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ABSTRACT

The addresser in the poetic text speaks, simultaneously, to himself or
herself, to the persuaded object, and to the reader, and three modes of the
addressee are thus produced, namely, the reflexive addressee, the addressee
proper, and the reader addressee. Then basing on Peirce’s mediative, semiotic
model, the addressee is taken as a space of mediation vig which the speaking
subject discourses on something, and the mediative space of the addressee
eventually affects the speaking subject and the discoursed object by its
particularities. The addressee space thus defined proves to be essential to the
understanding of love poetry as a genre. The focus of the present investi-
gation has been the addressee space and the traditions of love poetry in terms
of the addressee space. Ihave established what we may call “courtesan iove”
and “courtesan love poetry”” from the Tzu-yeh Songs of Yueh-fu as a counter-
part and opposition to the “courtly love” and ““courtly love poetry” of the
West. The aim of my paper has been a general poetics of love poetry, Chinese
and English, and this general poetics is based on Todorov’s triadic mode} of
genre; therefore, my effort has been to synthesize rather than differentiate.
Nonetheless, 1 believe that all the traditions and variations involved in love
poetry have become more perceptible when they are set side by side in my
study.

KEY WORDS
semiotic approach reader addressee
love poetry addressee space
addresser courtesan love poetry
reflexive addressee courtly love poetry

addressee proper Todorov’s triadic model




170 TAMKANG REVIEW, Vol. XX, No. 2

L Addressee as Mediative Space

What makes C. S. Peirce’s semiotic model dynamic is its obsessive
“triadomany” where the “interpretant” recaptures the dynamic relation
between two other sides of semiosis, namely, the object and the sign—
indeed, the notion of interpretant has aroused great interest and tremendous
discussion in contemporary semiotics (for example, Greenlee 1973; Eco
1976; 1979: 175-199).* For me, Peirce’s semiotic model is mediative
through and through. Each of the three semiotic subjects, namely, the sign,
the object, and the interpretant, functions as a mediation between two other
sides—to call one of the three correlatives an “interpretant” is rather a
theoretical choice, coordinated to his phenomenological model, which is
also built on a triad of “modes of being” (8.328), a triad of firstness or
suchness, secondness or empiricalness, and thirdness or mediateness (Cf.
Greenlee 1973: 33-47). Peirce says,

A Sign, or Representamen, is a First which stands in such a

genuine triadic relation to a Second, called its object, as to be

capable of determining a Third, called its Interpretant, to assume

the same triadic relation to its Object in which it stands itself

to the same Object. (2.274)
Here a correlation is made between Peirce’s semiotics and his phenomenology,
namely, the correlation between sign, object, and interpretant on the one side
and firstness, secondness, and thirdness on the other side. The prefix “inter-”
in the term “‘interpretant’” implies a ““mediation” between two sides; and as
a Third, “interpretant” should take up a mediative role, for “thirdness, in
the sense of the category, is the same as mediation”™ (1.328), and functions
as “medium” or “‘connecting bond between the absclute first and last”
(1.337).  Yet, Peirce says at the same time that “a sign mediates between
the interpretant sign and its object” (8.332). And yet, a more equal view of
the three semiotic subjects is also suggested By Peirce:

By semiosis 1 mean an action, an influence, which is, or involves,

a cooperation of three subjects, such as a sign, its object and

interpretant, this tri-relative influence not being in anyway

resolvable into actions between pairs. (5.484)

Therefore, a genuine semiosis or semiotic process should take any one of
the three correlatives as a mediation between the other two. Notice that

*  An early version of the present paper was read to the 12th Congress of International
Comparative Literature Association at Munchen, 22-27 Aug. 1988.
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this genuine triadic semiosis does not nullify Peirce’s phenomenological
hierarchy but just suspends it.

Peirce was ahead of his time and is much akin to us, for the notion of
mediation underlies our contemporary mode of thinking; for example, Sartre
devotes much energy to retain the notion of mediation in dialectical thinking
to avoid a reductionist view of man and society (Sartre 1963). Mediation
does not only mean mediation per se, a medium, a connecting bond, but also
an action, an influence, and a determination in Peirce’s model, according
to what we have quoted from Peirce. The mediative function described as
such, without any further specification, is intended as abstract and normative,
so that the particularities of the interpretant or mediative element in the triad
must play a part and thus substantiate the above abstract, normative notion
in the actual process of semiosis. When Peirce’s model is applied to the
present subject, the notion of the addressee is taken as such a mediation,
influence and determination in the semiosis of poetic text. That is to say,
the poetic text is taken as a discourse where the speaking subject discourses
on something via the notion of the addressee, which functions as a space of
mediation and eventually affects the speaking subject and the discoursed
object. Surely, “‘space” here is a metaphor, visualizing the addressee as a
mediative space through which varied forms of mediation, influence, and
determination take place and thus affect the whole semiosis of the poetic
text due to the particularities of the space.

IL. Three Modes of Addressee and Love Poetry

The problem of the reader has gained its significance in recent literary
theory and has been approached from different perspectives as seen in
Tompkins (1980) and Suleiman-Crosman (1980); varied notions of the reader
have already been proposed, namely, the ideal reader, the model reader, the
inscribed reader, the implied reader, the actual reader, and so on. Basing on
Jakobson’s communicative model (Jakobson 1960), I here replace the notion
of the reader with the notion of the addressee, so that some possible con-
fusion may be avoided. Meanwhile, Jakobson’s face-to-face communication—
“The ADDRESSER sends a MESSAGE to the ADDRESSEE” (1960: 353)—
must be internalized in my present intra-textual poetics. That is to say, both
the addresser and the addressee must be internalized and defined within the
message or the text. After this process of internalization, both the addresser
and the addressee are inside the text, no longer outside the text.
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Three modes of addressee, which are necessary and coexistent with each
other in a poetic text, are preliminarily distinguished as follows. Mode I:
reflexive addressee, i.e., addresser as addressee. It is quite true that one
speaks to himself in what he is speaking to the other; speaking is.a desire in
language and a2 mirroring process indeed. A poetic text, therefore, always
turns back to the addresser who fabricates it, for in the last analysis, the
poetic text is the mediative space through which the addresser communicates
with himself and with others. From a communicative perspective, as Lotman
has suggested, poetic text is more a case of I-I model or internal communica-
tion than a case of I-He model or external communication (Lucid 1977:
99-101). Such an addresser as addressee in an internal communication will
be called “reflexive addressee” in the present study. Indeed, the notion of
reflexive addressee helps us understand better the modelling function of
poetry and art as developed in the Russian semiotics. The soliloquy form of
first person lyric impHes this reflexive tendency; the reflexive addressee may
be seen clearly when there is a shift of pronouns from “I” to “you,” that is
to say, when the addresser separates from himself and calls himself by the
pronoun “‘you” instead of “1,” like a person facing the mirror calling his
reflexive self in the mirror. Mode II: the addressee proper. Simply speaking,
the addressee proper is the Jakobsonian addressee internalized. Poetry is
ultimately a persuasion and communication and it inscribes within itself an
addressee as an internal structure and as its receiver and persuaded object.
This mode of addressee may be most essential to certain poetic texts, for
example, love poems, where the addressee proper often appears in person,
even fully characterized. Mode III: reader addressee, i.¢., reader as addressee.
Poetry is a public enterprise and instituiton, for poetry is supposed to be read
and has been read by the public. This public side of poetry dictates that a
notion of reader as addressee be inscribed upon it, even though the poem is
intended to be read only by the addresser and the addressee proper. The
reader as addressee is quite a commonplace in the traditional novel where
the author-narrator often invokes the reader as his addressee in his narration.
Meanwhile, the reader addressee may be highly manipulated in contemporary
metanarrative texts as shown by Eco’s study of Alphonse Allais’s “Un drame
bien parisien” (Eco 1979: 200-262). From the present point of view, the
reader addressee is most relevant to the literary, cultural conventions and
must be reconstructed in terms of them. The simultaneous presence of
reflexive addressee, addressee proper, and reader addressee, with different
degrees of gravity, reveals that poetry is simultaneously private, bilateral,
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and public. To visualize this, let us say, in love poetry, a poet writes for
himself, for the reading public, and for the lady simultaneously.

Bach mode of the addressee, if we are allowed to rely on the Peircean
triadic model once again, functions as a mediation for the other two in the
sense that each bears an influence and determination upon the other two in
the total structure of the addressee space. Needless to say, the varied com-
binations of the modes and their further distinctions constitute a significant
component in the semiosis of poetic text, shaping the text in a certain
manner; and these varied combinations, to be sure, have something to do with
genres and literary periods.

We might presume that love poetry is a poetic discourse where the
second mode of addressee (the proper object of persuasion) is predomiant
while the other two modes of addressee are pushed into a subordinate posi-
tion. Yet, if we look more closely, the dominance of the addressee proper
may be illusional, for the poetic discourse may significantly and eventually
tumn back to the addresser as addressee on the one hand and may be drawn to
the reader as addressee on the other hand. The above ambiguity in the
addressee space in love poetry is full of semiotic interest indeed.

Let us explore and illustrate the space of the addressee by reading two
poems, one from English, one from Chinese, somewhat randomly chosen:

Loving in truth, and fain in verse my love to show,

That the dear she might take some pleasure of my pain,

Pleasure might cause her read, reading might make her know,

Knowledge might pity win, and pity grace obtain,

I sought fit words to paint the blackest face of woe:

Studying inventions fine, her wits to entertain,

Oft turning others’ leaves, to see if thence would flow

Some fresh and fruitful showers upon my sunburnt brain.

But words came halting forth, wanting Invention’s stay;

Invention, Nature’s child, fled stepdame Study’s blows;

And others’ feet still seemed but strangers in my way.

Thus, great with child to speak, and helpless in my throes.

Biting my truant pen, beating myself for spite:

“Fool,” said my Muse to me, “look in thy heart, and write!”

— Sidney, Astrophel and Stella, No. 1

(Abrams et al. 1979: I, 485)

Here the object of persuasion and the addressee proper, Stella, is presented
in the third person “dear she” (line 2). This change from second person to
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third person is full of semiotic interest. We may take this as just a case of
classical indirectness, for it makes not much difference on the semantic level
when the “dear she” is transformed back to “‘dear you™ since both refer to
the same Stella. In fact, later in the sonnet sequence, some second person
markers, such as “my dear,” “thou,” “thy,” appear; for example, “Then
think, my dear, that you in me do read/Of lover’s ruin some sad tragedy./
I'am not I; pity the tale of me” (No. 45).Yet, the very change from second
person to third person indicates that the poem (Sonnet No. 1) is rather a
soliloquy in which the addresser speaks to himself as “you” so that the lady
takes the third person pronoun “she’” Meanwhile, for the same reason,
we may take the very poem as a dramatic aside in which the actor speaks to
the audience, not to the “lady” on stage; that is to say, speaks to the reader
addressee as “‘you” while the lady takes the form of ‘““she.”” Therefore, the
argument that “Pleasure might cause her read, reading might make her know,/
Knowledge might pity win, and pity grace obtain™ is simultaneously directed
to the reflexive addressee, the addressee proper, and the reader addressee,
with different degrees of gravity and different forms of interlocking. The
soliloquy quality of the argument is gesticulated in the pattern of the word
“might” {repeated for three times), which reveals the addresser’s mood of
deliberation and meditation—to be sure, it is not a mood of doubt, and we
almost see in it a rhetorical, classical high tone of Sir Philip Sidney. Mean-
while, Horace’s poetic model implied in the addresser’s argument— poetry
is to teach and to entertain—helps to shape a certain image of reader
addressee. The same argument as a love persuasion is never mistaken in spite
of its reflexive soliloquy tendency and Horatian reader addressee, for the
purpose of such an argument is in the addresser’s words to “‘win” her “pity”
and “obtain” her “grace.”’

The first line, “loving in truth, and fain in verse my love to show,” can
also be multi-functional: it is the addresser’s murmur to himself about his
emotional need, a love confession to the lady as the addressee proper, and a
manifesto to the reader addressee in connection with his motivation of
writing.  This manifesto tendency is strengthened in “Invention, Nature’s
child, fled step-dame Study’s blows,” where an opposition between Nature
and Study is maintained and where Nature is preferred to Study. It is a small
ars poefica, aiming at the reader addressee, not much relevant to the love
persuasion. “Fool, lock in thy heart, and write!” We are told that this is
said by his Muse, but shall we say that the addresser is actually telling himself,
his reflexive self, so in the disguise of a classical tradition, namely, the invoca-
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tion of the muse? Or, shall we say that the addresser is saying to his lady
addressee that “‘my lady, you will tell me to look in my heart and write” —
smiling, if we want it to be a bit more vivid and dramatic—in this indirect-
ness as his own psychological disguise? To be sure, “my Muse” may become
“my Lady” in a slip of tongue; and indeed, the same addresser says to his
lady on another occasion that “Thou art my wit, and thou my virtue art ”
(No. 64). Or, shall we say, to pursue the notion of ars poetica again that the
addresser is in fact telling his reader addressee that he is going to abandon the
classical muse tradition, no longer taking himself as a poet agent of
the divinity but writing straight about his heart? Notice that this internalized
reader addressee thus portrayed matches Sir Philip Sidney’s actual readers,
namely, courtiers and literary men of his time, who were familiar with the
poetic conventions. Lotman is right to consider the artistic text “as a special
organized mechanism which can contain an exceptionally high concentration
of information™ (1977: 297). Indeed, each part of the poetic text is simul-
taneously directed to the three modes of the addressee with different degrees
of gravity, with ambiguity and indeterminacy, and thus increases the load of
information.
Now the example from Chinese poetry:

TR RKES AL B

L Ean—

LGN R ,
—FEKHKzt

At the moment when I met you, my love,
I wished that two hearts be one.
I arranged silk threads upon the loom,
Why could I'know that cloth could not be made?
— Anonymous, Tzu-yeh Songs, No.7 (Lu 1984: 1040)

Here the addresser is a female, so is the reflexive addressee. The poem.seems
more a soliloquy directed back to the addresser herself than something
directed to the male addressee, for the poem can be seen as the
female addresser’s own murmur, murmuring to herself, about her love, her
despair, and her deception. The loom, supposedly the most familiar and
intimate object for the -addresser, reinforces the reflexive tendency, the
murmuring quality, of the poem. The word “cloth” is p’i UC in the Chinese
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original, which has two different denotations: a long piece of cloth and the
pairing of man and woman. It is used in the poem as a pun by means of
which the female addresser expresses her wish of a final marriage with the
male addressee. The same pun and same wish also appear in No. 6 of Tzu-
yeh Songs. The use of puns derived from familiar situations and objects is
a convention in Chinese folksongs or ballads as shown in Wang Yin-hsi’s
TEER study (1957 121-38) and is therefore relevant to our reader
addressee. That is to say, the reader addressee is shaped into the group of
readers who are familiar with this convention and able to follow it.

IIL Traditions and the Addressee Space

English love poetry flourished in the Renaissance, with a great heritage
from the Classical Greek, Rome, and from the Continent— the - Platonic
doctrine, the Ovidean tradition, the Courtly Love, the Troubadours, the
Petrarchan sonmet sequence, all found their way into English poetry but all
were adapted, reworked and transformed in the British milieu. The
reworking and transforming power of the English poets is remarkably shown
in Ben Jomson’s “To Celia,” which is an English rendition of an obscure
Philostratus’s love letters of the classical Greek in the melodious, elegant tone
of an English cavalier (Kenner 1964: Introduction, xxv). The love sonnet
sequences of the Elizabethan Age, represented by Sidney’s “Astrophel and
Stella,” Spenser’s ““‘Amoretti,”” and Shakespeare’s Sonznets; the cavalier love
poetry, inaugurated by Ben Jonson and followed by the so-called “Sons
of Ben;” and the metaphysical love poetry, inaugurated by John Donne and
followed by Carew, Herrick, etc., in the first half of the seventeenth century,
are the three great monuments of love poetry of the English Renaissance.
Certain general types of addressee space corresponding to these three
different traditions may be expected, with its intellectual, meditative mood,
Neo-Platonism, and dramatic structure in the Flizabethan sonnet sequences;
with its light, melodious tone, polished style, epigrammatic form, and
elegance in the cavalier poetry; and with its colioquial style, difficult hyper-
baton, metaphysical conceit, and extended use of the new sciences in the
metaphysical love poetry.

From a historical perspective, as Valency says, courtly love, first
remarkably voiced in the love poems of troubadours in the Midi of France in
the tweleve century, was “not merely a new literary fashion,” but a “new
psychic posture which had not before existed in the history of our [ie.,
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European] culture” (1975: 1). This new concept of love, systematized later
in Andreas Capellanus’s treatise, probably written early in the thirteenth
century, and popularized further by Castiglione’s The Courtier and other
courtesy books in the Renaissance, was indeed a significant factor, if not the
backbone, of Renaissance love poetry, for it often functioned as a point of
reference, a point to be followed, modified, ridiculed, and rejected. We shall
not forget that in England as in European nations the court was the center
of politics and economy as well as cultural activities, and love poetry was
addressed to the courtiers and the literary circle. Let us therefore begin with
the system of courtly love:

The sentiment, of course, is love, but love of a highly specialized
sort, whose characteristics may be enumerated as Humility,
Courtesy, Adultery, and the Religion of Love. The lover is
always abject. Obedience to his lady’s lightest wish, however
whimsical, and silent acquiescence in her rebukes, however unjust,
“are the only virtues he dares to claim. There is service of love
closely modelled on the service which a feudal vassal owes to
his lord. The lover is the lady’s ‘man’. He addresses her as
midons, which etymologically represents not ‘my lady’ but ‘my
lord’. (Lewis 1938: 2)

The coded relation between the male addresser and the female addressee
will, surely, exert itself as an influence and determination upon the addressee
space. The relation is coded, but the addressee space is not that simple:

The Provengal chanson, as we might expect in the poetry of
a male society, directed itself to the female, but it focused
interest unequivocally on the male. The song was in praise
of the lady, but the voice, the heart, and the soul of the chanson
were the voice, the heart, and soul of the knight. (Valency
1975: 37)

In other words, the addressee proper functions as a mediation vig which
the addresser returns to himself, and there lies the reflexive addressee and
the modelling function. Meanwhile, this dual character of the chanson is
also bound up with the reader addressee, for

As a class of more and less professional entertainers, they [ie.,
the troubadours] wers hardly in a position to impose alien tastes
upon the great lords and ladies at whose courts they practiced
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the precarious art of the minstrel. But they were in an excellent
position to interpret and to express the needs of the society
which supported them. (Valency 1985: 35)

Here we have a clear case in which the reader is internalized as the reader
addresses in the text. Indeed, if the reflexive addressee, the addressee proper
and the reader addressee are simultaneously present in the poetic text, they
also reveal themselves as forces in the formation of a poetic tradition; and this
is remarkably true to the courtly jove.

An established tradition means that it often functions as a point of
reference. [Its death, or partial death, may be signalled by its being ridiculed
in the form of parody in the later poetry:

Alas, alas, who’s injured by my love?

What merchant’s ships have my sighs drowned?

Who says my tears have overflowed his ground?

When did my colds a forward spring remove?

When did the heats which my veins fill

Add one man to the plaguy bill?

Soldiers find wars, and lawyers find out still

Litigious men, which quarrels move,

Though she and I do love. (emphases mine)
—Donne, ‘“The Canonization,” 2nd stanza

(Abrams et al. 1979: 1, 1065)

The conventionalized love code of a courtly lover is ridiculed and parodied.
The “sighs,”” “tears,” “colds,” and ““heats” of a typical courtly lover are
exaggerated and magnified, implicitly, as “storm,” “flood,” “winter’s
frigidity,” and ‘““fever,” which might drown ships, overflow the ground,
hinder spring’s coming, and add a number to the plaguy bill—the technique
of telescope to magnify and diminish is powerful and typical of Donne, who
often drew on the new sciences for his conceits; and the burlesque effect is
never mistaken in the present case. The question form and the word “who”
in the stanza inscribe upon the addressee space, definitely, a reader addressee,
almost concretized as a character; in fact, the “who” in this stanza may be
taken as the “you” in the first stanza who stands for the practical mind. The
reader addressee in the text is projected as the one who can decode
the addresser’s complex parody. To be sure, the courtly love was not yet
totally dead, but only partly, for the religion of love remained.

A similar but more simple case can be seen in respect to the coded
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beauty of the Petrarchan Lady:

My mistress’ eyes are nothing like the sun;
Coral is far more than her lip’s red;
If snow be white, why then her breasts are dun;
If hairs be wires, black wires grow on her head.
I have seen roses damasked, red and white,
But no such roses see I in her cheeks;
And in some perfumes is there more delight
Than in the breath that from my mistress reeks.
1 love to hear her speak, yet well I know
That music hath a far more pleasing sound;
I grant I never saw a goddess go;
My mistress, when she walks, treads on the ground.
And yet, by heaven, I think my love as rare
As any she belied with false compare. (emphases mine)
— Shakespeare, Sonnets, No. 130
(Abrams et al. 1979: 1, 811)

Bright eyes, red lips, white breasts, golden hairs, rosy cheeks, fragrant breath,
pleasant sounds, elegant gait, with their “false” (from Shakespeare’s
perspective) comparisons to the sun, roses, perfumes, music, and goddess,
all the attributes of a Petrarchan Lady as elaborated in the Elizabethan sonnet
sequences are parodied and ridiculed. If an actual reader fails to meet what
is required from the reader addressee and is unable to recognize the
Petrarchan model and consequently the Shakespearean parody, he has missed
more than half of the sonnet.

Let us leave the problem of convention for the moment and dwell
upon the marked forms of the addressee space. Both the ars poetica in
Sidney’s sonnet and the complex parody in Donne’s poem require from the
reader addressee a competence in decoding the conventions involved, and
therefore the reader addressee is particularized and marked. If we follow
through our mediative perspective, this ars poetica, this parodied courtly
love, may be considered as a mediation by means of which a space is formed
between the addresser and the reader-addressee, and the interaction between
them is therefore more perceptible. A similar mediation may be seen
between the addresser and the addressee proper; analogously speaking, this
mediation is the Nurse who mediates between Romeo and Juliet. Now such
a mediation can be found in the rose in Waller’s famous song:
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Go, lovely rose!

Tell her that wastes her time and me
When I resemble her to thee,

How sweet and fair she seems to be.

Tell her that's young,

And shuns to have her graces spied,
That hadst thou sprung

In deserts, where no men abide,
Thou must have uncommended died.

Small is the worth

Of beaunty from the light retired;
Bid her come forth,

Suffer herself to be desired,

And naot blush so to be admired.

Then die! that she
The common fate of all things rare
May read in thee;
How small a part of time they share
That are so wondrous sweet and fair!
— (Abramset al 1979: I, 1602)

The direct object is the rose commanded by the addresser to go to the lady,
to persuade her on behalf of him and die there as an example to show her
how shor: the prime time is for any rare thing. Therefore, the rose functions
as an mediation vig which the addresser’s love persuasion can be indirectly
directed to the addressee proper, the lady. What interests us is also that the
rose mediator is not just a messenger, not just a ““connecting bond,” but an
iconic “medium,” using itself as an example and a warning.

In between the addresser and the reflexive addressee something may be
four.d which functions as a mirror through which the addresser sees his
reflexive self:

With how sad steps, Oh Moon, thou climb’st the skies!
How silently, and with how wan a face!

What, may it be that even in heavenly place

That busy archer his sharp arrows tries?

Sure, if that long-with-love-acquainted eyes

Can judge of love, thou feelst a lover’s case,

Iread it in thy looks; thy languished grace,
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To me, that feel the like, thy state descries.
Then, even of fellowship, Oh Moon, tell me,
Is constant love deemed there but want of wit?
Are beauties there as proud as here they be?
Do they above love to be loved, and yet
Those lovers scorn whom that love doth possess?
Do they call virtue there ungratefulness?
— Sidney, “Astrophel and Stella,” No. 31
(Abrams et al. 1979: I, 488)

The addresser speaks to the Moon from whom the addresser finds “a lover’s
case,” like the addresser himself, and asks him a number of questions about
love’s injustice and inconstancy, which reveals the addresser’s meditative
mood as well as his sufferings. The addresser finds from the Moon a “fellow-
ship”’-and a symbol for himself. His speaking to the Moon is not far away
from his speaking to his reflexive self. We are even tempted to think that
“that long-with-love-acquainted eyes” are not only the eyes of the addresser
but his own eyes seen from the mirror; notice that “that” is used instead
of “my,” and this shift of pronouns signals the split of the subject into the
addresser and his reflexive self. This reflexive tendency is reinforced by the
verbal component: the interjections, “what” and then “‘sure,” make lines
3-6 look like a self-questioning and self-answering. But all this is done
through t... mediation of the Moon.

We encounter quite a different scene when we come to classical Chinese
love poetry. The folk mode of poetry inaugurated the Chinese counterpart
and significantly determined its later development—in fact, the main body of
love poetry from the third century B.C. to the six century A.D. was found in
the kuo feng section (country airs) of Shih-ching, and Songs of Wu =R and
Song of West Faill of Yitea-fu 2T (Music Bureau Verse). I use the term
“folk mode of poetry” to suggest that they are more poetry than folk songs.
They have a folk origin, but they cannot be taken as folk songs without any
qualification, for they are more sophisticated and refined in style, in language,
in poetic indirectness and control, in emotion and idea. This is evident when
they are compared with the folk songs which are still extant and actually
sung in the countryside of China. Besides, they are in the form of a single
speaker’s utterance while most of the love folk songs in China are in the
dialogue form. Indeed, we do not know how much modification had been
made to them when they were collected and written down by the government
officers for many purposes. We do not know how much transformation had
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been made from the original folk song collectively produced to the version
available to the officers. Indeed, some of them may be sifnificantly re-
worked by literary men during the process of development and copying
(cf. Ck’11 1981). Songs of Wu and Songs of West are even more complicated,
for the emotion implied there is of a very particular kind —shall we say that
it is as particularized as courtly love of the West?

In my own statistics, which is modified upon Ch’tt Wan-Ii’s study (1983),
there are around 15 love poems in the kuo féng section, when the poems of
abandoned women and some ambiguous ones are taken away. The love
between the young men and the maidens is rather spontaneous and equal;
and this may be shown in the example as below:

B A
8% HEES
KEBT > LEHER
BEBF

EZA o AL
LE E

PR

CEAPSE

—— &k BB

The Chuan and the Wei are brimming!
The young gentlemen and maidens are holding orchid flowers.
“Let’s go and see,” the maiden says.
“I already did,” answers the gentleman.
“Go again?”
The river bank is wide and full of joy:
The gentlemen and the maidens,
Laughing and making merry,
They give each other peony flowers.
— “The Chuan and the Wei,” Stanza I
(CR1 1983: 150)

It is a joyful scene of equal courting; young men and young women persuade
each other to go to the spring festival along the Chuan river and the Wei river,
giving each other peony flowers to show their love. Indeed, the main speaker
or addresser is sometimes the male and sometimes the female in the love
poems of kuo féng. No privileged role is given to a particular sex; the male
and the female both are the object of love persuasion.
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BT
T
SRS
SHEZ
BRE
Al
ERZE
AR
— (BT EEZT

Dor’t climb my wali, Oh, dear Chung,
Don’t break my mulberry branches.

I can’t love.

I'm afraid of my brothers.

You are lovable.

My brother’s words are yet fearful.

— «Oh, dear Chung,” second stanza
(Ch’ 1985: 135)

We should not take “My brother’s words are yet fearful” too literally nor too
seriously; it is rather a maiden’s disguise out of her innocence and shyness.
Similarly, there is more love than upbraiding in her maiden’s cry: “Don’t
climb my wall!” .

Surely, men are no less active than women in expressing their love in
the kuo feng love poems. For example.

A
SNEE
ZFTER
ERES
EZRER
AEEKE
LZAR
RE5 R
— B | > =82

Boughs and branches—

I shall cut down the biggest.
If yow:are going to marry,

I shall feed your horse.
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The Han river is wide;
It cannot be crossed by swimming.
The Han river is long;
A raft proves no use.
— “The Han River Is Wide,” stanza 2
(CR'i11983: 113)

To cut down the firewood and to feed the horse are familiar matters, but
these can be taken as man’s “flattery” to a woman, telling her that he is going
to take care of these jobs, like a good husband. The rest of the stanza is
expressing his love for her but without ways of getting close to her.
Moreover, when inconstancy takes place, the female may not passively
vt her il fuck but retorts:

TEER
EE B
FAREE
BEMT
TEZIEGE
— %% CEZE

*'w

vou love me and think of me,
coulc walk across the Chuan river, holding up my dress.

r
+

bt ot

you no longer think of me,

Haven't [ another man?

You haughty guy are just haughtily crazy!

— “Holding Up the Dress Wading,” Stanza
1(Ch’4 1983: 151)

In short, the love in the love poems of kuo feng is a spontaneous and natural
love between two sexes, leading to marriage as the final goal without much
philosophizing nor particularlizing 2s we see in the courtly love of the West.
"’hﬂ reason for me to devote much space to showing the above simple fact—
the equal courting between male and female—is to contrast it with the
soclally particularized love as shown in the Songs of Wy and the Songs of
West in Yiteh-fis.

The formula of a male addresser and a female addressee underlies courtly
love, but the formula is reversed, almost without exception, in the Songs of
Wu and the Songs of West. How do we account for this strange formula of
a female addresser and a persuaded male addressee in such a large body of
Chinese love poems? We have definitely a gentleman and a lady in courtly
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love, but what are the male and the female in these Chinese love poems? It
appears that there is no adequate evidence to definitely specify the male and
the female, or males and females, in these poems. But it seems that some
kind of “fixed” relation could be seen between the female addresser and
the male addressee. Let us investigate this by using the Tzu-yeh Songs as
an example, which is most influential and representative in the Songs of Wa.

In the extant form, the Tzu-yeh Songs contains 42 songs; each song
contains four lines. It was said that Tzu-yeh Songs was composed by a female
called fzu-yeh but this traditional view is however questionable (Wang Yiin-
hsi 1957: 54-58). The characteristic method in the Tzu-yeh Songs, like the
other works in the Songs of Wu and the Songs of West, is the use of puns;
Wang Yin-hsi has made a good study of this (1957: 121-138). The abund-
ance of puns in the Tzu-yeh Songs and its anonymity signify its folk origin.
That is to say, the Tzu-yeh Songs was most unlikely produced by a single
person, and what is represented there has a historical character, mirroring the
emotional structure of a social group, not an individual psyche. Indeed, from
my own observation, the Tzu-yeh Songs is a hybrid more than a single work.
The first two songs appear as a group and in a dialogue form; I suspect that
these two songs preserve the most original form of the Tzu-yek Songs. Mean-
while, the last two songs are not presented in the utterance of the female
addresser but rather in the form of third person description, from a male
perspective, to be sure. This reveals that the “courtly-style” or kung-ti
poetry E&EFEF has made its way to the Tzu-yeh Songs, for from my present
perspective the difference between love poems and courtly-style poems lies in
the difference between the first person utterance (the expression of the
addressers love and suffering) and the third person description
{describing how beautiful, erotic, tempting the females are by means of which
man’s or the courtier’s eroticism toward woman is released); and this is the
reason why I exclude “courtly-style poetry” in general from my present
investigation. Encouraged by the deviation of the first and the last two songs,
I am inclined to take the repetitions in the Tzu-yeh Songs as possible indexes
to the hybrid nature of the Tzu-yeh Songs. For example,

EREARE

AR L

fEiEEE

FEEFEE (E2+/E)
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1 can’t sleep and the night is long,

Tossing, turning, listening to watchman’s drum.
There is no way I could find to meet you, my love—
This breaks my bowels and heart. (No. 28}

BEAER
8 R A
TR A
EEERE (B=+=Z8)

I can’t sleep and the night is long—

Oh, how bright is the moon!

I imagine you were calling me,

But only hear my own answering voice in the air. (No. 33)

The same beginning line appears in both No. 28 and No. 33, and both songs
are a female addresser’s own utterance about her sorrow of love and hopeless-
ness but in different vocabularies. No. 4 and No. 10 have almost the same
beginning line ““After I have parted from you, my love™; the only difference
is that “my love” is referred to as huan EX in No. 4 and as lang A} in No. 10
in the Chinese originals. Although Auaen and lang mean almost the same
in the present context, this inconsistancy may be taken as something
indexical to the hybrid nature of the Tzu-yeh Songs. The most conspicuous
repetition may be the repetition of the female addresser’s complaint about
her man’s inconstancy:

BREAR
BEE—F (B+0HE)

You were taken by another woman;
And you have mistreated me more than once. {No. 15)

HEARKR
B4ERE (BHAE)

I often worried about your having two hearts—
You have really separated from me now. (No. 18)

RERIE By
HFunEE (B_1TE)

I am grateful for your former gallantry,
And your indifference I must sigh for now. (No. 20)
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BTEEL
EREEN (B=1TRE)

You behaved inconstantly like the sun,
East in the morning and West at'night. (No. 36)

FILEEY N

HgBRM (B=+E)

In the beginning you were intimate to me, my love,
But day by day, Oh, became disaffected. (No. 39)

All these repetitions reveal to us not only the possible hybrid nature of the
Tzu-yeh Songs but also more importantly the fact that this particularized
mode of emotion of the female addresser or addressers is representative
of the emotion of a social group more than an individual. What kind of
persons are this female addresser and the male addressee involved with?

It is clear that the female addresser's sorrow of love and helplessness
and the male addressee’s inconstancy are the basic tone of Tzu-yeh Songs
as a whole. No expectation of marriage is entertained; rather, it is the
impossibility of marriage that hurts the female addresser’s heart (No. 6 and
No. 7). One allusion to marriage may be seen, however:

G FINCS
BEREE
REEEY
ZEAKE (BHILE)

I'll be sad if you look unhappy;

If you laugh, I'll be joyful

Haven’t you seen the interlocking tree

Whose branches join together but formed from
different roots? (No. 19)

I am not sure if the term “different roots” implies different social status
between the female addresser and the male addressee or not. The female
addresser once complains about her fate: “My birth did not take place at the
opportune time,/ My fate is, Oh, ill-omened.” (No. 27) BHERNKE » EMN/E
FEBE A pregnancy may be hinted at in No. 12: “To whom could I speak
and give a smile?/ I'm stealthily thinking of you in my belly.” ZBEZ=m s -
IEhEEEL  “In my belly,” instead of “in my heart,”” may imply a baby




188 TAMKANG REVIEW, Vol. XX, No. 2

in her womb.

If we see little courting and flattering from the male’s side, we do see
some carpe diem persuasion (No. 16) or even tempting allurement (No. 3,
7, 24) from the female’s side:

ELE R
R HEE
EAEGE
BHEETE (ETXE)

Seek pleasure while you are young;

Tarry, you shall grow old day by day.

If you do not believe in my woman’s words,

Need only to look at the grass under the frost! (No. 16)

B R R

B HRTE

BRI REE

INEEER (B AHE)

Holding my skirt without knotting the girdle,

I walk forward and lean against the front window

with my light eyebrows.

My dress is thin and tends to float;

I scold the spring breeze who slightly opens my dress. (No. 24)

In Poem No. 16, the female addresser persuades the male addressee to make
much of time; the grass under the frost shows as an example how brief one’s
orime time is. Poem No. 24 may be taken as an allurement of the female
addresser; the whole scene is tempting indeed.

To sum up, somewhat a coded, unequal, unbalanced relationship is seen
between the female addressér and the male addressee in the Tzu-yeh Songs:
a female’s sorrow of love, murmuz, and helplessness, & male’s inconstancy,
no expected marriage, a bit secret kind of love, no tears, no sighs from the
male addressee, not much courting process but sometimes some allurement
from the female’s side. What kind of person would be the female addressee?
What kind of social relation between the female addresser and the male
addressee would entertain such 2 coded, unequal mode of emotion?

A section of life shared by the female addresser and the male addressee
may be reconstructed. On one occasion, the female addresser engaged herself
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in gambling when she felt lonely at home: “Throwing jade dominoes upon
the board,/ Gambling all the day.” (No. 14) #BEEF > ®KHEHE T On
another occasion, when she parted from her love, mourning for no date of
meeting him again, she sighed that “bright lamps lightened the empty board
for empty place].” (No. 9) BREMRZET It appears that the female
addresser and the male addressee usually met at some gatherings for gambling,
food, or entertainment; and this gathering place is most likely the place to
which the female addresser belong or associate with. Indeed, we are told that
they entertained themselves singing together at night: “My love sang a
wonderful song,/ And I myself corresponded with beautiful strains.” (No. 31)
B El > BIRH A E  What songs did they sing? Shall we say that
those they sang are the songs similar to the Tzu-yeh Songs? What I
am suggesting is that the Tzu-yeh Songs as a whole was produced in such
situations and such places of entertainment and women; and the songs, which
in some way mirrored their lives and emotions, were sung to entertain the
patrons. That is to say, the female addresser in the Tzu-yeh Songs may be
taken as some kind of courtesan who accompanied the male and entertained
him with her beauty, music; dancing, and even her female body, and the male
addressee may be taken as her patron-lover. The formation of the Tzu-yeh
Songs was highly influenced by the social situation and audience indeed.
Similar ideas are expressed in Hsiao Ti-fei’s study FHEIE (1976), in which
we are told that Songs of Wu and Songs of West belong to the city instead
of the countryside and that some of the songs may be produced by
courtesans. It is clear that the reason for me to diverge from the central
concern of the addressee space and engage in a detailed study of the Tzu-yeh
Songs is to establish what we may call the love mode of the courtesan of the
Middle Ages of China as a counterpart and opposition to the love mode of
the courtier of the West. Such an endeavor, suppose it is on the right track,
is of comparative significance. “In most courtly love poetry the mistress is
responsible for all the lover’s sufferings” (Frye 1957: 297); shall we say that
in most courtesan love poetry, it is the gentleman who is responsible for the
lady’s sorrow of love? If there is a religion of love in courtly love poetry,
it seems that love tends to be secularized in the courtesan love poetry.

The Yiieh-fu tradition, represented by the Tzu-yeh Songs, was eventually
adopted into the T ang poetry, with necessary changes in poetic sensibility
and social context. For example, Tu Ch’iu-liang’s #1#KIR “Golden Thread
Robe” £#&K and L Po’s =1 “Spring Thought” &Z may be better
understood as the continuity and adaptation of the Yiieh-fu mode: in Tu’s
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poem both the author and the addresser are female and the poem may be
considered as a carpe diem allurement to a male patron, whereas in Li’s poem
the author assumes the role of a poet agent, speaking in the form of a female
addresser, whose love complaint and phrasing are akin to the love tradition of
the Tzu-yeh Songs. However, a complete investigation of this area of
continuity and adaptation must wait for other occasion.

IV. General Poetics of Love Poetry

If we model our definition upon a love letter actually written and sent,
we can see that love poetry is a first person utterance in which a certain
addresser is expressing his or her love, joy and sufferring, to a certain
addressee, which we called the addressee proper. But poetry always turns
inward and outward: the addresser turns inward, addressing to himself or
herself—a reflexive addressee is thus produced—and turns outward, bypassing
the addressee proper, reaching and at the same time internalizing the reading
public—a reader addressee is thus produced. Upon this prototype man
variations may be generated.

Our general poetics will be an elaboration upon this general definition,
and this elaboration will be based on Todorov's triadic model of genre
(1975), which I have followed in my comparative study of carpe diem poetry
(Ku 1986). In the form of the present paper, as one can see, the general
poetics of love poetry is nothing but a re-formulation of what we have found
out from the three components: the semantic (content), the syntactic
{structure), and the verbal (expression). Therefore, I decide to be brief.

First, the semantic component. Love poetry is by nature a love
persuasion; indeed, love persuasion is the raison d’esre of love poetry. Yet,
this love persuasion may turn inward and become a self-persuasion, or a self-
modelling, of the addresser; or turn outward, as a sector of culture, and reach
out for the reader. Different modes of love have appeared in love poetry,
from the most general, spontaneous, natural kind as exemphffed in the love
poetry of folk mode, for example, the love poems of the Shili-ching, to the
most coded, particularized kind as exemplified in the courtly love poetry in
the Western tradition and the poetry of the courtesan in the Chinese tradi-
tion. As intimated in Valency’s research (1975) and my present study,
the courtly love and the courtesan love were partly created by the poets or
singers and partly advocated by the audience involved; and the audience was
internalized into the poetic texts as the reader addressee. Eroticism is also an
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important component of the semantics of love poetry as shown in our
examples. Surely, love poetry may go beyond this semantic world and arrive
at some ultimate areas, such as sense and spirit, mortality and immortality,
and so on, as explored in the researches of Anne Ferry (1975) and A. J.
Smith (1985). From this perspective, love is a symbol and an excuse for
man’s out-braving and conquering of time and for man’s pursuit of an ideal
existence. Yet, this existent perspective is beyond our present concern.

The syntactic of love poetry can be taken as the structure of love
persuasion, and this love persuasion is, needless to say, determined by the
mode of love and the relation between the addresser and the addressee. The
first significant determinative factor is the gender of the addresser: as shown
by the examples, the love poem with a female addresser and a male addressee
is quite different from that with a male addresser and a female addressee.
This difference directly or reversely corresponds to the difference inscribed
between two sexes in our culture and society, East and West, up to today.
Any item in a love poem is, theoretically, directed to three modes of
addressee, but with different degrees of gravity. The basic structure of a love
poem is a first person utterance; yet the dramatic mode (mode of persona)
and the narrative mode (mode of third person) may superimpose themselves
upon this basic structure and give rise to variations.

It appears that the key idea is indirectness in the verbal component.
- Indirectness is a method common to all poetry, but it becomes most signifi-
cant in love poetry, for an effective persuasion is always indirect, and love
and the erotic desire are better expressed in indirect terms. Pun is a well
recognized indirect method of eroticism. In the Chinese folk mode of love
poetry, pun is the common indirect method the female addresser uses to
express her love and her mild eroticism. The device of conceit as practised
in English love poetry, Donne in particular, is an instance of poetic indirect-
ness. The eroticism in the conceit of the flea would make the lady cry out,
laughingly, that Donne should deserve hanging. Another general form of
poetic indirectness may be termed as the method of mediation: a mediator
is created between the addresser and the persuaded addressee. Sidney’s moon
and Waller’s rose, or if you like, the spring breeze in Tzu-yeh Songs, No. 24,
are the examples given before. As one can see, these three components of
love poetry as a genre thus formulated interlock each other. !



192 TAMKANG REVIEW, Vol. XX, No. 2

Notes

1. A Bibliographical Note. A number of articles, Ph.D. dissertations and books
have been devoted to English love poetry. My present concern is with those works
devoted to the whole period of the English Renaissance. Three sub-genres of love
poetry are distinguished by Rogers (1977), namely, the epyllion, the elegy, and the
sonnet, respectively standing for the cumulative, the irreducible and the frozen
experience of love. A ‘“‘dramatic” mode of love poetry is defined from Wyatt,
Sidney, and Shakesphere’s love sonnets in Bernard’s study (1970). Ultimate themes
behind English Renaissance love poetry, such as sense and spirit, mortality and
immortality, are explored in A. J. Smith (1985) while the eternizing theme of love
poetry is investigated in Ferry (1975). Besides, Lewis (1938) and Valency (1975)
have provided us with a solid understanding of Courtly Love—and this is indis-
pensable for understanding the important impact of Courtly Love upon English
love poetry. Two studies have been devoted to Chinese love poetry: in Lo Tsung-
Yao BEEZIE(1985) love poems are discussed under certain thematic categories,
whereas in Huang Yung-wu EikE (1985) the cultural back-ground is em-
phasized— and Huang’s recognition of the love poems from the Shih-ching and the
Yueh-fu $FF as the best traditions of Chinese love poetry is appreciable. Love
poetry entertained one comparative study (YU Kwang-chung £xy5r 1975-763,
where examples from English and Chinese poetry are discussed and compared. All
transiations from Chinese are mine.
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