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Abstract— This paper attempts to analyze the discourse
on jituo (allegorical expression) by Zhang Huiyan, the founder of
the Changzhou School of Ci poetry in the Qing dynasty, and by
Zhou Ji, who inherited and further developed Zhang’s ideas, in
order to understand the developmental process of the school’s
central theory, the “theory of jituo.” Zhang Huiyan’s theory
of jituo is primarily grounded in the concept of bixing
Jjituo (allegory through comparison and evocative imagery). Zhang
bypasses historical facts and, on an essential level, directly
connects ci poetry with the tradition of the Shi Jing (Classic of
Poetry) and the Li Sao, thereby establishing the ideal value of ci.
This essence is precisely the “jituo” embedded in the works. Zhou
Ji’s theory of wu jituo (non-allegory) expands the implications of
Zhang Huiyan’s concept of jituo. By wu jituo, it is meant that when
composing, the author must still embed allegorical meaning in the
work,; however, once the work is completed, this meaning should be
concealed so that the reader cannot definitively identify what it
refers to, and different readers may derive different allegorical
meanings from the work. Moreover, the content of this jituo must
reflect the rise and fall of the times and pertain to social morality,
rather than being limited to personal sentiments of sorrow and
nostalgia.

I. INTRODUCTION

very close interaction. Therefore, we may interpret this
situation from another perspective: the formation of these

In the early Qing, ci composition largely followed the
Ming dynasty guideline of “modeling on the Huajian style
and prioritizing graceful beauty” [1]; it was not until the
rise of the Yangxian School and the Western Zhejiang
(Zhexi) School that the trend began to change. The
Yangxian School took Chen Weisong as its representative
figure. Chen Weisong esteemed Su Shi and Xin Qiji in his
discourse on ci, advocating a bold and unrestrained style.
The Zhexi School was headed by Zhu Yizun, who revered
Jiang Kui and Zhang Yan, taking refined purity as the
hallmark of ci style. The poets honored and the styles
advocated by the two schools seem to be widely divergent.
Yet, judging from the association between Chen Weisong
and Zhu Yizun, the two were not only close friends but
also co-authored the book Zhu Chen Cun Ci, indicating
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two schools and the emergence of their theories were
primarily a response to dissatisfaction with the early
Qing ci arena, which inherited Ming practices, and an
attempt at reform. The Yangxian School proceeded in a
diametrically opposite direction, using an entirely contrary,
bold and unrestrained style to correct the overly delicate
manner of the early Qing; the Zhexi School, standing on
the ground of the restrained and graceful style, rectified its
excesses and directed it toward refined purity. The two
schools could, in theory, actually complement each other.

By the mid-Qing period, the defects of the Yangxian
and Zhexi Schools gradually surfaced. The Yangxian
School increasingly tended toward crudeness and
roughness; the Zhexi School slipped into lavish
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ornamentation and piling up of allusions. Jin Yinggui, a
disciple of Zhang Huiyan, once wrote in his “Postface to
the Ci Xuan™:

AR BRA=ZRK EEREMBEER JHH=E
RMERES. KEKRSE, FHRHIE RAHEHR H
w—th, FEEX, KEFF MEBGEIKR,
MA@ s RR, Hik—th, REYE KERE
, RETRHEM, FEEELETE EERER &ETH
TS, BYESE BT/ FENE, #EIHMATH,
HAEOMEE, BAKH, HE&=tH[2]. (n recent
times, ci writing has three defects. When the meaning does
not match that of Song Yu yet one solely describes
disheveled hair; when the admonishment is less than that
of Chunyu Kun yet one merely displays shoes and
stockings — this is fumbling with bedchamber affairs, foul
and obscene. This is lascivious ci, the first defect. When
one bursts forth fiercely and dissects words and phrases,
jests and mockery becoming the dregs of the jester’s trade,
shouts and roars venting the bluster of the marketplace —
this is the second defect. When one delineates objects and
things, relies on singing and dancing, sorrow and joy do
not stem from one’s nature, sighs and reflections have no
connection to genuine feeling, producing piece after piece
whose meaning never goes beyond flowers and birds,
whose inspiration and reference never transcend social
niceties. Although such pieces may be elegant without
being sensual, they possess phrases but lack coherent
composition. This is frivolous ci, the third defect [2].)

Xie Zhangting, writing in a later period, offered an
explanation of Jin Yinggui’s remarks:
B-—RmEEE. MRk, —RIBH. FIZXIK
h, ZHELE. LZ2XRKtL, FX (F:E) , #HRE
HIt=%k. EXEEREFT #EFE REGMER
2 &8 [3], (According to this, the first defect refers to
learning from the latter branches of Zhou Bangyan and Liu
Yong. The second defect refers to learning from the latter
branches of Su Shi and Xin Qiji. The third defect refers to
learning from the latter branches of Jiang Kui and Shi
Dazu. Gaowen’s (Zhang Huiyan’s) Ci Xuan is truly
capable of remedying these three defects. Its main tenet
lies in possessing jituo and being able to be implicit and

reserved — this is indeed the golden needle for composers
of ci[3].)

From this, we can see that the lascivious ci of “defect
one” mentioned by Jin Yinggui should refer to the early
Qing continuation of Ming ci styles; “defect two” refers to
the epigones of the Yangxian School; and “defect three” to
the epigones of the Zhexi School. The “defect one”
lascivious ci of the first stage had already undergone
reform by the Yangxian and Zhexi Schools. By the mid-
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Qing, however, “defect two” and “defect three” had
reached a point where reform was urgently needed, and it
was in response to this that the Changzhou School
of ci poetry arose.

Nevertheless, Zhang Huiyan did not specifically
direct his criticism solely at the epigones of the Yangxian
and Zhexi Schools. In his “Preface to the Ci Xuan,” he
once said:

BRZUMERE®R, ToRMBER, UERSHE
BRE, FETE, REMRE, BEEEE, HrBRMH
M, KAHMPFIFEM[4], (After the fall of the Song

dynasty, the orthodox tradition of ci was cut off; by the
end of the Yuan, its standards were ruined. From then until
the present, over four hundred years, among the tens of
authors, although they affirmed their own ways, each had
manifold changes — all can be said to have rested content
with their defects and gone astray, lost and unaware of the
proper gateway [4].)

This shows that Zhang Huiyan aimed to
guide all those who had “lost their way” over the past four
hundred years. This also implies that his original goal was
the same as that of the Yangxian and Zhexi Schools, and
thus many of his views were by no means entirely distinct
from those two schools. When discussing the
developmental course of the Changzhou School, Yan
Dichang discovered that Xu Yanzong’s preface to
the Lianzi Ju Cihua reveals precisely this message:Zhang
Huiyan’s Ci Xuan circulated among friends and associates,
primarily among tongnian (examination peers) and
scholarly circles, but it was not regarded as the banner of
an independent school, nor was it seen as diametrically
opposed to the Zhexi School [5].

This points out that Zhang Huiyan’s discourse was
not entirely opposed to the Zhexi School. Likewise, Wu
Hongyi discussed the relationship between the Yangxian
School and the Changzhou School from two perspectives,
regarding the Yangxian School as the forerunner of the
Changzhou School: first, “Yangxian” refers to Yixing,
which belongs to Changzhou Prefecture; second, after
repeatedly reading the ci poems of Chen Weisong and
others alongside those of Zhang Huiyan and his circle, Wu
sensed similarities in their styles. By viewing the two
schools as sharing a single line of inheritance and
transformation, Wu highlights the affinities in some of
their concepts [6].

To sum up, Zhang Huiyan’s reform of the ci genre
did not stop at remedying the excesses of the Yangxian
and Zhexi Schools; rather, he proposed a new direction for
the entire development of the genre, namely, the concept
of bixing jituo. Therefore, this paper will analyze the
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discourse on jituo by Zhang Huiyan, the founder of the
Changzhou School, and by Zhou Ji, who inherited and
developed the theory, in order to understand the
establishment and expansion of the school’s central theory,
the “theory of jituo.”

II. THE ESTABLISHMENT OF THE THEORY OF
JITUO CENTERING ON ZHANG HUIYAN'S
THEORY OF BIXING JITUO

Although Zhang Huiyan was the pioneer of the Changzhou
School, he did not fully construct a comprehensive and
rigorous theoretical system. His Ci Xuan represents the
fruits of his practical criticism. The theoretical aspects are
mainly concentrated in the “Preface to the Ci Xuan.”

When analyzing Zhang Huiyan’s “Preface to the Ci
Xuan,” many scholars tend to divide it into several distinct
topics. For instance, Ye Jiaying summarizes it into four
points: 1) the origin of ci; 2) the definition of ci; 3) the
evaluative criteria for ci; and 4) the purpose of compiling
the Ci Xuan [7]. Ding Fang divides it into three points: 1)
elevating the status of the ci genre; 2) emphasizing bixing;
and 3) discussing the history of ci [8]. Zhu Deci also
divides his discussion into three parts: “the theory of
elevating the genre,” “the theory of bixing jituo,” and “the
theory of orthodoxy and variation” [9]. In fact, the key
points distinguished by these scholars differ little in
essential meaning. While a point-by-point exposition can
indeed highlight specific perspectives, it can also fragment
the meanings of the various key points, preventing the
holistic presentation of the ci theorist’s thought. Therefore,
we must pay attention to the inner coherence among these
concepts in order to gain a full and concrete understanding
of the theorist’s system.

Zhang Huiyan’s “Preface to the Ci Xuan” first
discusses the origin of ci and then proceeds to the principle
of bixing:

ME BEHREZEFAN, BREFZE UKIHE
RHEF #EH. (E) B: EAMENE, BH
. HigIEEW, BNHE, LERE), BaREZEES
BARE, LLEBAEFHMORE, TEEEZE,

EEEWUME - EF 2 2R 2% BAZ
FABEZER | RUESUN  HBR - BERZ - 5l
PSR - BLIERMHE - RAEHEE - AARIRBE
- EKYmE - BEKE . BEME . FEAMEKE
& M 2[10]. (Ci originated when poets of the Tang

xt
Al

3

dynasty adopted the melodies of yuefu (Music Bureau
ballads) to set new musical rules and, accordingly,
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appended words to them; hence the name ci (literally
“words”). The Zhuan commentary says: “That which
intends meaning within and manifests words without is
called ci.” It traces emotions and initiates expression,
arising from subtle words to move one another. It fully
conveys the sorrows and joys of men and women in the
folk songs of the lanes, thereby expressing the hidden,
melancholy, and unutterable feelings of worthy men and
noble gentlemen, with a lingering, delicate subtlety that
intimates its meaning. This approaches the bixing of
the Shi Jing, the meaning of the “changed airs” (bian
feng), and the songs of the Li Sao poets! However,
because its form is small and its sound is plaintive, when
unrestrained people compose it, it sometimes becomes
licentious and voluptuously beautiful, mixed with wild and
jester-like elements. Yet in its most essential
manifestations, there is none that does not arise from a
heart of compassion and delight, stirred by things,
touching upon kindred categories and expanding freely,
each having its own place of return; it is not merely crafted
with empty, ornate phrases [10].)

Zhang Huiyan traces historical facts to demonstrate
the origin of ci. This approach explains the emergence
of ci in terms of its genetic significance and also shows
that he possessed a certain degree of understanding of its
origins. However, Zhang immediately follows this by
interpreting the meaning of ci using the statement from the
classics: “Ci means ‘intention within and words without™
[11]. This clearly does not match the historical facts he
himself narrated (i.e., originating with Tang poets
adopting yuefu melodies), and it consequently invited
criticism from scholars [12]. In fact, judging from the
passage that follows — “#i&iElm, BERME, LA
B, BaEAZEEEBRLRE LLEBARFMHLEE

TEEBEZIR, BMEZELEERL traces emotions

and initiates expression, arising from subtle words to move
one another. It fully conveys the sorrows and joys of men
and women in the folk songs of the lanes, thereby
expressing the hidden, melancholy, and unutterable
feelings of worthy men and noble gentlemen, with a
lingering, delicate subtlety that intimates its meaning)” —
which defines the essence of ci, we can see that he had an
ulterior motive. This is because, in the minds of literati at
the time, ci was still regarded merely as a “lesser path”
(xiaodao), unworthy of refined circles. Zhang Qi’s
“Preface to the Re-engraving of the Ci Xuan” mentions:

REEF REALRXELREHFER TRHELE
WER., KR ARMA/NE KEEBBBEE[13],

(In the second year of the Jiaging reign, my late elder
brother Gaowen (Zhang Huiyan) and I both stayed as
tutors with the Jin family of She County. Several students

%#
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of the Jin family enjoyed writing ci. My late brother
thought that although ci was a lesser path, its tradition had
been lost for several hundred years [13].)

This shows that although contemporary literati
composed ci, they still considered it not to be a “proper
form” (zhengti) like shi poetry or fu rhapsodies. Yet,
although Zhang Huiyan verbally referred to it as a “lesser
path,” he inwardly believed that ci could stand on a par
with shi poetry. He therefore felt compelled to elevate the
value of ci and extricate the genre from the status of
“lesser path.” There were roughly two ways to do this: one
was through the method of “generic origin” (tiyuan), that
is, tracing the development of ci back to the three hundred
poems of the Shi Jing and asserting that ci is no different
from shi poetry. The other method was through the
approach of “essence” (benzhi), holding
that shi and ci follow the same principle, whether in the
manner of composition or in content [14]. Zhang Huiyan
knew for certain that the origin of ci could no longer be
altered. He therefore adopted this second method, the
“essence” approach, directly equating the essence
of ci with the essence of the Shi Jing and Li Sao, thereby
elevating the status of ci. And this essence was the
requirement that, in both composition and content, there
must be the sense of bixing jituo. His statement, “Z=5F 2
tk®, #RZzE, BAZHT, BEZ R (Th
approaches the bixing of the Shi Jing, the meaning of the
‘changed airs’ (bian feng), and the songs of the Li
Sao poets),” is precisely the application of this method,
through which he maintained that ci is indeed close to the
tradition of the Shi Jing and Li Sao. Although the ci genre

o

sometimes, because “EH 3/, EHER(its form is small
and its sound is plaintive),” resulted in “IN&E Az, Bk
SEERE, %t LLE T F 8 (when unrestrained people
compose it, it sometimes becomes licentious and
voluptuously beautiful, mixed with wild and jester-like
elements)” — a situation that fails to meet this essential
requirement — the normative standard of ci composition

must still demand “FEAHRIBEFE, RYmeE, BEEE
&, REMER, ELAMEKEETE(that there is none

that does not arise from a heart of compassion and delight,
stirred by things, touching upon kindred categories and
expanding freely, each having its own place of return; it is
not merely crafted with empty, ornate phrases).” Already
visible here is his demand for an ideal ci genre. Through
this method, Zhang Huiyan bypasses historical facts,
reconstructs the creative spirit of ci, restores it to the entire
Chinese tradition of the Shi Jing and Li Sao, and ensures
that its function is no longer merely that of a “lesser path.”

Ye Jiaying believes that Zhang Huiyan
compared ci to the Shi Jing because, when ci first arose, it
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was set to music and sung, just like the Shi Jing, and thus
he placed them on a par. And because the folk songs in
the Shi Jing embody the principle of bixing and the
meaning of the ‘“changed airs,” ci must also
possess bixing and the meaning of the “changed airs.” To
prove that Zhang Huiyan’s argument was mistaken, Ye
Jiaying used a lengthy discussion to demonstrate that
the bixing and “changed airs” of the Shi Jing have, in
reality, no connection whatsoever with ci [15,16].
However, while Zhang Huiyan’s argument is problematic
from the perspective of ci’s historical development, we can
see from the “Preface to the Ci Xuan” that he did not seek
to prove that ci and the Shi Jing share the same origin
based on external forms (structure, music); rather, he
believed that the two should be identical in essence, and
hence could be discussed side by side. Therefore, Ye
Jiaying misunderstood Zhang Huiyan’s intention. It was
not because both ci and the Shi Jing were set to music that
Zhang Huiyan regarded them as sharing a common origin;
rather, it was because he believed that ci, in its essence,
ought to carry the connotation of jituo, identical to
the bixing essence of the Shi Jing and Li Sao, that he
viewed them as equivalent. The status of ci was thus
naturally elevated to the level of the Shi Jing and Li Sao.

As for the scope of Zhang Huiyan’s so-called bixing
jituo — are there any limits to its content? Zhang Huiyan
did not provide a theoretical explanation. But if we consult
his practical criticism of the works selected in the Ci Xuan,
we can gain some understanding. For example, regarding
Wen Tingyun’s “Pusaman” (“On the hills the golden light
flickers and fades™), Zhang Huiyan commented:

EREREFEL, REBGH (RFK) , MAEHERK
. WEREEER HEESE_F SR'XESE BT
a), (BEE) #MARZE[17], (This expresses the
lament of a worthy man meeting with no recognition. The
composition resembles the “Changmen Fu” (Rhapsody on
the Tall Gate), but employs reverse narration section by
section. This piece begins after waking from a dream at
dawn; the words “too languid to rise” lead into the feelings
and events described in the rest of the poem. The four lines
from “adorn a flower” onward convey the meaning of
the Li Sao’s “former attire” [17].)

Zhang Huiyan believed that behind the boudoir
sentiments, Wen Tingyun concealed a lament of “a worthy
man meeting with no recognition.” He even regarded the
final four lines of the second stanza as corresponding to
the “former attire” (chufu) imagery in the Li Sao.
Furthermore, Zhang Huiyan’s commentary on Su
Dongpo’s “Busuanzi” (“A fragment of moon hangs by the
sparse wutong”) proceeds in the same interpretive mode:
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HEREAEEME. FEELTT - 8RA, REAME, ;’J%
B, EEErth, WAA, FIEEM, BER EBD,

& BATRt, EE BETFTH. BAL, JET
=, HEERTEE FTORTot. REDIM

B, FEPTEAE, HEIEEE BEFFRARLL[18], (This was

composed by Dongpo in Huangzhou. Tongyang Jushi said:
“A fragment of moon” criticizes the dimness of the times.
“The water clock has run dry” refers to dark times. “The
recluse” means one who has not achieved his ambition.
“Coming and going alone” indicates helplessness. “The
startled swan” refers to a worthy person finding no peace.
“Turning its head back” signifies longing for the sovereign
and never forgetting him. “No one perceives it” means the
sovereign does not discern. “Picks over all the cold
branches, unwilling to roost” expresses refusal to settle
comfortably in a high position. “The lonely sandbank is
cold” indicates a place not of one’s peace[lS8].
This ci closely resembles the poem “Kao Pan” .)

Although Zhang Huiyan stated at the beginning that
this was a comment by Tongyang Jushi of the early
Southern Song, since he cited it, it can be taken as
reflecting Zhang’s own view. He similarly considered
this ci poem a work of jituo, hiding a sentiment of
unwavering loyalty to the sovereign and love for the
country, even when framed by petty men. Finally, he
compared this ci poem to “Kao Pan” in the “Wei Airs” of
the Shi Jing to highlight its emotional and allegorical
dimensions. According to the Mao commentary, the poem
“Kao Pan” is interpreted as: “A satire on Lord Zhuang.
Unable to carry on the enterprise of his forebears, he
causes worthy men to withdraw and dwell in obscurity”
[19]. This shows that Zhang Huiyan believed this ci poem
indeed contained a remonstrance that those in high places
fail to employ worthy men. Another example is his
commentary on Feng Yansi’s three “Butterflies Love
Flowers” lyrics (also known as “Magpies Tread the
Branch”: “7<HR T IR 248 (Six curving balustrades nestle

against the green trees),” “Sf18 BA1E W K (Who says idle

feelings can be cast away for long),” and “%% H{TE [
2 (For days the traveling clouds — where have they
gone)”), which he also discussed precisely in terms of “£&
THEMM, AR EERZ & (a concentration of tender
affection, as if embodying the meaning of the Li Sao in
altered form)” [20]. From this, it is evident that the scope
of Zhang Huiyan’s jituo primarily lies within the
traditional connotation of the Shi Jing and Li Sao: loyalty
to the sovereign, love for the country, sorrow at leaving
one’s homeland, and melancholy sentiments.
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With this premise, Zhang Huiyan’s view of the
historical development of ci also emerged in conformity
with the concept of jituo. Thus, the “Preface to the Ci
Xuan” continues:

BEZEAAN FOisE HEEEY. TE. 24,
BES. 2188, 28K, AIZE. 8E, it’ﬁi_\if

mRESRS A.:.,*%I?El‘f’] £1’c2[§%
FK, BEAE BEHA ﬂZ%’Euu, EElH:ﬁ_ééo

EHTE, FE8MH TOER IKEEBE, 7
HAE, RZFAR, HAME, ARLHE. T,
BAME. FEE. ZB. THFE. &L HETEXE
HEMAR, BMmAE, MY, Hox.,
=ER, 2B, RX®RZM, TE&5—ik, MERER
S, M FE, XTeE—FHRRBURZE HR
Hi#, ®RERUME, ~HREBR, SRR, =
AL~ AI#Z[21]o (Among the ci poets of the Tang, Li Bai

was the foremost; after him, Wei Yingwu, Wang Jian, Han
Hong, Bai Juyi, Liu Yuxi, Huangfu Song, Sikong Tu, and
Han Wo all had compositions to their name. Yet Wen
Tingyun was the most exalted; his language is profound,
beautiful, grand, and restrained. During the Five Dynasties
period, the Meng and Li houses, sovereign and subject
alike, engaged in jesting and competed in creating new
tunes. The heterodox stream of ci arose from this. As for
their finest works, they were often matchless — just as the
five-character poetry of the Qi and Liang dynasties, by
relying on the Wei and Jin, approached antiquity. The
Song dynasty’s ci writers are said to have reached the
height of splendor. Yet among them, Zhang Xian, Su Shi,
Qin Guan, Zhou Bangyan, Xin Qiji, Jiang Kui, Wang
Yisun, Zhang Yan — deep and profound, their form
possessed substance. Those who indulged without
restraint, were arrogant without principle, and branched
out without substance, such as Liu Yong, Huang Tingjian,
Liu Guo, and Wu Wenying, each seized upon one aspect to
gain esteem in their own time. Even the aforementioned
poets could not entirely avoid occasional unrestrained
words appearing in their works. Later generations rushed
in pursuit of these, failing to seek the original intent,
breaking and sundering, ruining and disordered beyond
record [21].)

Zhang Huiyan regarded Wen Tingyun of the late
Tang as the supreme model among Tang ci poets. This was
because, in Wen Tingyun’s ci, he perceived not only
surface splendor of language but also the deep-
hidden jituo. Zhang Huiyan arrived at this judgment
precisely because he had already predetermined that the
essence of ci was jituo, and then examined Wen’s works
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through this lens; the sentiments of a resentful woman
perfectly matched the allegorical tradition of “fragrant
flora and fair maidens” in the Shi Jing and Li Sao.
The ci of the Five Dynasties consisted mainly of playful
exchanges between sovereigns and ministers. Although
such ci “approached antiquity” and could be “matchless,”
they were still merely the “heterodox stream of ci.” In the
Song dynasty, the development of ci reached its zenith.
The highest standard of ci exhibited “deep and profound,
their form possessed substance.” This was no longer mere
splendor of language; the content, too, had to contain
genuine emotion hidden within. It was simply that
these ci poets occasionally uttered “unrestrained words,”
but later generations took these as models to emulate,
overlooking the deeper meanings hidden in the ci, thereby
causing the decline of the entire ci development.

Zhang Huiyan believed that ci had undergone such a
development. For this reason, in his Ci Xuan, he
exclusively selected works whose “meaning harbors
hidden depths,” hoping thereby to “EH T, EBHHKIE

BERM T BFABET, THEFHMZE,
& 8 i J& 5§ 2 (block its downward course, trace its
origins, and prevent gentlemen of refined taste from being
repelled by vulgar sounds, so that they dare not
join ci with shi and fu in recitation alongside them)” [4].
Wu Hongyi once criticized this argument:This entire
passage by Zhang Huiyan can be summed up in a single
phrase: “venerating the ancient and disparaging the
modern. “Because this psychology of venerating antiquity
was at work, he believed that the earlier the period of
the ci poems, the better they were, and that later works
invariably had some flaws [22].

Wu Hongyi’s assertion that Zhang Huiyan displayed
a notion of “venerating the ancient and disparaging the
modern” actually arises from a failure to clarify the overall
argumentative context of Zhang’s discourse.

Looking at the “Preface to the Ci Xuan” as a whole, it
is in fact entirely centered on one principal concept: bixing
jituo. And the emphasis on bixing jituo was precisely for
the purpose of elevating the status of the ci genre, freeing
it from its position as a “lesser path” and ranking it
alongside the Shi Jing and Li Sao. This is just as Wu
Hongyi stated when discussing the theories of the entire
Changzhou School:The theory of elevating the genre and
the theory of jituo are mutually causal. The theory of
elevating the genre is the goal of the theory of jituo, and
the theory of jituo is the means by which the theory of
elevating the genre is realized [23].

However, Wu Hongyi believed that the ideas set forth
in Zhang Huiyan’s “Preface to the Ci Xuan” were too
vague, and thus this view stemmed mainly from Zhou Ji’s
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discourse. But from the exposition above, we can see that
although Zhang Huiyan lacked a complete theoretical
framework, he already possessed such a concept. It is
precisely because of this that, when engaging in practical
criticism, = Zhang  Huiyan  consistently  sought
the jituo within the ci works themselves for his
interpretations.

III. THE DEVELOPMENT OF THE THEORY OF
JITUO THROUGH ZHOU JI'S “YOU JITUO”
(POSSESSING ALLEGORY) AND “WU JITUO”
(NON-ALLEGORY)

Zhang Huiyan’s discourse was not mainstream at the time.
It was not until the Daoguang reign that the Changzhou
School of ci poetry became a prominent school [24]. At
that time, the person most important for expanding the
theoretical scope of the Changzhou School was
undoubtedly Zhou Ji.

Zhou Ji’s views on ci, by his own account, can be
roughly divided into three periods [25]. In the first period,
he earnestly followed Jiang Kui:

Et+ERBREBRR, MURFAMNE BHSRZ 7
SEE AM#EH[26], (For ten years I earnestly followed
Baishi (Jiang Kui) and regarded Jiaxuan (Xin Qiji) as
heterodox. When I reflect on it now, I can be called a blind
man tapping a pipe to guess its shape! [26])

The stance of “revering Jiang Kui and rejecting Xin
Qiji” was perhaps influenced by the Zhexi School.
However, after he met Dong Jinging at the age of twenty-
three, his entire outlook on ci underwent a complete
change. Zhou Ji’s “Preface to the Ci Bian” states:

RETAREAF BFRAREZESH., ... HEAHE
WwmEE EeEE EFETERAER DARTED
. BMAR, MEEKEREX. BRARE. ... =Rl
BB 3R, FTFEHHEL, PEZEZN, EMERE
BUE, #®RTEMERER[27]. (I began learning ci at

sixteen. In the jiazi year I first became acquainted with
Dong Jinqing of Wujin.... His ci was intricately winding
and reciprocating, reaching the highest and deepest levels,
utterly different from what I had previously imitated. In
my heart I admired him and could not stop.
Jinging’s ci learning was modeled on his maternal uncles,
the brothers Zhang Gaowen (Huiyan) and Hanfeng (Zhang
Qi).... Although Jinqing took the two Zhangs as his
teachers, his compositions actually surpassed theirs. I
thereupon received instruction from Jinqing, and as time
went on, my achievements changed daily and our
discussions also had their mutual strengths and weaknesses

[27].)
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Dong Jinging was Zhang Huiyan’s nephew and
studied ci under the brothers Zhang Huiyan and Zhang Qi.
Through his association with Dong, Zhou Ji’s concept
of ci also began to lean toward the Changzhou School. As
for the third period, it should correspond to the completion
of Zhou Ji’s Song Si Jia Ci Xuan (An Anthology of Ci by
Four Masters of the Song) in 1832 — the stage when, as
he said, “passing fifty, I first recognized the broad avenue”
[25]. Thus, the scope of our discussion of Zhou
Ji’s ci theory encompasses his second and third stages.

Zhang Huiyan’s theory of jituo, after undergoing
revision and expansion by Zhou Ji, finally became a
complete theoretical framework. This process moved
from you jituo (possessing allegory) to wu jituo (non-
allegory). Zhou Ji wrote in his Jiecunzhai Lun Ci Za
Zhu (Miscellaneous Notes on Ci from the Jiecun Studio):

MBAKREFE, AHFTURENRE, £RRE. B
RAgER, RELGE BEFTAESZHEE CEHERC

®MER 28],

have jituo (possess allegory). If there is jituo, the surface
and interior will illuminate each other, and the

(When first learning ci, seek to

composition will be elegantly accomplished. Once a
stylistic level has been achieved, seek to have wu
jituo (non-allegory). With wu jituo, the description of
events and the expression of feelings will allow the
benevolent to perceive benevolence and the wise to
perceive wisdom [28].)

So-called you jituo likewise means that the content of
the ci must harbor jituo; only in this way can it fulfill the
essence and requirements of what ci should be. However,
Zhou Ji considered this merely the initial stage of learning
to compose ci. Once a work has attained a certain degree
of achievement and standard, one must strive toward the
level of wu jituo. Wu jituo means that at the time of
composition, the author must still embed jituo in the work,
but after the work is completed, this jituo must be
concealed and not revealed, so that the reader cannot
definitively identify what it refers to, and different readers
may obtain different allegorical meanings from the work.
Only such a work represents the highest model of ci. Zhou
Ji articulated this even more fully and clearly in the Song
Si Jia Ci Xuan:

REAFEFREFA, EFETH, —¥—F, sl
mEZE. %E'L\%;B?%Zaﬁ%a& BEMBT 28
#EE, UREARM, BBz ERELE REZE:E
RETE, BABE, AR, BEER ZXRL

', ImEAA, E#xth, #HEBMTR FERE,
mEREsE, ATET, EHRE, RHER BR
i, PHEE, BBRA, FTREEXYW, MAZ
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BlER - Mo f/eEd 229 . (As for ci,

without jituo one cannot enter it, but clinging solely
to jituo one cannot emerge from it. Taking a single object
or event, extending and stretching it, one connects and
penetrates multiple categories. Driving the mind like a
gossamer thread netting a falling blossom; holding the
brush like the master’s axe paring a fly’s wing — using the
blade that has no thickness to enter that which has
crevices. Once one has practiced this, whenever a
perception suddenly arises, it can fully convey its kindred
categories; even after reading thousands of pieces, their
tone and resonance never stray: this is entering. When
one’s endowed feeling is uniquely profound, every
situation one encounters will stir awakening; after long
fermentation, in the dark it issues forth and hits the mark
seemingly by chance. Though the narrative is plain and the
depiction simple and shallow, a myriad of sensations surge
together, and the inner self loses its composure. Those who
read such a piece are like peering into an abyss to glimpse
fish, taking them to be either bream or carp; like being
startled by lightning at midnight, losing all sense of east
and west. Like an infant laughing or crying along with its
mother, or villagers feeling joy or anger in response to a
play — it may be said that one can emerge! [29])

Zhou Ji held that entering ci by means of jituo was
the sole choice for writing ci. However, how does one
cultivate the technique by which everything can become
the vehicle of jituo? This then becomes a question of
learning. Zhou Ji believed that in daily life, every single
object or event must be capable of being extended and
comprehended by analogy; only in this way can one
gradually nurture the sensibility that everything can serve
as jituo. The Jiecunzhai Lun Ci Za Zhu states:

BRAXLALAE &—F RE—¥ HEILEBE

BEAREEH, HFBATF[28], (In learning ci, first
take applying the mind as fundamental. When
encountering an event or seeing an object, be able to sink
into deep thought and solitary reflection, absorbed all day
long, and what emerges from your hand will naturally be
out of the ordinary [28].)

This describes precisely such a state. Once one
possesses this ability, then even if the narrative is plain and
the depiction simple, the ci work itself will still produce a
feeling that “a myriad of sensations surge together, and the
inner self loses its composure.” Moreover, depending on
the reader’s identity, the allegorical meaning perceived
will differ. Such a ci work is what is called one that can
“emerge.”

Then, are there any limits to the scope of Zhou
Ji’s jituo theory? The Jiecunzhai Lun Ci Za Zhu says:
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RS, TARR WEBRE, ZKXBREH =
CHCH, BBEBE RBEAZHFEREH =
THEHRZE., RES, HEE WARAREZE
o AL, ANAEE, HTEH—WM=R, BHEIER
B, BEFE BEER, EEER, EESER.
E, XTUREF (28], (That in which sentiments and
reflections lodge never goes beyond [the themes of]
prosperity and decline. Perhaps it is preparing for rain
before the storm, perhaps sighing over firewood piled on
top of a stove, perhaps feeling as though oneself drowning
and starving while others are unconcerned, perhaps
remaining uniquely pure and uniquely clear-headed.
Depending on the person’s temperament, learning, and
state of life, none lacks heartfelt words. Seeing many
events and understanding principles thoroughly, they can
serve as material for later generations to assess the age.
Just as poetry has its history, ci also has its history; thus
may one set up one’s own banner. If it is merely parting,
longing, and lamenting unrecognized worth — following
well-worn paths and picking up others’ spittle — then to
fancy oneself greeting Wen Tingyun and Wei Zhuang as
equals — is that not shameful? [28])

From this, it is clear that the content of Zhou
Ji’s jituo must reflect the rise and fall of the times and
concern dimensions of social morality, rather than being
limited to personal sorrow and nostalgia. In terms of
content, works must all be capable of serving as “material
for later generations to assess the age,” which is to say,
they must possess the significance of “history.” If the
content is simply matters of “parting, longing, and
lamenting unrecognized worth” — such clichéd works —
their value absolutely cannot be mentioned in the same
breath as works that harbor profound allegories of nation
and state. Zhou Ji’s discourse can be said to build upon
Zhang Huiyan’s foundation, transforming it and
developing it in a deeper, more comprehensive, and more
detailed manner.

Equipped with such a theory, Zhou Ji’s approach
when conducting practical criticism naturally shifted
toward a mode of not explicitly identifying the jituo. For
example, he commented on Zhou Bangyan’s “Su Muzhe”
(“Burning aloeswood”): “EBBEHREE, FAMEK(Asif
with intent, as if without intent — it makes one dizzy)”
[30]. He did not concretely point out what allegorical
meaning this ci expressed but assessed it with a vague,
abstract concept. Another example is his commentary on
Jiang Kui’s “An Xiang” (Secret Fragrance) and “Shu
Ying” (Dappled Shadows). As noted earlier, after Zhou Ji
entered the second phase of his career, he abandoned his
reverence for Jiang Kui and esteemed Xin Qiji instead. Yet
he still regarded these two ci poems by Jiang Kui as
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“lodging meaning beyond the topic, containing
inexhaustible richness, and worthy of being ranked with
Jiaxuan (Xin Qiji)” [26]. However, although Zhou Ji rated
these two ci poems very highly, in his commentary on “An
Xiang” he only said: “EEBFANLE, Z=EFINLL, BEEE
BEERBEF(In flourishing times it was so; in declining
times it is so. Thinking of its flourishing age, grieving for
its declining age) .” Commenting on “Shu Ying,” he only
said: “This ci uses ‘#85&(meeting),” ‘1t 4E(transforming
into),” and ‘B {Ll(not like)’ as its bones. Unable to retain it,
letting it flourish and decline on its own. (Commenting on
the second stanza).” These brief comments do not
concretely identify what allegorical meaning Jiang Kui
embedded in the ci. This mode of criticism, which refrains
from pinning down the allegory, exhibits a quite
substantial difference from Zhang Huiyan’s approach of
interpreting allegory word by word and line by line.

IV.  CONCLUSION

The theory of jituo of the Changzhou School, though
established by Zhang Huiyan, was in fact fully structured
and completed by Zhou Ji. Zhang Huiyan’s jituo can be
described as a method of “meeting the intention by the
reader’s own understanding” (yi ni yi zhi). He attempted to
find, within ci works, the original intention of the author.
Zhou Ji’s jituo, on the other hand, disregards the author’s
original intent and shifts the focus of interpretation to the
reader’s perception and response. Zhou Ji’s theory of wu
jituo can be said to have expanded the implications of
Zhang Huiyan’s theory of jituo. This critical approach
definitively established the theoretical framework of the
Changzhou School’s jituo theory thereafter. Later, Tan
Xian’s statement in his “Preface to the Futang Ci Lu” — “
B ZRDRDAR, MEEZRDEIBAA(What the
author intended need not be so, but what the reader intends
— why need it not be s0)?” [31] — was very likely
influenced by Zhou Ji’s theory of wu jituo.

Although the theory of jituo has repeatedly been
criticized by later scholars as being overly forced and far-
fetched, its developmental lineage was in fact shaped by
the factors of its historical context. Moreover, seen in the
context of its entire developmental trajectory, its influence
throughout the Qing dynasty was so extensive that no
other school could possibly replace it.
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