with a focus on botiCause and Responsee. the person feeling the
emotion (3-6)

*  TIVIY® TO 3AKPVL, LOYV® TO SGKPV, OTEPEY AV TA dAKPLA
with a focus orResponsd.e. handling the emotion (7)

o TpéyeL To daxpv, (apyo)kvrd To ddxkpv, 6TdlEl TO ddKpVL, YOVETHL TO
ddkpv, To daxpv woTau/fpoy, He TViyeL To daKPL
literal or figurative ‘tears’ as an actor in exiess of emotion (8-10); (8)
and (10) focus oRResponsewhile (9) focuses ofause

10 Tald 6oV Ypappata LG, Xprotiva pov/ Ko mviyouat 6o ddrpo>>

(I kiss your old letters, dear Christina/ dird drowning in tear}

Y’ évo kKhodl Tov pevelé/ kpépooo Ty Ermido
v motila pe ddxpval kou Tpokomi dev gida’*
(On a sprig of violet/ | hung my hope

| watered it with tearsbut I've seen no benefit)

Eyd avti va mo kpasi/ mive ta ddxpod pov

Kt pe pedovve o1 Kompoi/ ov £y oY Kapdid pov>*
(Instead of drinking winel/drink my tears

and the sorrows of my heart/ are getting me drunk)

. Aéw pe ddrpva ko kempd/ K vay mKpé avastevaypd®®
(I say with tearsand sorrow/ and a bitter sigh)

Meg otng Tafépvac T YOVIA Y10 6éva. TIvVe
Y0 TV ayGmn 6ov worduia ddkpoa yover>’
(In a corner of the tavern | drink for you
for your lovel shed rivers of teajs

Tn pévo pov Ovpépovve/ Kal Eyvva pavpo darxpo
oV £pun) pov Eevimd/ moté 8 Pprika dxpn’®

(I would remember my mother/ astied black tears
in my miserable exile/ | never found a way out)

398 Xpiotiva (Vasilis Tsitsanis).

394 ©¢ va oe kavew pevedé (Panayiotis Tountas/Yiannis Bernidakis).
39 476 ta modAé papucria (Stelios Chrisinis).

3980 évay mirp6 avaotevayus (Vasilis Tsitsanis).

397 Yow payeuévo o uvaié pov (Dimitris Gogos, alias “Bayianderas”).
398 IToAAé eidave T pdmo oo (Markos Vamvakaris).
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7. 0gv 6’ avréyeL 1 Kapora pov/ etépeyay ta daKpvd pov
EmOya Y10 6EVA VO TTOVD
(my heart can’t stand youdy tears have dried up
I've stopped hurting for you)

8. H kapdid pov cvvwegralel tpéyovv ta ddrpoa fpoyr*™®

(My heart is clouding ovethe tears fall like raip

9. Mavobrag ddrpo dev €xer atdlell peg 6o Yhopd pov To Tpdécwmo’®:
(A mother’'stear has never falldron my pale face)

10. T 6popen mov gicar 6Tay Kharg/ 7o ddrpv cav Srapdvrt apyoxvider**
(How beautiful you are when you cityie tearlike a diamondfalls slowly)

Remarks

Many of the figurative expressions belonging to tls®urce domain
PHYSIOLOGICAL FORCEare conventional, as reflected in their frequentyhe
corpus. The majority might also be plausibly suggb$o be universal. The
conventionality of the metaphors in this categ@ynot quite as high as in those
preceding. A wide range of emotions is expressedbtaphors from this source
domain, both positive and negative, from sorrowiefgrdespair, resignation,
irritation, to yearning, happiness and joy, as wa#l emotional pain and
deliverance from it.

39 SicAdPo Sui oov Sev Oa yivw eyd moté (Prodromos Tsaousakis).
400 Zpuepdver kon Bpadialer (Vasilis Tsitsanis).
4O Drooyii kapdia wae de AvyiCeic (Prodromos Tsaousakis).

2 T1 Guopen mov sicon 6tav ki (Christos Kolokotronis).
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4.2.9 Emotion is Physical Agitation

Physical agitation generally stands for fear, buatasionally also for other
emotions like shyness. There are 4 noteworthy wirala the corpus for present
purposes, 3 verbs and 1 nNOURHYSICAL AGITATION is very similar to
PHYSIOLOGICAL FORCE except thatAGITATION also exercises a form of
incapacitating influence, bodily or mental, thahders its victims unable to act
normally. In the categorpHYSICAL AGITATION there are 11 instances where a
specific word is involved in a metaphorical expressof emotion. The emotion-
related metaphoricity of the investigated wordshis source domain is very high,
the percentage being 92 %.

Table 9. Source domain: physical agitation

Expression literal metaphor 3?:; simile n:iet;tee:zltgor other total
KOKKWIl® 1 (100%) 1
TpELOGPN VD 1 (100%) 1
TpELOVAL 1 (50%) 1 (50% 2
TPEU® 7 (88%) 1 (12% 8
total 1 8 1 2 12

tremble (tpépo)

Source: ‘tremble’; target: feel fear; feel excitedffected.The verb ‘tremble’ is
found 8 times, 1 in its literal sense and 7 in @apleorical sense. In (1) the target
is the emotion fear, the conventional target meamhthe metaphor. The verb
here is transitive and it has the emotion ‘ragea@a®bject. The metaphor in (2) is
somewhat novel, using the conventional and univgngaary metaphor to form
the creative specific-level metaphtREMBLING IS EXCITEMENT. The verb is used
intransitively in (2), and has, as is usual, a @eras its subject. Both target
domains use the same mapping, and the highliglsieelcais the physical result of
the experienced emotions.

1. Kloive 6ta yopémo ot okLaPec/ Tpéuovy Ty opyi tov macd
Klaive 670 capd ot ayadeg/ moBovoav e Tepdy tnv opoperd’™
(The slave girls in the harems are cryittigmbling at the pasha’s rage
The agas are crying in the seraglio/ yearningHerbeauty of Serah)

403 1 Sepay (Vasilis Tsitsanis).

118



2. Tpépw am’ v aydmn 6ov, Kupd pov
opiice pov, Eavlovra, T poTIA pov*™
(I tremble with love for you, my lady
little blondie, put out my fire)

redden (kokkivi{m)

Source: ‘redden’, ‘blush/ flush; target: feel shexcited/affected by emotion (love)
There is only 1 occurrence of this verb in the asrpand it can be construed as
both literal and figurative; the cheeks in the eebglow might literally blush, but
there is also a connotation of excitement and/oynets inherent in this
conventional and universal metonymy of a bodilyctiea for an emotional state.

1. To payovra Tov KokkiviCovy Kol pe cpalovv
1 OPOPPLE TOV | £YEL KAVEL Gav TP ™
(His cheekdlushand they slaughter me
his beauty has made me like a madwoman)

Remarks

The source domairPHYSICAL AGITATION is a very small category with few
expressions and few instances, but with a very mgtaphoricity. The high

metaphoricity is consistent with the conventionalias well as the presumable
universality, of the metaphors. The metaphors eétd various emotions, both

positive and negative.

404 ye o EavBovia (Stellakis Perpiniadis).
4% 7o yaoamax: (Markos Vamvakaris).
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4.2.10 Emotion is a Burden

This is quite a small category with few specifiaiss®-domain expressions found
in the corpus, but a more substantial number dhices. There are 8 words; 4
verbs, 1 noun, 2 adjectives, and 1 adverb. In HiegoryBURDEN there are 52
instances of their use in a metaphorical expressioemotion. The emotion-
related metaphoricity of the investigated wordghis source domain is quite high;
the percentage being 66 %. ‘Burden’ is a source alonscommonly used to
describe emotional stress and difficulty, and thenceptual metaphor
DIFFICULTIES ARE BURDENSIs highly conventional and most likely univer§&l.
The difficulty of finding a literal word for the tget domain designated by this
source domain shows how deeply embedded the caradeptimary metaphor
DIFFICULTIES ARE BURDENSIs in our thought. There seems to be no way to
express the verbal action of this emotion withaihg metaphorical expressions.

Table 10. Source domain: burden

Expression literal metaphor ?rt:;é simile rr:Z?z:?)Kor other total
Bopaiveo 1 (100%) 1
Bépog 1 (50%) 1 (50% 2
Bapia (adverb) 1 (5%) 15 (75%) 4 (20%) 20
Bapie 4 (11%)| 25 (62% 10 (27%) 39
eAoppig 1 (100%) 1
(&)orappdve 3 (100%) 3
okenal® 1 (33%) 2 (67%) 3
QOPTOVOD 3 (30%) 5 (50%) 2 (20%) 10
total 9 52 18 79

heavy Bapic)

Source: ‘heavy’; target: harsh, severe, difficulthe adjectivelopvg occurs 39
times in the corpus, of which only 4 instances havkteral meaning, 25 are
metaphorical expressions of emotion, and 10 arepherical expressions from
other source domains. The entities qualified by Hugective ‘heavy’ vary
extensively; of the 21 different entities, ‘paivafiously expressed) is the most
frequent (1), while others consist of more elambdun phrases such asv
xopwopod n opa ‘the hour of parting’ (2), anda &va yépw ‘the hands of
strangers’. This metaphor is highly conventionalGreek and most probably
common in other languages as well.

406 cf, Sj6blad (2009:25-26).
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1. Kpbpo rov mévo to Papdl pec g kapdrag ta padn
Tati To Eépw Oa yapsi/ o kbopog av To pader*”’
(I hidethe heavy paihin the depths of my heart
For | know that people/ will be glad to hear of it)

2. Eivai fapid k1 afdctoyty/ To0 yOPLopod 1 Opa
670 Bio LoV To 6KOTEWVG/ £ TO padpo ovPavo
YL0. GUVTPOPLE OV TOPU
(Heavy and unbearablés the hour of parting
in this dark life of mine/ | now have the black sky
as my companion)

heavily (Bapua)

Source: ‘heavily’; target: harshly, severely, witlfficulty. 15 of the 20 instances
of the adverbfapié are metaphors of emotion, 4 are other metaphorical
expressions, and 1 is literal. The adverb is oftempounded with the verb
(ova)otevalo (2), but also with other verbs, to express vari@msotionally
burdensome situations and events, or difficultresife. ‘Heavily’ does not have
the same connotation in English as in Greek, anthen adverb, such as ‘harshly’
or ‘severely’, is often required to denote the lemsbme emotions or actions
involved (1). The extensive use of the conventionataphorical expressidupid

in Greek might indicate culture-specificity, evehotigh the source domain
BURDEN seems to be universal.

1. No pe yehig kovpaotnka/ fapid 6 KOTOPAGTNKA
AT ™) (o pov mépaces/ NE TEAKIGES, NE YEpaceS
('m tired of your deceiving me/ I've cursed ybarshly
You passed through my life/ you broke me, you aged

09

2. Kloiyo ko fapiacrevalol ko ) 0dlooco kKortalo
T dvo paria Layapévia/ mov pov Asimovve ota Eéva*'O
(I cry andl sigh heavily and I look out to sea
for two sugar sweet eyes/ that have left me fogifpr lands)

load, weigh down (poptove)

Source: ‘load’, 'weigh down’; target: emotionallyulden, oppressThere are 10
occurrences of the verwptovo, 5 are metaphors of emotion, 2 are other meta-
phors, and 3 are expressions in their literal selstaphorically, ‘load’ can be

407 K1 av yerdw eivan wéua (Evangelos Atraidis).
408 9¢iw va eivon Kopraxij (Vasilis Tsitsanis).

40 Pyoi e Evmvnoee mpoi (Vasilis Tsitsanis).
410 9dLacoa Jvmicov (Panayiotis Tountas).
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used also in its passive voice with an indireceobjand denote ‘being a burden to
someone’ (2). As all metaphorical expressions engpecific-level source domain
EMOTION IS A BURDEN ‘load’ is exclusively applied to negative emotton

1. Olo o papn cov, Lon/ To popTtwees 6’ Eva Kopui
1660 Qappaxy, Ppe {on/ mob Békeig va Ta Paim’ !
(All your burdens, life/ you'véoadedon to one body
so much poison, oh life/ where do you expect mgutat)

2. Tlaye mo va pe Cohilews/ kol pn pov popravecal
Toti 6’ & ketoldpel oy, Tog dev suppopedvesar*?
(Stop befuddling me at last/ and doketep botheringne
because I've got you figured out/ oh, that you Wvba brought into line)

Remarks

Metaphors from this source domain exclusively tresgative emotions
concerning difficulties and oppression of variousts and degrees. The meta-
phorical expressions are almost exclusively coriwaat, and there is reason to
believe that this specific-level source domaindteptially universal.

1 Yopuocomiéyuara foapid, (Eftichia Papayiannopoulou).
412 Ta o oov opdipaze (Zacharias KasimatisMn pov goptévesar would literally mean ‘don't
load yourself on to me'.
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4.2.11 Emotion is a Physical Force

Metaphors focusing on th@éause of emotiomainly deal with the way emotions
arise. One such cause is the physical effect of mgchanical, electric,
gravitational, or magnetic force. Here we find \&etike ‘hit’, ‘drag’ and ‘beat’,
but also quite specific nouns such as ‘magnet’, cimr@’ and ‘knife’. The
dividing lines betweeRHYSICAL FORCEandNATURAL FORCE are fluid (cf.3.2.1.
Emotion is a natural forge as are those betweBAYSICAL FORCEandFIRE/HEAT,
especially regarding words such as ‘warm’ and ‘hatid naturally also those
betweenPHYSICAL FORCEandLIGHT AND DARKNESS. In this category 33 words
are examined; 16 nouns, 13 verbs, 3 adjectives,laadverb. These words are
involved in 222 instances of metaphorical expressib emotion. The emotion-
related metaphoricity of the investigated wordshis source domain is medium,
the percentage constituting metaphorical expresssbemotion being 53 %.
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Table 11. Source domain: physical force

124

Expression literal metaphor E?Ser simile n:ié(tee:zlr/mor other total
avneopa 2 (67%) 1 (33%) 3
Bacavietiplo 1 (100%) 1
Sépve 6 (23%) 19 (73% 1 (4% 26
Céotn 1 (100%) 1
Ceotog 1 (33%) 2 (67%) 3
Ceotaivw/-opat 2 (67%) 1 (33% 3
Love 6 (100%) 6
Beppdg 16 (100%) 16
Oeppaivo 1 (100%) 1
KoTneopo. 1 (20%) 4 (80%) 5
Kkpto 4 (67%) 2 (33% g
Kkpvog 2 (67%) 1 (33% 3
KpLhOVED 1 (50%) 1 (50% 2
Aofopoatid 1 (100%) 1
HoyvnTEL® 1 (50%) 1 (50%) 2
HoyvnTng 3 (33%) 6 (67%) 9
HOOTLYOVO 1 (100%) 1
poyaiptpayaipo 18 (60%) 7 (23% 1 (3% 2 (7%) 2 (7%) 30
poyaptd 3 (25%) 7 (58%) 1 (8%) 1 (8%) 12
poyapdVEe 1 (100%) 1
pnyovh 4 (31%) 9 (69%) 13
IR p(oARIN 3 (100%) 3
Ty 4 (22%)| 13 (72% 1 (6%) 18
TANydVe/-opon 4 (8%)| 47 (92% 51
payilw 7 (100%) 7
oidepo 4 (20%)| 2 (10%) 1 (5% 13 (65%) 20
ohppo 2 (33%)| 3 (50%) 1 (17%) 6
CUPLOTOTAEY L 1 (100%) 1
TPaPnyuo 3 (100%) 3
TpaBd/-tépa 18 (16%)| 22 (20% 4 (3% 68 (61%) 112
TpovpoTiog 1 (100%) 1
TpavpotiCo 2 (100%) 2
FTOTD/-1E o 33 (65%)| 17 (33% 1 (2% 51
total 114 197 15 10 84 | 420



warm/hot (8gppég, (eoTOG)

Source: ‘warm/hot’; target: affectionate, lovingystful Two synonymous verbs
and the corresponding adjectives in this categmyuaed in a rather different way;
Oepuaivm/Oeppog is used exclusively as a metaphor (16 instancesiije
Ceotaivo/leotdc is used both metaphorically (2 instances) andilite (1 instance).
Oepuodg, the more common word in the corpus, occurs tagettith oykoiid
‘embrace’/‘arms’ (1) as many as 14 out of 16 timasd the two remaining
occurrences are with the wopahd ‘kisses’ andcoroprpép ‘heater’ (2).

1. To who¥Tog Yo Ta pEVAVE €IVOL TO. VO G0V pdTIO
Kaw 1) Ospuij 6ov aykald pastikd rordrio’
(Riches for me are those two eyes of yours
and yourwarmembrace, royal palaces)

2. 70 mo Oepuo xoloprép €iv’ Ta pra
oav 00 KOYOPAGTE, KOVKAITEA pov, aykaird*™
(the hottesheater are our kisses
as we’ll sleep, my little doll, in each other’'s am

3. i otav 1o TEaK1 péver omiti pag ofnotod
00 pe Ospuaiver To PIA 6ov To LeoT6
(and when the fireplace at home remains unlit
yourwarmkiss will keep me warjn

encircle, gird (ovm)

Source: ‘encircle, gird’; target: inflict/impose gative emotion (from which
escape is not possiblefhe verblove in encountered 6 times in the corpus, and
all instances are metaphors of emotion. It is aventional metaphor in Greek
(derived from the nouovn ‘belt’, and very common in idiomatic phrases like
{ooave ta pavpo @eidwe ‘black snakes have encircled me’. The emotionkedo
using the verb ‘gird’ are depicted through variabstract or concrete entities such
as pain/longing (1), snakes, poison, and barbed (@); the entities that cannot
escape the emotions are mainly persons (1), buiagb®rson’s body or heart (2).

1. Xav cviloyrovpat Ta fpdora dEV KotpovpaL

noti e (doave ot kanuoi ko' Gpa ko etvyp*®

413 0 kéopoc whovy Aayrapé (Kostas Skarvelis).
414 Mriike o yedvag (Panayiois Tountas).

415 Mriike o yedvae (Panayiois Tountas).

418 T Baoava pov (Markos Vamvakaris).
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(When I'm thinking | can’t sleep at night

for yearnings have encircled negery hour and moment)
2. Tvppatomiéypara Poprd/ Cdvovy ™ d6Ma pov kapduatt’
(Heavy barbed wirds coiled aroundny poor heart)

magnet @gayviTng)

Source: ‘magnet’; target: object/event exerting éomal attraction The noun
noyvimng is found in 9 instances in the corpus, all figiwatexpressions of
emotion, and they may be divided into 3 metaphajsafid 6 similes (2). The
entities compared to magnets in the similes andritesi as magnets in the
metaphors are in most cases eyes (1), but occllgialao a person (2), or
abstractions such as love, profligacy, and yeamimge verbs connected with the
noun ‘magnet’ (functioning either as a subjectmiolject of the verbs) are mainly
the also metaphorical verbs ‘draw’ (2) and ‘magsestirom the source domain
PHYSICAL FORCE and the literal ‘resemble’. The entities attrdcby the magnets
are in all cases persons. The reason why therdwace as many similes as
metaphors for this source might be simply metrmaiay reflect reluctance to
make a complete identification of the target withgmetic force, as in a metaphor.

1. Evac payvithg sivan 1 potid oov/ Cahilet, Egpvodlilel cav Kortdc
pa péva xpovia Topo pacavielg
JLE KOpOTdEDEIS KL 6A0 heg g ' ayorrdc”
(Your glance isa magnetit bewilders, it seduces when you look
but for years you've been tormenting me
you fool me always saying that you love me)

18

2. Zav to payvipty pe tpofd péca ot YELTOVIA TNG
T0 péTIo pov d¢ evyovve o’ To Tapddupd TcH
(Like a magneshe draws me to her quarter
my eyes never leave her windows)

machine @nyavi)

Source: ‘machine’; target: trickery, scheme (exgjvw unyovii oe xamoiov = set
someone up)Of the 13 occurrences pfjyovn, 4 are literal and 9 are metaphors of
emotion, all denoting some sort of trickery or decehe noun is combined with a
great variety of verbs that all have to do with eging, understanding, setting up
(1), or giving up on the scheme in questidmyavr occurs both in the singular
and in the plural with the same meaning. This ntetaps part of the rebétiko

N Yopuocomiéyuara fopié, (Eftichia Papayiannopoulou).
418 Mroéuooa (Vasilis Tsitsanis).
419 Mg o juxpni pedaypivip (Grigoris Asikis).
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argot and is rather conventional in colloquial Grek highlights the ingenuity
behind a machine and transfers it to the cleverokeascheme.

1. Tpeg pépes Bacavilopor/ pg Tov Apepikavo
yia va Tov aTijow unyavil To K6ATo va Tov Kave X
(Three days I've been working hard/ on the Amarica
to set him upto pull my stunt on him)

knife (nayaipv)
Source: ‘knife’; target: cause of emotional paireait The nounuayaipt occurs
in 30 instances, most of them literal (18), but eofrgurative. Among the
figurative expressions of emotion there are 7 ntedgegpand 1 simile (3). There are
also 2 instances of double entendre and 2 instaotesetaphor from source
domains other than emotion. In (1) the emotionsregad are bitterness at deceit,
their expression being heightened by inclusiorp@fudxt ‘poison’ in the same
line. The ‘little knives’ in (2) denote a more gealeemotional pain caused by
indifference and rejection by the object of theratn’s desire. The simile in (3)
brings forth emotional suffering caused by desimé @ossibly also unrequited
love. The function of the noupoyaipt varies, and so do the verbs that it
accompanies; as a subject the ‘knife’ cgarkleor slaughterandhurt someone,
as an object it can krown or givenas a remembrance, and as a complement
(following verbs such asiuat ‘be’, yivopar ‘become’ etc.) it can refer to love,
callous words, or the hands of strangers i.e.rtreat by non-kin).

The synonymousaua, ‘dagger’ (4), is not used figuratively, but intlreat
that serves as a marker of intensity of emotiong(alesire, jealousy, disappoint-
ment or fear).

1. ®oppaxt kv payaiptl evBomo p’ agiverc*?
(Poison and &nife you leave me as a momento)

2. Za pov neg neg 8¢ pe 0EAac/ mog ds 1’ ayamdg
uoyaipdria givar Ta Aoyra/ KovkAa, Tov TETAS
(When you say that you don’'t want me/ that you ttmve me
the words ardttle kniveg my doll, that you throw)

3. To pétia 6ov mov Lapmovve/ cov T 0VPOVOD T UGTEPLO.

0mo10G Ta. 8EL TOV 6QALoVVE, pIKPOOAL pov/ gav KopTepd payaipia’?

420 T maayvict tov Auepiévov (Kostas Skarvelis).

42X Popudic rou poyaipr (Babis Bakalis).

422 To woudid e yerrovig oov (lyrics: unknown, of smyrnaic origin).
423 B " oo tpehordpiroo (Dimitris Semsis).
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(Those eyes of yours that sparkle/ like the stathé sky
they slaughter whoever looks at them, my diee/sharp knives

4. Ko pn pov yMetpas ooy yEA/ a@ov EEpES TS propd
e Ty Kdpa pov 610 yépu va ' pOo mai va og fpo*
(And don't you slip away from me like an eel/ yknow that I'm capable
of coming and finding you again/ withy daggetin my hand)

crack (payio)

Source: ‘crack’; target: emotionally burstThe verbpayilm occurs 7 times and is
used only metaphorically. It occurs both translfivand intransitively, and the
things that ‘crack’ or ‘break’ are exclusively mdams or hearts. Thus, the
mountain that cracks in (1) symbolises, and is ptaidcally caused by, the
narrator’s pain, and the unbroken hearts in (2)dsfar society’s indifference, i.e.
lack of emotion, at the death of a vagrant.

1. Amdve oto fouvvé Oa peive/ Kt aé ToV KOGHO poKpLd
00 Khaio pévog, Oa Toved/ ka Oa payiler To foovo™?
(Up there on the mountain | will stay/ away frame tworld
I'll cry alone, I'll hurt/ and the mountaiwill crack)

2. "Evog adtng né0ave/ 6tov mapkov v whotsio
po. 00Te patio £6dxpuveav/ 00TE KaPIIES epdyicay
apaye wowog va 'vor autio/ oy, KEKOOPYO KOW®vio,
(A vagrant died/ in the square of the park
but neither did eyes shed tears/ nor did hesaisk
who might be the cause / oh, cruel society)

hurt (rAnyovo)

Source: ‘to hurt, to wound’; target: emotional dageaThe verbrinyovo is used
in a literal sense only 4 times out of 51; intaregy 3 of these 4 instances are
participles fAinyouévog), which might indicate that the participle formiedm this
verb is not used as extensively in its metaphosealse as the finite forms of the
verb with their 47 instances of metaphors of emmotibhe metaphorical use of
‘hurt’ regarding emotions is the predominant waydascribe emotional damage
caused by negative behaviour such as deceit. Tthissquite possible that the
metaphor ‘hurt’ is both conventional and potengialhiversal. Although the verb
usually occurs in an intransitive form when thejsabis the one feeling the pain,
it can in colloquial Greek occur intransitively alsvhen the subject is the one

424 gepomiavo Oa wépw (Panayotis Tountas).
425 Ty Bovvé (Loukas Daralas).
428 Byac adijtne nébave (Kostas Manesis).

128



causing the pain, as in (1). The entities that,liortransitive phrases, are either
persons, other entities that stand metaphoricalipetonymically for persons (2),
such as the words or the eyes of a person, ormtie¢i@nal pain itself in different
words.

1. Aev givor movog va. movel/ poayaipt va winydver
givar QoTId 0 JOPLopde/ of Kaiel ko o€ Asrdver*?’
(Itisn’'t a pain to hurt/ a knifeo wound
but parting is fire/ that burns and melts you)

2. Ta ypveé&avla porira/ to ferovdéivia patio
e 6Qalovy, pe inydvoovel pe kKavovve Koppdrtio’?®
(That golden hair/ those velvet eyes
they slaughter mehey woundme/ they cut me to pieces)

wound (xinyn)

Source: ‘wound’; target: emotional injuryin the 18 occurrences of the noun
mAnyn, 4 instances of literal use and 1 double enteradee discerned. The
remaining 13 instances are all metaphors of emolianyr is mostly found in a
connection with adverbial phrases of place, geg.otnv kapdid ‘in the heart’ or
oto ombwcd pov (1). It is also often qualified by adjectives likgiatpevtn
‘incurable’, Babua ‘deep’, Bapid ‘heavy’, andueydin ‘big’. The metaphor has been
extended in (2) with the image of blood slowly gipy, which renders the
impression of the pain stronger in this verse, whsithe English translation might
come across as gruesome and at the same time ajorogtally melodramatic.
The extension of the metaphor might be cultureifipeceven though the
metaphor in itself is likely to be universal.

1. yw o€ movei 10 611100G pov, pikpovra pov
Kt &0 winyh Padid 6ta 600Ka pov*?
(my chest is hurting for you, my dear
and | have avounddeep in my innards)

2. An’ i Babiig pov 7ic mAnyécl o aipa apyostoraler
Kot Tdpa Tov NTd oTopyh Kaveig dev pe korraier*
(From my deepvounds blood is slowly dripping

and now that | seek affection/ nobody looks at me)

427 fev efvau dveipo n (wif (Vasilis Tsitsanis).
428 7o Perovdévia pduia sov (Vasilis Tsitsanis).
42 roykpomidriooa (Panayiotis Tountas).

30 repimhavaouevy Con (Vasilis Tsitsanis).
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strike (ytord/ -1€pan)

Source: ‘strike, hit’; target: have a negative ingbacause pain; in passive voice
sometimes: cause oneself pain/ thrash ab@idtthe 51 occurrences of the verb
oo 33 are literal, 1 is a simile, and 17 are metaplodremotion. The metaphor
in (1) is part of an antithesis (cf. ‘downpour’ wn.2.1 Emotion is a natural
force); life’s vexations may cause negative emotionsafow and despair, but
these are countered by singing (and the impliedpemmy of good friends) that
evokes the positive emotions of joy and temporatief from worries. Pain is
seen to be mainly caused by inclement weather (het&ally representing
emotional pain) (1), poverty, the torments of lifay, life itself. The entities
afflicted are either persons — conveyed literallyr@taphorically e.g. as a boat —
the persons’ hearts or heads, or their mood. Inptssive formytomépat, the
metaphor rather denotes the concept of distressiagelf or blaming oneself, e.g.
for unfortunate events, or, as in (2), afflicticaused by unrequited love.

1. Kiav oy kowovia/ uag yromody alvmyto oL propeg
néca 6o TPayovdU Pedyouve Yapodpeveg o1 dpec’
(And if in society/ downpourstrike us hard
through singing/ the hours pass joyfully)

2. Eivol kpipa va ytoméoor KoL va KAOLG
Mawe va ™ svAloyiéoa K GAl Ppect™?
(It's a shamdor you to beat yourself ugnd cry
Stop thinking of her and go find another girl)

beat [up] (6épvem)

Source: ‘beat up’, ‘thrash’; target: have a negatiimpact; emotionally hurtAs
many as 19 of the 26 occurrences of the ¥épbw are metaphors of emotion; 1 is
a simile, and 6 have the literal sense of the wakghvo usually occurs in its
active voice with a great variety of agents thatintyadenote pain (3) and
difficulty. The agents of (1) and (2) are singlstances in the corpus. The object
of the action is typically a person, but occasifnalso a body, or a figurative boat
(2) or precipice. Emotional language can from atsider’s point of view appear
violent, and that is of course inherently truete thetaphobépve (once again cf.
‘downpour’ under4.2.1 Emotion is a natural forfeln Greek this seems to be a
conventional way of talking of emotions that doed strike us as particularly
cruel or violent, but merely expresses how events eéxperiences are perceived
emotionally. This fact might suggest that the frmgmy and intensity of the

3 Binaore aldvio (Vasilis Tsitsanis).
432 yuc rafépvec tpryvpvac (Evangelos Atraidis).
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metaphor is somewhat culture-specific, although riietaphor surely occurs in
other cultures and languages as well.

1. Ta dvo cov yépra mipave/ Bepyovieg kan ue deipave
Bepyodieg kon ue deipavel Ko ™) yapd pov THpave’
(Those two hands of yout®ok canes andeat me
canes antteat méand took away my joy)

2. Twri va gicon Ttapootpatnuéviy KoL va o€ dépvel B uoipa 6ov cKinpd.
oav To KapaPr dixoc Tipoviépn/ sav To movAdKt diyog T eTepd
(Why should you have gone astray/ &g be beating you so cruelly
like a ship without a helmsman/ like a bird withds wings)

3. Oa e dépvel 0 movos ooy 1o KOpo/ 0a o€ Kuvydel 6kAnpa To Kpipa
Kal pe 11 6£1pd 6ov Oa ' car O6pa/ Oa o TApwOsic*
(The pain will beat yolike a wave/ your wrongdoing will hunt you cruelly
and in your turn you'll be the victim/ you'll pdypr it)

draw/drag (tpapo)

Source: ‘pull, draw, drag’; target: attract; suffego through The verbrpofo is
encountered 112 times in the corpus, and mosteoin$tances — as many as 68 —
are metaphorical expressions from source domahmer dhan emotion. However,
26 occurrences concern emotion; 22 metaphors aichile. Two quite different
metaphorical aspects can be discerned in this sodotnain. One of them is
attraction (1), the positive emotion of desire tbhahventionally, and potentially
universally, is conveyed by this and similar metagh The agents in these
expressions are diverse; it is often a personjtbutly also be his or her eyes or
steps, or abstractions like profligacy. The objecilways a person. Remarkably,
the verb is used once intransitively witltyvtng as an agent. The other aspect is
suffering (2), which naturally is a negative ematithat in colloquial Greek is
often expressed withpofo or tpofiéuon. The latter is quite conventional in
Greek, but it is doubtful whether it is used unsadly.”* In these instances,
conversely, the agent is always a person, whilebject varies between different
expressions for troubles and suffering, quite off@st a pronoun, such as
‘what’, avtd mov ‘that which’, or an adjective, such ashAd ‘many things’.

433 T dvo ov yépia mipave (Markos Vamvakaris).

434 Mopaotparnuévy (Apostolos Kaldaras).

435 4pamiko Aovlobvdr (Vasilis Tsitsanis).

438 |n Swedish the same metaphorical source domaia, (& ‘drag’), can be used in the phrase ‘dras
med nagot’ for expressing the target domain ‘haviogput up with something’, but not as
extensively as in Greek, and with a lower degreiatensity of the emotion.
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1. K0 1 molo Eumvasy peg ot 660 pov Kapda
KL KovTd 6ov ue tpafdell N mhoavedtpa n ppadia®’
(All the past awakens/ in my poor heart

and the alluring nighdraws me close to ypu

2. TIoAré Yo oéva Tpafnlal mikpes, Kanuovs Kot waom
Kot Tov kompé mov ' avayeg/ kaveic va pnv tov maoe**®
(I went througha lot for you/ bitterness, pain and suffering
And the pain you lit in me/ | wish no one to suffer

Remarks

Many of the expressions from this source domaincareventional, although not
always used in a conventional way. They concerntiem®as diverse as love, lust,
deceit, and emotional pain. The expressions aen dfitertwined with many other
metaphors in a single text, and at times blendetth wkpressions from other
source domains, which of course also applies toesdegree to all the specific-
level source domains discussed in this study. itecu few cases the result is a
metaphoricalblend a mixture of metaphorical source domains in ond the
same expression, as in the following example:

Kuvav 7o’ yo pilet otyv tpelijl xon ta pacd uéypt wiiiyg

KU 0V pOMG Tive 000 KPUoLd GOVPOVO KO Td GTdMm

U1y pe TopeényNoETE, CVYVONY 060G CNTA®

[Eivay fapic o mévog pov/ pa tove EEPp® povog pov

K1 av éyow ydoel to pvaldl ko cav tpelds mapoutio

KL OV ZTHPa TOV KATPOPO KOL T, OEV CTUNOTA®

U1y pE TopeényoETE, CVYVONY 060G CNTA®

[Eivay fapic o wévog pov/ pa tove EEPp® povog pov

IKv av éym pder poyapral xor  winyy pov givor fapid

KL 0V AMY0 TOPEKTPATNKO ATOYE TOV YAEVTA®

unv pe ropainyieeTe, suyvoun cog (ntan**®

(And if I've gone all crazy/ and I’'m blowing evelgst penny
and if after drinking just two glasses of winegl girunk and break things
don’t misunderstand me, | beg your pardon

/My pain is heavy/ but | alone know it

/And if I've lost my mind/ and rave like a madman

and I'm on a downward slide and can’t stop

don’t misunderstand me, | beg your pardon

437 Bpadiace xon oty AGiva (Yiorgos Mitsakis).
438 My ue miydoverc kou moved (Markos Vamvakaris).
43 Eivau Bapic o mévoe pov (Prodromos Tsaousakis).
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/My pain is heavy/ but | alone know it

/And if I've been stabbed/ and my wound is severe
and if I've misbehaved somewhat tonight on my spree
don’t misunderstand me, | beg your pardon)
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4.2.12 Emotion is Light/Darkness

The generic-level metaph@MOTION IS LIGHT/DARKNESSIs closely connected to
PHYSICAL FORCE and is included by Kovecses in that source donfd@verthe-
less, the metaphors concerning light and darkmedlsis study have been judged
to differ enough from those of physical force aswarrant a separate source
domain. For light, many different master metaphmesur in the corpus besides
EMOTION IS LIGHT/DARKNESS One of them IisLIGHT IS LIFE, which can be
discerned in the expressi@mwg pov ‘my light' among others®wg pov on the
other hand can also be included in the meta@SSENTIAL ELEMENTS ARE
IMPORTANCE, together with other expressions of endearmenidas: pov 'my
eyes’, kapdid pov 'my heart’, andyvyn pov ‘my soul’ from other metaphorical
source domains. In the categamGHT/ DARKNESS there are 22 words; 10 are
nouns, 7 are verbs, and 5 are adjectives. Theré3fenstances where a specific
word is involved in a metaphorical expression ofoéom. The emotion-related
metaphoricity of the investigated words in this reeu domain is low, the
percentage constituting metaphorical expressionsewiotion being 12 %.
However, since the frequency of these words is igh, lthere are still many
metaphors in this category.

Table 12. Source domain: light and darkness

Expression literal metaphor ?rtct];; simile rr:i:te;?)lr/\or other total
aonpilm 1 (100%) 1
Gompog 16 (64%)| 4 (16% 1 (4% 4 (169%) 25
Bpadv/ppadia 236 (92%)| 4 (2% 1 (>1%) 14 (5%)* 255
Bpadialm 10 (71%) 4 (29%)* 14
devo 6 (75%) 1 (13%) 1 (13% 8
powpito 3 (60%) 1 (20% 1 (20%) 5
Hovpog 114 (47%)| 70 (29% 6 (2%) 3 (2%) 4709 | 240
uépa 81 (56%) 6 (4%) 58 (40%)r  14b
voyTa 73 (52%) 5 (3% 1 (1% 1 (1%) 1  (1%p8 (42%)* | 139
VOXTOVED 4 (57%) 1 (14%) 2 (29%) v
Enuépopa 5 (63%) 3 (38%) 8
Enuepdvo 14 58%)| 4 (7% 6 (25%)t 24
npoi/tpovd 51 (78%) 14 (22%)* 65
oKOTAdL 29 (85%) 3 (9% 1 (3% 1 (3%) 34
GKOTEWINGUEVOG 3 (60%) 2 (40%) 5
oKOTEWOG 12 (71%) 4 (24% 1 (6% 17
POG 4 (5%) 2 (3%) 66 (92%) 72
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QPWTEWVOG 1 (50%) 1 (50%) 2
ootilo 3 (60%) 2 (4 %) [
xapalet 5 (83%) 1 (17% 6
XOpapLo 10 (91%) 1 (9% 11
(xap)avyn 17 (89%) 2 (11% 19
total 694 110 8 11 9 275 | 1107

black (navpog)

Source: ‘black’; target: sad, miserable, full ofreaw and despair.Of the 241
occurrences, there are 127 instances of figuratsee that include the adjective
novpog. As many as 47 of them, however, are not concewdd emotion, but
have other target domains. In the non-emotionatehuthe subtantivised adjective
navpo is used 37 times as a metonymy for hasHis@f the 114 literal instances,
36 examples ofiavpog occur in a compound withuéro/-potodoa/-patod (‘-
eyed’), as well as 6 examples that are in a compawith -popa/-eopovoa (‘-
dressed’). Metaphors of emotion are found in 7Qaimses, similes in 6, and 3
examples of double entendre. The instances of darikendre involve nouns, e.g.
obvvepo ‘cloud’, oxotadt ‘darkness’, andviyta ‘night’, that may be literally
black, but contextually also express the emotionsafiness or depression. A
compound with e6pa is found in 2 instances describing mothers in mimgy;
even if these mothers are literally wearing blathe expressions are also
metonymical since their grief is only implied thghuthe ‘black dresses’. The
similes where ‘black’ is used as an attribute dbscabstractions such asyn
‘soul’ and {on ‘life’, that are likened to less abstract entitld® xatpau ‘tar,
‘voyta ‘night’, or Adng ‘Hades’. As a metaphor, ‘black’ is only once dutiied to

a positive emotion, when admiration is expresseddmparing a woman’s eyes to

* In this table asterisks indicate words that aombined in a formula with words of opposite
meaning. These words are often used literally abditmes with a metonymic meaning if the time of
the day is intended, in order to denote things Bajmg around the clock or at any point in time (cf.
example (2) under ‘night’.

440 Cf. also puehoygpwiy (fem. ‘brunette’) denoting hashish, as opposedciaefis (fem. ‘blond’)
denoting heroin in Apostolos Kaldarad'&iyxac fyijxe yio oepyiavi: Aev ta 0éher Ta maratia/ 6ra

to. meprppovel/ Mo uelaypvij Tov @Tavel, @ivog va yevell ki alm ma CavBovia Bl va. Ty
mavrpevtel (He doesn't want palaces/ he scorns everythindrénetteis enough for him to get
high/ and he wants &ttle blond to marry). This also apply for Charalambos Vasib&dEvac
udykog oto Botoviké: Mieég tpafast, motipo ondey okiletan Yo pa uelaypivijl peg m codpa
Tov {nrasy kou kopa Savdry (He quaffes halves (i.e. half-oka jugs of wineg, bbreaks glasses/ he
tears himself apart for &runetté in his drunkenness he also asks forblandig. It is also
noteworthy that in Markos Vamvakaris&ec o fpadv oto orotadr, the police are referred to as
povpor ‘the blacks’, which leads to an ironic play on &g adjective denoting both the
transgressive object and its persecutXrsg to Bpadv 6o 6koTadY pe sTprpudEave dvo uaisporl
£pguva Yo vo. pov Kavouv/ kot To paspo va pov wapovv (Last night in the dark/ | was bailed up by
two blackg wanting to frisk me/ and take niyack[stuff]).
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black diamonds. In all of the other cases it cosvegdness, misery, sorrow and
despair and is applied to an extensive varietyngfies, both abstract and concrete
in equal measure. The most common abstraction§catelife’, Eevitid/ta Eéva
‘foreign lands’, opa/ctiyuny ‘hour/moment’ (2), andopeopd ‘misfortune’; the
most frequent concrete entities arapv ‘tear’ (1), kapdia ‘heart’, andyn/youo
‘soil’, some of which are also metaphors in thewmsgl The metaphqravpog is
evidently very common in the song texts examined iars also a conventional
metaphor in colloquial Greek. It does not seemeaaubed quite as frequently in
other languages, at least not in English and Swedi# it is difficult to determine
definitely whether it is culture-specific or unigai.

1. Kot ka0 Bpadv Egvoytd/ 1o Tive Kol TopamaTd
Epé0vca, Eepsduoa/ ko pabpo daxpu épvoa™
(And every night | stay out late/ | drink and listble
| got drunk, | sobered up/ and | shgdcktears)

2. Maibpn n opo ki etiyp)/ mov Epnhela pe 6évo,
ma pépa dev eyéhacav/ Ta xeih pov Ko péva’*?
(Blackis the hour and the moment/ that | got involvethwiou
not for a single day did they smile/ those lipsrofie)

3. 0,TLKL av giya 6 pLa voyTa To Yo yacst
noti 6t paspy cov yoyi £dwea paocn**
(all I had I've lost in one night
because | paid heed your black soul)

dark, darkened (6koTe1véc, 6KOTEWVIAGUEVOC)

Source: ‘dark’; target: bad, sad’he adjectiveskoteivog and the perfect participle
okotewiaopévog indisputably have a negative connotation, litgrals well as
figuratively. Of the 17 times thadkotewvog occurs in the corpus only 4 are
metaphors, and 1 a similef emotion.Xxotewviacpuévog is used as a metaphor of
emotion in 2 instances and in its literal sensg instances. The entities described
as ‘dark’ or ‘darkened’ are a metaphorie@to ‘night’, Bioc/Con ‘life’ (1), and
napehbov the ‘past’, or a general or 6Aa, best translated as ‘things’. This is
unquestionably a conventional metaphor and mostylia potentially universal
one.

41 Mg oéva, powpopdo oo (Markos Vamvakaris).
42 [awe va ihaite, Spdaia pov (Prodromos Tsaousakis).
43 [Maicre umovloviia, naicte frolud (Vasilis Tsitsanis).
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1. Eivor Baprd xu afaotaytn/ Tov 0piopod 1 dpa
670 Bio 1oV T0 crOTEVS! £Y® TO PAPO CVPAVS TIa GVVTPOPLE pov TOpat
(Heavy and unbearable/ is the hour of parting
in thisdark life of mine/ | now have the black sky as my comipa)

night (viyra)

Source: ‘night’; target: bad, sad; constantly, repedly The nounsuépa and
viyta are combined in a formula in no less than 58 ire#a, and the houmpwi
andppddv are combined in 14 instances. These words areoftsy used literally,
but a metonymic meaning might also be inferredhi¢ time of the day is
understood to denote things happening around dok cr at any point in time (2).
The verbsppadualo andénuepove are also combined 4 times denoting ‘around
the clock’. These words are marked with an astérsk the table above and they
appear to function as adverbs in these cases. dimevibyto occurs 139 times in
the corpus, mostly literally (73 instances) andmmetaphorical expressions not
denoting emotion or emotional events, as in thenfdas described above. There
are only 8 figurative expressions of emotion; 5apbbrs, 1 metonymy, 1 simile
(1), and 1 instance of double entendre.

1. Inpoivern Opa yia péva Tdpal uadpy cav viyra Ba givar 1 {on pov**
(The clock strikes for me nowlack as the nightny life will be)

2. IMive ko neb o/ oy opav, uépa-viyra Tpayovddm
Kat 7o vrépTi pov/ oy apdv, 6to provlovKt pov Eeond
(I drink and get drunk/ oh dear, night and daings
and my heartache/ oh dear, | take out on my bddigou

dawn, break Enuepovem)

Source: ‘to dawn’; target: to live happier timesiyrsive The verbénuepovo is
found 24 times in the corpus. Only 4 instancesnagtaphors of emotion, 14 are
literal expressions, and 6 are metaphorical exjmesgrom target domains other
than emotion. The metaphor either denotes surwithla person as the subject, or
the onset ‘happier times’ (1).

1. Oa éyuepdroer ko Yo pog/ pnv gicol drietog Opag
10 povomdTia Ta walrd/ Oa Ta TEpdoovp’ aykaid*’

44 9gdw va eivoa Koprarry (Vasilis Tsitsanis).

S AP éyovv yeddoer dvo patpa paria (Vasilis Tsitsanis).
8 ITiver kau uebd (Spiros Peristeris).

T Ta Baoava pea’ oty Coorp (Vasilis Tsitsanis).
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(The day will brealor us too/ don’t be a Doubting Thomas
those old pathways/ we will traverse them armsimja

white (éempog)

Source: ‘white’; target: happy, brighiThe adjective ‘white’ is found in the corpus
in 25 instances, of which 16 are literal, 4 are -eorotional metaphorical
expressiond?® and the remaining 5 are figurative expressionembtion, 1 a
simile and 4 metaphors. The entities qualifiedibypoc denote various emotions
or events connected with emotions, e.g. innocende mpwotépt ‘white dove’,
trouble withtpiya ‘white hair’, and luck withuépa ‘white day’ (1). The last is an
idiomatic expression and may be culture-specific.

1. o avOpomol gival kaxoi/ oty YV TV 6Qaipa
KU a6 TV YN dev mpokertar/ va d&ig av dompy pépa’
(people are mischievous/ in the earthly realm
and on this earth you won't/ ever seefate day)

49

light (noun: ¢®q)

Source: ‘light’; target: happiness, brightnesdf the 72 occurrences of the noun
ewg, 68 instances are figurative. Most of them, howgaee not concerned with
emotion, but with other target domains. In the mgjoof the instancespwmg
occurs in the idiomatic vocative of endearmeiig pov ‘my light’. As mentioned
above, it belongs to the master metaph@zsiT IS LIFE andESSENTIAL ELEMENTS
ARE IMPORTANCE Only 2 instances are clear metaphors with ematisrtheir
target, which in both cases is happiness or ‘thear to live’ (1).

1. ay, Horitieoa Tataviravi) pov
sioal €60 T0 PGS pov K1 avemvor] pov*>
(oh, Constantinopolitan girl from Tatavla
you are my lightand my breath)

Remarks

The metaphors from the source domaiGHT/DARKNESS naturally denote both

positive and negative emotions; a wide range oftems is represented, from
happiness to sorrow. Most of the expressions angerdional, but there are also
some potentially culture-specific instances.

448 Cf. earlier reference (fn 440) to the metonymypo/uchoypwi ‘black/brunette’ for hashish, and
Gompn/EavOid ‘white/blond’ for heroin.

49 Peyypr av sivon Joumeps (Markos Vamvakaris).

S0 EBopen yiokid Ioliniood pov (Kostas Roukounas).
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4.2.13 Emotion is a Potent Substance

The source domaiPOTENT SUBSTANCEhas been added to this study because there
are many instances of metaphor in this corpusloitieo song texts with a source
concerning the potency of various substances (ppistedicine, alcohol and
drugs). The 8 words that have been investigateldidec5 nouns, 2 verbs, and 1
adjective. This range is small, but there are mastances, especially involving
poison and poisoning. In the categ@YTENT SUBSTANCEthere are 96 instances
of metaphorical expression of emotion. The emot&lated metaphoricity of the
investigated words in this source domain is meditira, percentage constituting
metaphorical expressions of emotion being 45 %.

Table 13. Source domain: strange substance

Expression literal metaphor 3?:; simile n:iet;teezzltgor other total
dnintpro 1 (50%) 1 (50% 2
1ed6 80 (82%)| 17 (17% 1 (1%) 98
pebuotucdg 1 (100%) 1
pédn/pedvor 9 (100%) 9
0t6/m0Td 17 (94%) 1 (6% 18
QapuaKL 2 (3%)| 61 (97% 63
QappaKo 2 (40%) 3 (60%) 5
QUPUOKDOV®D 1 (9%)| 10 (91%) 11
total 112 93 2 207

poison (noun:@appaxt)
Source: ‘poison’; target: sorrow, grief or bitteras, and/or having difficulties.
There are 63 occurrences @ipudxti, in 61 different songs, and the word occurs
only twice (see example 3) in its literal sensetlgs is a case of almost 100%
metaphoricity. This may indicate that the literadaming of this colloquial word
(as opposed to the more formamintpro) has more or less fallen out of use in
favour of the metaphorical meaning. There are &lsaccurrences of the word
eapuoko 'medicine’, but in this case only 3 of them wenedged to be
metaphorical expressions, while the remaining Jiteeal ***

The metaphopoppdxt can denote th€auseof emotion, or theResponseo
emotion, or bothCause and Responsewhich is illustrated in the following
expressions, where it frequently occurs:

“51In one of the metaphorical expressions witlppoxo, there is a play on its similarity to the word
eappdaxt Tlod va ma’ va Bpo T0 ApUAKO Vo THVE Qappok®om/ v Gmot yapueoAld vo tve
Eepildow (To yrooeui, Stellakis Perpiniadis).
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*  moTilm, Kavo, piyvo, dive, 6Tdlo gappaxt
with a focus on th€auseof emotion, which is often a person (1-5)
* TV, TEIPVO, TAPOVO PE PUPIAKL
with a focus on the&€auseof the emotion and on the person feeling the
emotion (6)
*  givay, yivetay, £(€1 QUPUAKL, 06 TO PUPRAKL
with a focus on th&espons¢o the emotion (7-8)
*  ofvom, peiyear, Eevo, TViY® TO PappraKt
with a focus on handling the emotion, i.e. a foamsboth Cause and
Respons€9-10)
Tn 86M0 T pavodla pov/ TV métices papudri*™>
(You've givermy poor motherpoison to drink

AvooTtevalm kKo Tove/ Y1o 6EVave PIKPOvAQ
QoapudKl Tov ue Totiees! KaKio, pedaypitvovro,
(I sigh and ache/ for you, my dear

you've given me poison to drinkicked little brunette)

453

T 6popa mov wépvaye/ pe KEivo To povpdaxe
pa 1 wpéla pod Ta wéticsl Ta cwbikd papudrr’
(How wonderful | passed my time/ with that hashish
but the dashi® drenched my innards with poisgn

54

Bpe (o, papudria otdleic! o PapéOnia’>®
(Oh life,you're dripping poisohI’m fed up with you)

Dapudr erdlay To 5vo 6ov yeiln/ Kar To PrAL cov fTay Tikpd >’
(Your two lipswere dripping poisohand your kisses were bitter)

Toca papudria éxw miell GGTOL Vo 6’ ATOYTHO®

KU 6pedg, pikpi| pov, dev propd/ poli cov ma va {iow*®
('ve drunkso muchpoisori in gaining you

and yet, my dear, | can't/ live with you any more)

52 0 Kametavéxnc (Panayiotis Michalopoulos).

453 4pov i apéoer o kpaot (Yiannis Papaioannou).

4540 Jabpéumopag (Vangelis Papazoglou).

455 1péla is Greek slang andashis English slang for heroin.
458 pépre pua kodma pe kpaoi (Charalambos Vasiliadis).

ST A)ha oo éheyec pec v ayradia sov (Vasilis Tsitsanis).
458 fe O¢dow mava o’ apored (Markos Vamvakaris).
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7. TV ovté To piyve oto Kpooi/ Yo vo Eeqvd Myaxt
AT OV pov ’dwve GrArd/ pa rfjtave papudri®®
(That's why | take to the wine/ to forget a &ttl
about the one that gave me kisshat turned out to be poispn

8. Na Lovps diymg neiopata/ 6o Hvo TPELG TOVAGKLA
NES OTIG YUPES va cfijvovvel Kol TIKPES KOL papudKia
(Let’s live without spite/ as two crazy little bs
and with our joywipe out both bitterness angbisor)

460

9. 'E)a do, ppe Erevaxy va oov afijcew to papudri™®™
(come here, little Elenlét me wipe out your poispn

10. No kdT160 vo. nacstovpod®/ va 6mdem VToAYKadGKL
va By M KGyo anr’ TV Kapdrd/ Ki 610 pov To papudri*®
(P'll sit and get stoned/ and get rid of my heacha
so that the burning anttle poisohleavesmy heart)

poison (verb: goppuok®vo)

Source: ‘poison’; target: cause sorrow or grief, lgitter. The verbeoappok®ve
occurs 11 times; 10 instances are metaphors ofiemand 1 is literal. In the
active voice of the verb, the subject causing semad grief is a person (1) in all
instances except one, where the subjeCbpsceg kovpévteg ‘hostile/heavy talk’;
the objects are often persons or the metonymigadia ‘heart’ (1). The verb also
occurs in its passive voice with a person as thgest) and as a passive perfect
participle describing persons or the sea.

1. Ag pe lrdoon, waye ma/ pov papuardveic T eToYN pov Kepdd '
(You don't pity me, stop now/ou’re poisoningmy poor heart)

intoxicate; get drunk (ug®)

Source: ‘intoxicate, ‘get drunk’; target: lack/los@ntrol over emotiorin contrast
to the previous verhebo is mainly encountered in its literal sense. Of @&
instances there are 80 literal expressions, 17pheta of emotion, and 1 simile.
When pebod occurs in its intransitive form, the entities enprcing the
metaphorical intoxication are always persons logingtrol because of another

459 49" 6100 eyevviina (Markos Vamvakaris).
480 E)a pipd va ptyovue (Stratos Payioumtzis).
481 1 Ejévy n Covioyipa (Yiovan Tsaous).

482 0 Xapudvye (Markos Vamvakaris).

483 Naliapa pov (Panayiotis Tountas).
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person’s kisses or lips (1). In its transitive foime agents of intoxication can be
persons, or a person’s lips, embrace, sweetnesseot, while the objects of the
action are always persons.

1. A®c’ pov grd, kopopotod/ ylati p' ovtd uebdw
¢’ opkilopmr Oa 6’ ayand/ 660 pakprd K av TG ®*
(Give me kisses, coquette/ foget drunkon them
| swear that | will love you/ however far away )go

Remarks

This source domain mostly deals with such negametions as grief, sorrow and

bitterness that might be caused by difficult cirstamces in life or other people’s
wickedness. There is an interesting distinctiomugh, between the potent
substance of poison on the one hand, and alcoldohartotics on the other hand;
the former always convey negative emotions, whetleadatter may convey both

negative and positive emotions. The metaphoricptassions are to some extent
culture-specific, which is remarkable considerihg tonventional nature of the
specific-level metaphor in colloquial Greek.

484 H urpi o’ o Hooarudavr (Dimitris Gogos, alias “Bayianderas”).
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4.3 Other Source Domains

As stated previously, not all metaphorical expmssi of emotion can be
categorised under the master metapf@OTION IS FORCE The source domains
EMOTION IS AN ANIMAL and THE HUMAN BODY, however, are part of the
overarching master metaphGBSTRACT ENTITIES ARE PHYSICAL OBJECTS
whereas the source domaimiE MIND AND THE SOUL is part of that master
metaphor only by implication, sometimes as metorymkpressions for the
location of emotion (se€.3.3 The Mind and the Soul as Source Domains

4.3.1 Emotion is an Animal

There are many figurative expressions with aninzdssource domains in the
rebétiko corpus. In metaphors from these sourcead@®nANIMAL stands for
instinctive behaviour. This also implicates the apdior HUMANS ARE ANIMALS,
which has been further examined by Andrew Goatljovalso reverses the
metaphor ANIMALS ARE HUMANS) and asserts that “with a Target as complex and
multi-faceted as ‘animal’ there is enormous scapedifferent Source metaphors
derived from different concepts of humanity andfedé#nt social and cultural
systems within which that humanity takes its shdfdn colloquial language —
and in the rebétiko corpus — a person is frequetgicribed as an animal to which
the characteristics emphasised are attributed. #iog woman is for instance
described as a fox or a cat; a courageous mariias, and a spiteful person as a
snhake. But there is no definite consistency inviag a metaphor or simile is used;
the movements of a dancing woman can for instaadi&éned to the winding of a
snake or an eel, hence having only positive cotiooi® This means that different
aspects of the source domain have been highlightelkscribing various target
domains. Animals are also used to describe thee stdtan object, e.g. an
abandoned building aiill of spiders (notas a spider, though). Many of these
expressions are formulaic or idiomatic. There aggeml instances where a
metaphor is sustained throughout a song, so tean#taphor is extended into an
allegory. From the corpus 21 words have been chasdnnvestigated, obviously
all nouns. The notions are of course not exclugiveted as metaphorical
expressions ofmotion but only those of emotion will be illustrated the
examples.

In the categonaNIMAL there are 81 instances of use of a specific word i
metaphorical expression of emotion. The emotioateel metaphoricity in this
source domain is medium; the percentage constfutiataphorical expressions of
emotion is 60 %.

485 Goatly (2006:35).
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Table 14. Source domain: animal

Expression literal metaphor 3?;; simile m"é(tee:[a)lrllor other total
ahemob 1 (25%) 2 (50% 1 (25%) "
apayvn 1 (33%) 2 (67% 3
Yudapog 2 (67%) 1 (33% 3
Y6 1 (25%) 2 (50% 1 (25%) 4
dehpivi 1 (100%) 1
Onpio/Bep1o 4 (67%) 2 (33% (6
Movtapuréov 3 (75%) 1 (25% 4
KéBovpag 1 (100%)

KOKOPOG 2 (100%) 2
K6T0L 1 17%)| 2 (33% 3 (50%) 6
HUTOPHTOVVL 6 (55%) 5 (45% 11
voytepida 1 (20%) 3 (60% 1 (20%) 5
TEPSIKAL 1 (100%) 1
novTiKdg 1 (100%) 1
ToUAL 4 (11%)| 10 (26% 12 (32%) 1 (3%) 1DO%)| 38
KOG 2 (14%)| 1 (% 3 (21%) 8 (57%) 14
Tiypng 2 (100%) 2
¢idt 2 (33%) 3 (50% 1 (17%) 6
YEM 2 (100%) 2
YTamod 1 (100%) 1
wépt 12 57%)| 1 (5% 5 (24%) 3 (14%) p1
total 27 38 39 4 28 136
fox/ (ahemov)

Source: ‘fox’; target: wily, cunning persoithere are in the corpus 4 occurrences
of the nounoAenov, 1 is a metaphor of emotion, 2 are similes invtdgvemotion,
and 1 is a non-emotional metaphor. The fox oftemotks a wily person in folk-
tales and fables, and likewise in rebétiko. Themgpla below is a rather con-
descending and patronising allegory featuring a aomf the street as a fox (or
perhaps more correctly, a vixen); the woman/fox hasan characteristics and
behaviour, but also the alleged slyness of a fde Target and the source are
connected by the suspicion of deceit and untrushiragss which the fox evokes
in the narrator. Also noteworthy in this exampleti® depiction of men as
cockerels; proud and handsome, but easy prey toxhe
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1. M ademod mov 10 'Y€ 6KAGEY Kamowa pépo. o’ T QoM TG
K01 YOPVOUGE PES TOVG HPOROVG 1) KUpd
RE Ta diyTVa OV £iYe 6TG6EY KoiTalE Y10 VO TOLUTGEL
KAvo @ivo TeTEWvapt movipa
/Am’ 10 dpopno THVE TaipVO/ KOl 6TO OTTiTL LoV TN PEPVEO
10M¢ Kol 1E T0 KaAd coppop@m0si
po. aremod givol ko Oopdvel pua Ppadid Kot pov daykdvel
£V, TOV 'y TETELVAPL GTNV VAN
[Tnv apyil® cav Bpadralel mov o movei Kol OV 6€ 6QAleL
KOL TV 010)V® 0T TO GTITL OV GKANPA
o n Tavovpyo TPy va OEEEY va Tive ne wévre £61
TETEWVAPLO, KOL KOUVAEL TNV 0vpG*®°
(A fox that had run away/ one day from her den
and roamed around the alleys, the dame
using nets that she’d set/ tried to share
some fine cockerel cunningly
/From the street | pick her up/ and | bring hemphome
hoping that good treatment might set her straight
but she’s a fox and she gets angry/ and one niighbites
a cockerel | had in my yard
/When night falls I let her have it/ “Did that hanVhat about this one?”
| drive her away harshly from my home
but before dawn, the cunning one/ is back with Gveix
cockerels and wagging her tail)

cat (yara)

Source: ‘cat’; target: cunning but likeable/desitalperson The nourydzo occurs

4 times in the corpus, once as a metaphor of ematidice as a simile involving
emotion, and once as a non-emotional metaphor.obtiee metaphors is extended
into an allegory comparing women to cats in varicespects (1). The cat again
denotes a persortypically a woman, who uses deceit and blandisheéat
entangle victims, normally men. In contrast to floe’, the ‘cat’, could also be
likeable and desirable, and is replaceable if ntiabimg. In the simile in (2) the
‘cats’ are clearly just suitable for playful and @wus escapades, being creatures
not really worth trusting. The simile in (3) is Bher and more negative,
presenting cats/women as incapable of loving.

1. 'Edwwéa kot 'yo o ydral mov 'y yohavd To patio
Tav kowpépovva TV voyta/ pov "yove padid ta voya®’

466 17 aremov (lyrics: unknown; artist: Prodromos Tsaousakis).
87 i yaza (Nikos Mathesis). For the whole song, see the giawrallegoryat3.1 Definitions of
Metaphor and Other Tropes
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(I chased away aat/ that had blue eyes
while | slept at night/ she dug her claws deep m&)

2. TAévto T1g yuveikes, payko/ pny Tig oyomag
eV’ aydpiores oav ydarec) pyv kKopdroyTomac*®
(Have fun with women, macho/ don'’t love them

they are as ungrateful as catbon't fret over them)

3. T pumehdg to yovarkeio @oio/ KL o Adap v émad’ amd to piio
70V va. fperg 6Tov vTouvid/ o Yoveika pe Kapold
cav yartec sivar movypéc, (niidpec kai karéc*®®
(What a nuisance is the female sex/ even Adamudene by an apple
where can you find in all the world/ a woman witheart
like cats they are cunning, jealous and wigked

dog (ex¥vrog/ oxvAw)

Source: ‘dog’; target: inferior or detestable persoln the corpus, the noun
okvAog (and its feminine formsxdla) occurs 14 times; 2 instances are literal, 8
are non-emotional metaphorical expressions, Inietaphor of emotion, and 3 are
emotion-related similes. In a figurative expressiusmg the word ‘dog’, various
aspects can be highlighted. In (1) the female fbits used in exactly the same
way as in English, to denote a detestable persothi$ example that person is a
‘stepmother’ who personifies foreign lands. In gimile in (2), on the other hand,
the ‘dog’ refers to an inferior creature that does deserve dignified treatment.
The ‘dogs’ in (3) refer to the collaborationist saty battalions during the Second
World War, which obviously did not enjoy the naaras admiration.

1. Eevitid payxovpa, oxbia untprdl mipeg Ty aydmn pov amd péve paxpra’
(Miserable foreign lands, bitch of a stepmother
you took my love far away from me)

2. Avtd 1o Aiya yyovraxio av 0o pov tageig
GOV TO TANPAOVO [’ 0TOLUONTOTE TIUN
Kot 00 to mapm ki av axopo 1o TETAEELS

. , . . 471
0TS TETAVE 6 £V GKVL0 TO WUl

488 Lrou efvau, uyroa, i Corp (Tolis Charmas).

489 1y umeddc to yoveukeio pvro (Vasilis Tsitsanis).
470 Zevimid paykotpa (Spiros Peristeris).

47X fiya wiyovda aydmne cov yopedew (Kostas Virvos).
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(If you promise me these few little crumbs

I will pay you any price for them

And | will take them even if you throw them
like one throws a piece of bread to a §log

3. TIevBogopsi n Ana Xogrd/ Maird kot Néo Kokkivia
K)aye K1 €60 TOpa, vrouwid/ mdeay o Xtéio ta oxviid’ '
(They're dressed in black, Agia Sofia/ and Old &ledv Kokkinia
Now you cry too, worldthe dogs have caught Stehos

lion (AMovtapuisiov)

Source: ‘lion’; target: courageous; hardworking; riaus. All 4 occurrences of
Movtdapt are, not surprisingly, figurative; 3 are metaphansl 1 is a simile, and
they are all related to emotion. The connotatiotsched to the lion are mostly
positive; strength and enduranads highlighted in a song about the working class
(1), while thecourageof the Greek army is emphasised in (2), a songitathe
capture of ‘flocks’ of Mussolini's soldiers. In thgimile in (3) the fury and
aggression of the lion are highlighted (albeit im @engrammatical attempt to
puristic Greek).

1. Eipox gpydmng Tiunpévog/ 6mmg 6An n epyatid
Ko TeQViTNG Eakovopévog/ Kon Atovrdpt ety dovisid’ "
('m an honoured worker/ like the whole working s$a
and a renowned craftsman/ atlon at worR

2. Tovg TooK®@VOUVE KOTadW0/ 01 T60AMddES Ta AlovTdpia
KaL Tovg Tave oty ABNva/ ki £To1 T meEpvodve Qiva’’?
(They catch them in flocks$hose lions of Greek soldiers
and they take them to Athens/ for a real good time)

3. ko p’ £Kheroav peg 6tov Tuyypov/ cav iéwv iveeacuivo®”

(and they locked me up in Syngrou Prisid a furious lior)

472 yrsqioc Kapddpac (Michalis Yenitsaris).

473 Evéanc tunuévoc (Panayiotis Tountas).

474 Yo, Nrodtoe pov, ta véa (variant version oBapfapa, Panayiotis Tountas). The nownmddt
‘flock’ is also an animal metaphor that impliestttize Italians are sheep; efioryydva pe pawvilovv
by Yiorgos BatisBAénm yo@tioses komada/ 6reg siyave Tayapra (I see gypsy women in flocks/
they all had handwoven bags).

473 Mec oty pvdaxij Oo Aeivow (Michalis Yenitsaris).
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dolphin (deleivt)

Source: ‘dolphin’; target: grace; freedanThe single instance dfelpivt in the
corpus is an emotion-related metaphor, denotingivduabstract notions such as
grace and freedom, but arguably also habituatidhdsea in this case.

1. Koitn @toyp pov, popé, Ty Kepold/ ecd tnve ahavevsls, fopkdpn pov
Bapkdpn pov, fapkapn pov/ dedgivi kon Movrap pov”’
(And my poor heart/ you have seduced it, my boatman
My boatman, my boatmandy dolphinand my lion)

bird (movii)

Source: ‘bird’; target: feeling of freedom; precisyperson Of the 38 occurrences
of the wordnrovii, 4 are literal, 11 are non-emotional metaphorigdressions, 1
is a double entendre, 10 are metaphors of emo#ind, 12 are emotion-related
similes. Most of the instances @dvAi listed in this study as non-emotional are in
fact instances of the idiomatic phrasa\i pov ‘my bird’, denoting ‘my dear’, an
apostrophe of a beloved person which could thezeddso be regarded as related
to emotion. In the rebétiko corpus the bird commodénotes the feeling of
freedom as in (1), but it can also highlight thelnerability and solitudeof a
creature as small and delicate as a bird, as in (2)

1. Mseiopoto Kou TEWGRATIKG/ 6€ pévo, dgv TEPVAvE
1ori gipon eied0epo moviil ko pe mapaxerave®’’
(Spite and stubbornness/ don’t work with me
because I'ma free bird | call the shots)

2. OY¥1e pava, ovte adépera/ Kor ey® épnuo movii
Bréno apdyves 670 KoT@OA/ Kot yopTapia oty avin’’®
(No mother, nor siblings/ and I'mlonely bird
| see spiders on the doorstep/ and weeds in tli® ya

partridge (népdika)

Source: ‘partridge’; target: pride Two bird-species commonly encountered in
Greek folk songs, dimotik4, and popular songs,éaiire the eagle and the
partridge. Notably, there is no occurrence of tleedwmetog ‘eagle’ in the corpus,
and there is just one single occurrencen§idwco, a simile of emotion. The
partridge in Greek folklore usually denotes a prand ethereal young woman, as

478 Baprapn pov (Panayiotis Tountas).
! [eiopazra ko meropotiké (Markos Vamvakaris).
478 To pruayuévo ot (Vasilis Tsitsanis).
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in the example below from the corpus, whereas #uteestands for a proud and
strong young man.

1. Xg koutd kol 68 {NAeV®/ cav tyy wépdika matdg
Noyra-pépa Oa dovredw/ TacovpdKio va gopac’’®
(I'look at you and crave yoybu tread like a partridge
Night and day I'll work/ so you can wear little gtiers)

fowl [rooster/cockerel, chicken/hen] koxopag, koéTa)

Source: ‘rooster/cockerel’, ‘chicken/hen’; targgterson in a love/lust relation-
ship. Both occurrences afoxopog are emotion-related metaphors. Also the word
KOTOL Occurs twice as a metaphor of emotion, as weldl tisies as a non-emotional
metaphor and once as a literal expression. The grabelow, which includes
both words, is an allegory on the relations betwaeyoung woman and the
narrator of the song, a tale of betrayal endindp\Wwigpe of vindication.

1. Eiyo ua pikpij kotovial 6popen, rovidrt 500lha.
OV EKave mdvTa T ovyd TSl POVING, uec’ oty Ywild TS
[Tyy eraila kp1@apral Kaloumnikia, kot crrdpio.
péG’ 6TO pATIO TNV KOLTOV60/ KoL TPELG TNV AYdTo0G
IMa éva pivo koxopdaril £Evmvo Kot Srofolaxt
pay ovyn pe ™ dpocovia/ pov Ssuvaliler ty Kotovla
[Kota pov, uikpi uoo kétal mov 'v' T avyd mov 'kaveg mparto.
Qy, aliob K1 av karxapileigl T o€ péva Oa yopiceag ™
(I hada little chicker a beautifuljittle maid of abird
Thatalways laid her egd<utifully in her nest
/I fed her barley/ corn and wheat
I looked into her eyes/ and | loved her madly
/But a fine little cockeréla clever little devil
one dawn, with the devgeduces my little chicken
/My hen, my little chickémwhere arghe eggs you used to lay
Oh, even if you cackle elsewhégmu will come back to me again)

tiger (tiypng, tiyproca)

Source: ‘tiger’; target: wildness, aggressiohhe 2 instances afypng/tiypiooa in
the corpus are both metaphors of emotion denotitdnass and aggression. It is
remarkable that two animals as similar as the (g@® above) and the tiger often
have such different connotations. In (1), whereoanan is compared to a tigress,

47 To macotu, 1o macovy (Dimitris Semsis).
480 17 xotovia (Dimitris Gogos, alias “Bayianderas”).
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the wild and undomesticated character of the tigehighlighted, whereas the
metaphor in (2) highlights the aggressive naturdefanimal.

1. Avafgpo ™y @po, g pov/ 1ov 6 avtikpioa
og voia yia ayyehoOdy pa sicar tiypiosa®
(I curse the hour, my light/ that I met you
| thought you were an angel/ bydu are a tigregs

2. Bpsg, pn pov kavelg propmreciéc/ ko aene’ T ywvatia
i kon Tiypnc Oa yvédl Yo to Yok cov paria’®
(Don't you double-cross me/ and put your spite@si
becausé'll evenbecome a tigéifor those sweet eyes of yours)

donkey (yadapog)

Source: ‘donkey’; target: reluctant servarthe wordydwapog occurs 3 times in
the corpus; once as an emotion-related simile andet literally. Whilst the
metaphor ‘donkey’ usually denotes obstinacy or igrs Swedish and English,
in this instance of a rebétiko song text, the watahds for the toils of a reluctant
servant (here the husband/narrator).

1. Kot Bynike n owépoon/ mog sipon TavipeREvog
va kovfaid kaOnuspvicl oa yardapoc otpouivoc®
(And the verdict came/ that I'm married
and have to lug a load every day/ like a saddleukdy

fish (wapv)

Source: ‘fish’; target: defenceless person; guBilir susceptible persomn the
corpus there are 21 instances involving the weafph; 12 literal expressions, 3
non-emotional metaphors, 1 metaphor of emotion,Zasichiles related to emotion.
Figuratively, in the rebétiko corpus, the fish staifior either a defenceless person
(1), or a gullible or susceptibfgerson, as in the case of (2), a prostitute’s tffén

In (3) the ‘black fish’ denote agents of destructamd annihilation.

1. Tvliytyxa oav wapil 6To dixtv 6ov, KOVKAL
Kl pov 'yeig ma yia wavre/ okhapodest T Loi*e

8 Meiouardpiro (lakovos Montanaris).

82 0 wirhog (Stavros Pantelidis)

483 Minpoc appafovidoriice (Markos Vamkvakaris).

484 Cf. the Swedish word ‘torsk’ that literally meam®d’, but that metaphorically in slang denotes a
prostitute’s client, a ‘punter’.

485 Nadiapa i’ éxerc umiécer (Markos Vamkvakaris).
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('m entangled like a fishin your nef my doll
and you've forever/ enslaved my life)

2. X710 kaldaOu TG ToV PaleV ki amé TV Yopa OVALEL
£y o tévn, £o xapn/ v' aykietpdve kabe yapt
Ta éva képalo Opeuuévol 6l viyto nepLuéve
mov Oa ' pOsi va pov Tewpmioel To kaidut va kovvijeer >
(She puts him in the basket/ and shouts for joy
I have skill, | have charms$d hook any fish
For a well-fed grey mulléall night I've been waiting
for him to come and nibble/ and make my rod wobble)

3. Awrg cav ag0dvo 610 Kapdpu piyte pe peg to yrolo
va pe pdve Ta pavpa ta wapial Ko o aklpopd vepd*®’
(Oh, if I die on the boat/ throw me into the sea
so that I'll be eaten by the black fisknd the salty water)

crab (kapovpag)

Source: ‘crab’; target: a dupe or victim (colloqulig, ‘a loser’) and his pathetic
lot in life. The single occurrence aofafovpag in the corpus is a metaphor of
emotion that has been extended into yet anothega@ on interpersonal relations.
Crabs appear in Modern Greek language as embleofatimse doomed to make
little headway (cf. the verkapkivoBat®).This renowned song treats of emotional
concepts such as conjugal fidelity, parental resinility, deceit, and jealousy.

1. XZ1ov ywoho? ta Botooraxia/ kabovrar dvo kKafovpdxio
épna, ropamovepéve/ Kt 6ho kKhaive Ta konuéva
K papé tovg, n kopia kefovpiva
néel TodpKa ue To ondpo 61 Pagiva
/K1 6)ho Klaive Ta Kafovpdxkia
GTOV YLOAOV, 6TOV YLHAOD Td fOTCUAAKLO
[TIaegr 0 kafovpag To Ppadv/ Ppickel To ToaPdi prynaoL
Yayver yia ™ @opeira tov/ kon Tpofdst Ta poaiiid Tov
Baler mAdpn xkovToa-kovToo ot Pagiva
VO TETVYEL THY Kvpia Kafovpiva
ITo Enuépopo podiley kot o kdfovpac yopilel
diymg ™ cvppia wdl/ KovToO-KOVTGM 6T AKPOYLGAL
Me To omapo tov EeviyTn ot Pagiva
naileL TOpa oTa prya § Kafovpiva’®

88 I BappPépa (Panayiotis Tountas).
B Yo nebavo oto kapap (Babis Bakalis, from a traditional song).
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(On the pebbles of the shoteso little crabs are sitting
miserable and complaining/ and they keep crying pibor things
And their mothermadam crab

has gone for a stroll with the bre&frto Rafina

/And the little crabs keep crying

on the pebbles of the shore

/In the eveningnister crabcomes home/ and he finds his pad in ruins
He goes looking for his family/ pulling his hair

He shambles off, heading for Rafina

to confrontmadam crab

/The day is dawning/ arttie crab turns back

still without his spouse/ shambling along the shore

With the bream, the all-night revellén Rafina

madam crabs now playing in the shallows)

octopus {tamoon)

Source: ‘octopus’; target: a dupe or victim (colldglly, ‘a loser’) and his
pathetic lot in life The wordytan6dr occurs only once, as an emotion-related
simile. The relation between the source and thgetain the case of the stupid
octopus seems quite arbitrary; the connection mghthat the octopus is easily
hunted and is traditionally thrashed on rocks uetlible (cf. the colloquial
expressiornrov kondvayav oo ytanddt for the victim of a vicious thrashing). The
source of the simile could probably have been d@omstl by any wild animal that
does not seem very capable of avoiding capturevaitteatment, and in this song
an octopus was chosen to convey the narrator'mégef condescension towards
another person. This particular simile is probahlite original.

1. ay, Ko sical axdéua mo Kovtég! Ko amd To yraméor" "
(oh,you’re even dumber/ than an octopus

red mullet (nrappmovvy)

Source: ‘red mullet’; target: only in feminine: tgsvoman The wordunappmodvi
occurs 11 times in the corpus. Its neuter fopmyppmodvi, occurs 6 times — 5
times literally and once as an emotion-related pieig whilst the feminine
augmentative formpnapumovvépa, occurs 5 times and only as a metaphor of
emotion. The metaphor denotes a tasty, shapely, dasidable woman in all
instances. This metaphor is not entirely uncommmo@Giieek and it is most likely
quite culture-specific.

88 T kaPovpdraa (Vasilis Tsitsanis).
89 srapog also means ‘sluggard’, which renders the meaninigeoword double.
490 0 Topémnc (Spiros Peristeris).
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1. EXévn, Elevdpa pov/ &6 'cat umapumovvdpa pov
Kt av dgv o£ anmoktion/ TL ' 0eerei va (oo™
(Eleni, my great Elenyou are mybig red mullet
and if | can’t attain you/ what’s the point of Ing)

spider (apayvn)

Source: ‘spider’; target: old, deserte&xpressions involving the worthbdyvn or

its derivatives occur 3 times in the corpus; onseaametaphor and twice as a
double entendre. In both of the examples belowsthder is used metaphorically
to convey a feeling alecay and desolation

1. Ovte pava, ovrte adépera/ Kot £y® £pnuo TovAi
BMéno apdyves oto kKatd@lll Kol xoptapro 6TV GV
(No mother, nor siblings/ and I'm a lonely bird
| seespiders on the doorstépnd weeds in the yard)

492

2. Topa to mypo ané@acn/ va puny Eavayoarico
6’ apoyviacpévo omiharo/ vo Té' va KaToIKiom”
(Now | have decided/ that I'll never love again
in acobwebbed cavé¢'ll go and dwell)

93

bat (voyrepida)

Source: ‘bat’; target: awake at night; desertednddy, dark The wordvuytepida
has 5 occurrences, all of which are emotion-relateshetaphor, 3 similes and 1
double entendre. Again, a feeling of desolatioreveked in (1), but also the
concept of being awake at night. In (2) the latt@nnotation is more prominent,
while the former is downplayed.

1. Noyrepideg, mood/ uas Kpatovy covpopid 610 6KOTHOL
otav Khaipe mKpa/ N 6K1d pov K £yd, kKaOs Ppadv’™
(Batsand birdskeep us comparip the dark
when we bitterly cry/ me and my shadow, every night

2. Méoa otng (oG To povomaTIo/ PTPog 6TA UPYOVTIKA 6OV GKULOTATLY,
Tpryopilw cav ) voyrepidal Myn yia va ppo yapd ki ehmida’®
(On the paths of life/ before your noble steps
| circle around like a bdtto find a little joy and hope)

491 Eagvn, Edevapa pov (Antonis Diamantidis, alias “Dalgas”).
492 310 pnuoyuévo omin (Vasilis Tsitsanis).
93 Mo udv apdiny wov * yaoa (Stavros Pantelidis).
494 1 o116 prow xa eyed (Vasilis Tsitsanis).
49 Mopvad sav voytepido (Dimitris Gogos, alias “Bayianderas”).
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snake (ién)

Source: ‘snake’; target: treacherous, wily persosypple body that moves
smoothly In the rebétiko corpus, the wogddr occurs 6 times. 2 occurrences are
metaphors of emotion, 3 are emotion-related siméesl 1 is a metaphor with
another target domain. Two very different connotadi of the word ‘snake’ are
highlighted in the corpus; in (1) an exclusivelygative conventional connotation
of a treacherous, wily person is conveyed, wherigashe simile in (2) a
indisputably positive connotation of the smooth ements of a supple body
applies. The simile in (3) is a variation of thepeessionue {dvouvv 1o (Lodpa)
oidw ‘(black) snakes coil around me, an idiomatic espien denoting the feeling
of being snared by emotion or circumstances.

1. Opoeaveya omd pkpog/ T Ppinkes urpoctd pov
dev Neepa g Erpepal KokoOpya, pidl uées’ oTny aykaiid pov*®
(I became an orphan at a young age/ why did yowedosfiore me
I didn’t know | was nurturing you heartless woman,snake in my arms

2. Ta poila oov Eemheypéval to xethdkia ocov fappivo
70 Kopui Kovvdc cav pidll Appevitea pov, ay kKovkAitea pov*®’
(Your hair is loosened/ your lips are painted
you move your body like a snakey little Armenian girl, my little doll)

3. T koita o ue {doavel cav pidia ta uspdxia
Avmiicov ™) Kapdodia pov/ mov woTicES Yappdxia’®
(See howthe yearnings/ have coiled around me like snakes
Have mercy on my poor heart/ that you drenched pailson)

8

eel En)

Source: ‘eel’; target: evasive person; supple bdldst moves smoothlyrhe 2
instances of the worgéitl in the corpus are emotion-related similes. Figueat
expressions including the word ‘eel’ can also heagous targets, both negative
and positive. The conventional simile in (1) airhg& @ore negative connotation in
describing an evasive person as a slippery eef2)injust as with example (2)
under ‘snake’, the positive connotation of the sthomovements of a dancing
woman is intended.

1. Ko un puov ylietpds cav yéiil 09od EEpELS TOG pTop®
e TNV KGpa pov 670 yépy va ' pOo mak va ot Ppo’™®

498 Ar Sxavec kau yaproa (Markos Vamvakaris).

497 dpuevéri (lakovos Montanaris).

498 Bayyedich dev eioou evidéer (Apostolos Chatzichristos).
499 gepomiavo Oa wépw (Panayiotis Tountas).
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(And don't you slip away from me like an egbu know that I'm capable
of coming and finding you again/ withy daggeiin my hand)

2. Tpayovdovv ot apomwddes/ Kot yopevEL 6TOVG OVTAIES
70 Kopui Jvydst cav yéil YarerEM
(The Arabs are singing/ and she’s dancing in ¢tbedes
she bends her body like an/eglaleleli’)

beast @npio)

Source: ‘beast’; target: wild, aggressive, and mikess personThe wordonpio
occurs 6 times in the corpus, 4 times as a metaphmdrtwice as a simile, and all
instances are related to emotion. The ‘beast’ enrbétiko corpus denotes the
wildness, aggression, and lack of mercy of a pessaaged in violent action, or
being hurt or menaced; the similes below depiciGheek artillery at the Albanian
front during the Second World War (1) and a forsedenale narrator (2).

1. Kigo0, fpe wopoforkd/ mov cav Ospio povykpilers
70 Odvaro otovg Itahode/ Kudnuepvdg okopmilec ™
(And you, artillery/ whaoar like a beast
death amongst the Italians/ every day you scatter)

2. Na énynba cav to Oepio
Kt 0 £vag pog amé Tovg dvo/ anr’ ) onf va Aeiyer®
('l respond like a wild beast
and one of the two of us/ will go missing from Jife

Remarks

Animals as source domain in metaphor are commahdrrebétiko corpus. If the
characteristics given in folklore to various animahight be assumed to be
constant and similar universally, many of the mitap including animals should
be conventional and near-universal. But there ds® alisparities in the
associations of animals from one culture to thd.dexthe corpus, various aspects
of the animals’ characters are highlighted or ddaeygd. The spectrum of emo-
tions in the metaphors is broad; both negative pasitive connotations are
common.

500 11 yurepii oo kopniaépy (Apostolos Chatzichristos).
%0 Peva oo pavapéaria uag (Markos Vamvakaris).
02 Byac sarpdmne Onivxéc (Yiannis Papaioannou).
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4.3.2 The Human Body as a Source Domain

In the categoryTHE HUMAN BODY, 21 words from the corpus have been
investigated, all nouns, of course. There are $¥8ances where these single
words are involved in metaphorical expressionsmbtion. The emotion-related
metaphoricity of the words in this source domaimather high; the percentage
constituting metaphorical expressions of emotion6% %. The generic-level
metaphorTHE MIND IS A BODY has given rise to an abundance of metaphorical
expressions using various parts of the body toatieliferent features of the mind,
and thus also the emotions. In his dissertationmataphors in Cicero, Aron
Sjoblad® successfully attempts to construct a model of kkernt metaphorical
system where the metaphorical human body is cetatrdide depiction of abstract
activities and notions concerning human life. Thapping of this metaphorical
human body is extensive; the body has eyes thaifgignderstanding, hands that
denote handling of abstract objects, it can movelifferent directions, and be
weighed down by burdens etc.

In the rebétiko corpus, parts of the human bodgtion mainly as metonymies
for e.g. beauty, if the meaning is not literalislbften hard to draw a line between
the metonymic and the literal meaning. For examgte, nounaykolé often
denotes ‘breast, bosom, arms’ in a quite concretg w an embrace (affectionate
and/or sexual), but it just as often means ‘closghéwarmth’ and ‘safety’ in a
more general sense. Pure metaphors are rare;dnfteanoun involved usually
functions as a metonymy. Since it is almost imgaedio distinguish between the
sometimes very subtle differences in meaning, dndesthe meaning is often
double, all such instances have been placed ioategory ‘literal’.

Also the nounudart is difficult to categorise figuratively; it is ardguent
metonymy for beauty, but it is also often used mletaically (20 instances) for a
person very dear and precious, and in those cagssmore a formula than a
metaphor of emotion; hence it is categorised as-gmotional’. There are
different degrees to which this word functions ametonymy. In many cases the
metonymy is very evidentifand dvo pdvpa patio ‘| love two black eyes’), and
in other caseswitt could be interpreted almost literally, but the teows often
make it clear that it is a metonymy for (the beaaffya person, usually a woman
(rebaive yio o patior g ‘I'm dying for her eyes’). There is a clear contiec
between the source domalAE HUMAN BODY and the domaingHYSIOLOGICAL
FORCEandPHYSICAL FORCE.

503 gjsblad (2009). The model is further developed described in his article “The Human Body
Denoting the Mind: a Coherent Metaphorical Syster@limssical Latin”Eranos — Acta philologica
Suecandforthcoming).
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Table 15. Source domain: the human body

Expression literal metaphor zt;i: simile m"é(tee:[a)lrllor other total
arykoé® 97 (97%) 2 (2% 1 (1%) 100
yépmo 1 (50%) 1 (50% 2
e 14 (100%) 14
Kapdid 3 (>1%)| 354 (54% 269 (41%) 5 (1%) %) 15 (2%)| 650
KOpAot 1 (100%) 1
KeQAAL 23 (52%) 8 (18% 1 (2%) 12 (27%) 14
Aopdg 2 (22%) 3 (33% 4 (44%) ¢]
péyovro 8 (100%) 8
porAid 38 (83%) 4 (9% 4 (9%) 46
pdtt 81 (27%) 14 (5% 138 (45%) 3 (1%) 1M%) | 55(18%) 302
pétwmo 1 (50%) 1 (50% 2
vy 2 (50%) 1 (25% 1 (25%) 4
nhaTn 1 (25%) 3 (75% 4
o3 2 (67%) 1 (33% 3
oAV 1 (20%) 4 (80% 5
otiBoC 6 (18%) 27 (82% 33
oTopa 11 (41%) 3 (11% 5 (19%) 1 (4%) 7 (26%) 27
cm0KA, 16 (100%) 16
OpvdL 12 (100%) 12
xeih 30 (43%) 11 (16% 24 (34%) 3 (4%) 3% 70
xEpL 34 (50%) 8 (12% 2 (3%) 24 (35%) 58
total 342 409 506 14 17 132 | 1420

heart (kapdia)

Source: ‘heart’; target: soul, goodness, couragempassion; a person in love
(whose heart is broken)The nounkapdid is by far the most frequent of the
investigated words in the corpus, which is testiyntanthe emotional nature of the
genre rebétikoOf the 650 occurrences @fipdia, 354 are metaphors of emotion,
269 are metonymies involving emotion, 5 are simibdsemotion, and 4 are
instances of double entendre. Only 3 instancestaral, and 15 are metaphorical

04The verbaykaam occurs 29 times in the corpus, of which 3 are ptetes with a more abstract
meaning of ‘embrace, adopt, sweep around’.

505 The nounslé is of course used here in the sense of ‘mole’atipespot’, not ‘olive’. The
meaning of the noumagdot is ‘head/skull’; it should not be confused withetletymologically
unconnected homograpkogpdot ‘latticework’ (plur. xaeéowo ‘lattice windows’), cf. Vasilis
Tsitsanis's¥epdy).

157



expressions with target domains other than emokitwst metaphors including the
nounxkapdid are also metonymical (c3.2.7 Metonymic Relationships, Idioms and
Metaphoy; firstly, the heart can function as a metonymy doperson, being the
conventional location of the emotions in westerliutal tradition, and secondly, it
can be a metaphor for emotion itself, and by extendor interpersonal relation-
ships (example 7). The heart is attested in maltyres as a conventional meto-
nymy/metaphor’® Many different emotions can be conveyed by therfigve
‘heart’. It warrants extensive illustration here this reason and also because of
the frequency of the figurative expressions invadvihe heart. In (1) the metaphor
conveyscourage in (2), (6), and (9) the notion of themotionsin general.
Example (3) contains a ‘metonymic metaphor (a psefy bleeding heart)
denoting the emotions of a person in love. The ptetain (4) denotes goodness,
and in (5) having generosity of spirit, hence alsodness and kind-heartedness.
The main emotion conveyed in (8) is love, wheraagq10) the hearts stand
metonymically for susceptible personsc( tixt tax being the sound of both the
dancing heels and the hearts they cause to palpitat

1. Bpe pndyko 1o poyaipt 6ov/ yio va T0 KOUGOUUGPELS
npénel va Exeic v woyi! Kapdid Yo va to Pydres®’
(Hey, macho, that knife or yours/ for you to use it
you've got to havéhe soulthe heartto get it out)

2. Moo uapaves Ty 66i1a Ty Kopotd povl Kol 6av 6KOVTIOL TOPO NE TETAS
Ec? 00 petavoldesig kamowo pépa/ 0o Tpéxeis oav Tpeiy va pe (nrag ™
(You made my poor heart witliemd now you throw me away like trash
You will regret it some day/ you'll run like crazg seek me out)

3. Aa’ mv 1ok MpOs pa mpoytic/ Ki EKaye mOALES Kapdiéc
éto1 fxaye K epéval ay, Ko aTdlel i Kapdld pov aina’®
(From Constantinople came a girl the other day/siredburnt maniiearts
thus she burnt me too/ oh, amy heart is dripping blogd

4. 'Hppo mrordaxt tCévrehpav/ vo p’ ayomds 61 oo
givan gpydng Eakovetég/ K Exst kapoid ota oTijbia°
(I found a lad, a gentleman/ who loves me for real
he’s a renowned worker/ ahé’s got a heart in his chgst

%06 Cf. Berendt (2010).

507 Bpe pdiyka 1o payaipt cov (Anestis Delias). Botlyvyy andkapdid are better translated as ‘guts’ in
this song.

%08 Bty Qo petavordoeic (Kostas Manesis).

50 Taravdiavii toaymiva (Antonis Diamantidis, alias “Dalgas”).

510 06¢o Kau yooic (Spiros Peristeris).
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5. 'Exw uia nlovcie kapdidl yepary pe ypvcaen
Kol KoOap1 cvveidnen/ mov aro0dverol To Laon
(I have a rich heartfilled with gold
and a clear conscience/ that feels all wrongs)

511

6. Topa ma dev 68 Aomdpol Ki 00TE 6€ TOVEO
Tnv kapdid pov o Ty kvl wétpa cav fovvs*?
(Now | don’t pity you any more/ and | don't feelrfgou
I'll turn my heart into a stondike a mountaih

7. Mnpog 6t0 pproyuévo it ne TIG TOPTEG TIS KAEIGTEG
TOV KANP6 Pov 61yoKAio/ Ko gatdvovy ot kapdiéc ™
(Before the ruined house/ with its closed doors
| quietly lament my pain/ and makearts bleejl

8. Oa peive (Em, o ko To ' Paieg yvaTt
KL 076 T0 Kpbo § Kapdid pov Oa cpyorei™
('l stay outside, since you set your heart on it
And my heart will be extinguishday the cold)

9. Av sktipnoeg malaTio, AMpES KoL GTOAOIN
TETAEE THY TV KOPOld GOV HECH GTO CKOVTIOLN
(If you valued palaces, golden coins and jewels
throw your heart away in the rubbish bin

515

10. Oa 60V TaP® TEGOVRIKLY/ GO YOPEVELS VA YTVTOVY
TiKL TIKL TOK TO. TOKOVVAKLY/ TIC KOPIOUAES v KevTovy
('l get you little slippers/ that will tap as wadance
Ticky-ticky-tack the little heels will go/ arithey’ll sting little heart}

6

chest, breast ¢t100¢)

Source: ‘chest’; target: emotion, sentime®@f the 33 instances of the word
otmfog in the corpus, 27 are metonymies of emotion aack@iteral. Substantially,
‘chest/breast’ is synonymous with ‘heart’, inasmuashit denotes the location of
emotion, and in some instances the choice betweenwo sources probably
depends on metre and rhyme. In the example bel@v‘dhest’ conveys the
emotional pain of the narrator.

1 Eiuon moudéra ééomvo (Stellakis Perpiniadis).
512 My pov Aec yrarti Eeyvaw (Kostas Skarvelis).
513 To pruayuévo orin (Vasilis Tsitsanis).

514 To oxadomdz (Vasilis Tsitsanis).

515 0 diaPoidroc (Koulis Skarpelis).

518 gpuevér (lakovos Montanaris).
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1. XZav Byaivel o y6tiag 610 Tlopi/ apyd cav covpovTOVEL
otav 0a wer o Mmip AALGy, Mmp AMAGy/ To ot1jfog pov uativel
(When the hodja comes out at the mosque/ lateilagtit
and when he calls out ‘Bir Allahihy chest bleedls

517

mole, beauty-spot §\é)

Source: ‘mole’; target: beauty; femininitAll 14 instances of the nouthd are
figurative expressions of emotion, in the broadsseof the notion. It is a meto-
nymy for beauty, usually female, and by extensiometaphor for the emotions
evoked by that beauty; in this example, desire.

1. Ay, Ta polhd 6ov Ki 1] edid 6ov/ ' £QEpav 6T1) YELTOVIA Gov°°
(Oh, your hair and younold brought me to your neighbourhood)

hand (xépv)

Source: ‘hand’; target: help; closeness; power; gamn. There are 68 occurrences
of the wordyépt in the rebétiko corpus. 24 instances are metagdifmeto-
nymical expressions from source domains other #raotion; 10 are emotion-
related, 8 metonymies and 2 similes. Generally,hfwed is a metonymy for the
body, but it can be a metonymy or metaphor for aistut anything related to a
person and its meaning is highly dependent on gonta the metaphors of
emotion the dominant target domain is pow&ptom ota yépa kdmolov means
‘to be subjected to someone’s power’, and in thangde below this is to be
understood as emotional subjection.

1. Am6 to Xdpo yAitoco/ yio TNV KOKH pov poipo.
Kol £e60 ota xépia covl KL GhAn haytdpa mipo
(I got away from Death/ by my bad fortune
andfell into your handsand got another fright)

519

eyes fiato)

Source: ‘eyes’; target: a (beloved) person, beaiitye wordpdrtio occurs in 303
instances in the corpus. 81 of these are literal & are non-emotional
metaphorical expressions. Of the remaining ematidaited instances, 14 are
metaphors, 138 are metonymies, 3 are similes, dndah be interpreted both
literally and metaphorically. As with the worebvAi above, many of the non-
emotional instances constitute an idiomatic phraéeio pov ‘my eyes’ denotes
‘my dear’, ‘my precious’ and can thus be regardethtas non-emotional and as
emotion-related. All three examples below are mgttas. Example (1) can be

Y Mmip AMJéy (loannis Stamoulis)
518 T opuéve o parlad (lyrics: unknown; artist Yiorgos Vidalis).
51° H vogoxsua (Kostas Manesis).

160



understood both literally and as a metonymy forappearance of women, or for
beauty in general. The metonymy in (2) also denatpsrson (and her beauty). In
(3) the metonymy stands for the narrator herself.

1. Ayand to podpo udrial wov yvorilovy ca Sropdvrie>
(I love those blaclkeyes that shine like diamonds)

2. Moptiooa, Ta udtia 6ov To povpa, To YAUKA
67OV 6EPVTA TOVG P’ EPIEAV KAl AE1OVO PoeTIKG
(You tough womanyour sweet blacleyes
have thrown me into a yearning for them, and leticmelt)

3. Omo?¥ 61000 K1 0700 Ppedd/ depPicarva pe Aéve
JL0L KO Y10 TO KOVTOKOGNO/ Tar udTia pov dev Khaive >
(Wherever | go and turn up/ they call me a tougth stardy girl
but for this stupid worldmy eyesever cry)

lips (yeiha/yeiln)

Source: ‘lips’; target: metonymy for beauby speech or kisses; facial expression
of happiness/sorrowThe 70 occurrences kil are distributed between 30
literal expressions, 2 non-emotional metaphoricgdressions, 11 metaphors of
emotion, 24 metonymies of emotion, and 3 emotidated similes. The
metonymy below could strictly speaking also beterdil expression: ‘my lips did
not smile’, but a figurative interpretation, in tisense of ‘I have not felt joy’
(whether the lips smiled or not), makes more samgkgives more depth to the
expression.

1. Mavpn n opo k1 etrypy/ mwov pmiebo pe oéva
ma pépa dev syflacavl Ta ysidn pov kon péva >
(Black is the hour and the moment/ that | got lagd with you
not for a single dagid they smiléthose lipsof mine)

head kepdi, kapaor [= head/skull])

Source: ‘head’; target: metonymy for person, thaadniand emotional disposition
There are 2 words encountered in the corpus fonttien ‘head’, namelxepdait
and kagpdaot. The unusualkoaedot (from Turkish) occurs only once and as a
metaphor of emotion. The more commespdit occurs 44 times; 23 of the
instances are literal, 12 are non-emotional metapbiometonymies, 1 is a double

520 gyame Ta povpa pdma (Markos Vamvakaris).

52! Mépriooa Zuvpvié, (Kostas Karipis).

522 fepPicoave. (Vangelis Papazoglou).

523 ITowre va kdaite pazia pov (Prodromos Tsaousakis).
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entendre, and 8 are metonymies of emotion. The nyatiwal ‘head’ usually
denotes a person, as a part of the whole, or thmel,nds the location of the
intended target. By extension it also stands foiloua notions associated with the
mind, among them emotional disposition. In (1) ttead, i.e. the mind, is lost
because ofealousy and in (2) the target aimed at is the narrater (iis body and
mind).

1. Amoéye o€ YAevtam/ Kt 0 KOGPOG TAEL VO GKAGEL
Kovtevel an’ ™ {a/ va Tovg giyel To Kapdot
ATOYE KAVELS pumTap
(Tonight I'm partying with you/ and people are abto burst
they're nearly blowing their topsvith envy
Tonight you're a knockout)

2. Karoe ppovipa, Mopike/ T preld pe 6évo Bpika
Kt £para QTG peydin/ 6To pTwY6 Hov TO KEPdIL P
(Behave yourself, Marika/ what a bother I've hadhwiou
and I've set it well ablazehat poor head of mine

innards (cw0wka, cahayva)

Source: ‘innards’; target: metonymy for visceral @ions The synonymous
nounscoduct andemidyva,>*® both in the plural, are often used metonymicadly t
denote the location of intense emotions. It is motommon for the metonymy
‘innards’, as the location of intense emotionsjténturn to stand metaphorically
for the intense emotion itself, whether it is négatpain), as in (1) and (2), or
positive (love/desire)xwbikd occurs in 16 instances in the corpus, which dre al
metaphors/metonymies of emotiantAdyvae occurs in 5 instances, of which 4 are
metaphors from other source domains, and only & metaphor/metonymy of
emotion.

1. pnv pe Topavveic [...]
EUEVA TTOV POV T PES TNV KOPOLE POV
Koy’ avoiéec minyi ota 6wOikd pov>>’
(don't torture me [...]
the one whose heart you took away
andin whose innards you opened up a wound

524 Amée woverc pmay (Vasilis Tsitsanis).

525 K groe ppéviua Mopixe (Markos Vamvakaris).
526 ymidyvo in the singular can mean ‘offspring’.
527 Ye jua Eavhovia (Stellakis Perpiniadis).
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2. Ola to papn cov, {of/ To opTOGES 6' £V, Kopui
1060 Qappaxy, Bpe Lo/ o 0ére va ta faro
Eeyeiinoay ta omldyve povl Kon dev yopasgl ahlo
(All your burdens, life/ you've loaded on to onedy
so much poison, oh life/ where do you expect mgutdat
My innards overflow with ftand there’s no room for any more)

528

Remarks

As human physiology is fundamentally identical tigb time — and possibly place,
allowing for different social, economic, and cuétbrcontexts and diverse
perceptions of anatomy — the metaphorical expresséprung from this source
domain are mainly conventional and may be presumdx potentially universal.
But as cultural variation can render some aspefctsodily experience more, or
sometimes less, important than others, there aoewfse also cultural variations
in the linguistic expressions generated from thers® domainHUMAN BODY.
Furthermore, the creativity of individual songwréédhas at times produced more
original metaphors and metonymies. Most figuratisg@ressions involving the
body are metonymies. The metonymies usually desg@terson as a whole (e.g. in
the case of ‘hand’), or an emotion, activity, oati@e associated with the part of
the body chosen as source domain (e.g. ‘lips’ amalé’). The most common of
all metaphors/metonymies in the rebétiko corpus,hbart, is to be found in the
source domairHUMAN BODY. A wide range of emotions is conveyed by the
‘heart’ and by other words from this source domaitost of the expressions
concern emotions and qualities with positive coatiohs, such as goodness, love,
and desire, but emotions with negative connotatisnsh as emotional pain, are
also represented.

528 yvpuocomiéyuara fopié, (Eftichia Papayiannopoulou).
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4.3.3 The Mind and the Soul as Source Domains

The mind and the soul can sometimes function asmgaties and metaphors in
the same way as the body. In Greek their use ofésembles that of the
‘brain’/‘eyes’ and ‘heart’ respectively.

In the categoryrHE MIND AND SOUL there are 74 instances of metaphorical
expression of emotion. These instances are diviédédeen 3 nouns that represent
this category. The emotion-related metaphoricitytied notions in this source
domain is medium; the percentage constituting ntetapal expressions of
emotion is 43 %.

Table 16. Source domain: the mind and soul

Expression literal metaphor ?rtct];; simile rr:zggléor other total
VS 7 (12%)| 29 (50% 22 (38%) 58
voug 19 (42%)| 10 (22% 16 (36%) 45
woxm 28 (40%)| 25 (39% 10 (14%) 7 (7%) 70
total 54 74 10 49 173

mind (vovg, poaié)

Source: ‘mind’; target: control/lack of control oveemotion The nounpvaio
occurs 58 times in the corpus; in 29 instances itncluded in metaphors of
emotion, in 22 instances in other metaphors, and instances it has a literal
meaning. The adjacent nououg occurs in 45 instances, of which 10 are found in
metaphors involving emotion, 16 in other metapharg] 19 in literal expressions.
Hence, there are, in all, 39 instances where th®momind’ is included in
metaphorical expressions of emotion. The emotieamveyed by these metaphors
are mostly positive (love and desire), as in (1g &), but also to some extent
negative (fear and despair).

1. Ta patékradd cov yépvews, Ppe/ vov Kat Joyicué pov maipverc>
(When you lower your eyelashsgliu take my mind and reason ayay

2. ooy og fAET® 06 KOVTH Pov Vo TEPVAS, HIKPO
ROV EETPELUIVELS, QOGS POV, TO HDAAD
(when | see you pass by near me, my little one
you drivemy mindcrazy, my light)

529 Ta pozéichadé oov Adumovy (Markos Vamvakaris).
530 Mayrixo (lyrics: unknown; artist Yiorgos Vidalis).
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soul (yoyn)

Source: ‘soul’; target: intense emotion; emotiokigposition; spirit There are 70
instances of the noupyn in the corpus, 28 of them are literal expressians, 7
are metaphors from other target domains. The renwi®5 instances are
figurative expressions of emotion; 25 are metaphemmd 10 are metonymies. The
notion ‘soul’ stands metonymically for a person (@) a person’s emotional
disposition and innermost feelings (2), and alstaptgorically for intense emotion,
compassionin (3).The emotions conveyed by metaphors invgvihis source
domain are mostly negative, such as despair, disafopent, and sorrow.

1. Edave, ukpd, pov K1 akoves/ Kamoro pvope e avyng
Y0 6évave sivar ypappévo/ amd To KAGPA Kdmotag woyc "
(Wake up, my dear, and listen/ to a tune in mirey &t dawn
for you it is written/ out of the weeping afcertain soul

2. Kout® mavtov, Tpryvpm pov 6KoTaol
KLl 1 woxh pov pavpy cav tov Adn°>>2
(I'look everywhere, around me darkness
andmy soul is as black adades)

3. Koapdua dev giyxec kan woyri/ to ddxpv pov étpexe ppoyi>
(You had no heart arsbul my tears kept falling like rain)

Remarks

There are not many different notions to examinenftbis source domain, but the
frequency of the notions is quite high. It is ratt#ficult to demarcate the notions
from this source domain from those included inHb&AN BODY domain, and the
classification may therefore occasionally appehbitrary. The notions ‘heart’ and
‘chest’, for instance, from the source domaioMAN BODY are in many ways
almost synonymous to the notion ‘soul’ from the d@imTHE MIND AND THE SOUL
Mostly negative emotions are represented by ‘seuiereas expressions using the
notion ‘mind’ tend to display positive emotion.

531 7o juvépe e avyiic (Spiros Peristeris).
532 yrpv mapadadn (Yorgos Mitsakis).
3 Eytéc opyd to derdavé (Kostas Manesis).
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4.4 Literal Expressions of Emotion

The literal expressions of emotion in the corpus mmmerous, although signi-
ficantly fewer than the figurative expressions. Yhaclude words denoting
emotions such as pain, bitterness, love and joyalso some words that are more
difficult to translate, such asépt ‘mood/high spirits’ anduepdaxt ‘yearning/
heightened emotion® There are 109 words denoting emotion literallyiided

in this study; 46 are noun¥ 44 verbs, 17 adjectives, and 2 adverbs, totalling
2684 single instances. Most of the literal exp@ssiin the table below can
evidently be expressed metaphorically as well.alet,fsome of the emotions are
only conveyed metaphorically (e.g. from the soudmmain BURDEN), while
others are expressed mainly through metaphor, dz#stonally also literally, and
yet others are represented primarily in literal respions. By far the most
frequently occurring literal words in the corpue #éine verboyand ‘to love’, the
noun ayann ‘love’, the verbroved ‘to hurt’, and the nounzovoc ‘pain’ and
kanuoc ‘pain/yearning’. Metaphorical expressions denotthgse emotions and
causes of/responses to emotion are also the mashan in the corpus.

Some remarks have to be made concerning a feweditédral expressions in
the table below. Firstly, the nowZet is often combined with the verkstao
‘break’, in the metaphorical sense of ‘raise’ orinig about’ (4 times) anddaveo
‘bring about’ (9 times), and the nowspdxt is often found with the verbrnaw (7
times), both expressions denoting ‘being in a gowbd/having fun’. Secondly,
the nounayann is often used in an affectionate apostrophe diced¢d a dear
person:aydmn pov ‘my love’. In the plural the noumydneg denotes either the
objects of love, or acts of endearment. Furthermibie nountixpa, the adjective
mkpog, and the verbmkpaive, ‘bitterness’, ‘bitter’, and ‘embitter’, are dead
metaphors denoting emotion (&.1 Definitions of Metaphor and Other Tropes
and 3.2.4 Kinds of Metaphr originally concerned only with the sense of d¢ast
The list of words in Table 17 is not exhaustived @s these literal expressions
serve only for comparison with the metaphorical regpions, they will not be
further analysed in this investigation.

534 For an account of the words ‘kefi’ and ‘meraki'rigbétiko see Tsounis (1995).
5% Words such aspotigpng/-a/-iko, ndpng/-a/-wco, andpumehaing/-ob have been categorised as
nouns, even though they are also encountered estiads.
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Table 17. Literal expressions of emotion

Words Occurrences
oy 118
ayamd/-Epon 366
oeBdvopLon 9
aicOnpo 5
avédmota (adverb) 1
avnoLY®O 4
PN YOpPNTOS 2
ameAmiCopon 4
aneAmocio 5
OTEATIGHEVOG 7
amorapPéve 2
Bacavilw/-opon 37
Bacavo 65
dvotuyng/dvotuyicpévog 21
Sdvotuyia 6
dvotuy®d 3
eATtidn 30
eAmtilo 3
evolapépopLat 1
EVOYAD 1
£VoY0G 1
£€pmTog 38
£POTEVONLOL 7
gpoTLapNG/-0/-1co 2
EPMTIKOG 2
evtuyfg/evTuy o évog 7
gvtuyia 3
ELTVYD 2
el 8
mepng/-a/-iko 18
nAgvtdc/iniepévog 14
niedo 45
Bavpalm

Bappog

OMBepog 5

167

Words Occurrences

Ohppévog 10
Oriym 3
Bopdve 13
KaMpog 142
KEPL 32
KOvpaylo 11
AoTpEL® 37
AoyTapo 30
AoyTopd 27
Avmapon 63
AT 2
popad 15
popaldve 20
peoyyoio 1
HEAOYXOAMKOG 3
pelayorm 1
pepdxt 107
pepakAng/-o0 47
HePUKAISIKOG 3
pepakAOVO/-opat 2
LETAVOLOV®D 70
picog 1
oo 17
prehoAng/-o0 13
pmeldg 31
volobm 48
vTolykadalm 3
VTOAYKAG 29
VIEPTL 45
VIpPETOLLOL 7
VTpomarog 2
vTpomn 9
vipomalm 7
opyn 7
nabog 5




Words Occurrences
nofaive 26
oSV ® 48
TOPOTOVELEVOG 5
mopomovidpng/-o/iko

TOPOTOVIAPIKOG

TOPOTOVIELLAL 21
TopATovo 24
TP YoPd 38
TOPNYOP® 26
TEPNPOVOG

TEPLPPOVD 8
TEPLUPPOVIUEVOS 1
TKpaive 19
TKPOG 27
mikpa 33
nkpd (adverb) 6
mHhog 10
1) 12
VoG 168
TovVed 187
oefvtoing/-o0 9

168

Words Occurrences

oefvthc 41
oefvraiikt 2
oTEVOYMPLL 3
OTEVOY®PD/-1Epat 6
otopyn 3
oounobod 4
ovumovia 2
GLUTOVA 9
oLYKVG/-o0pot 5
Topavvio 2
TopavvVO/-Epot 67
tpopdlm 8
TPOLOG 1
pofapon 45
poPepito/pofile 12
@oPog 1
Yoipopot 15
xapl 65
total 2684




4.5 Further Observations on Metaphor in Rebétiko

In the course of this study, certain aspects ofntleéaphorical language of emotion
in rebétiko have been revealed which have not leemined explicitly in the
analysis of the metaphors, as they are not relet@rthe primary aim of the
dissertation. Nevertheless, since these featue$oasome extent characteristic of
the figurative language of rebétiko, a brief préagon of them could serve to
elucidate further the metaphors of rebétiko sortstesome of the examples already
cited will therefore be presented again, but tinietfrom different points of view.

4.5.1 Metaphorical Blends

The first observation relates to the frequencynetaphorical blendd.e. the use of
mixed metaphors or metaphors with entailments fobfierent source domains. In
the first example (1), where ‘the dark fireopad, literally ‘black’, is a prefix of
intensification) is said to ‘wilt'" the narrator, ghmetaphorical expressions are
extracted from three different source domaimsSHT/DARKNESS, FIRE andNATURAL
FORCErespectively. In the second example (2) the metajthe wound that you lit’
draws on two source domairsHYSICAL FORCE and FIRE. Although the linguistic
expressions conflate different metaphorical soutmaains, the overall impression
in Greek is not one of incoherence. The reason ttighhat they are all included in
the master metaph@voTION IS FORCE which may allow metaphors from different
specific-level metaphors to mix successfully. Amotlexplanation could be that
there are metaphors within the metaphors, as i¢wey. that ‘wilt’ in (1) is really a
metaphor for ‘damage, and that ‘light’ in (2) isreetaphor for ‘to cause’ or ‘start’.
The metaphors that spring from these kind of blesais be very vivid. They often
form creative metaphors from conventional onesnhetfough they can appear,
strictly speaking, to be quite illogical.

1. Mn pe potare praundsg/ yroti sipon Aoenquévn
Kapayiaykivi pnsg 6ty Kopdrd/ &ym ko ue uapaivet
(Don’t ask me, my friends/ why I'm sad
a dark firein my heart/ | have and vtilts m¢g

536

2. £60 0o yvavews Tyv minyil mov p' dvawse, (papa’
(you will healthe woundthat you lit in meyou jealous woman)

538 @épre mpéla va mpeldpe (Panayiotis Tountas). The ‘dark fire’ invoked fscourse metaphorical for
desire and passion.
537 Zavbi kovkAitoa (Dimitris Semsis).
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Another important observation is that many singbeses, as well as whole song
texts, are replete with metaphors. Sometimes thephers are part of the same
coherent metaphorical system, and in other instartbere is a blended set of
metaphors from various source domains. The morereoh type can sometimes
form an allegory (cf. example (13) under ‘fire’ &aR.7 Emotion is Fire/Hegt the
blended variety can create a very dramatic andhmiteffect (1).

1. Mz pdér kamova pabpn vroyio/ T GALOS THY Kapold 6ov Kvfepvd.
KOl av 0vT0 givan aA0gwa/ e’ uov payaipid ota otijbio
TPV YKPEUIcOVY TA GVELPE POV T Ypv6d S
(A certainblacksuspicionis eating awayt me
that someone elsales your heart
and if that is truegive me a stab in the chest
before mygoldendreamscrumble

4.5.2 Striking Stereotypes in the Metaphors of Rabé

The lyrics of rebétiko are filled with stereotypespecially of women, and these
stereotypes permeate metaphorical expressions magry songs. Women are
typically depicted either as cunning, evil and wlilfusing notions such agzo ‘cat’,
unerag ‘burden’, dixrv ‘net’, poyevw ‘cast a spell on’, andvAiyo ‘entangle’ (1-4),
or more passively and innocently as sweet, bedutifd desirable (5, 6). There are
also instances where both these stereotypical viewswomen are at work
simultaneously (7).

1. TAévto Tic YOVOiKES, payka/ pnyv TG oyomdc
eV’ aydpiotss oav yarec) pyv kopdoyToma>
(Have fun with women, macho/ don'’t love them
they are ungrateful like cdtslon’t get your heart beating)

2. T ureldg To yovoikeio gOAo/ KL o Adap v £nad’ amd To piro
10V Vo, BpEIg 6TOV VTOUVIG/ o Yuvaike puE Kopold
cav yates sivar movypéc, (nlidpec kau karéc™ "
(What a nuisance is the female sex/ even Adamuwdsne by an apple
where can you find in all the world/ a woman watheart

like cats they are cunning, jealous and wigked

538 Tyc rapépvac to poiér (Vasilis Tsitsanis).
9 Eror sivau, payka, n Cwii (Tolis Charmas).
540 1y umeddc to yoveukeio pvro (Vasilis Tsitsanis).
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Tvliytnra cav wapil 6to dixtv 6ov, KOUKAL

KoL pov 'yeig ma Yo wavre/ erxiafédost ™ Loq’H
(’'m entangled like a fighin your net my doll

and you've foreverénslavedny life)

Me uayewe uia payicoal pe Ta YAKG ™G AoyLa

Me tilie ooy pov 'tofe/ avayelo Kol KaToyEew

(A sorceress has cast a spell o/ m#h her sweet words

She conned ma&s she promised me/ the moon and the stars)

Kanow Bpadid paywy/ péoo 6to Micipt v £ida
‘Hrav ot opoporal n T'cioviumaydp n yivkid®®
(Some magical evening/ | saw her in Egypt
She was an exotic beauty/ sweet Gulbahar

oav 6€ PAET® 0T6 KOVTA POV VO, TEPVAG, HIKPO
1oV EETPELAIVELS, QOC POV, TO PLaAG™*
(when | see you pass by near m, little one
you drive my mind crazy, my light)

‘Otav 60v 'Aeyo pe wOVO/ yavopar Yo 6£ve LELOVE

EPIYVeS TA UATIO GOV, HIKPH] HOV, YOUNAd,

KOITaleS va TAPELS KATOL0V dAAOD Ta, PLALA

(When | used to tell you in my pain/ that I'm logidause of you, I'm melting
you would lower your eyes, my little one

and sought to gain someone else’s kisses

There are some instances, however, where womepaate@yed as strong, clever,
powerful, and possessing a free will equally witam{8). There are also instances
where men ‘cast a spell on’ women in the same wgay@nen on men (9).

8. Tpéke, payka, va pOTNG6EE VoL 60V TOVV TOLX EINOL YO

Eipot 'yo yovaika @iva/ vreppmeviépiooco,
7OV TOVG GvTpeg sav Ta {apra/ Tovg preyAéproa?®

S Nadiapa, 1 éyerc umiééer (Markos Vamkvakaris).

42 Y1yé-o1pé. mebaivr (Markos Vamvakaris). The literal meaning of th@mssionavayeia ko xorch-
yeio is ‘upper floors and basements’.

>3 Movlumoydp (Vasilis Tsitsanis).

544 Mayrixo (lyrics: unknown; artist Yiorgos Vidalis).

545 My pov Aec yrati Eeyvaw (Kostas Skarvelis).

548 0 vigpumeviépiooa (Vasilis Tsitsanis).
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(Run along, macho, and ask them/ to tell you wam|
I'm a fine woman/ a devil of a lady
who'’ve played with men/ as | do with dice)

9. peyontelsal, ue payevel, nE TOLHEVEL
TOV E6VUTAON G, povodia pov, oA
(he charms méhe casts a spell on miee torments me
I like him, dear mother, a lot)

The stereotypes of men are more varied; one instigribe strong, hardworking type
with a good reputation (10); another is a much wealkvesick man who is
portrayed as being in the power of a desired wofthay while a third justifies the
uncouthness of a man’s behaviour as a reactiometaeceitful conduct of a woman
(12).

10. Eiuou epyatnc riunuévog! 6mme 6in n epyatia
ka1 Teyvitnc Eaxoveuivog! kan Atovrdpt ety dovisid> "
(’m an honoured workétike all the working class
and a renowned craftsmaanhda lion at worR

11. Zxiafoc 6o yivko s eiiil gipor oto oefvtd TG deuévos
Khaio, vootolyd kar rovd/ v Fkiovipmayap dev Eeyvd>"
(A slave to her sweet kidsamtied to her passion
I cry, I long and | hurt/ | never forget Gulbahar)

12. Ki av cinau {6pixog, mov Jegl €60 To. pTorg Kol pévo
Otav oc Préno p' Ghhovel avdfo kar povvrdvem®™°
(And if I'm stroppy, you knawit’s all your own fault
When | see you with another madmatch fire and flare up

Emotional language in Greek can be quite physiedla times almost violent. This
could be viewed as a rather stereotypical percegtiemotion. The connotations of
the expressions, though, are not always harsher ithafor instance, English or
Swedish, but rather stronger and more intensehdncorpus, the use of words and
phrases such aspalo ‘slaughter’ (13)poyaipt ‘knife’ (14), oxotaove ‘kill', dépvo
‘beat up’, tviye ‘choke’, andkéve koppdrtia ‘cut to pieces’ have, as stated in an
earlier section, become rather diluted in the djpeanetaphorical expressions in
Greek, and hence merely denote an intensity ofiemthat is otherwise difficult to

47 To yaoamdr: (Markos Vamvakaris).

548 Eoyéanc nunuévoc (Panayiotis Tountas).
5 Maoviumaydp (Vasilis Tsitsanis).

50 0 ¢opixoc (Apostolos Chatzichristos).
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convey concisely. In most instances, metaphors aithore violent content denote
emotions and emotional states, and only very rate$cribe actions taken or threats
made towards another person. That fact is consisietn with the high meta-
phoricity of the expressions concerning forces @asrce domains, and with the
assumption that rebétiko song texts are largelytiomal in nature.

13. Méoa oty Kapdid pe cpdleigl 6Tav pe KOTag
KAVELS TOG avaoTevalels/ kar 61o pe yerdg "
(Youslaughter me right in the heasvhen you look at me
you pretend to be sighing/ but you keep fooling me

14. Xa pov werg mog g pe 0&harc/ mmc de n' ayamdg
poyaipdrio €ivar o Aoyra/ KoOOKAO, OV TETAS
(When you say that you don’t want me/ that you ttmve me
the words ardittle knives my beauty, that you throw)

4.5.3 Figura Etymologica

There are several instances of the juxtapositionoghate words, including meta-
phors, in the same verse of rebétiko song texte fretorical devicefigura
etymologica often serves both to give emphasis and to crediteralion or
assonance. This illustrates the functioning of mpieta in both embellishment and
conveying meaning. There are instances from varsmusce domains, but most of
them are to be found withmMENTAL FORCE(1) andNATURAL FORCE(4).

1. moweg uayieoes 1peléc 6€ KPUTOOY HOKPLA HaAYEUEVO
TIC OPES TIG MIKPES KGOE Ppadv peTpd Kar edaive’>
(what crazysorceressekeep you awayspellbound
every night | count the bitter hours and | die)

2. Ta 8v0o 60V pdTLo, KOOKAC pHov/ LotaioVVE GO HaAYVHTES
6mov pe payvyréwavel Kol TEPTOUTO TIG VOYTES
(Those two eyes of yours, my beauty/ they're likegnets
that havemagnitisedme/ and make me wander at night)

3. £60 Yo péva sica yrazpdcl €6 Oa pe patpéyec
(you are aloctorfor me/ you are the one thatdlure me)

5! Méyrxo ta dvo oo udnia (Markos Vamvakaris).

%52 T moudid mc yerroviae oov (lyrics: unknown, of smyrnaic origin).
53 1 oxa6. pov xa eyd (Vasilis Tsitsanis).

55437 apamnoa va 'y Cwif (Markos Vamvakaris).

558 Néomipo uwpé wpeid pov (Markos Vamvakaris).
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4. Térow {on pe paoove/ Kavévag dev Ty £xet
va Tpéyovve Ta paTia pov/ sav T Bpoyl mov Bpiyer>
(Such a life with torments/ no one else has it
my eyes keep running/ like thain thatrains)

6

5. M yohavopdra, pa tpeii tooymival 4’ &xel Eetpeidver oty ABva™’
(A blue-eyed girl, @razycoquettehas driven me crazy Athens)

4.5.4 Formulaic metaphors

Besides the individual metaphorical notions, thare formulaic metaphorical
expressions in rebétiko which recur in songs bfed#ht songwriters, (1) and (2), or
in different songs by the same songwriter (3).

1. Ta potaxia 6ov to dvo/ dgv 1o PAETO KL appOGTO
cav ta Piinw ps tpelaivovvl Kai otov Adn ue myyaivovy’
(Those two eyes of yours/ when | don't see théatl il
when | see them they drive me crazy/ and theyneki Hades)

58

2. Ay, pmkpovra pov o@pdatn/ kou pe Cayopn yepd
cav o¢ frénw pe tpelaiverc] kai aTov Adn pe myaivers >
(Oh, my little chubby girl/ full of sugar
when | see you you drive me crazy/ and you takeiHade$

3. [...] xou oV va pnv YAtdosg
7OV i010 VO TNV KApdId] va mdleic Kot va, Jeidoerc
([...] and you won't get away
the same pain in the heart/ you'll suffer and ylauelt)

The formulaovactevalm kor moved ‘I sigh and ache’(4-6) is a also common in
rebétiko.

4. H toym pov to 0£Anee/ alhavi TOpa vo. ' pan
Vv avactevalw, va movd! Ki 610 va og Qopapan®’
(My fortune wanted it this way/ for me to be anhinc
to sigh and acheand always bear you in mind)

558 Tero10 Cwif ue Pooove (Markos Vamvakaris).

557 Mia yodavoudra (Markos Vamvakaris).

%58 E)evitoa pov (Yiannis Dragatsis, “Ogdontakis”).

559 yenv AOiva o jupovia (Yiovan Tsaous).

%80 rToio¢ sipou de Guudoa (Kostas Skarvelis¥lovad dev ue Jvomdoa (Kostas Skarvelis).
%81 To Adavéra (Dimitris Gogos, alias “Bayianderas”).
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5. Avacrtevalw kai movéd! Yo, 6Evave, pikpovia
QaprdKt Tov pe TOTICES KOKLA pELOPIvovAd
(I sigh and achkfor you, my dear
you've given me poison to drink/ wicked dark begawut

562

6. Avacrevalw kai wovéd! YU avTV TV OROPPLE GOV
KL O£V PTop®d va yoPLoTd/ PiKpi pov, amd Kovrd cov’>
(I sigh and achéfor that beauty of yours
and | can’'t bear to be apart/ from you, my dear)

4.5.5 Similarities between Metaphors in the Corgd those in Erotokritos and
Greek Folk Song

The majority of the metaphorical expressions of gomoin rebétiko appegprima
facie to be conventional. One way of confirming this megsion is to look for
similarities between these metaphors and thosedfaura range of the poetry of
Greek popular tradition, specifically in the CreR@naissance verse romaiiaeto-
kritos by Vitsentzos Kornaro¥?and a selection of folk songdifiotika tragoudia
or demotic songs It has been argued here that the conceptualpimets of emotion
in rebétiko largely derive from the general-levelisce domairEMOTION IS FORCE
Several of them correspond with expressionsEiotokritos and folk songs®
Erotokritos is in places replete with metaphors (1), just ematic and rebétiko
songs are:

1. e kanuéva cwlnka, yeiln papuarxeuéva,
6’ 6,TL{KOVGE TNG APETHC, OEV TG’ NPECE KlavEva
(herinnards are burnt, her lips poisoned
nothing of what she heard from Areti, pleasedaiex|y®’

Erotokritos contains instances of metaphor of emotion cormedipg to each of the
specific-level source domains for rebétiko songsekromNATURAL FORCE we
have for instanceyxkpepdc, Bdhoooa, Aewbve, papoive, and mviyopat.*®® From
INTERNAL PRESSUREONIY one instance is found, naméytlw, and fromoPPONENT

%62 4pov i apéoer 10 kpaoi (Yiannis Papaioannou).

%83 Mt 0 Pyadveic va oe e (Kostas Skarvelis).

564 Alexiou, S (1980/1986).

%65 On metaphor in demotic songs cf. Alexiou, M (2@®&2:29) and Sifakis (1998).

%66 Alexiou, S (1980/1986)11035

%67 The translations into English of verses frBmotokritosand from demotic songs/couplets are mine.
568 A0716,1'0152,I'1164,'1289;E0489;10187,E1141; A1868A1892;1'0426in Alexiou, S (1980/1986)The
range of variation of these metaphors and theitecas can be synoptically surveyed in Philippides &
Holton’s concordance dErotokritos (1996-2001), as can that of the metaphors listatiarfollowing
footnotes.
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there are examples efvo koppdtia andsealn.* Instances of metaphorical use of
the words apyovtid, xvfepved, mardtt and oxiofodve from the source domain
SOCIAL FORCEare encountered’ and the source domaliRE/HEAT is represented
with e.g. avipo, kaio, opjve, eoud, eidye and Aappa. °"* Metaphorical
expressions from the domain ®fiYSIOLOGICAL FORCEare found inErotokritosin
the form of the wordsipa, avaotevalo, appwoctaive (with the variantappwotd
that interestingly enough also occurs in the complugebétiko),ywivo, yotpevo,
ywTped, daxpv, (6An and meboive. >’? From the source domaimHYSICAL
AGITATION the verbrpéuwm is encountered!® andBURDEN is represented through the
words Bapoive, Bapdg and okagpdve.® From PHYSICAL FORCE we find 8épvo,
Ceotog, payaipt, Ty, TAnydve.”’® LIGHT/DARKNESS is represented by e.goopoc,
Enuepdve, okotewdc and ewe.>’® The only instances frorROTENT SUBSTANCE
involve pappdxt.>”’

There are also correspondences betvigretokritosand rebétiko in metaphorical
expressions of emotion from source domains othan tinat of forces; the source
domainsANIMAL , HUMAN BODY and MIND AND SOUL are also represented. From
ANIMAL we find words such aBep16, Movtdapt, apdyvn, movii andydapt with the
same emotional connotations as in rebétik@he HUMAN BODY is represented by
words like aykohid, ke@dh, kopdid, pati, othboc, xeiln, yépt, omidyvo and
cwfié.>”® Finally, from the source domaiMIND AND SOUL we can discern the
metaphorsovg andyuys.>*

Finally, some examples of the similarities of thetaphorical expressions follow
below; (1-2), (6-7) and (9) are from rebétiko, i8jrom Erotokritog while (4-5) and
(8) are demotic couplets, so-calldidtichs

1. Meg omng Tapépvag ™) YoOVIA Yo 6Eva Tive
Y10 TV ayGmn 6ov moTduta ddrpva yove

69B1119;A0322;10426,E0453,E0582in Alexiou, S (1980/1986)

570 30169;B0556;E0857;10226in Alexiou, S (1980/1986).

57140180, BO778; A2078, I0846; A0408, A1131; A0466, I0455; A0180, ['0461; A0465 in Alexiou, S
(1980/1986).

57211430, E0943; A1792, A2054; A1792, A2054; A1792, A2054; A1308,B1521; E1199; E0926, E0975; A0913;
A0352in Alexiou, S (1980/1986).

573 A0316,A1312in Alexiou, S (1980/1986).

574 A0180;A1410;A0843in Alexiou, S (1980/1986).

575 A0517,I'1246;A0488;E0059,E1182;1"0307,1'0312;T0870,E1198in Alexiou, S (1980/1986).

57 B0591;A0312;A1312;A1539,10105in Alexiou, S (1980/1986).

577 A0610,B0950,I0098,I'1411in Alexiou, S (1980/1986).

578 B0344,81007,B1133;B0454,B1515;E0848;E0085;B0604in Alexiou, S (1980/1986).

57% A0627; B1292; BO305, I'0846; A0528, I'1303; I'1245, A0650; A0942, A1002; A0226; A1307; I'1417 in
Alexiou, S (1980/1986).

58031511,1539;B1169,A1063in Alexiou, S (1980/1986).

%81 Yo payeuévo o uvalé pov (Dimitris Gogos, alias “Bayianderas”).
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(In a corner of the tavern | drink for you
for your lovel shed rivers of teajs

H xapdra pov cvvvepralev tpéyovv ta ddxpva fpoyn
Yiyovpo 0o wape, po Ko QTACUNE OG EKEL

£60 670 YOPA KL €YD 6T1) PUAUK

(My heart is clouding overy tears fall [like] rain
Surely we will end up, the way we’re going on

you in the ground and me in prison)

K' gdgiyvav TV aydnny tog tdvta ovte ' e0mpodoay,

va. TpEyov ddKpva TOTAUG, VO Kaiyouy TV Kapdid cov’>

(and they [i.e. your eyes] always showed theielas they looked at me
they will run witha river of tears and burn your heart)

Ayamnpévov pov TovAi Kt @paiov pov 1epax,
N &eviTid o yoipeTan Ki £y mive papudrr™®
(My beloved bird and beautiful falcon,
foreign lands enjoy you, andirink poisor)

Ec¥ xowpdoon £1¢ Ta YWNAd KL €16 T G6TTPU GEVOOVAKLA,
KL £Y0 Yupilo £1¢ T 6TEVA, KO VO Ta QapudKIa
(You sleep up high in little white sheets

and | wander in the alleys addnk poison

Toca papudria éxw miell GGTOL Vo 6’ ATOYTHO®

KL 6pedg, pikpi pov, dev prop®d/ poli cov ma va {iom>
('ve drunkso muchpoisor until | gained you

and yet, my dear, | can't/ live with you anymore)

TN vo 65 Kavo avOpomo/ §rie Té60 papudkie

o, TO 51K6 60V TO PVAAG/ TETAEL 6TA GCOKAKLO,

(To make you a decent human beihgg drunk so much poison
but that mind of yours/ flies around the alleys)

%82 Spuepdver kou Bpadialer (Vasilis Tsitsanis).

%83 Alexiou, S (1980/1986Y;1250

%84 Demotic song/distichi{c’], Politis (1999a:308).

%85 Demotic song/distichiotiya, ap. 4:2], Politis (1999b:32).
%8 fe O¢dow mava o apored (Markos Vamvakaris).

%87 Mo va oe kave dvlparo (Kostas Virvos).

177



8. "'Epota mov pne 105ev6Eg, TAOG TALN OEV ILE YVPEVELS;
Térowa minyn mov | avoiéeg, TMOG OEV HOV THY VIATPEVELS,
(Love who shot me with an arrow, why don't youlse® out any more?
Such a wound that you opened in muBy don’tyou heal iP)

588

9. 'Eyo nepaki, £(o vrolykd/ £yo oefvra kol wovo
ue ™y Tyl mov |’ dvorlec! pépa kon voyto Asiven
(I have a yearning, | have a longing/ | have pasaiud pain
because of the wound you gave night and day melf)

Khaio kt avaotevalm ‘I cry and sigh’ is a common formula in rebétikeat occurs

in demotic songs anBlrotokritosas well. The first examples (1-3) are from rebétiko
songs, (4-6) are demotic songs, and (7-8) are tEootokritos (9) and (10) are a
striking example of occurrence of the same metajidrotokritos and rebétiko,
and the direct influence of the earlier text on lgter cannot be excluded; nor can
that of a third source from the broad traditiorgcfek vernacular poetry.

1. Qgaote dgv 0o p' ayamdag/ kor dev B0 pe Kovralslg
Ko yU dArove, pukpovro pov/ Oa kiaig, Oa avactevales™
(For how long will you not love me/ and not lookna¢
and over someone else, my little ondl you cry andsigh)

0

2. Thvovto ki ey® ¢ 0£ho ma/ va pe Eavorepdlelg
0TV TEPVO v pov mAAS/ va Kiaig, V' avactevdlels®
(That's why | no longer want/ you to bother me anyen
to talk to me when | pass by cry and sigh

91

3. Oo TV KAVO €YD Vo avaoTEVALEY va TovEl, va KAaiEL, vo 6TeEvalsL
VO, TOVEL, va Kiaiel ka1 vV avactevdler?
(I will make her sigh/ I'll make her ache, cry,dagroan
I'll make her achegry and sigh

4. Kave kapdiay yio Tovg £(0povg, kot A&ym ogv pe vordlet,
KU 1] LOVPLGPEVT) POV KApOG Kiaiel ki avacTevdler ™
(I take fresh heart for my enemies and | say ltdain’t care
and my blackened heamties and sighs

%88 Demotic song/distichAiotiya, ap. 13:32], Politis (1999b:84).
%89 fev tove BéAw pdva pov (Markos Vamvakaris).

9 9 oe havéww e popd (Kostas Skarvelis).

9 Maveirpa (Ta diyroa oov) (Kostas Skarvelis).

592 77 Gov Aéer i pava oov yia péva (Kostas Skarvelis).

%% Demotic song/distichi{], Politis (1999a:308).
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10.

For the most part, similarities between the teatisnot be simplistically assumed to
indicate that the earlier texts have directly iefiaged individual rebétiko songs, but
rather reflect the workings of a popular traditminpoetic language underpinned by
a system of metrical-syntactical formulae and pafieused instinctively by both

highly literate poets like Kornaros and unletteogdl composers alike. Moreover,
Greek emotional expression tends to be very metagaioand the metaphors of
emotion in the works selected for comparison modéyive from the same source

O 1fMog v-gfaciieve, Kt axopo Aavpa Byaler,
KU 0KOpa 1] KapdoOAo Hov KAaicl KI avacTevd el
(The sun has set and it's still giving out heat
and my heart is stiltrying and sighiny

KL €1G TO dpopi ' aKoOUTNGE, YPLOOV VY0 YEVVAEL
givol prootapt Tov EpOTA, KOl Kial' K avacTtevdlel
(and on the road where she rested, she givestbiglgolden son
he’s an offspring of love, arghe cries and sighs

595

‘Hrlauye K1 avactévale pe Koopacd peydin,’>

(He cried and sighedith great fatigue)
16vo Kovvel TV KEQaM, KAaiyer K1 avactevaler,>®
(she only shakes her heatig cries and she sighs

KL 0vd’ £@ofnOnke moté avrpa, Oeplo av eyivn

KOl VO, POGT| T 6I8EPA KAl VO T KATATIVY

(and he never feared man even if he became a beast
and chews up iron and swallows it)

Bpe, un pofin0sic tov avOpmmo/ 660 Ogp1é kar va 'var
KOL VO Lo6G T 6idepa/ KOl VO TO KOTATIVEL .

(Don't you fear man/ how ever much a beast he besom
and chews up iron/ and swallows it)

domains, whether they are culture-specific or uisige

%94 Demotic song/distichiotiya ap. 19:105], Politis (1999b:139).
5% Demotic songTo tpayovdr ¢ yraotpwuévic [267], 1bid., 193.
5% Alexiou, S (1980/1986):0943

597 Alexiou, S (1980/1986Y,0635

5% Alexiou, S (1980/1986)81007-1008

59 Mrapuma Nevvaxdxne (Panayiotis Tountas). The numerous — and in thistext insignificant —
exclamatory interjections have been removed froenvitrse in order to facilitate the comparison with

the verse fronrotokritos
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5 Summary and Conclusions

This dissertation has investigated the metaphorégiressions of emotion in
rebétiko song texts. In particular it has demonstiran detail and for the first time,
the extent to which certain words and phrases fiwergeneric-level source domain
FORCEare used metaphorically to denote emotion indleisre, as represented by a
special purpose corpus, constructed solely foritivsstigation. As explained at the
outset, analysis of the metaphoricity of the 136Bgstexts comprising the corpus
was facilitated by the use of a concordance geeératith the computer-based
concordance frequency programme ConcappV4. Thisehabled a focus on the
level of metaphoricity and the frequency of variomgtaphors in the different
specific-level source domains of the master metaghTION IS FORCE and the
additional source domaims\IMAL, THE HUMAN BODY, andTHE MIND AND THE SOUL.
All of these specific-level source domains are pading to the theories applied here,
based on shared physiological and cultural expeenThe investigation therefore
attempted not only to illustrate the most commonotion-related metaphorical
expressions in rebétiko — and the context in whigly appear — but also to gauge
(albeit tentatively) their conventionality or omgility, and their potential for
universality. This involved occasional correlatioois metaphorical expressions of
emotion in rebétiko with various other sources &€k language and culture, as
warranted by each item, and them#& hoc connections are supplemented by an
extended discussion of such additional aspectsetdphor in rebétiko at sectidrb.

As stated at the outset, the metaphors, similesr@tdnymies have been investi-
gated mainly from a linguistic point of view, taginan approach centred on
conceptual metaphor, as developed by George Lakuif Mark Johnséf’in the
early 1980s and subsequently further elaboratedeffootion concepts by Zoltan
Kovecses The analysis of rebétiko has found that the fumctif metaphor as a
tool for conceptualising abstractions such as ametiand other elusive notions is
not the only feature of metaphor in this genre; uke of metaphor for ornamental
reasons is also salient, and it is at times sultge¢he requirements of the song’'s
rhyme and metre. This feature of embellishmentiplesised in the Classical view
of metaphor, from Aristotle onward, as opposedh® subsequent Romantic view,
which sees metaphor as inseparable from languadjevhith is much closer to the
idea of conceptual metaphor. Accordingonceptual Metaphor Thegrynetaphors
are based on a variety of human experience, inaudiiological and cultural
grounds shared by the source and target domainsapkiers emerge from human
experience: cognitive, physiological, cultural, dmdlogical. In Kévecses’s theory
of metaphors of emotion, a potentially universaltangmic conceptualisation

600 akoff & Johnson (1980/2003).
501 Kpvecses (2002).
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underlies the metaphorical conceptualisation of t@mo This suggests that
conceptual metaphors of emotion are based on walesspects of human
physiology at a generic level; they are generatednfhuman nature and other
natural kinds of shared experience, such as interawith the physical and cultural
environment. There is naturally also a wide ranfyeutural variation within the
limits imposed by universal physiolo§¥. Kévecses argues that emotions are at the
same time motivated by the human body and produmedocial and cultural
environment; in his synthesis, tBedy-based constructivis(8BC),>*® he succinctly
asserts that social constructions emanate frondéytdmasis and bodily motivation is
ascribed social-cultural substance.

The analysis of the metaphors of emotion in rebésibng texts supports Lakoff
and Johnson’s theory on conceptual metaphor ané specifically confirms that
Kdvecses’'s model of the master metapbi@DTION IS FORCEIs applicable to much
of the metaphorical expression in the song textelétiko®®

The emotion-related metaphoricity of all the inigeted words in the corpus is
56% in total, which corresponds to 35%58nstances divided between 257 words
from 16 source domain categories. As a compari@84 instances of literal
expression of emotion were encountered, dividedidxent 109 investigated words.
These figures naturally depend on the words andgglsrchosen for the investigation
and could of course deviate if other subjects okgtigation (i.e. other linguistic
expressions) were chosen, both from the source idsmathin the master metaphor
examined, and for the table of literal emotion4etiawords chosen for comparison.
The figures only serve to demonstrate the appraemeetaphoricity of the specific-
level source domains, as well as the distributidnth® figurative expressions
between metaphor, metonymy and simile, and shoylddomeans be considered
absolute. More interesting than sheer numberseichHaracter of the metaphorical
language in rebétiko, as illustrated in the exasplealysed.

Emotion can partly be understood through its carseffect, and consequently
conceptualised as causes that lead to response€EMOTION IS FORCEmetaphor
implies that metaphors of emotion focus on causkoamesponse in the sense that a
cause leads to emotion, and emotion leads to sespemnse. In this study it has been
proposed that, even though the metaphorical sodoreains in rebétiko can be
divided into groups focusing on eitheause responseor cause and responsthe

502 K pvecses (2000:165-172).

%93 pid., 182-186.

804\When speaking of emotion one is often constratoemhetaphorical language. There are of course
many literal expressions involving emotions, butriany instances it seems impossible to convey the
exact meaning literally while rendering the intetidriances of the emotions. In several cases, many
more words would be necessary in literal expressiorconvey all the mappings of the targeted netion
and the shades of the emotions.

50 The metaphorical expressions of emotion are the sfi ‘metaphor’, ‘other trope’, simile’, and
‘literal/metaphor’ in Table 18.
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delineation of the focus is not always that cleardemonstrated with the metaphors
QOTY, ddkpv andeapuaxt.

The table below shows all the metaphorical spetgfiel source domains
examined in the present study, as well as theguigacy and their division into
different tropes (mainly metaphor, metonymy and ile)n together with their
occurrence in literal expressions and non-emotiorethphorical expressions.

Table 18. Source domains denoting emotion

Source domain literal metaphor 3?:; simile n:iet;teezzltgor other total
natural force 48 164 13 45 33 25| 328
internal pressure 3 14 24 41
opponent 41 90 1 3 2 137
social force 24 68 17 8 10 7| 134
mental force 22 70 2 13 107
insanity 213 23 6 52 294
fire 54 369 1 7 5 14 450
physiological force 194 246 140 2 63 54 699
physical agitation 1 8 1 2 12
burden 9 52 18 79
physical force 114 197 15 10 84 420
light/darkness 694 110 8 11 9 275 | 1107
potent substance 11p 93 2 207
animals 27 38 39 4 28 136
the human body 342 409 506 14 17| 132 | 1420
the mind and soul 54 74 10 49 173
total 1739 2205 695 170 175 760 | 5744
percentage of total 30 38 12 3 3 13 100

The master metaph@MOTION IS FORCEIs in the present study claimed to be the
dominant, though certainly not the only, masterapkor of emotion in rebétiko.
The generic-level source domaamoTION can, as demonstrated, be divided into
several specific-level source domains used to quneéise various emotions.

The following account of universality and cultuggesificity of metaphors of
emotion in rebétiko in the present study is givathwlue reservation, as clear-cut
answers would require an examination of all exgstenguages, which of course is
not possible. That said, all the specific-levelrseudomains are found to be, at least
partly and in terms of conceptual metaphor thepoyentially universal. There are of
course instances of culture-specific expressiake, dpdlo ‘slaughter’ andkdvo
koppatio ‘cut to pieces’ from the source doma@RrPONENTand some entailments of
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the metaphospive ‘extinguish’ fromFIRE/HEAT. Sometimes it is not the metaphors
per sethat appear culture-specific, but rather the Higlguencyof the words and
expressions, as with the metaphangive ‘heal’ from PHYSIOLOGICAL FORCEand
Bapa ‘heavily’ from BURDEN, or occasionally thentensity of a metaphor, like
dépvo ‘beat up’, or even thextensionof a universally conventional metaphor, like
manyn ‘wound’, both from the source domaiPHYSICAL FORCE The domain
LIGHT/DARKNESSdisplays some potentially culture-specific instamich agonpn
uépa ‘white day’ for luck (or relief from misfortune)Some of the metaphorical
expressions from the source doma#&OTENT SUBSTANCEappear to be culture-
specific, e.g. instances of the metaph@pudaxt ‘poison’ and pappoxdve ‘to
poison’, and are conventional in colloquial Grebkthe source domaiANIMAL,
various aspects of the animals’ characteristicshagilighted or downplayed in the
instances found in the corpus: thus there is Begntetaphor where a big (feminine)
red mullet denotes a shapely woman, and the pgssitilure-specific simile of a
person’s being as stupid as an octopus (cf. coioraitand creative metaphorical
expressions below).

It is not possible from this investigation to card# whether there are aggnre-
specific emotion metaphors in the corpus, as most metagaioexpressions of
emotion appear conventional. As mentioned in th¢estent of the aims (cl.1),
this dissertation is a pilot study, and accordinijlg discussion of conventionality
and creativity is tentative. In order to assertvesrionality and identify genre-
specific metaphors in rebétiko, one would need almmore comprehensive body of
material for comparison, particularly a corpus afidked Greek genres, such as
demotic songs, laika, or revue songs. Again, thidysof the metaphors of emotion
in rebétiko cannot claim to be in any sense reptesige of the Greek language as a
whole. However, it is indicative of the status dfetlanguage of emotion in
colloquial Modern Greek, since the language of tigbéis to a large extent
intertwined with everyday language, and since mahthe metaphors in rebétiko
appear conventional and seem to originate from-neaersal generic-level meta-
phors. The similarities between metaphors in theétiko corpus and those in the
verse romanceerotokritos and in Greek folk song support the assertion @f th
indicative value of the data derived from rebétiRocomplete description of the
metaphorical language of emotion in rebétiko waelguire a more comprehensive
corpus, perhaps with a clear thematic and chromdbglassification of the song
texts related to the various specific-level metaplisted in this study.

As stated above, the metaphors and similes in dnpus appear to be mainly
conventional and are often idiomatic and stereatyprpressions from everyday
language. They are sometimes extended though,taimdes highlighted in creative
ways, which occasionally renders the expression® moginal. There are instances
of conventional expressions from all of the spedivel source domains; but
sporadically more creative expressions are encoeahtagn most source domains,
especially when words from different source domaare blended into one
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metaphorical expression, likil\log v kapdid cov kvPepva ‘someone else rules
your heart’, andh xapdid pov covvepialer ‘my heart is clouding over'. Again, the
‘stream’ is metonymical for a dangerous locatiod anoduces a creative metaphor
for a disaster in the expressioro pépa pe tpapac ‘you drag me to the stream’, as
does in the following expression the designationlifaf as a seawotn peydin
Odracoco mov (mn ™ Aéue ‘on the great sea that we call life’. There arsoal
instances of creative personifications in the ceyruch asog epdvale to kbpa/ To
QWA dev eivan kpipa ‘the wave shouted to us/ a kiss is no shame’, elkag original
similes, likemo kovtog kot and to yramodst ‘dumber than an octopus’. Commonly,
more creative metaphorical expressions have emerigeoh extensions of
conventional metaphorsieg tic ovptovveg g (wng Tokedm amedmiopuévog ‘With
the storms of life/ | wrestle desperatelyijv Bapka éxm Bpdvo pov/ Kot ta Kovmid
noratio ‘the boat is my throne/ and the oars my palacesiiéfog oto yAvkd g
oW ‘a slave to her sweet kiss’. A very graphic, aminsewhat macabre, image
appears in the combination of the metaphors ‘brer'’cand ‘innards’ infeysiincov

To omAdyvo pov/ kai dev yopdet dAro [papupdxi] ‘my innards overflow with it/ and
there’s no room for any more [poison]'. In the eeggiontpéum an’ v aydmn cov

‘| tremble with love for you’, the conventional naghor ‘tremble with emotion’ has
become slightly less conventional through an unusarabination.

The emotion-related metaphoricity in some souraeains, e.gMENTAL FORCE,
INSANITY andFIRE/HEAT, is strikingly high. As shown in the tableiSANITY is the
only specific-level source domain that displaysogourrences of literal meaning of
the words and expressions included in the studye Tdource domains
LIGHT/DARKNESS andPOTENT SUBSTANCEhave in this investigation momastances
of literal than of metaphorical use, which is pmeably a consequence of the fact
that some of the words included in these categaresvery common words in
everyday speech about quite concrete and proshjects, such as ‘(point of) time’
(LIGHT/DARKNESS), and frequent activities in the world of the re®¢ such as
‘drinking’ (POTENT SUBSTANCE. The overall high metaphoricity of the specific
linguistic expressions is presumably due to themxto which the song texts treat
emotion. In the genre it seems much more importardisplay feelings and the
internal, emotional disposition of people, thamléscribe external circumstances and
events.

The emotion metaphors (the source domains) in #eétiko corpus are not
always unigue to the emotions (the target domaifisgre are some metaphorical
source domains that have both emotion and othétiesnas target domains, and
others that seem to have only emotion as theietathje latter ar&IENTAL FORCE,
PHYSICAL AGITATION and POTENT SUBSTANCE Most of the metaphorical source
domains are shared by several emotion conceptsdone appear to be specific to
particular emotion concepts. The emotions mostueatly represented in the corpus
are the positive emotionkve and desire as well as the negative emotions
disappointmenandsadnessthough this may be an artefact of a peculiaridistion
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of songs on various themes in the corpus. A mareotigh correlation of metaphors
with song themes might have clarified this.

The source domaiRATURAL FORCE conceptualises many different emotions, but
in rebétiko song texts they are mostly negativehsas despair, powerlessness, and
desolation, expressed in love songs describingreitiutual or unrequited love. The
metaphors involving ®RESSURISED CONTAINEROCCUr in various song themes, but
most frequently in love songs; a wide range of éomstis conveyed through this
source domain, even though the number and frequaritye expressions are limited.
The emotions and emotional states conveyed bydbece domairoPPONENTare
mainly emotional pain and suffering, sorrow, despaind other negative emotions
evoked by difficulties in life, but also to sometemt yearnings and desire.
Metaphors from the domaBDCIAL FORCEdO not convey emotionger se but rather
emotional states evoked by various abstraction$ ag value, impregnability,
superiority and subjection. The source domBIENTAL FORCE mainly conveys
control or lack of control over emotion, and theo#ions conveyed are mainly
positive emotions of love, desire and infatuationt also negative emotions such as
deceit. Maintenance, loss or lack of control overotion, or making others lose
control over emotion, are also the notions convepedhetaphors from the source
domainINSANITY. The domairFIRE/HEAT primarily conveys intense emotions like
love and desire, and notions such as incentive astraction related to these
emotions. In metaphors from the source donmiMSIOLOGICAL FORCEthere is a
wide range of emotions expressed, both positive reeghtive, from sorrow, grief,
despair, resignation, irritation, to yearning, happs and joy, as well as emotional
pain and deliverance from it. The doma@wRDEN exclusively conveys negative
emotions concerning difficulties and oppressione fietaphorical expressions from
the domainPHYSICAL FORCE concern disparate emotions, from love and lust, to
deceit and emotional pain. In the source doma@HT/DARKNESS there is also a
wide range of emotions represented, from happinessorrow, while POTENT
SUBSTANCEMostly deals with negative emotions such as gs@f,ow and bitterness
caused by difficult circumstances in life. As mengd earlier, there is a distinction
between the potent substance of poison on the ané, land alcohol and narcotics
on the other hand; the former conveys negative iem&t whereas the latter may
convey both negative and positive emotions.

A great variety of emotions, both negative and tpasi is conveyed in the
rebétiko corpus through the metaphors from the ceouwtomain ANIMAL. THE
HUMAN BODY mainly concerns emotions and qualities with positoonnotations,
such as goodness, love, and desire, but also tertairc extent emotions with
negative connotations, such as emotional pain.llifzinthe domainTHE MIND AND
THE SouLis mostly concerned with negative emotions when rtiegaphonyvym
‘soul’ is invoked, whereas expressions using thionomind’ as source generally
denote positive emotion.
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Some of the source domains, eNgTURAL FORCEandPHYSICAL FORCE,display
a great variety of linguistic expression in the apétors found in the corpus; others,
like INSANITY and FIRE/HEAT, are much more restricted in this regard, but atste
exhibit many instances of each expression, whiditates the conventionality of the
metaphors. The source dom&#RE/HEAT shows an impressive frequency of certain
verbs Gvafo ‘light’, opfve ‘extinguish’ andkaion 'burn’). The most frequent of all
the metaphors/metonymies in the corpusgdgdid ‘heart’, from the source domain
HUMAN BODY.

It is quite remarkable that the use of metaphod (a@tonymy) vastly exceeds
the use of simile in the rebétiko song texts. Theight be many reasons for this, not
least metrical. Another explanation, though, maythe directness and plainness
with which the lyricists try to convey emotion. Thanile seems to be too vague,
and at times too pompous, for the type of songsdbastitute the genre rebétiko.
Furthermore, there are numerous very forceful andorgus metaphorical
expressions in the corpus that have become rathgedl in everyday Greek, but
seem almost violent and provocative in other Westearopean languages. This
might be due to the high frequency with which tkpressions are used in colloquial
Greek, which in turn is ultimately due to culturdlfferences that manifest
themselves in language.

The fundamental thesis advanced here is that ties Igf rebétiko songs are both
highly metaphorical and very emotional in charackeis, however, not possible to
establish the extent to which this high metaphtyrieind emotional character is
specific to the rebétiko genre without more extemsiomparison to other genres,
such as folk songs, laika, revue songs, and poflitgaature. The findings of this
study suggest, though, that the combination of amti®nal and metaphorical
language, closely connected to human experience, ma&e contributed to the
popularity of the genre throughout the Greek-spapkworld. Moreover, the
diversity of emotions and emotional states dematestr above, both positive and
negative, refutes the generally accepted perceptiorbétiko as a pessimistic and
depressing genre.
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Appendix 1: Translation of Notions Used as Metaphdcal Source Domains

aywdrpevtog incurable
aykal/aykaira arms, embrace
ayovog battle, struggle (noun)
agpag air

aipa blood

(E)aroppove ease, lighten
alemov fox/vixen

avafo light, ignite (verb)
avantipag lighter (noun)
(Bopr)avactevalo sigh (verb)
avepofpoyr rainstorm

avepog wind

avneopa uphill (noun)

apdyvn spider

appooctoivo fall ill

appaotio disease

appooctog ill

apyovtia nobility

apyovtikog noble, distinguished
apydvticoa lady, noblewoman
apyovromovia young noblewoman
aompito® whiten, turn white
aompog white

aotpann lightning

actpderto lighten, flash, sparkle
(xap)ovyf dawn, daybreak
Bapaive burden, weigh down
Bapra heavily

Bapog weight

Bapic heavy

BasavieTiipro torture (noun)
Basiidg king

Pacilcoca queen

poprag north wind

Bpadrwalm get dark
Bpadv/ppadra evening

Bpalm boil, seethe

Bpéyom rain; wet/moisten (verb)
Bpovt thunder

Bpoyepog rainy

Bpoyn rain (noun)

yadapog donkey

yauma leg, calf (anat.)

véta cat

vého laughter

vehdo laugh; (transitive: deceive)
yworykive fire

vwive heal

ywaTpevm cure (verb)

ywTpewd cure (noun)

TwTpiké remedy

ywtpog doctor

vkpep(v)og precipice, cliff

ddxpo tear

dakpom shed tears

osthvo twilight

dghivt dolphin

o6¢pvo beat [up]

dnAnmipro poison (noun)

owatalom order, command (verb)
owaom be thirsty, thirst (verb)
ghagpig light (opp. heavy)

gad mole, beauty-spot

Caan dizziness

Carilo/-opar make dizzy
Ceotaive/-opor warm [up], heat [up]
Céotn heat, warmth

Ceotoc warm, hot (adjective)

{ovo belt, buckle; coil around (verb)
0dlacoo sea

Oalascodipvem toss about on the sea
Oaprdve dazzle

0avarog death

Oeppaive warm [up], heat [up]
0gppog warm, hot (adjective)
Onpio/0epré wild beast, animal
1WBpodve sweat (verb)

wpatag sweat (noun)



KGBovpag crab
Koio/kaiyopo burn

kopivt furnace

Kopowa heart

Kopdoytom heartbeat
KopdoyTu® have palpitations
Kaotpo castle

Kotoyioa storm
Kotn@opo/katneoprd downhill
ko@dol head, skull

Kaya heat

Kepavvog thunder

KeQaM head

KokKwilo redden

KOKopag rooster

(xave) xoppaTio (cut into) pieces
ko6ta hen

kpvo cold (noun)

Kpvog cold (adjective)
kpvove cool, feel cold
Kopepvd govern, rule

KOpo wave

Mappa sweltering heat
hapoporia wound (noun)
hapég neck

Mpave harbour

Movtapt/Aémv lion

rerdve melt

Myvapt oil lamp
Lolaive/-opor go/drive crazy
A®Log crazy, insane
poyeorpo enchantress, witch
poyevo bewitch, cast a spell on
payw/paysio magic; spell;
witchcraft

poywkog magical

payleca sorceress
poyvntev® magnetise
poyvitng magnet

payovio cheek

poiira hair

popaive/-opor wither

pootiryove whip (verb)

paT eye

potove bleed

povpito blacken, turn black
povpog black

poyoipvpayaipa knife

poyopra knife wound, stab
poyowpave stab (verb)

ped® make/get drunk, intoxicate

pédn/pnedvor drunkenness, intoxication

peduvoTikog intoxicating

pépa day

pérono forehead

pyoviy machine, engine; trick
pnyovikad mechanically; deceitfully
prappmodwt red mullet

pmépo downpour, tempest
pvadé brain, mind

puoTiplo mystery

vikn victory

vovg mind

voyu nail

viyto night

vuytepido bat

vuyt®vel hight is coming on
EepoPopr icy wind

Eeomam break out, burst out
Eeyxadio brim over, overflow
Eeyoyo die

Enuépopa dawn, daybreak
Enuepovo to dawn; spend all night
nayovid freeze, intense cold (noun)
ralafove go/drive crazy
malaT palace

noledo struggle

napodivopor surrender
napophdaom rave, be delirious
mopacipvm Sweep away
ngboivo die

meiva hunger (noun)

newvoo be hungry, hunger (verb)
néhayog sea



népdika partridge

mot6/roto drink (noun)
ahavevtpo seductress
alavev® seduce

mhdvog seductive

mhdn back (noun)

minyn wound (noun)
amyove/-opor wound (verb)
ainqupopoe flood (noun)
aiupopim flood (verb)
aviyo/-opar drown, choke, strangle
aviytog stifled, hushed

oo foot, leg

morepog war

moieno fight, battle (verb)
movTIKOG rat, mouse
moTGp/moTapog river

movAi bird

nPLYKimiooo, princess
Ap®I/TPp®IVO Morning
mopkoyta fire, conflagration
payilo crack (verb)

pépa stream (noun)

ofive put out, turn off (verb)
csiopdg earthquake
okalo/oxam burst

okemalm cover

oxiapua slavery
okLapoc/oxrapa slave
oklopodvo enslave

ot100¢ chest

otépa mouth

cuvveQLalm becloud
covve@o/cuvveprd cloud/cloudiness
copua wire

cuppatomieyna barbedwire
c@alom slaughter

cm0wkd innards
Tiypne/tiypreca tiger/tigress
Tpapnypa pull, haul (noun)
Tpopd/-Epon pull, haul (verb)
Tpovpotiog casualty

Tpovpotilo® wound (verb)
Tpéha madness, insanity

Tpehd madly
(Ee)Tperaive/-opor go/drive crazy
TpENGG Crazy, insane
TpepooPivo flicker, blink
Tpépovia tremble, shiver (noun)
Tpépo tremble, shake (verb)
TpOO eat

@appdxy poison (noun)
@appaxo medicine, remedy
Qaprak®ve poison (verb)

@id1 snake

oAoya flame

@loyepog burning, flaming
@loywepévog inflamed

poptoOve load, weigh down
povvtave flame up, flare up
@ovvroon blaze (noun)
@ovpTovva Storm

@pvdL eyebrow

QUTPAOV® grow, spring up

@aog light (noun)

ootewvog light (adjective)
oot fire (noun)

eoTilm light (verb)

yoral hail (noun)

yopoyero smile (noun)
yapoyer® smile (verb)
xavo/-opon lose

yapalew dawn, break [of day] (verb)
yapapa dawn, daybreak (noun)
Xapog/Xapovrag Charon (Death)
yeil lip

xéh eel

xépr hand

ALOvVL SNOW

¥TaméoL octopus

xTor®d/-iEpo strike

yap fish

yoyn soul

WKEAVOg 0cean



Appendix 2: List of Songwriters

The songwriters marked with an asterisk (*) aregespnted in the corpus, but they

do not feature in the examples used to illustiaeanalysis.

Grigoris Asikis

Evangelos Atraidis

Sotiria Bellou*

Yiannis Bafounis (Samiotis)*
Babis Bakalis

Dimitris Barousis*

Giorgos Batis

Yiannis Bernidakis
Konstantinos Bezos*

Tolis Charmas

Apostolos Chatzichristos
Manolis Chiotis

Manolis Chrisafakis*

Stelios Chrisinis

Loukas Daralas

Anestis Delias (Artemis)
Theodoros Derveniotis*
Antonis Diamantidis (Dalgas)
Tetos Dimitriadis*

Yiannis Dragatsis (Ogdontakis)
Kostas Dousias*

Sotiris Gavalas*

Dimitris Gogos (Bayianderas)
Apostolos Kaldaras

Spiros Kalfopoulos*

Stavros Kaloumenos*
Yiorgos Kamvisis*

Kostas Kaplanis

Kostas Karipis

Vasilis Kapsalis (Karapatakis)*
Zacharias Kasimatis

Yiorgos Kavouras*

Stelios Keromitis

Yiannis Kiriazis*

Christos Kolokotronis
Yiorgos Lafkas

Kostas Makris*
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Kostas Manesis

Babis Markakis*

Nikos Mathesis

Minos Matsas*

Menelaos Michailidis*
Panayiotis Michalopoulos
Yiorgos Mitsakis

lakovos Montanaris
Yiorgos Mouflouzelis*
Yiannis Papaioannou
Stavros Pantelidis
Vangelis Papazoglou
Eftichia Papayiannopoulou
Michalis Patrinos

Stratos Payioumtzis
Dimitris Perdikopoulos*
Spiros Peristeris
Stellakis Perpiniadis
Vangelis Perpiniadis*
Yiorgos Petropouleas*
Panayiotis Petsas
Kostas Roukounas (Samiotakis)
Nikos Roumbanis

Nikos Routsos

Yiorgos Rovertakis*
Dimitris Semsis (Salonikios)
Emilios Savvidis

Koulis Skarpelis

Kostas Skarvelis

Michalis Souyioul*
Spiros Stamou*

Yiannis Stamoulis
Yiannis Tatasopoulos*
Stavros Tzouanakos
Panayiotis Tountas
Dimitris Tsakiris*



Yiovan Tsaous (Yiannis Eitsiridis)
Prodromos Tsaousakis
Vasilis Tsitsanis

Kostas Tzovenos*
Markos Vamvakaris
Charalambos Vasiliadis
Kostas Virvos

Michalis Yenitsaris
loanna Yeorgakopoulou
Nontas Yiannakas
Dimosthenis Zattas*
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