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Preface

UNESCO has always been advocating cultural diversity and supporting artists to use their
wisdom to show from different angles the colorful artistic works and expressions all over
the world. Du Pu, a painter from Suzhou, has for over ten years been addicted to portraying
world cultural and natural heritages. Diligent sketching and bold exploring have established
his personal style of extreme freehand and unrestrainedness, which perfectly combines
Western painting materials and traditional Chinese aesthetics. The emphases in his paintings
are neither the self enclosure, solitude and endangeredness of traditional culture, nor the
fragility and alienation of nature, but their blending with people's life of today and their
intrinsic liveliness, which features his Suzhou Garden series and Kunqu Opera The Peony
Pavilion.

The so-called world heritage includes both material and non-material ones. The former is
crystalized artistic essence left to this world by our ancestors and the latter is human spiritual
wealth and artistic classics. Unlike other painters, Du Pu is in deep love of both forms. No
wonder his paintings can display the interrelationship between Suzhou gardens and Kunqu
Opera. During our protection and popularization of world heritage, Du Pu's painting, with its
liveliness, vividness and ardency, is a unique approach to drawing public attention and
appreciation , and thus strengthens the social influence of world heritage. This painting series
are the crystallization of Du Pu's artistic exploration for ten-odd years. I wish he made still

further progess.

Zhang Xinsheng

Vice Minister,China Ministry of Education

Director, China National Committee of UNESCO

Chairman, the 28th Session of World Heritage Committee of UNESCO
June 10,2008
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Du Pu: Galloping Tradition

Oil painter Du Pu once lived and studied in Zhenjiang and Nanjing and moved to Suzhou in recent years. He
created two series, one is World Heritage series, the other is Suzhou traditional garden series. Du Pu sat at the feet
of professor Shen Xinggong in Nanjing Arts Institute where he has formed a kind of impressionistic style full of
freedom and forcefulness before graduation. Du Pu likes expressive style of drawing which comes down from the
tradition of Lin Fengmian, Su Tianci, but he also changed the color from gloom or bloodiness of Lin Fengmian and
the sweet ornament of Su Tianci to his own richness and pungency. Obviously it shows some characteristics in our
times: display, self-approval, satisfaction and praise of this peace and prosperous society. Therefore, the traditional
architectures and sights under his brush are not solitude and insipid as we think, but strong, bold and graceful. His
new idea is attractive in this period, that is, although the traditional architectures and surrounding environment
sights are losing their dependent cultural root, even their own physical form (they are facing to be removed or
reconstructed), they should still be displayed by their beauty. This kind of last display is being kept by the jumpy
strokes and colors of painters. If I create a painting by myself, maybe I would choose the feeling of pathos as the
dirge of tradition, but it is because the angle and standpoint of Du Pu are so different from mine that it kindles my
interest. I regard his way to be the real record of general mental situation in this period.

Even though 1 only spent more than ten days in Suzhou, I felt that I was very familiar and amiable with
Suzhou. I said to myself that I was somehow sensitive to Suzhou traditional gardens. If it was expressed in a small
scale of painting, I would like partial and abstract sight to convey a sense of fragments. No matter what kind of
protection is used, the heritage is so old that it can only be fragments in our daily life and culture. From this angle,
the painting frame of Du Pu has been very close to my feelings. I have no right to ask his frame to be in accordance
with my imagination of Suzhou. I just asked him that as for a painter who lived in a newly-built modern sub-district
(but not traditional deep lanes by water) and enjoys all kinds of benefits brought by globalization, how to modify the
painting closer to feminine Suzhou image (since it should embody the aspect of heritage but not Suzhou Industrial
Park), that is, a traditional image that has fitted into this modern industrial culture or not (different people have
different opinions about whether it has fitted or not)? Or I cannot steer clear of this kind of thinking formula: in
modern Chinese opinions and remaining Chinese culture, all heritages represent detachment from life, mean the
escape from reality and symbolize the fairy dreamland. As a modern painter who cannot prevent from joining in the
society and reality, especially for a oil painter using Western tools, how to handle this immanent contradiction?
Maybe a traditional Chinese painter can use various symbols (such as wearing mandarin topcoat, writing Classical
Chinese, reading Thread-Bound Chinese Book and playing ancient gin) to show his harmony with traditional culture.
In fact, it is not a question that can be answered only by Du Pu himself, but he has answered this question in his way
to nationalize his paintings and I was really pleasantly surprised about this.



From June 28th to July 7th, 2004, the World Heritage Conference delayed by “SARS” for one year was
held in China. The “World Heritage” series of Du Pu were the only paintings chosen to be on show in exhibition.
Chinese excellent organizational ability was shown in the meeting and complex agenda was carried to full completion.
It is said that there are already hundreds of projects in China to be submitted to the World Heritage, but few of them
can fully perceive the aesthetic meaning of “wo-d heritage” . In the opinions of some people in China, to be listed
in the World Heritage directory equals to flourishing of tourism. There are only two Intangible Cultural and Human
Oral Inheritance Heritage: Kunqu Opera and ancient gin (an ancient musical instrument) while “ folk artistic
engraving of papers” project belonging to Visual Art Category is still kept in the submitting office of China Central
Academy of Fine Arts. That is to say, Chinese “World Heritage” project has nothing to do with visual art. It is not
hard to understand why the United Nations officials commented Chinese world heritage that “they are beautiful within
the sights but ugly among sights” and some sights are crowded with crossed ropeways. That Du Pu's paintings can
be exhibited in the World Heritage Conference showed that modern Chinese painters have certain visual realization
and performance on world heritages. I can't say that he has already made perfect realization and performance. Mean-
while, I am sorry no more other painters can get the chance to manifest the relationship between Chinese painters
and world heritage by their rich realization and performance. However, it is not excessive assessment of the
influences by Du Pu: his paintings tell people that Chinese painters can also treat world heritage as visual arts (but
not only travel sites); many people have got the edification in his aesthetic exhibition. This edification may influence

their attitude and way towards the heritage projects which are under their management.

In this round of interaction process, I emphasize repeatedly the identity of Du Pu as “Chinese painter” ,
because I take a fancy to his characteristic as “ Chinese” . From this angle, the paintings of Du Pu properly
embody the situation that Chinese world heritage site are facing: bold strokes and spissated greasepaint are used
to express the breath-taking beauty of the heritage sites, convey their enduring vitality and at the same time
convey a strong sense of confidence of “making it work for us” . The initial good will to preserve their original
status forms the implicated intensity behind the paintings with the strong desire to reconstruct and make use of
them. Different from the quotidian photos, there are rich modifications of human in these paintings: sight selection
and tailor, way of drawing and coloring, exaggeration and deformation ... The ingenuity of the painter is revealed

evreywhere while inspiring audience to consider what kind of role human should play in the whole process of the

World Heritage.

By Shaoyan
Professor of School of Humanities in China Central Academy of Fine Arts, Doctor 2004.8
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As many see it, the Great Wall is the symbol of Chinese nation.
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The Forbidden City in Beijing was the imperial palace
of the Ming (1368-1644) and Qing (1644—1911) dynasties.
Ancient Chinese believed that the Heavenly Emperor, the
supreme ruler of the universe, lived in what they perceived
as the "Purple Star", or the "Purple Palace", to which human
beings were forbidden. Chinese emperors ruled the country
in the name of Heaven, in their capacity as "Son of the
Heaven". And ,naturally, their living quarters were forbidden
to commoners. That is why the palace complex in Beijing

was called the "Forbidden City",or “Purple Forbidden City” .
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Mount Taishan is so famous that it is regarded
as the most sacred, most magnificent of five sacred
mountains in China. As many writers and poets
acknowledge, Mount Taishan is beyond description,
given its size and numerous sites of historical and
cultural interest on it. Meanwhile, they attribute
its fame to both divine and human efforts. By
"divine efforts", they refer to the strength of

nature.






