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The painter Wu Li, who was born in Changshu in Jiangsu province in 1632 and died in Shanghai in 1718, is generally considered as one of the six masters of the Orthodox School during the early Qing (1644 - 1911) period.
 He studied painting with two of the six masters, namely Wang Shimin 王時敏 (1592 - 1680) and Wang Jian 王鑑 (1598 - 1677). In 1688 he was ordained as a Catholic priest and then until his death in 1718 spent thirty years in doing missionary work in the region of Jiading and Shanghai. 

The hanging scroll Fungus Growing at the Cenwei Residence (Fig. 1) is one of the earliest available paintings of Wu Li. The background of the painting consists of a green-painted hill, depicted in the centre, with bifurcated mist emerging from its foot. In front of the hill a man sits in a thatched house with fungi on the table waiting for his two guests who are approaching on the other side of the river, followed by a boy servant. Cenwei Residence 岑蔚居, located at the foot of the Yu Mountains 虞山, is the name of the house of Zhang Chunpei 張春培 - Wu Li's patron of this painting, a hermit (chushi, 處士) and possibly one of the so-called yimin (遺民, loyalist) of the Ming Dynasty. 
Lin Xiaoping suggests that this painting is “a visual articulation of inner feelings”, such as “uncertainty and mobility” and expresses the “political statement by Ming loyalists who were hoping against hope to reinstate their lost dynasty”, while the Jonathan Chaves assumes that Wu Li did this painting as a “birthday gift” for Mr. Zhang.
 Indeed Wu Li at first painted this scroll to commemorate the appearance of fungi at Cenwei Residence of Zhang Chunpei, which happened in the year jihai [1659]. Then fungi grew again a year later, namely in the year gengzi [1660] and this is the reason why Wu Li wrote two colophons at different times on this painting and then wished Zhang a long life because of his kindness in curing people.
 Wu Li’s artistic, spiritual and social activities are fairly well researched, his early years, however, have hardly been subjected to serious scrutiny. The examination of the painting Fungus Growing at the Cenwei Residence and its social background will provide the context for looking into Wu Li’s artistic activities and his spiritual life during his early years.
1.
The question of the prototype 

The painting Tasting Tea 品茶圖 (dated 1531, Fig. 2) was painted by Wen Zhengming 文徵明 (1470-1559) for his pupil Lu Shidao 陸師道 (1511-1574) in the light blue-and-green manner. Two men are sitting in a thatched house with teacups on the table between them. The jar and the pot for making tea (ding) have been given a particular function here, as we are informed in the colophon: “The friend is coming while the water in the ding is boiling up (鼎湯初沸有朋來)”. In another hut next to this house a boy servant prepares tea sitting in front of a stove. The guest, just crossing the bridge at the bottom of the painting, is on his way. Two hills in the background are depicted smoothly in the mogu 沒骨 or “boneless” manner without any contours. The composition of Wu Li’s painting is slightly more complicated, but in general these two paintings, both hanging scrolls, are almost identical apart from the bifurcated river, the city wall and the hill, depicted in heavy-green in Wu Li’s painting. 

Three years later Wen Zhengming painted almost exactly the same composition giving it the title Ten Eulogies on Tea Utensils 茶具十詠 and adding his poem to it (dated 1534, Fig. 3).
 Ju Jie 居節 (ca. 1531 - ca. 1585), a student of Wen Zhengming, again copied this painting with the same poem as a colophon (Fig. 4). At the end of the poem Ju Jie explains that Ten Eulogies on Tea Utensils had been painted by Wen Zhengming on the occasion of tea tasting on the third day before guyu [c. 20 April – 4 May] in the thirteenth year of Jiajing [1534] when the tea harvest was at its height in Tianchi and Huqiu and that it had become a nice story 成一時佳話. Poetry and painting, often combined with cultural reminders, had thus become a part of the process of tea tasting for the Wu masters in the Ming period. The presentation and enhancement of the literati’s flavor during tea tasting became a new phenomenon in the early sixteenth century in Chinese painting.
 It consequently is not surprising that there are, as Shi Shouqian reminds us, a number of copies.
 It is quite possible that Wu Li used the painting Tasting Tea or its copies as his draft, which means also that he subscribed to the cultural emblem of tea tasting. 

The event of the appearance of fungi is similarly combined with cultural activities such as writing poetry, painting and sometimes literati gathering, another popular activity during the late Ming and early Qing periods. The famous literatus Ji Kang 嵇康 (223-262), one of the Seven Sages of the Bamboo Groove 竹林七賢, was a practitioner of alchemical arts and, according to his biography in the Jinshu 晉書, “used to make excursions to the mountains to gather magic herbs”
. In his “Fu on the Lute” 琴賦, Ji Kang describes the cultured pastimes that he and his friends enjoyed in the midst of the tranquil grandeur of the landscape, such as hiking, poetry, and music.
 In fact, according to Xu Dishan’s 許地山 Daojiao shi 道教史 (History of Taoism), fungus picking was quite common among the Taoists throughout Chinese history, and Chinese literati already composed poems on immortals and mountain-spirits prior to the founding of organized Taoism during the Eastern Han period.
 For a Taoist like Ge Hong 葛洪 (ca. 253-333) fungus picking meant the following: “Taoist sages ventured into the mountain landscape to gather alchemical herbs and ling-chih fungus, to prepare their life-prolonging elixirs, and to encounter mountain-spirits and immortals.”
 According to the Unofficial Records of the Wanli Period 萬歷野獲編 Ming Emperor Shizong 明世宗 prompted his officials and the common people to collect fungi in the Five Holy Mountains 五岳 in the year bingchen 丙辰 of the Jiajing-era 嘉靖 [1556]. When Zhang Juyou 張巨佑 from Wanping County 宛平縣 presented five fungi first, the emperor was very pleased and rewarded him with golden silk. Later on both officials and commoners came one after another to present fungi, and caizhi shi 採芝使 (fungus envoys) could be seen everywhere.
 

Wu Li has also painted some other paintings on the subject of fungus, such as Nine Fungi
 (Fig. 5) and Collecting Fungi 採芝圖 explaining in his colophon: “There is a guest picking fungi, the songs resounded throughout the thatched cottage.”
 In another colophon in his Album of Landscapes of Wu Mojing 吳墨井山水冊Wu Li explains: “[If you] want to look for the Old Man of Purple Fungus, [go into] the mountains full of white clouds (欲覓紫芝翁，山深白雲滿).”
 In addition, according to a poem of Chen Hu 陳瑚 (1613-1675), the famous scholar and teacher of Wu Li, Chen stayed with Wu Li at the Xingfu Temple 興福寺 in the Yu mountains after they had collected fungi in the third year of Kangxi [1664].
 

 The plain mountains in Wen Zhengming’s Tasting Tea (fig. 2), which he depicted with light ink, appear far away as if veiled in mist. This impression finds its repercussion in the first sentence of the colophon: “Far away are the green mountains where there is no dust (碧山深處絕纖埃)”. Both Wen Zhengming and Wu Li used the mogu-manner in depicting the hills, but the green-painted hill of Wu Li seems to be much more dominant and conspicuous. In today’s definition the mogu or boneless manner means something depicted in ink or color without outline. In his Tuhua jianwen zhi 圖畫見聞誌 (1074) Guo Ruoxu 郭若虛 (act.1070 - act.1075) describes a mogu painting of Xu Chongsi 徐崇嗣 (also known as Xu Xi 徐熙, d. before 975) as follows: “His painting has no brushwork and is merely depicted with five colors.”
 According to the Chinese scholar Wang Yuzhong Guo also was the first one to use the term mogu in the history of Chinese painting.
 It is said that Zhang Sengyou 張僧繇 (fl. early 6th century) during the Northern Wei dynasty (386-534) was the first painter who employed this technique.

While the hills of Wen Zhengming were more contained and did not attract much attention Wu Li’s hills show a massive surface of green, which appear to be an innovation rather than an imitation of Wen Zhengming. The combination of the mogu-manner and the heavy painted color was something new according to James Cahill: “Tung Ch’i-ch’ang, Chao Tso, Lan Ying and others, when they paint landscapes in the mo-ku or “bone-less” manner in which color is applied heavily and without outlines, write in their inscriptions that they are imitating Chang Seng-yu or T’ang landscapist Yang Sheng, although it is far more likely that the sudden appearance of this manner at the beginning of the seventeenth century represents a response to European oil paintings.”

While we should not neglect the sudden appearance of the mogu manner during the transition from the Ming to the Qing, for Wu Li there might have been another reason to depict the hill in the manner he did. The name of the residence Cenwei of Zhang Chunpei means “flourishing”.
 In this meaning it is attributed to the word cong 叢 (shrubbery) by Yan Shigu 顏師古 (ca. 581 - ca. 645) in a commentary to the Biography of Chen Sheng 陳勝 in the Hanshu 漢書: “Shrubbery is where the grass and trees are flourishing (叢謂草木岑蔚者也).”
 Xu Shen 許慎 (ca.58 - ca.147) explains the word cen in his Shuowen jiezi 說文解字 (121) as follows: “Cen means a small but high hill (山小而高)”;
 and the word wei means a kind of mugwort (牡蒿).
 In this sense, the hill of Wu Li’s painting is a cen-hill with a small circumference but rising high. At the same time the heavy painted green indicates the word cenwei metaphorically. This is very similar to the case of hao 號 (penname) painting, which I will discuss in the following part.

2.
The commemorative painting

The Wu school painters or Suzhou masters of the middle Ming created a large number of paintings in order to commemorate events such as birthdays and retirements, depicting someone’s retreat or residence, or a person in a characterizing manner or setting.
 As Jonathan Hay has stated, “The commemorative painting was often highly personalized, providing either a visual record or a metaphoric representation of a person, place, or occasion.”
 According to him, Shitao’s 石濤 (1642 - 1707?) student Wu Jixian 吳基先 commissioned a now lost painting from his teacher in 1699 in order to record the sudden growth of an eight-flower orchid in his garden on the occasion of the fiftieth anniversary of his mother’s widowhood. On the painting poems and essays were written by local dignitaries.
 This kind of commissioned painting was quite popular. It was often combined with a view of the residence of the person in question. In fact, a depiction of the residence of the patron was the most common type of commissioned painting after the Yuan period.
 

As James Cahill has pointed out, the Wu school painters from the time of Shen Zhou 沈周 (1427 - 1509) and Wen Zhengming onward had painted views in and around Suzhou city to the effect that such representations became a specialty of the Wu school.
 The popularity of topographical paintings is related to the boom of the art market after the fifteenth century. Lucy Lo-hwa Yang concludes that topographical views “must have enjoyed tremendous popularity.”
 However, the depiction normally is rather allusive than descriptive, which is hardly recognizable even for local people.
 Compared to the painting of Wen Zhengming Wu Li seems to have used a more readily recognizable form of representation in respect to the residence of his patron Zhang Chunpei. Photographs of the hill (Fig. 6 and 7) just next to the Yu Mountain chain reveal a surprising similarity with the mountain depicted by Wu Li. According to the Kangxi changshu xianzhi 康熙常熟縣志 (1687) the Yu Mountains were located one li to the Northwest of Changshu.
 There were some other small hills in the vicinity of the Yu Mountains such as Xiaoshan 小山, Dingshan 頂山 and Poshan 破山.
 A woodblock illustration of the Yu Mountains in the same book shows that the hill depicted by Wu Li could be the Xiaoshan and the city gate may be the Zhenshan men 鎮山門 as indicated. So until now we may assume that Zhang Chunpei must have enjoyed both the metaphoric representation of the Cenwei Residence and the topographical depiction, which implied the idea of a semi-personalized representation of himself, a kind of pseudo-portrait. 

When discussing Fungus Growing at the Cenwei Residence as a pseudo-portrait, the depiction of the man sitting in his hut, who may be regarded as representing Zhang Chunpei, becomes important. In fact, the headdress he wears, which was called zhoujin 周巾, is typical of Ming costume (Fig. 8 and Fig. 9).
 The depiction of human figures in costumes from earlier dynasties such as Song and Ming is quite common in Chinese painting. Moreover, it was the headdress that most obviously expressed a person opposition to the Manchus during the Ming-Qing transition.
 Wu Li’s teacher Wang Jian, for example, ordered to be buried in his Taoist headdress and costume, as illustrated in Wujun mingxian tu chuanzan 吳郡名賢圖傳贊.
 On the seventh day of the intercalary month inserted after the six month [run liuyue] of the year 1645 Qing officials in the region of Suzhou announced that the local people had to have their hair cut and mandated them to change their costume to Qing style within three days. Three days later the local people of Changshu killed the Qing official Chen Yuanfang 陳元芳 and organized themselves with weapons under the direction of Yan Shi, the author of one of the colophons on Wu Li’s painting. The rebellion was suppressed in September,
 and Yan Shi subsequently became a Buddhist monk and adopted the name Zhutoutuo, which he also used in the colophon. This was another way of many Ming loyalists to avoid the mandatory haircut following the Manchu style. While we cannot assume that the depiction of costume of other dynasties, which occurs quite frequently in Chinese paintings, always bears a political message, in the case of Wu Li’s Fungus Growing at the Cenwei Residence the headdress seems to be more than a coincidence given the background of the Ming-Qing transition in the area he lived. As a relative of Yan Shi, it is likely that Zhang Chunpei had a similar background and also was a Ming yimin, a Ming loyalist, who retreated and lived as a doctor after the fall of the Ming. 

The pseudo-portrait which we can see here is quite similar to the type of the “portrait-in-a-landscape”, which Anne Clapp discusses in the context of commemorative painting by the Suzhou masters. As Anne Clapp noticed:

“In the middle Ming period, Suchou painting was in the process of becoming a conventional instrument of social interchange that served, like poetry, epitaphs, eulogies, and genealogies, to give permanence to the patron’s personal history. It announced his public and private achievements, marked the rites of passage in his life, proclaimed his filial piety, and confirmed him at large in the ideal status of scholar-gentleman. Intended to be preserved for later generations, the painting together with its documentation was a claim for recognition from his family and clan, and also from the wider circle of men of letters.”
 

While Wu Li’s Fungus Growing at the Cenwei Residence still gives the impression of a landscape rather than a portrait, showing little individual treatment of the patron Zhang Chunpei, the inscriptions provide much more concrete information. They function as literary memorial and documentation focusing on the sudden appearance of the fungi and on biographical information about the patron. Following Anne Clapp’s approach I suggest that Wu Li intended to create a permanent record of the appearance of fungi together with a formal assessment of the moral virtue, in the Confucian sense, of living as a hermit, that is as a Ming loyalist und Qing rule, and curing people neither for fame nor for money. At the same time the painting aimed at obtaining public recognition for the achievements of the patron Zhang Chunpei. In this sense this kind of pseudo-portrait had the same social and psychological functions as a portrait in the West.
 I consider this kind of pseudo-portrait couched in a landscape as an extreme example of dialectical presence-absence in Chinese art history. The figure of the patron appears as a generalized type and exhibits little or no information about the person – a staffage-figure in nature depicted as a kind of absence-portrait. At the same time this person is described as a very particular individual in the colophons, a so-called presence-portrait with specific biographical information about him. The pseudo-portrait is a kind of mixture of portrait, landscape painting and biography especially in the form of the commemorative paintings after the fifteenth century. The painting A Lady at the Virginals with a Gentleman (1662-1665, Oil painting, 73.5 x 64.1 cm, London, Buckingham Palace, Fig. 10) of Jan Vermeer van Delft (1632-1675) can be considered as a similar interesting case. The legs of the easel in the mirror on the wall suggest the presence of the painter at work – a self-portrait with the “scenario of production” (Produktionsszenario) of the absent painter.

An interesting question, of course, is to what extent the patron Zhang Chunpei was able to influence the style of Wu Li’s painting. Anne Clapp writes that the patron of Tang Yin 唐寅 (1470-1523) planned the program of the commissioned memorial scrolls and coordinated the pictorial and literary components.
 Moreover, Claudia Brown points out that, “even the most enlightened patron exerts pressure on the artist to finish the work.”
 It is thus plausible that the hill, painted in heavy green was suggested by the patron Zhang Chunpei, who knew the literary source of the name of his residence Cenwei and the reason for choosing it. This is quite similar to the type of the hao painting - a subspecies of the iconography of the portrait-in-a-landscape in the middle Ming according to Anne Clapp.
 In the Ming period it was very common that a Chinese chose his penname (hao) himself in any number and at any time in his life. He gave much thought to its meaning, “for the hao was intended to convey something about his principles and aspirations.“
 And the landscape on the hao painting is normally depicted to “spell out in visual form what is essentially a literary pun.”
 In this sense both the name of the residence and the hao of the patron are important, since they emblematize intellectual and ideological principles of the patron. 

Although, except for the information given on the colophon, we do not know anything about Zhang Chunpei, it seems possible that the prototype of the painting, namely the painting of Wen Zhengming, was also suggested by him and that a metaphorical comparison between him and Wen Zhengming was intended. Since Fungus Growing at the Cenwei Residence is dramatically different from Wu Li’s later works The patron’s taste could have been an important reason for its style and choice of motif, as Claudia Brown wrote: “Taste is, of course, the major mechanism through which patrons influence a painter’s style.”

Furthermore, it is quite obvious that the colophon writers of Fungus Growing at the Cenwei Residence did not meet each other at a gathering to appreciate the painting, because every dated colophon was written at a different time over a course of two years, from the first colophon of Wu Li, written in August to September in 1659, to the last one, again written by him in the sixth month of 1661. In other words, the initial composition of the scroll with its first short, conventional dedication by Wu Li which left ample space for colophons by other writers was almost certainly done in response to the wish of the patron. Moreover, it is quite probably for aesthetical reasons that the patron Zhang Chunpei asked Wu Li to write the second colophon for him.
Finally there is one other detail in this type of commemorative painting, which occurs fairly often in Chinese paintings after the fifteenth century. Related to the depiction of the residence, it was popular to show its owner in a scene of waiting for guests. Such scenes were particularly widespread in commemorative paintings, often combined with a hint of gift-giving, resulting in a schematized type of painting,  favored by many painters, such as Wen Zhengming.
 In his book on Picture and Visuality in Early Modern China, Craig Clunas points out that the painting Wishes for a Long Life in Retirement by Dai Jin 戴進 (1388-1462) (Fig. 11) depicts a scene in which somebody is waiting for guests to arrive, and that these guests were expected to bring gifts. How this presentation of gifts took place becomes clear from a lacquer tray, which actually depicts “the type of inter-elite visiting in which such a tray was used for the presentation of gifts.”
 

Due to the profound changes in Chinese society in the sixteenth century a new type of literati painters, like Shen Zhou, Wen Zhengming and Tang Yin, emerged. They gave away their paintings as gifts or exchanged them for material products.
 This was true for Wu Li as well, as the painter’s poems and colophons on “painting debts” (畫債)
 or “schnapps debts” (酒債)
 testify. Although the painting of Wu Li has a ready-made character due to its prototype, it still can help us to learn more about the artistic and spiritual life of Wu Li during his early years.

4.
Epilogue

From 1681 to 1686 Wu Li stayed at St. Paul’s Jesuit College in Macao studying Latin and theology. The following poem is from this period:

I think of my old practice, wish to burn up my inkstone

and then stop smearing crow-marks and give up poetry.

[Additional note:] I have decided firmly to study the Way.

思將舊習先焚硯，且斷塗鴉並廢詩。
予學道許定矣。

Hou Kaiguo 侯開國 (ca. 1641 - ca. 1710), with whom Wu Li studied under Chen Hu confirmed in a long colophon that Wu Li burned his brush and ink and gave up painting after he had become a Catholic.
 According to Louis Pfister, Wu Li examined the paintings that he had done before converting to Catholicism and burned those with superstitious contents.
 From the point of view of catholic teaching at the time, Fungus Growing at the Cenwei Residence must have belonged to the category of paintings he rejected after his conversion. When he was in Macao, Wu Li wrote another poem on plucking herbs for an eternal life:

At the place where waves encircle the Sanshan

herbs grow fragrantly;

How could they lead to the confounding


of several sovereign lords?

Left behind by the Qin gatherers 


still they flourish, green:

the herbs themselves achieved Long Life,

the men are long since gone!

[Additional note:] Sanshan is traditionally said to be the spot where herbs were plucked in the Qin and Han periods.

浪遶三山藥草香，如何得誤幾君王？秦時採剩今猶綠，藥自長生人自亡。

三山，傳說秦漢間採藥之處。

The contrast between Wu Li as a Catholic and the young Wu Li of the years around 1659 is indeed remarkable. Wu Li’s personal development of course has, of course, to be viewed within the framework of the transformations China experienced during the seventeenth century. As James Cahill has stated:  “Breakdowns in the system had occurred often enough before, but had not led, as now, to such widespread questioning of the whole structure…. It was an age of inconsistencies and antitheses, of extreme positions in thought and in art.”
 Like many of his contemporaries Wu Li aimed at his personal realization and the question of death became of utmost importance for him, as we can see from many of his poems. Fungus Growing at the Cenwei Residence suggests that the young Wu Li was interested in finding a way for a longer life through Taoist means and practices and associated with circle of similar credence, while the later in his life the painter realized that death is a part of his life, a truth pointed out in the poem above.
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Appendix: Translations of the colophons
1.
In mengqiu [first month of autumn] of the year jihai [1659] I painted this painting titled Fungi Growing at the Cenwei Residence for Mr. Chunpei.

己亥孟秋聊寫岑蔚居產芝圖以贈
春培先生一粲    桃溪吳歷

2.
On the ten immortal islands Shizhou
are golden fungi and jade grass.

There is no place where they do not grow, 

nor do they wither for a thousand seasons.

At the Cenwei Residence

the Spirit of the Earth is stored.

[Therefore] the fungi grow like purple umbrellas in brilliant glory 

sprout beneath the porch steps in rapid succession.

When virtue has moved Heaven,

grass and trees first convey the signal.

And why should I want to sing of this?

-To wish this Gentleman ten thousand years!
 

In the sixth month of the year xinchou [1661]

Again written by Wu Li 

十洲之島，金芝玉草。無地不生，千季不槁。岑蔚之居，地靈所儲。燁燁紫蓋，嗣興堦除。唯德動天，草木氣先。何以誦之？君子萬年。 辛丑六月  吳歷又題
3.
Mr. Zhang Chunpei from our Yu [Changshu] built his house, which is surrounded by well-known flowers, bamboos and trees, at the foot of the mountains. At times he enjoys himself by composing poetry and drinking wine in a natural and unrestrained manner just like a hermit in ancient times. In the autumn of the year jihai [1659] there were auspicious fungi in his house that grew luxuriantly and erect. Now there are more fungi growing in his house again and they are checkered and multicolored. Those who witnessed this considered it as a sign of good fortune and repayment for his kindness. They all wrote songs and poems to commemorate this great event. My nephew Sheng told me about this and therefore I write this poem for him…

In puyue [the fifth month] of the year gengzi [1660] 

Mengsou [hao of Qian], Qian Qianyi

吾虞張君春培，依山築室，名花竹樹，徧遶其廬。時以詩酒自怡，意致灑如，有古隱君子風焉。己亥秋，坣有瑞芝，森森挺茁。今於其所復產數莖，五色陸離，觀者以為休徵美報，咸歌詩以紀盛事。聖姪為余言，因占短句以贈之。。。。。。


庚子蒲月蒙叟錢謙益題
4.
The fungi have no root

nor do they grow next to the sweet spring 

However wherever they accrue

There is auspiciousness in them.

[Mr. Zhang] is a descendant of an illustrious family from Donglai

and a highest immortal from Huizu.

Can the moral excellence of his family

be spoken of even a bit badly one generation after the other?

Having a pocketful of medicine books below his elbow

[Mr. Zhang] has cured ten thousands of people.

He did it like quenching thirst or relieving hunger 

but not for fame nor for money.

Now the magic figure expelling evil spirits is bred 

And the fungi come out colored cinnabar.

 [The fungi] sprout sturdy after one night,

and after ten days they appear like a fist.

Between the buds and flourishing plants, 

the viewers go round in circles.

[They] paint or compose,

numerous paintings and articles.

[The fungi] are like the hair of phoenix and the toe of kylin,

rising like jade trees to the height of the shoulder,

and like orchids under the five-colored cloud.

[It is in this way] that I look at the fungi field.

On shangyuan [the 15. day of the first month] of the year xinchou [1661]

For my old nephew Chunpei

Monk Zhutoutuo Yan Shi

芝草無根，不源醴泉。隨其所產，瑞斯在焉。東萊華胄，回祖上仙。君家淑德，奕世何愆。肘後青囊，活人萬千。如渴如饑，非為名錢。乃孕靈符，丹朱燁然。一夕而茁，旬日而拳。實苞實茂，觀堵囬旋。廼圖廼詠，可什可篇。鳳毛麟趾，玉樹齊肩。五雲九畹，佇看芝田。

辛丑上元為
春培老表姪題

珠頭陀嚴栻
5.
On the shore of the Shang Lake,

beneath the Yu Mountains,

there is a fragrant house,

in which a hermit dwells.

In front of the house maple and nanmu trees,

and behind it buttonwood and bamboo.

The person in the house

Resembles the yellow swan.

Fungus is growing there 

like red jade.

These all are because of his righteousness, 

so that Wumu
 is like the fictitious land of peace Taoyuan,

where the immortals wander around.

It seems as if they have been transformed into fungi

And why could this person living in the thatched hall along the River Lou

welcome this special commodity?

The answer is because he had the spirits of Huang and Qi,
 

and that is why I sing this Song of Purple Fungus. 

For

my literally brother Chunpei

Wu Weiye 

尚湖畔，虞山麓。香人廬，處士居。前楓楠，後梧竹。中一人，似黃鵠。產靈芝，如赤玉。是其淑氣之所鍾，惟桃源之與烏目，為神仙之所游戲，而變現乎靈族。然則吾草堂之倚乎婁江者，將不得邀此之異產歟？曰：賴有黃綺餘風，逍遙歌詠於紫芝之遺曲。

為

春培詞兄題

吳偉業
� The other five masters are Wang Shimin 王時敏 (1592 - 1680), Wang Jian 王鑑 (1598 - 1677), Wang Hui 王翬 (1632 - 1717), Wang Yuanqi 王原祁 (1642 - 1715) and Yun Shouping 惲壽平 (1633 - 1690). The term orthodox school is almost superfluous since some members of this group were, according to James Cahill, not all that orthodox, see his “The Orthodox Movement in Early Ch’ing Painting.” In Artists and Traditions, edited by Christian Murck. Princeton: Princeton University Press, 1976, 169.


� Lin Xiaoping. Wu Li (1632 - 1718). His Life, His Paintings. (Lanham, New York a. Oxford: University Press of America, 2001), 32. Jonathan Chaves. Singing of the Source. Nature and God in the Poetry of the Chinese Painter Wu Li. (Honolulu: University of Hawaii Press, 1993), 81.


� The correct chronological order of the five colophons must be as follows: The short colophon of Wu Li written in the first month of the autumn of the moon calendar (mengqiu) in the year1659 (jihai) was the first one, followed by the one written by Qian Qianyi in the fifth month (puyue) of the year 1660 (gengzi), the third one, although undated, must be the one by Wu Weiye. Then follows Yan Shi’s, written next to the first colophon of Wu Li on the fifteenth of the first month of the year 1661 (xinchou). The last one was again written by Wu Li, in the sixth month of the year 1661 (xinchou). 


� According to Craig Clunas this painting is painted in ink and color and belongs to the National Palace Museum Taipei while Shi Shouqian says that it is in the collection of the Beijing Palace Museum and one of the best works done in ink, see Craig Clunas. Elegant Debts. The Social Art of Wen Zhengming, 1470-1559. Honolulu: University of Hawai’i Press, 2004, 100 and Shi, Shouqian. “Yasu de jiaolü: Wen Zhengming, Zhong Kui yu dazhong wenhua”. Meishushi yanjiu jikan 美術史研究集刊 16 (2004): 324. The colophon says, Wen was ill when the tea harvest was at its height in the thirteenth year of Jiajing [1534] at Huqiu and Zhixing (Clunas translates Tianchi here, however this place is only mentioned by Ju Jie, not Wen Zhengming.). His friends brought him tea of two or three varieties and they tasted and judged their quality. At this moment he remembered the poems Ten Eulogies on Tea Utensils by Pi Rixiu 皮日休 (c. 834 - c. 883) and Lu Guimeng 陸龜蒙 (?- c. 881), Clunas (2004), 101. About the reproduction and copying of Wen Zhengming’s works, see also Clunas (2004), 158-79. 


� Shi Shouqian (2004), 324. Shi also mentioned that the gathering of literati for tea tasting was ritualized in the period of Wen Zhengming, 325-7. (combine with next footnote)


� Shi (2004), 324.


� Trans. by R. H. van Gulik, in: Miranda Shaw. “Buddhist and Taoist Influences on Chinese Landscape Painting”, Journal of the History of Ideas, 49, 2 (Apr. – Jun., 1988), 188.


� Ibid, 188-9.


� Zhang Wenqin. Wu Yushan jiqi huahua tianxue. Beijing: Zhonghua shuju, 2008, 90.


� Miranda Shaw (1988), 187.


� Shen Defu 沈德符 (1578-1642),, On fungus 論芝. In supplement vol. 3 補遺三 of Wanli yehou bian 萬歷野獲編. (reprint: Beijing: Zhonghua shuju, 1997),. This book was written between 1606 to 1618, the Wanli period lasted from 1573 to 1619. In addition, there were five reports during the Yongzheng era (1722-1735) about the growing of fungus by local officials included in “Edicts of Shizong Xianhuangdi” 世宗憲皇帝硃批諭旨 in Siku quanshu. 四庫全書: Band 45/xia; Band 125/12; Band 174/17; Band 189/xia; Band 216/2. Wenyuange Siku quanshu dianziban 文淵閣四庫全書電子版. Hong Kong: Zhongwen daxue chubanshe, 1988.


� As the colophon of Qian Qianyi explains, jiuzhi means yizhi jiujing 一芝九莖, a fungus with nine stems and a fungus again on each stem.


� "中有采芝客，長歌徹茅屋", In Zhuangtaoge shuhua lu 壯陶閣書畫錄 by Pei Jingfu 裴景福, Zhang Wenqin (2008), 101. 


� Wu Li used Mojing or Mojing daoren 墨井道人 as his hao. The album has been published in the eighth album, printed by Zhonghua shuju in the Republic of China, according to Zhang Wenqin (2008), 101.


� “Xie Yuzhang caizhi Wumushan die qianyun 偕虞章采芝烏目山疊前韻 (Accompanying by Yuzhang to Pick Fungus at Wumu Mountains - A Poem Taking up the Former Ryhme)”, in: Quean wengao 確庵文稿 (Writings of Quean), vol. 6, part two, Poshan ji 破山集 (The Collection of Poshan). Quean is the hao of Chen Hu. Cited from Zhang Wenqin (2007), 345. 


� "其畫皆無筆墨，惟用五彩布成." Guo Ruoxu. Tuhua jianwen zhi. Beijing: Renmin meishu chubanshe. 2003, 147-8. Similar description also Yu Jianhua. Zhongguo gudai hualun leibian. Beijing: Remin meishu chubanshe, 2004, 1054.


� Wang Yuzhong. “Mogu fa tanyuan jiqi xiandai yiyi”. Wenyi yanjiu 11 (2007), 162.


� An anecdote in Jiangkang shilu 建康實錄 by Xu Song 許嵩 of the Tang period relates that Zhang painted flowers at the Yicheng Temple 一乘寺 in the year 520 using the tu’ao manner 凸凹法. This tu’ao manner employs red, blue and green without outline and is thus quite similar to mogu. The effect of the tu’ao manner was that the flowers looked very naturalistic, see Wang Yuzhong (2007), 162. Moreover, Yang Sheng 楊昇 of the Tang period was also famous for his mogu painting. However, neither paintings by Zhang Sengyou nor by Yang Sheng are extant today.


� James Cahill. The Compelling Image. Nature and Style in Seventeenth-Century Chinese Painting. Cambridge and London: Harvard University Press, 1982, 91. In fact, it does not make much difference whether the color is heavily painted or not, since so-called xieyi painting in monochrome ink (?) after Northern Song masters (?) is also regarded as a kind of mogu-manner, see Yu Feian (1955), 46.


� Ciyuan. Beijing: Shangwu yinshuguan, 1997, 502. Sometimes cenwei also means the spot where vegetation is flourishing.


� Ibid.


� Shuowen jiezi 說文解字. Xu Shen 許慎, proofread and noted by Xu Xuan 徐鉉 in 986, Beijing: Zhonghua shuju, 2001, 190. 


� Ibid, 20.


� James Cahill. The Painter’s Practice. How Artists Lived and Worked in Traditional China. New York: Columbia University Press, 1994, 27.


� Jonathan Hay. Shitao. Painting and Modernity in Early Qing China. Cambridge (UK): Cambridge University Press, 2001, 189.


� Ibid, 191. See also 


� Claudia Brown. “Some Aspects of Late Yüan Patronage in Suchou.” In Artists and Patrons. Some Social and Economic Aspects of Chinese Painting, edited by Chu-tsing Li et al. Kansas City and Seattle: Nelson-Atkins Museum of Art in cooperation with the University of Washington Press, 1989, 103. Also about the viewing of the local place of Wen Zhengming. Chapter 5: “‘My Wu’, and the Obligations of the Local”, in: Craig Clunas. Elegant Debts. The Social Art of Wen Zhengming, 1470-1559. Honolulu: University of Hawai’i Press, 2004: 93-110.


� James Cahill. The Distant Mountains. Chinese Painting of the Late Ming Dynasty, 1570-1644. New York and Tokyo: Weatherhill, 1982, 39. 


� Lucy Lo-hwa Yang. “Late Ming Painting in the History of Chinese Painting.” In: The Restless Landscape. Chinese Painting of the Late Ming Period, edited by James Cahill. Berkeley: University Art Museum, 1971, 12. 


� James Cahill (1982a), 7.


� Kangxi changshu xianzhi 康熙常熟縣志 (Gazetteer of Changshu County from the Kangxi Era) by Qian Lucan 錢陸燦 et al. Nanjing: Jiangsu guji chubanshe, 1991, 19-20. 


� Ibid, 26. 


� Zhang Chunpei’s headdress imitates those of the Ming period, compare Figs. 3 and 5 in Yuezhong san buxiu tuzan 越中三不朽圖贊 (Notes on portraits of those who embodied the three immortal qualities from Yuezhong), written by Zhang Dai 張岱 (1597 - 1680) in 1680,  in: Zhou Xibao 周錫保. Zhongguo gudai fushi shi (History of Costume in Ancient China). Beijing: Zhongguo xiju chubanshe, 1984, 393-4.


� The costume system in the Ming period followed mainly the Song style.


� "遺命以黃冠道衣殮", Gu Yuan 顧沅 (ed.). Wujun mingxian tu chuanzan 吳郡名賢圖傳贊, first published during the Daoguang 道光 reign (1821-1850) of the Qing period. In: Zhongguo lidai renwu xiangzhuan, band 3/4, edited by Guo Qing, and Liao Dong. Jinan: Qilu shushe, 2002, 2551-2. 


� Feng Erkang 馮爾康. “Qingchu de tifa yu yi yiguan 清初的剃發與易衣冠.” Shixue jikan 史學集刊 2 (1985), 32. About Yan Shi and the rebellion there are two chaoben 鈔本 (English?)： Haijiao yipian 海角遺篇 by Qifeng qiao daoren 七峰樵道人 and Qifeng yibian 七峰遺編 by anonymous writers, both completed around 1648. They are quite similar in contents but different (In what?), in: Zhang, Jun 張俊 and Guo Haofan 郭浩帆. “‘Qifeng yibian’, ‘Haijiao yipian’ chaoben mantan.” Ming Qing xiaoshuo yanjiu 明清小說研究 Z1 (1990): 220-30.


� Anne Clapp. The Painting of T’ang Yin. Chicago and London: The University of Chicago Press, 1991, 47. 


� Ibid. 66.


� Victor Stoichita. Das Selbstbewusste Bild. Vom Ursprung der Metamalerei. Muenchen: Wilhelm Fink Verlag, 1998, 257. For more discussion of this painting see also 222-223 and 275.


� Cahill (1994), 27.


� Claudia Brown (1989), 106.


� Anne Clapp (1991), 61.


� ibid.


� ibid.


� C. Brown (1989), 106.


� Clunas (2004), illus. 49 and illus. 50, 109-110. 


� Clunas (1997), 59.


� Ginger Cheng-chi Hsü. A Bushel of Pearls. Painting for Sale in Eighteenth-Century Yangchow. Stanford: Stanford University Press, 2001, 2. Of course it happened since earlier times that paintings have been traded and exchanged as gifts, but it became a phanomenon because of these Suzhou painters from the late Ming period.


� Zhang Wenqin (2007), 323-4.


� Ibid, 318.


� The translation of the poem is based on the translation of Jonathan Chaves (1993), 153, see Zhang Wenqin (2007), 180-1. 


� This colophon, written on the Album in Song and Yuan Style painted by Lu Shangyou 陸上游, who learned painting with Wu Li and Wang Hui, is included in the writings Feng’e ji 鳳阿集 by Hou Kaiguo, see Zhang Wenqin (2007), 701-2.


� Fei Laizhi 費賴之 (P. Louis Pfister, S. J.) . Zaihua jesuhuishi liezhuan ji shumu 在華耶穌會士列傳及書目 (Notices Biographiques et Bibliographiques sur les Jésuites de L’ancienne Mission de Chine 1552-1773). Trans. by Feng Chengjun 馮承鈞, vol. 1. Beijing: Zhonghua shuju. 1995, 397. See also Zhang Wenqin (2007), 701.


� The translation is based on the translation of Jonathan Chaves (1993), 58. Also Zhang Wenqin (2007), 170.


� James Cahill (1982a), 2.


�  In 1662 Wu Li lost his mother and sooner later his wife. In 1671 one of the best friend Wu Li’s - the monk Morong 默容 was dead. Three years later Wu Li painted one of his best paintings The Memory of Xingfu Temple 興福庵感舊圖 in memory of Morong. It seems after the year 1675 Wu Li became a Catholic before he was a Jesuit in the year 1682 according to Chen Yuan 陳垣, in: Zhou Kangxie 周康燮 (ed.). Wu Yushan (Li) yanjiu lunji 吳漁山研究論集. Hong Kong: Cuncui xueshe, 1971, 47. This article “Wu Yushan jinduo erbaiwushi nian jinian 吳漁山進鐸二百五十年紀念 (Wu Yü-Shan. In Commemoration of the 250th Anniversary of his Ordination to the Priesthood in the Society of Jesus)” by Chen Yuan is originally published in Furen xuezhi 輔仁學志 5 (1936). 


� Although all the colophon texts are in the book Wu Yushan ji jianzhu 吳漁山集箋注 (An Annotated Collection of the Writings of Wu Yushan) of Zhang Wenqin (2007), I still tried to write off them direct from the painting, because there are some places where I do not agree with Zhang Wenqin.


� This translation is based on the translations of Lin Xiaoping (2001, 26) and J. Chaves (1993, 81). 


� Wumu is another name for the Yu Mountains.


� The Lou River flows from Lake Tai to Taicang and from there to the sea. Changshu is located in the Lou River area.


� Huang (Xia Huanggong 夏黃公) and Qi (Qi Liji 綺里季) are two of the famous Four Hermits of Mount Shang 商山 at the beginning of Han period who lived a very long life. � HYPERLINK "http://www.zdic.net/cd/ci/11/ZdicE9ZdicBBZdic8484540.htm" ��http://www.zdic.net/cd/ci/11/ZdicE9ZdicBBZdic8484540.htm� (accessed April 3, 2009).
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