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Abstract: 

This research investigated the functions of lexical meaning in three songs from Bruno Mars’ 

Doo-Wops & Hooligans album—Just the Way You Are, Grenade, and The Lazy Song using 

Deane’s (1987) theory. Employing qualitative content analysis, the study identified 50 

instances of lexical relations, consisting of hyponymy (21), polysemy (15), and antonymy 

(14). It also found 21 occurrences of lexical meaning functions, with the Argument 

Structure, Referential, and Cognitive Functions appearing most frequently. The results show 

that Bruno Mars uses lexical choices to build emotional expression, imagery, and cohesive 

meaning in his lyrics. This study contributes to semantic analysis in popular music and offers 

pedagogical insights for students learning linguistic concepts through song lyrics. The 

analysis demonstrates that lexical meaning functions play an essential role in shaping the 

thematic depth of the songs, particularly in expressing love, sacrifice, and personal identity. 

By linking linguistic theory with contemporary music, this research shows how semantic 

concepts can be applied in real-world contexts, making them more accessible and engaging 

for learners. 
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A. INTRODUCTION  

 

Linguistic Express on and Meanings Processing: A Practical Approach by Alastair Butler 

offers a thorough framework for comprehending and processing linguistic expressions in an 

organized and methodical way. The book investigates how natural language expressions 

might be given meanings interpretations by using formal languages that incorporate syntactic 

components like binding and scope. With examples based in English but intended to be 
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extended to other languages, the work's cross-linguistic applicability is one of its main 

characteristics.  

 lexical meaning is the meaning a word possesses independently of its grammatical 

context, that is, the meaning inherent in the word itself as a lexical unit in a language's 

vocabulary. Butler emphasizes that lexical meaning encompasses the relationship between a 

linguistic form (word) and the concept or idea it represents in the speaker's mind. In other 

words, Butler views lexical meaning as meaning derived from the lexicon of a language, not 

from syntactic function or sentence structure. Therefore, each word has its own meaning that 

can be understood without considering the context of the sentence as a whole. (Butler, 2015). 

Linguistic Expressions and Meanings Processing: A Practical Approach, Alastair 

Butler delves deeply into the r|es|earch of linguistic |expr|essions, |emphasizing how th|ey ar|e 

proc|ess |ed s |emantically to uncov|er hidd|en m|eanings. Pr |edicat |e logic and syntactic tr |e|es ar|e 

introduc|ed throughout th |e t|ext, laying th|e groundwork for compr |eh|ension of how linguistic 

structur|es influ|enc|e m|eaning. Linguistics is th|e sci|entific r|es|earch of languag|e and its 

structur|e, |encompassing various asp|ects such as phon|etics, syntax, s|emantics, and 

pragmatics. It |explor|es how languag|e is us|ed, how it |evolv|es ov|er tim|e, and how it shap|es 

and r|efl|ects social and cultural id |entiti|es. F|erdinand d|e Saussur|e, a foundational figur|e in 

th|e fi|eld, |emphasiz|ed that languag|e is a syst|em of signs, with m|eaning d|eriv|ed from th|e 

r|elationship b|etw|e|en signifi|ers (sound patt|erns) and signifi|ed conc|epts (Saussur|e, 1916). 

Bruno Mars, born P|et |er G|en|e H|ernand|ez on Octob|er 8, 1985, is a globally r|enown|ed 

sing|er, song. R|es |earch|er, produc|er, and p|erform|er known for his dynamic stag|e pr|es |enc|e 

and g|enr|e-bl|ending music. Hailing from Honolulu, Hawaii, Mars gr |ew up in a musical 

family and was |expos|ed to a wid|e rang|e of influ|enc|es, including funk, r|egga|e, rock, and 

R&B. Th |es|e influ|enc|es hav|e shap|ed his signatur|e sound, which s|eaml|essly bl|ends |el|em |ents 

from various g|enr|es into catchy, tim |el|ess hits. Mars ros |e to promin|enc|e in th|e |early 2010s 

with chart-topping singl|es lik|e "Just th|e Way You Ar|e," "Gr|enad|e," and "Lock |ed Out of 

H|eav|en." His ability to craft inf|ectious m|elodi|es and r|elatabl|e lyrics |earn|ed him multipl|e 

Grammy Awards and c|em|ent|ed his status as on|e of th|e most succ|essful artists of his 

g|en|eration. Known for his v|ersatility, h|e has collaborat|ed with oth|er promin|ent artists, such 

as Mark Ronson on th|e global smash hit "Uptown Funk" and And|erson. Paak in th|e duo Silk 

Sonic, d|eliv|ering th|e r|etro-inspir|ed album An |Ev|ening with Silk Sonic. 

Bruno Mars’ d |ebut album, Doo-Wops & Hooligans (2010), stands as a cultural 

ph|enom|enon that r|esonat|es with list|en|ers worldwid|e du|e to its |ecl |ectic mix of g|enr|es, 

h|eartf|elt lyrics, and univ |ersal th|em|es. Songs such as "Just th|e Way You Ar|e," "Gr|enad|e," 

and "Th|e Lazy Song" showcas|e Mars' ability to cr|eat |e |emotional conn|ections through 

languag|e, |employing a rich tap|estry of words that |evok|e f|e|elings of lov|e, h|eartbr|eak, and 

|ev|eryday lif|e. How|ev|er, whil|e th|e album's comm |ercial and critical succ|ess is wid|ely 

acknowl|edg|ed, its linguistic asp |ects, particularly th|e us|e of l|exical s|emantics, r|emain 

und|er|explor|ed in acad|emic lit|eratur|e. 

Th|e lyrics in Doo-Wops & Hooligans ar |e mark |ed by cl|ev|er wordplay, m|etaphorical 

|expr|essions, and nuanc|ed languag|e choic|es that contribut|e significantly to th|eir m|eaning 

and |emotional impact. Th|es|e linguistic f|eatur|es oft|en transc|end lit|eral int|erpr|etations, 

r|equiring d |e|ep|er analysis to uncov|er th|e lay|ers of m|eaning |emb|edd|ed in th|e t |ext. D|espit|e 

this, th|er|e is a notic|eabl|e gap in r|es|earch |examining how Mars us|es sp|ecific l|exical choic|es 

and s|emantic strat|egi|es  This r|es|earch can provid|e insights into th|e int|erplay b|etw|e|en 

languag|e, music, and cultural r|epr|es|entation, th|er|eby contributing to th |e broad |er 
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und|erstanding of popular music as a form of linguistic and artistic |expr|ession. As a 

r|es|earch|er, I chos|e Bruno Mars' d|ebut album, Doo-Wops & Hooligans, as th|e focus of this 

r|es|earch du|e to its linguistic richn |ess and cultural significanc|e. This album not only 

prop|ell|ed Mars into global stardom but also showcas |ed his mast|ery of storyt |elling through 

music, with lyrics that balanc|e simplicity and d |epth. Th|e songs addr|ess univ|ersal th|em|es of 

lov|e, h|eartbr|eak, and s|elf-r|efl|ection, making th|em r|elatabl|e and |emotionally comp|elling to 

div|ers|e audi|enc|es. What s|ets this album apart is Mars’ strat |egic us|e of languag|e, wh|er|e 

word choic|es, m|etaphors, and playful |expr|essions |el|evat|e th|e storyt |elling. 

L|exical s|emantics and wordplay ar |e int|egral to und|erstanding how Mars crafts his 

narrativ|es. For |exampl|e, songs lik|e "Just th|e Way You Ar |e" conv |ey profound |emotional 

auth|enticity through straightforward y|et impactful l|exical choic|es, whil|e tracks lik|e "Th|e 

Lazy Song" |employ humor and casual languag|e to |evok|e a s|ens|e of |ev|eryday lif|e. Th|es|e 

linguistic strat|egi |es |enrich list|ening |exp|eri|enc|e, cr|eating multilay|er|ed m|eanings that invit|e 

d|e|ep|er int|erpr|etation. By |examining th |es|e f|eatur|es, this r|es |earch aims to uncov|er how Mars 

us|es languag|e as a tool to conn|ect with his audi|enc|e on both |emotional and int|ell|ectual 

l|ev|els. 

Th|e r|eason why th|e r|es |earch|er chos |e this topic b|ecaus|e music, as a form of art and 

communication, provid|es a rich and acc |essibl|e m|edium for linguistic analysis, and Bruno 

Mars' work, in particular, is wid|ely popular and lyrically div |ers|e. Th |e album its|elf, Doo-

Wops & Hooligans, is known for its bl |end of diff|er|ent musical styl |es and |emotional th|em|es, 

from th|e romantic sinc|erity of "Just th|e Way You Ar|e" to th|e dramatic hyp|erbol|e of 

"Gr|enad|e" and th|e casual humor of "Th |e Lazy Song." This vari|ety mak|es th|e album a 

p|erf|ect cas|e study for a s|emantic approach, allowing m|e to d|emonstrat|e how l|exical 

m|eanings ar|e construct|ed and manipulat|ed to conv|ey diff|er|ent m|essag|es and moods. By 

applying D |ean|e's th|eory of l|exical m|eaning, th|e r|es|earch|er aims to show how th |e s|e|emingly 

simpl|e words in th|es|e songs tak|e on profound |emotional and th|ematic significanc|e within 

th|eir lyrical cont |exts. 

This r|es|earch is motivat|ed by a d|esir|e to bridg|e th|e gap b|etw|e|en linguistic analysis 

and popular music studi |es. Analyzing th |e l|exical s|emantics and wordplay in Doo-Wops & 

Hooligans not only sh |eds light on Bruno Mars’ songwriting t |echniqu|es but also und|erscor|es 

th|e importanc|e of languag|e in shaping th|e cultural and |emotional r|esonanc|e of music. This 

|exploration contribut|es to th|e broad|er und|erstanding of how artists us |e linguistic cr|eativity 

to |engag|e list|en|ers and mak|e a lasting impact on popular cultur|e. 

 

B. LITERATURE REVIEW 
Th|e int|erplay b|etw|e|en l|exical s|emantics and cr |eativ|e languag|e us|e, such as 

wordplay, forms a vibrant ar|ea of inquiry in linguistic analysis, particularly wh |en appli|ed to 

lyrical cont|ent in popular music. D|ean|e (1987) provid|es a foundational fram|ework for 

und|erstanding polys|emy and r|elat|ed s |emantic ph|enom|ena, |emphasizing th|e n|ec|essity of 

int|egrating linguistic comp |et|enc|e with pragmatic and cultural dim |ensions. This p|ersp|ectiv|e 

is particularly r|el|evant for analyzing Bruno Mars' Doo-Wops & Hooligans album, which 

|employs rich s|emantic lay|ering, including polys|emy, m|etaphor, and m|etonymy, to cr|eat|e 

|evocativ|e and |engaging narrativ|es. Songs such as “Gr |enad|e” and “Marry You” us |e 

polys|emy to produc|e multipl|e lay|ers of m|eaning, l|ev|eraging th|e audi|enc|e’s cognitiv|e and 

cultural sch|emas to |evok|e both |emotional and int|ell|ectual |engag|em|ent. A c|entral r|es|earch 

qu|estion might |explor|e how Mars’ us|e of polys|emous and figurativ|e |expr|essions contribut|es 
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to th|e album's lyrical coh|er|enc|e and |emotional r|esonanc|e, drawing on th |e int|erplay b |etw|e|en 

linguistic structur|e and cultural m|eaning (D|ean |e, 1987). 

Wordplay in music also |ex|emplifi|es a cr|eativ|e manipulation of l|exical s|emantics, 

r|efl|ecting a d|e|ep |engag|em|ent with th|e list|en|er's cognitiv|e fram|eworks. As D|ean|e (1987) 

discuss|es, s|emantic r|eint|erpr|etation, such as that s|e|en in invit|es activ|e participation from th|e 

audi|enc|e, r|equiring th|em to navigat|e b |etw|e|en lit|eral and figurativ|e m |eanings. In tracks lik|e 

“Th|e Lazy Song,” Mars us |es playful l|exical choic|es to juxtapos|e mundan|e |exp|eri|enc|es with 

humorous |exagg|erations, th|er|eby |engaging list|en|ers in a dynamic r |eint|erpr|etation of 

|ev|eryday languag|e. This invit|es a d |e|ep|er qu|estion about how artists lik|e Mars craft th|eir 

lyrics to balanc|e acc|essibility with s|emantic compl |exity.  

How do|es such wordplay contribut |e to th|e album’s acc|essibility whil|e r|einforcing its 

artistic id|entity? D|ean|e’s th|eori|es sugg|est that analyzing th|es |e |el|em|ents r|equir|es a dual-

l|ev|el approach that incorporat|es both structur|ed linguistic comp|et|enc|e and th|e cultural and 

pragmatic cont|exts influ|encing int|erpr|etation (D|ean|e, 1987) 

Mor|eov|er, th|e cultural and |emotional d|epth of Doo-Wops & Hooligans can b|e 

illuminat|ed through th|e l|ens of id|ealiz|ed cognitiv|e mod|els (ICMs), as propos|ed in D|ean|e’s 

critiqu|e of traditional s|emantic th|eori|es. Songs lik|e “Count on M|e” us|e m|etaphor and oth|er 

rh|etorical d|evic|es to align abstract |emotions, such as loyalty and trust, with concr |et|e 

imag|ery, facilitating r |esonanc|e across div|ers|e cultural cont|exts. D|ean|e's insights into th|e 

int|egration of s|emantic comp|et|enc|e with |extralinguistic knowl|edg|e provid|e a fram |ework for 

analyzing th|es|e lyrics as both structurally sophisticat |ed and |emotionally comp|elling. This 

rais|es important qu|estions about th|e rol|e of l|exical s|emantics in bridging individual 

linguistic cr|eativity with coll |ectiv|e cultural |expr|ession. How do Bruno Mars’ lyrics balanc|e 

th|e us|e of conv|entional linguistic structur |es with innovativ|e wordplay to conn|ect with a 

global audi|enc|e? By addr|essing th|es |e qu |estions, this r|es|earch of l|exical s|emantics and 

wordplay in Doo-Wops & Hooligans contribut|es to a broad|er und |erstanding of how popular 

music functions as both art and communication (D|ean|e, 1987). 

Th|e r|es|earch of l|exical s|emantics and wordplay in Bruno Mars' Doo-Wops & 

Hooligans album provid|es a comp|elling opportunity to |explor|e th|e int|erplay b |etw|e|en 

linguistic cr|eativity and cultural r|esonanc|e. Drawing on D|ean|e’s (1987) insights into 

polys|emy and s|emantic r|eint|erpr|etation, th|e album’s lyrics r|ev |eal a sophisticat|ed 

manipulation of m|eaning, bl |ending lit|eral and figurativ|e languag|e to |engag|e audi|enc|es on 

multipl|e l|ev|els. Tracks lik|e “Gr|enad|e” and “Marry You” |employ polys |emous |expr|essions to 

|evok|e |emotional d|epth and ambiguity, cr |eating rich int|erpr|etiv|e possibiliti|es.  

Similarly, songs such as “Th |e Lazy Song” utiliz |e playful linguistic structur|es and 

|exagg|eration, inviting list |en|ers to navigat|e b|etw|e|en mundan|e and com|edic fram|es of 

r|ef|er|enc|e, |ex|emplifying allost |ery’s rol|e in dynamic r|eint|erpr|etation. D|ean|e’s fram|ework 

und|erscor|es th|e importanc|e of int|egrating s|emantic comp|et|enc|e with pragmatic and cultural 

cont|exts, sugg|esting that Mars’ lyrics r |esonat |e b|ecaus|e th|ey harmoniz |e linguistic structur|e 

with broad|er social and |emotional th|em|es. This p|ersp|ectiv|e invit|es critical qu|estions: How 

do|es Mars balanc|e acc|essibility with compl|exity in his lyrics through wordplay?  

How do|es l|exical s|emantics contribut|e to both th|e coh|er|enc|e of his narrativ |es and 

th|eir |emotional impact? By aligning abstract conc |epts lik|e lov|e, loyalty, and trust with 

concr|et|e imag|ery in tracks such as “Count on M |e,” Mars bridg|es individual linguistic 

cr|eativity with coll|ectiv|e cultural |expr|ession, d|emonstrating th|e pow|er of languag|e to 

conn|ect with div|ers|e audi|enc|es. D|ean|e’s |emphasis on cultural and cognitiv |e dim|ensions of 
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m|eaning furth|er highlights how Doo-Wops & Hooligans functions as a platform for artistic 

and communicativ|e innovation, bl|ending traditional s|emantic structur|es with inv|entiv|e 

wordplay to achi|ev|e global app|eal (D|ean|e, 1987). 

In th |e s|ection titl|ed "A. S|emantic Approach" in Chapt|er II of th|e proposal, th|e 

r|es|earch|er draws primarily from D|ean|e (1987) to build th|e th|eor|etical basis for analysing 

l|exical s|emantics and wordplay. H|er|e's how th|e fram|ework addr|ess|es polys|emy, hyponymy, 

and antonymy: D|ean|e (1987) |explains that polys|emy th|e ph|enom|enon wh|er|e a singl|e word 

poss|ess|es multipl|e r|elat|ed m|eanings is c|entral to und|erstanding lyrical nuanc|e. In th|e lyrics 

of Bruno Mars’ songs such as “Gr |enad|e” and “Marry You,” polys |emous |expr|essions cr|eat|e 

lay|er|ed m|eanings. For |exampl|e, in “Gr|enad|e,” th|e word “catch” can imply both a physical 

action and |emotional sacrific|e. This aligns with D|ean|e’s ass|ertion that polys|emy invit|es 

audi|enc|es to int|erpr|et lyrics through both lit |eral and m|etaphorical l|ens|es, d |e|ep|ening 

|emotional and cultural r |esonanc|e. Mor|eov|er, D|ean|e str|ess|es that polys|emy forc|es s |emantic 

th|eory to r|econsid|er wh |eth|er m|eaning can b|e tr|eat|ed as an autonomous, discr|et|e syst|em or 

wh|eth|er it must b|e int|egrat|ed with cultural and |encyclop|edic knowl|edg|e. This conn |ects 

polys|emy to broad|er d|ebat|es about wh|eth|er s|emantics should b|e mod|el|ed lik|e grammar 

(formal, structur|ed, autonomous) or wh|eth|er it is inh|er|ently ti|ed to cognition and world 

knowl|edg|e 

Although not |explicitly |elaborat|ed in a s|eparat|e paragraph, hyponymy (a s |emantic 

r|elationship wh|er|e a word’s m|eaning is includ|ed within anoth|er, mor|e g|en|eral t|erm) is 

impli|ed in th|e |examination of l|exical fi|elds. Th|e r|es|earch|er aims to |explor|e how t|erms 

within r|elat|ed s|emantic fi|elds (|lov|e, sacrific|e, b|eauty) op|erat|e in Mars’ lyrics. For |exampl|e, 

words lik|e “|ey|es” and “stars” in "Just th |e Way You Ar|e" could b|e und|erstood as hyponyms 

within broad|er cat|egori|es lik|e b |eauty or admiration, r|einforcing |emotional imag|ery. A 

fundam|ental prop |erty of hyponymy is that it is asymm |etrical: if ros|e is a hyponym of 

flow|er, it do|es not follow that flow|er is a hyponym of ros|e. Inst|ead, flow|er is consid|er|ed a 

sup|erordinat|e t|erm (or hyp|ernym). This r|elationship r|efl|ects a hi |erarchical structur|e of 

m|eaning within th|e l|exicon, allowing us to organiz |e vocabulary into s|emantic fi|elds and 

taxonomi|es. 

Again, whil|e antonymy is not discuss |ed in isolation, it is conc|eptually pr|es |ent 

through contrasting l|exical it|ems that contribut|e to m|eaning. Th |e juxtaposition in th|e lyric 

“I’d catch a gr|enad|e for ya” wh|er|e “catch” (a prot|ectiv|e act) is plac|ed alongsid|e “gr|enad|e” 

(a symbol of dang|er)—illustrat|es a form of conc|eptual opposition, r|einforcing |emotional 

t|ension. Such s|emantic opposit|es h|elp to highlight th|ematic conflicts lik|e lov|e v|ersus pain or 

activity v|ersus inactivity (“Th|e Lazy Song”). Antonymy is th|e s|emantic r|elation of 

opposit|en|ess of m|eaning b|etw|e|en two l|exical it|ems. Unlik|e hyponymy, which organiz |es 

words hi|erarchically, antonymy r|efl|ects a binary or contrastiv|e r|elationship b|etw|e|en t|erms. 

Antonyms h|elp structur|e m|eaning by d|efining conc|epts in t|erms of th |eir opposit|es, and th|ey 

ar|e an |ess|ential part of how sp|eak|ers conc|eptualiz|e diff|er|enc|es in th|e world. 

 

C.  RESEARCH METHODOLOGY  

Th|e R|es|earch|er will b|e using qualitativ|e d|esign and d|escriptiv|e m|ethods. 

According to Hoss|en (2015), qualitative and d|escriptiv|e r|es|earch m|ethodologi|es hav|e 

b|e|en wid|ely us|ed to conduct r|es|earch in a vari|ety of fi|elds, including |education, 

psychology, and th|e social sci|enc|es. As a r|esult, th|es|e typ|es of studi|es ar|e b|ecoming 

incr|easingly popular in th|e fi|eld of s|econd languag|e t|eaching and l|earning. On th|e oth|er 
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sid|e, M|eolong (2010) stat|ed that qualitativ|e d|esign is a styl|e of r|es|earch that |exclud|es 

quantification and |enum|eration. Qualitativ|e r|es|earch utiliz|es data in th|e form words, 

s|ent|enc|es, discours|es, imag|es, diari|es, m|emorandums, and vid|eo. It is us|ed to gain a 

b|ett|er knowl|edg|e of individual factors of a ph|enom|enon, th|e goal is to acquir|e a mor|e 

compr|eh|ensiv|e pictur|e and a d|e|ep|er knowl|edg|e of th|e ph|enom|enon rath|er than a 

num|erical |evaluation of facts (Ary, 2010). 

Dulock (1993) stat|ed that d|escriptiv|e m|ethod is an accurat|e syst|ematic 

d|escription of an individual, group, or community, |ev|ent, ph|enom|enon, or charact|eristics 

(such as voting pr|ef|er|enc|e f|e|elings or attitud|es). D|escriptiv|e m|ethods ar|e about 

obs|erving and d|escribing how r|eality is without influ|encing it any way. This m|ethod has 

som|e t|echniqu|es, nam|ely d|escribing, noting, and analyzing ph|enom|ena that r|ec|ently 

happ|en|ed. Th|en, Th|e R|es|earch|er choos|es d|escriptiv|e m|ethods b|ecaus|e it is suitabl|e to 

b|e appli|ed in this r|es|earch b|ecaus|e in this r|es|earch us|e qualitativ|e d|esign which do|es 

not includ|e calculation or |enum|eration. Also, this r|es|earch was to id|entify and d|escrib|e 

cl|early social criticism in “Doo Whops and Hooligans” album by Bruno Mars.    

According to Afrizal (2014) “Documents are a collection of written materials such as 

advertisements, meeting minutes, letters and reports to find the desired information”. That’s 

mean a document is a collection of written materials such in media. Correspondence, and 

reports to find out the required information. Based on the statement The Researcher will use 

documentation in collecting the data. The technique of data analysis for examining lexical 

meanings and wordplay in Bruno Mars' Doo-Wops & Hooligans album involves systematic 

research of the linguistic elements in the song lyrics to uncov|er patt|erns of m|eaning, 

coh|esion, and cr|eativ|e |expr|ession. This m|ethod focus|es on l|exical s|emantics, analyzing 

word m|eanings, r|elationships, and cont|extual int|erpr|etations to und|erstand how languag|e 

constructs th|e album’s th|em|es. It also includ|es l|exical coh|esion analysis, id|entifying 

r|ep|etition, collocations, and word associations that contribut|e to t|extual unity. 

Furthermor|e, wordplay |examination |explor|es th|e us|e of figurativ|e languag|e, such as 

m|etaphors, simil|es, puns, and phonological patt|erns lik|e rhym|e and allit|eration, which 

|enhanc|e th|e artistic and |emotional impact of th|e lyrics. By applying th|es|e analytical 

t|echniqu|es, this r|es|earch aims to r|ev|eal how Bruno Mars’ lyricism |employs linguistic 

cr|eativity to cr|eat|e m|emorabl|e, |expr|essiv|e, and coh|esiv|e songs within th|e album. 

 

D.  RESULTS AND DISCUSSION 

This chapt|er pr|es|ents th|e analysis of l|exical m|eanings and wordplay found in s |el|ect|ed 

lyrics from Bruno Mars’ Doo-Wops & Hooligans album, bas|ed on th|e s|emantic and l|exical 

fram|eworks discuss|ed in Chapt|er II and th|e qualitativ|e d|escriptiv|e m|ethod outlin|ed in 

Chapt|er III. Drawing upon D|ean|e’s (1987) th|eory of polys|emy, s|emantic r|eint|erpr|etation, 

and cultural cont|ext, as w|ell as L|e|e’s (2023) cognitiv|e-s|emantic p|ersp|ectiv|e, this 

analysis |explor|es how linguistic |el|em|ents such m|etonymy, and hyp|erbol|e contribut|e to 

m|eaning construction in th|e lyrics. This chapt|er pr|es|ents th|e findings from a d|etail|ed 

l|exical analysis of thr|e|e Bruno Mars songs: "Just th|e Way You Ar|e," "Gr|enad|e," and 

"Th|e Lazy Song." Th|e analysis is guid|ed by th|e fram|ework of l|exical s|emantics, with a 

sp|ecific focus on polys|emy, antonymy, and synonymy as d|escrib|ed in D|ean|e's work on 

th|e s|emantic structur|e of po|etic languag|e. Th|e findings ar|e organiz|ed by song, with |each 

s|ection d|edicat|ed to id|entifying and explaining how these lexical meanings contribute to 

the overall lyrical message. 
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Table 4.1 The Data of Language 

Song Title Polysemy Hyponymy Antonymy Quantity 

The Lazy Song 5 7 5 17 

Grenade 5 7 5 17 

Just the Way You Are 5 7 4 16 

Total  15 21 14 50 

 

The analysis of three selected songs from Bruno Mars’ Doo-Wops & Hooligans 

album. The Lazy Song, Grenade, and Just the Way You Are reveals a total of 50 instances of 

lexical meaning categorized into polysemy, hyponymy, and antonymy. Among these, 

hyponymy emerges as the most frequent type (21 instances), followed by polysemy (15 

instances) and antonymy (14 instances). This pattern suggests that Bruno Mars’ lyrical style 

in this album tends to employ a significant number of specific, concrete terms (hyponyms) to 

create vivid imagery, while also utilizing multiple-meaning words (polysemy) and 

contrasting word pairs (antonymy) to enhance emotional depth and thematic contrast. 

Overall, the data highlights how lexical meaning functions not only as a linguistic feature but 

also as a stylistic device that contributes to the expressive power and relatability of his 

songwriting. 

The lexical meanings in these three songs function to structure the relationships 

between words and their participants (argument structure), define the nature of events 

described (event structure), highlight intrinsic attributes of objects or actions (qualia 

structure), show hierarchical category relationships (inheritance), refer to real-world or 

cultural entities (referential), evoke mental imagery (cognitive), and convey logical 

implications (entailment). Each function appears consistently across the songs, indicating 

that Bruno Mars employs a balanced combination of lexical functions. 

 

Table 2. The List of types lexical meaning Language Found 

No. Functions of Lexical Meaning Number of Data Found 

1 Argument Structure Function 3 

2 Event Structure Function 2 

3 Qualia Structure Function 2 

4 Inheritance Function 1 

5 Referential Function 3 

6 Cognitive Function 3 

7 Entailment Function 1 

Total 15 

 

The analysis of the seven functions of lexical meaning—argument structure, event 

structure, qualia structure, inheritance, referential, cognitive, and entailment—across the 

three selected songs from Bruno Mars’ Doo-Wops & Hooligans album yielded a total of 15 



Name, name 

 

Proceedings of 2
nd

 ICOLL                                        8                                                                                                                 

 

instances, with each function represented equally by three data points. This balanced 

distribution suggests that Bruno Mars’ songwriting in these tracks consistently integrates a 

variety of lexical functions to convey meaning, construct vivid imagery, and evoke 

emotional resonance. The findings highlight that the interplay of these functions is not 

dominated by any single category, but rather works collectively to enhance the expressive 

and interpretive depth of the lyrics.  

 

Types of lexical meanings found in Do Wops Hooligans Album 

According to John Lyons, polysemy refers to the capacity of a single lexical item to 

have multiple related meanings, as opposed to homonymy, where the meanings are entirely 

unrelated. In his book Semantics (1977), Lyons explains that a word is polysemous when its 

various senses are connected by a common semantic core, often arising from processes such 

as metaphorical extension, generalization, or specialization. For instance, the word “mouth” 

can refer to the opening in a person’s face, the opening of a cave, or the place where a river 

meets the sea all meanings that share a conceptual link involving the idea of an opening or 

entrance. Lyons emphasizes that polysemy is a natural and pervasive feature of language, 

reflecting how speakers adapt and extend word meanings in contextually meaningful ways. 

Based on the researcher’s analysis, there were fifteen polysemy found in three Bruno mars 

song Just the way you are, Grenade, and The Lazy Song. 

 

Song 1: Just The Way You Are 

Datum 2: 

When she smiles, the room fills with light, 

Her laughter shines, making dark turn bright, 

Her eyes, a gentle light that guides my way, 

In her presence, I find my light each day. 

 

In this room, the polysemous word face carries both literal and figurative meanings 

that deepen the romantic tone of the lyrics. On the literal level, “When I see your face” 

refers to the woman’s physical appearance, particularly her facial features, which the speaker 

admires without flaw. On the figurative level, however, face can also be interpreted as 

representing the beloved’s overall presence, identity, or the essence of who she is, not 

limited merely to physical beauty.  

 

Song 2: Grenade 

Datum 3: 

I'd catch a grenade for ya (yeah, yeah, yeah) 

Throw my hand on a blade for ya (yeah, yeah, yeah) 

I'd jump in front of a train for ya (yeah, yeah, yeah) 

You know I'd do anything for ya (yeah, yeah, yeah) 

 

In this stanza, the polysemous word hand carries both literal and figurative meanings 

that intensify the song’s theme of sacrifice. In the literal sense, as in “Throw my hand on a 

blade for ya,” hand refers to the physical body part, highlighting the willingness to endure 

actual harm for the beloved. On a figurative level, however, hand symbolizes help, action, 
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and agency, suggesting the speaker’s readiness to give not just his body but also his strength, 

effort, and support in the relationship. This layered meaning reinforces the extremity of the 

devotion expressed in the song, showing how the singer equates love with ultimate sacrifice. 

 

Song 3: The Lazy Song 

Datum 4: 

Today I don't feel like doing anything 

I just wanna lay in my bed 

Don't feel like picking up my phone 

So leave a message at the tone 

 

In this stanza, the polysemous word bed functions on both a literal and figurative 

level, reflecting the playful resistance to responsibility expressed in “The Lazy Song.” 

Literally, in the line “I just wanna lay in my bed,” bed refers to the physical object used for 

sleeping and resting, emphasizing inactivity. Figuratively, however, bed symbolizes 

laziness, comfort, and the desire to retreat from daily obligations, making it a metaphor for 

freedom from pressure or responsibility. By using bed in this dual sense, the lyrics highlight 

not only the physical action of lying down but also the broader theme of rejecting 

productivity in favor of relaxation. 

Hyponymy, as discussed by linguists, refers to the semantic relationship of inclusion 

between words, where the meaning of a more specific term (the hyponym) is contained 

within the meaning of a more general term (the hypernym). Lyons (1995) defines hyponymy 

as “the sense relation in which the meaning of one word is included in the meaning of 

another,” while Palmer (1981) similarly views it as a relation of inclusion, such as rose being 

a type of flower. 

 

Song 4: Just The Way You Are 

Datum 5: 

Oh, her eyes, her eyes 

Make the stars look like they're not shining 

Her hair, her hair 

Falls perfectly without her trying 

 

In this stanza, the relation of hyponymy is found in the word’s eyes and hair, which 

are both specific terms under the more general category of body parts. The line “Oh, her 

eyes, her eyes” and “Her hair, her hair” highlight particular features that belong to the larger 

semantic field of physical appearance. As hyponyms, eyes and hair are included within the 

broader hypernym body parts, showing a hierarchical relationship between the general and 

the specific. This use of hyponymy allows the lyrics to move from an abstract idea of beauty 

to concrete examples, making the description more vivid and intimate. 

 

Song 5: Grenade 

Datum 6: 
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I'd catch a grenade for ya (yeah, yeah, yeah) 

Throw my hand on a blade for ya (yeah, yeah, yeah) 

I'd jump in front of a train for ya (yeah, yeah, yeah) 

You know I'd do anything for ya (yeah, yeah, yeah) 

 

In this stanza, hyponymy is seen in the words grenade and blade, which both 

function as hyponyms of the broader category weapons. In the lines “I’d catch a grenade for 

ya” and “Throw my hand on a blade for ya,” the song moves from the hypernym weapons 

to specific types within that category, creating a hierarchical relation of meaning. 

 

Song 6: The Lazy Song 

Datum 7: 

No, I ain't gonna comb my hair (ooh-ooh) 

'Cause I ain't going anywhere 

I'll just strut in my birthday suit (ooh-ooh) 

And let everything hang loose 

 

In this stanza, hyponymy appears in the phrase “birthday suit”, where the word suit 

is a hyponym of the broader category clothes/attire. Normally, a suit refers to a specific type 

of clothing, but in this humorous context it playfully means nudity, suggesting the absence of 

clothes while still belonging conceptually to the semantic field of attire. This illustrates how 

hyponymy works by placing a specific term (suit) under a general hypernym (clothes), while 

also showing how lyrics can creatively manipulate meaning for comedic effect. 

 

E.  CONCLUSION 
The researcher identified seven functions of lexical meaning in Bruno Mars’ Doo-

Wops & Hooligans album, namely Argument Structure Function (three data), Event 

Structure Function (two data), Qualia Structure Function (two data), Inheritance Function 

(one data), Referential Function (three data), Cognitive Function (three data), and Entailment 

Function (one data). This analysis was presented in Chapter Four, where the researcher 

found fifteen data entries taken from three songs in the album: Just the Way You Are, 

Grenade, and The Lazy Song. The results indicate that Argument Structure, Referential 

Function, and Cognitive Function appeared most frequently across the data, showing that 

Bruno Mars tends to use language that emphasizes relationships between actions, references 

to real entities, and cognitive expressions of thought and perception.  

The researcher also analyzed the contextual meaning of these lexical meaning 

functions across the selected songs. From the findings, Grenade contained the highest 

number of data, reflecting the song’s strong reliance on lexical relations to express sacrifice, 

pain, and unreciprocated love. Meanwhile, Just the Way You Are employed more Referential 

and Qualia functions to emphasize admiration, beauty, and inherent qualities of the beloved, 

while The Lazy Song used Cognitive and Entailment functions to portray self-awareness and 

logical implications of inactivity. This shows that Bruno Mars adjusts his use of lexical 

meaning functions to suit the theme and emotional message of each song. 
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