


本次展览通过几个典型的关键节点，梳理了德国最具影响力的
艺术家之一维尔纳·巴特纳的创作轨迹。20世纪70年代末，他与
好友马丁·基彭伯格和阿尔伯特·厄伦开始共事并形成一股强大
的力量，在艺术圈崭露头角。他们在创作中展现的幽默感（或黑
色幽默），意在撼动并振兴当时受僵化概念主义束缚的艺术界。
他们所倡导的“（坏）画的乐趣”不仅成为新一代艺术家的灵感
源泉，更“点燃”了整整一代年轻画家的激情，其中包括巴特纳
的学生丹尼尔·里希特和乔纳森·梅斯。此外，巴特纳也深刻影响
了许多选择来到汉堡并师从于他的中国学生。

“新野兽”是1970年代末在西德兴起的一场艺术运动。巴特纳、
基彭伯格、厄伦三人组的出现与当时活跃于其他城市的类似团
体在整个德国范围内引起了广泛的共鸣，包括科隆的“米尔海姆
自由小组”：瓦尔特·达恩、伊里·格奥尔格·多考皮尔、汉斯·彼
得·亚当斯基、彼得·博梅尔斯；柏林的“莫里茨男孩”：萨洛梅、
赖纳·费廷、赫尔穆特·米登多夫、卢恰诺·卡斯泰利；以及杜塞尔
多夫的“小组正常”：彼得·安格曼、扬·克纳普、米兰·昆茨。他们
“对图像的渴望”1促使他们摒弃了上一代贫乏且刻板的艺术实践
模式，开创了一个文化振兴的新时代。

在柏林，基彭伯格创办了一家俱乐部，即“臭名昭著”的S.O.36，
以及他的“公司”；1979年，他在那里策划了具有开创性意义的
群展“第一届以‘苦难’为主题的图像与声音的特别活动”，其中
展出了巴特纳的艺术作品。

几乎在同一时间，中国也涌现出全新一代艺术家，他们奠定了今
日独树一帜且极具影响力的中国艺术界。展览试图表明，尽管在
中德两地发生的时代变化相隔7353公里，但它们却共享着相通
的精神内核，皆是黑格尔称之为“时代精神”的体现。事实上，
1982年在柏林举办的以“时代精神”2为名的展览曾激励了德国
乃至整个西方艺术界。在北京，后来成为“星星画会”成员的艺
术家们于1979年举办了首次展览，由此推动了中国当代艺术的
兴起，而1993年在柏林举办的展览“中国前卫艺术”则进一步
为蓬勃发展的中国艺术界带来了国际性的成功。 

前
言



此次在余德耀美术馆展出维尔纳·巴特纳的作品，亦是向当时在
世界各地同时兴起的“绘画的新精神”3致敬。

维尔纳·巴特纳在这一时期崭露头角，发出独特而非凡的声音。
若德国也有“文人文化”，那么巴特纳可以被认为是其中最重要
的拥趸之一；鲜少有德国艺术家像他这样博学。巴特纳的好友、
著名当代艺术收藏家哈拉尔德·法尔肯贝格曾言：“即便巴特纳
没有踏上艺术之路，他也会成为知名的作家。”巴特纳的兴趣领
域极其广泛——从早期游牧文化的观念到蒙田《随笔集》中的
怀疑论思想——他博览西方哲学与经典文学，并非醉心学术研
究， 而是作为个人实践，以塑造自身个性。人类境遇的荣耀与苦
难是他关注和共情的核心，其求知欲望和严谨思辨伴随着他对
纷乱人世的敏锐感知而生。他的所有画作4都成为他对“人类境
遇”不懈探求的见证。

巴特纳的绘画乍看之下令人困惑不解。许多画作以异状的动物
为主角，同时暗藏伏笔，寓意指向画面之外。以《五只鹤与查尔
斯·达尔文进化论笔记草图》为例——为什么是鹤？实际上，达
尔文在《物种起源》中用加拉帕戈斯群岛上赫赫有名的雀鸟来
解释他的理论，他的笔下从未出现过鹤，鹤又为何出现在巴特纳
的画中？巴特纳在其作品中通过转喻（以相似相关的文字/图像
为喻）或隐喻（以截然不同的文字/图像为喻）的手法将两者混
为一体。换言之，图像成为了某种保护事实或情感内核并将其与
残酷现实相隔绝的盾牌。《傻瓜，离开避世之所吧》就是一个很
好的例子。人类历史上有许多纯净心灵因受到残酷现实的压力
而破灭的故事，“傻瓜”就是这样的类型。正如珀西瓦尔或陀思
妥耶夫斯基笔下的“白痴”，这些故事为观众找寻方向树立了象
征性的准则。

什么是象征？正如百科全书所述：“象征基于人们坚信世间万物
都蕴含着可以被挖掘的隐藏寓意与对寓意的变相引用，并且认为
世间万物的指涉在对社会秩序深层、核心的原则性感知中清晰
可见而存在。”这种对现实的文化考察在巴洛克时期的西欧达到
了顶峰，人们已经对文字与图像的象征性结合的固定含义达成



了广泛的共识。这已成为维尔纳·巴特纳的艺术方法论和视觉语
言，他将其应用于人类生活的方方面面。那么巴特纳为什么要使
用这种方法论呢？在他的创作中似乎存在两种反复出现的特质：
告诫观者永远不要轻信眼前所见的深刻讽刺；以及明知意义的
危险性显而易见，却仍想寓意其中的深层渴望。维尔纳·巴特纳
是一个信徒，一个信仰“什么都不可信”的信徒。他将世间万物
与它们指向的参照物视为分门别类的采石场，在其中挖掘构建
自己图像世界的基石，也在此窥探未曾被人发现的联结。

换句话说，巴特纳无意描绘“重要”或主流的话题。他清晰地看
到旁人关注焦点之外的点点滴滴，从而在人们的直观感受之外，
更完整地揭露现实，以反讽拯救世界。

展览“傻瓜，离开避世之所吧”围绕巴特纳虚构的八段重要的人
生篇章展开：

缘起与自画像
自我
女性
以艺术史为镜
人与动物
童年
文学作为救赎
人类境遇

本次展览将首次在中国展示维尔纳·巴特纳庞大艺术创作中极
具代表的典型切面，全面呈现其横跨1979年至2024年的艺术
生涯。

策展人  艾墨思

参考文献 :
1 Wolfgang Max Faust/Gerd de Vries: Hunger nach Bildern - deutsche 
Malerei der Gegenwart, Cologne 1982
2 https://zeitgeist1982.com/
3 https://www.royalacademy.org.uk/art-artists/archive/a-new-spirit-in-
painting
4 英语中画作 (painting) 中含有痛苦 (pain)。



Preface
This exhibition chronicles, in a few exemplary steps, 
the trajectory of one of Germany’s most influential 
artists, Werner Büttner. With his close friends, Martin 
Kippenberger and Albert Oehlen, he formed a strong 
presence, emerging in the late 1970s, projecting a 
sense of (sometimes dark) humor that was intended to 
shake up and invigorate an art scene steeped in rigid 
conceptualism. Their “joy of (bad) painting” became 
an inspiration for a new generation of artists and 
“electrified” a whole generation of younger painters, like 
Daniel Richter and Jonathan Meese, both his students. 
Büttner also left his mark on many of his Chinese 
students that chose to come to Hamburg and for him to 
be their teacher.

“Neue Wilde” (new wild ones) was an artistic movement 
in West Germany that emerged in the late 1970s. The 
appearance of the trio (Büttner, Kippenberger, Oehlen) 
resonated throughout Germany with similar groups 
in other cities. Mülheimer Freiheit in Cologne (Walter 
Dahn, Jiri Georg Dokoupil, Hans Peter Adamski, Peter 
Bömmels), Moritzboys in Berlin (Salomé, Rainer Fetting, 
Helmut Middendorf, Luciano Castelli), Gruppe Normal 
in Düsseldorf (Peter Angermann, Jan Knap, Milan Kunc). 
Their “Hunger nach Bildern”1 (hunger for pictures) 
brushed aside an anemic and formulaic art practice 
from a previous generation and ushered in a new era of 
cultural invigoration.

In Berlin Kippenberger organized a club, the “infamous” 
S.O.36, as well as his “Kippenbergers Büro”, where in 
1979, the seminal group show “1. außerordentliche 
Veranstaltung in Bild und Klang zum Thema der Zeit: 
Elend” (1st Extraordinary Event in Pictures and Sound 
on the Theme of the Age: Misery) took place, featuring, 
amongst others, Büttner’s art.

This is exactly the same time when in China a whole 
new generation of artists emerged and founded what 
is today the very distinct and strong Chinese artworld. 
The show wants to argue that, even though both 
phenomena emerged 7353 kilometers apart, they 
share a kindred spirit and are both an emanation of 
“Zeitgeist” (as Hegel would have called it) and in fact the 
1982 exhibition in Berlin by the same name, “Zeitgeist”2, 
galvanized the whole Western art scene well beyond 
Germany. In Beijing it was the artists who then became 
the Stars Group, that launched an exhibition in 1979, 



that jump-started the scene, while the 1993 exhibition 
“China Avantgarde” brought international success to the 
blossoming artworld of China.

Showing Werner Büttner’s work at Yuz Museum nods to 
the kinship of “A New Spirit in Painting” 3 that emerged 
simultaneously in different parts of the world. 

Werner Büttner emerged from this time as a singular 
and exceptional voice. If Germany had a Literati Culture, 
the artist Werner Büttner could be considered one of 
the most prominent proponents. There is hardly any 
other artist in Germany, who is more well-read than 
him. Harald Falckenberg, a close friend of Büttner’s, and 
one of the best collectors of contemporary art, once 
said: “If Büttner had not become an artist, he would 
also have become a famous writer.” The artist’s field 
of interest is extremely wide. From the myths of early 
nomadic cultures to the skepticism of Montaigne’s 
Essais, the artist has devoured Western philosophy and 
grand literature, not as an academic, but for personal 
use and as a means of developing his own personality. 
The human condition in all its glory and its misery 
is at the core of his interest and compassion. His 
intellectual curiosity and rigorous thinking are paired 
with a heightened sensibility for human strife. And 
all his paintings4 are witness to this uncompromising 
commitment to “La Condition Humaine”.

Looking at Büttner’s paintings at first is a puzzling 
experience. Many of his paintings are inhabited by 
strange animals in combination with wondrous ciphers 
that appear to carry reference to meanings outside of 
the painting. Take for example Five Cranes and Charles 
Darwin’s First Sketch on Evolution – Why Cranes? – 
Actually, it were the famous finches from the Galápagos 
Islands, that Darwin used to explain his theory On the 
Origin of Species. Darwin nowhere writes about cranes, 
so why are they in the picture? – In his painting, Büttner 
conflates them both by using metonymic strategies 
(exchanging one word/image for a similar one), or 
metaphors (exchanging one word/image for something 
else completely). In other words, images become 
shields of sorts, that protect and insulate the factual, or 
emotional core from the harshness of reality. One good 
example is Fool, Leaving the Shelter of Seclusion. Human 
history is full of stories of those pure of heart, that perish 
under the pressures of a harsh reality. The “Fool” is such 
a trope. As in stories about Percival, or Dostoevsky’s 
Idiot, the stories setup emblematic guidelines for their 
audiences to find orientation. 

What is an emblem? – “Emblems are based on the 
conviction that world events are full of discoverable, 
hidden meanings, and disguised references to meaning, 



and on the notion of the referential character of 
everything visible to a higher, inner, principled sense of 
world order,” as the encyclopedia states. This approach 
to reality culturally peaked in Western Europe during 
Baroque times and was based on a broad consensus 
about the fixed meaning of the emblematic conflation 
of word and image. This has become Werner Büttner’s 
artistic methodology and visual language which he 
applies to all aspects of human life. So why is Büttner 
using this methodology? – There seem to be two 
reoccurring traits in his work, deep irony that cautions 
you to never believe in anything you see, and a deep 
desire to keep meaning alive, despite its obvious 
dangers. Werner Büttner is a believer, a believer in 
nothing. He sees the world and its references as a quarry 
of sorts, from where he receives the building blocks of 
his pictorial world and he sees connections where no 
one else has looked. 

In other words, Büttner does not necessarily aim for 
the “important” or mainstream topics. He sees with 
clarity the details right next to everybody else’s focus 
of attention. In doing so, he reveals much more of our 
reality than by going at it directly. Irony can save the 
world.

The exhibition “Fool, Leaving the Shelter of Seclusion” 
is structured around eight important chapters from his 
imaginary book of life:

The Beginnings and Other Self-Portraits
The Self
Women
Art History as Mirror
Man and Animal
Childhood
Literature as Saviour
La Condition Humaine

For the first time in China, this exhibition presents an 
exemplary cross section of the vast artistic oeuvre of 
Werner Büttner, spanning his career from 1979 to 2024. 

Curator   Thomas Eller

References:
1 Wolfgang Max Faust/Gerd de Vries: Hunger nach Bildern - deutsche 
Malerei der Gegenwart, Cologne 1982.
2 https://zeitgeist1982.com/
3 https://www.royalacademy.org.uk/art-artists/archive/a-new-spirit-in-
painting
4 There is the word “pain” hidden in painting.
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1970 年代末，德国掀起了新野兽主义绘画运动，这场运动作
为青年文化现象兴起，与音乐、文学和戏剧的发展紧密交织。
当时的许多倡导者往往同时活跃于多个领域。短短几年间，
这股艺术浪潮为德国的城市发展注入了巨大的能量。艺术家
组成的乐队很快开始在公共电视节目中演唱德语歌曲，同时
也在废弃的地下替代空间和德国顶尖的博物馆中演出。

1970 年代末到 1980 年代初，德国经历了代际的更替与变革。
出生于二战结束十年后的那一代人对世界有着不同的看法，
他们强烈渴望以全新的方式表达自我。此前的几十年，德国艺
术家的创作实践深受美国观念主义和极简主义的影响，理性
与形式主义的方法主导了前卫艺术运动。

然而， 对于年轻一代的艺术家而言，这种定义艺术的方式过
于狭隘。与建筑领域的后现代主义路径类似，绘画也得以开始
探索多元的美学法则，并对其进行深入研究。这股能量的迸
发使德国艺术继德国表现主义之后，再次成为国际艺术舞台
的重要力量。正是在 80 年代初，德国最著名的几位艺术家——
A.R. 彭克、伊门多夫、巴塞利茨、吕佩茨、里希特和波尔克奠
定了他们的艺术基础，并自然而然地成为了下一代艺术家的
导师。基彭伯格、巴特纳、厄伦，以及如今较少被提及的多考
皮尔、 达恩、 费廷、 萨洛梅、 齐默尔等人均是他们的学生。

如之前许多介绍所述，维尔纳·巴特纳既是图像大师，也是文
学家。2011年，他荣获汉斯·普拉切克艺术与文学奖。在与“坏
画”小组成员基彭伯格和厄伦的密切合作中，巴特纳在很大程
度上作为小组的幕后大脑，为展览概念和主题出谋划策。如果
说基彭伯格是代表团队发声的“主唱”,巴特纳就是团队的智囊。
他们极致坦诚且尖锐讽刺的艺术语言挑战了传统陈旧的观念，
也为新一代人带来了自由的气息。
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The Beginnings 
and Other
Self-Portraits

The wild painting movement in Germany emerges in the late 1970s 
as a phenomenon in youth culture and was closely intersected with 
developments in music, literature, and theatre. Quite often proponents 
of this time would have been active in various fields simultaneously. For a 
few short years, this movement created so much energy in German cities 
that soon artists’ bands were singing German songs on public TV shows 
and showing in derelict underground alternative spaces as well as in the 
best museums throughout Germany all at once. 

The late 1970s, early 80s also marked a generational change. Those born 
10 years after World War II had a different view of the world and harbored 
a strong desire to express themselves differently. In previous decades 
artistic practice had been very much under the influence of American 
conceptualism and minimalism. Cerebral and formalist approaches 
dominated the avantgarde movements in art. 

This, for a younger generation of artists, was a too narrow definition of 
art. As in architecture, post-modern approaches allowed to connect with 
a wide array of aesthetic formulae and peruse them as well. The result 
was an energy burst, that allowed German art to become of international 
importance once again (after German Expressionism). It was in the early 
80s in which the groundwork for the most famous German artists was 
laid: A.R. Penck, Immendorf, Baselitz, Lüpertz, Richter, Polke, who were 
of course the teachers of the next generation: Kippenberger, Büttner, 
Oehlen, as well as now lesser-known artists like Dokoupil, Dahn, Fetting, 
Salomé, Zimmer, etc. 

As noted in many texts about Werner Büttner, he is both a man of images 
and a man of letters. Having been awarded the Hans Platschek Prize 
for Art and Literature in 2011, Büttner was, to a large degree, the mind 
behind the “Bad Painting” group with Kippenberger and Oehlen. Quite 
often exhibition concepts and titles of shows were penned by him. He 
was the sharp mind, when Kippenberger was the “lead singer” in that 
group. Radical honesty and sharp irony were their language against old 
conventional truisms. That is why their work gave a new generation a 
breath of freedom.

click on the chapter titles 
to content page
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熨斗
1979
布面油画
71 × 50 cm

Flatiron
1979
Oil on canvas
71 × 50 cm

巴特纳与他的朋友阿尔伯特·厄伦共同创作了这幅作品，是本次展览
中年代最早的作品。它看似简单，但充满讽刺意味。画作的英文原名
是“Flatiron（熨斗）”，与德语“Bügeleisen（熨斗）”相对，展示了
一件普通的家用物品，更准确地说，是它“滚烫”的那一面。不过大
多数观众可能会想到位于纽约市的著名建筑熨斗大厦。这幅画作表
现了某种反转，既宣示了两位艺术家对未来享誉全球的雄心，同时他
们也以此目标自嘲。
就像巴特纳的许多作品一样，他的想法在极端的野心和对此类目标
的怀疑态度之间摇摆不定。

Büttner painted this work together with his friend Albert 
Oehlen, the earliest painting in this exhibition. It is a 
seemingly simple painting, but very tongue-in-cheek. 
Originally titled “Flatiron” in English, versus the German 
word, “Bügeleisen,” it shows an ordinary household item, 
or more precisely – its “hot” side. However, most audiences 
would think of the famous building in New York City, the 
Flatiron Building. In a twisted way this painting is a claim to 
future fame worldwide – and a joke about this goal at the 
same time.
Like many works by Büttner, the ideas are oscillating 
between extreme ambition and a skeptical stance towards 
the same goals.



头痛
1982

布面油画
90 × 75 cm

Mal à tête
1982

Oil on canvas
90 × 75 cm

This painting is a collaboration between Büttner and 
Martin Kippenberger. It combines typical elements of both 
artists’ works. Kippenberger painted the purple puppet 
with a huge headache (mal à tête) – Büttner’s part was to 
show what apparently goes on inside the afflicted head. 
Being too “thirsty” is sometimes very painful the next day.

这幅画作由巴特纳和马丁·基彭伯格合作完成。它融合了两位艺术家
创作的典型元素。基彭伯格描绘了一个头痛欲裂的紫色人偶，巴特
纳的任务则是要表现出这个脑袋里显而易见正在经历的折磨。有时
候太过“口渴”（嗜酒）会让第二天异常痛苦。



在巴特纳早期作品中，有大量的自画像，这一现象反映出他广
泛的创作动机与主题类型。然而，此类创作的主要方向并非是
他对作为一个青年艺术家的自我进行探索。若真要说的话，这
些作品散发出一种对“作者身份”的强烈讽刺意味。 巴特纳
并不像上一代艺术家——比如巴塞利茨和吕佩茨——那样夸
大艺术家的地位，也不自视甚高，而是通过自嘲，在如何与世
界相处的问题上创造了有趣而富有内涵的游戏式表达。他的
创作方法既没有确定性，也不具备普适性。他并不期望为所有
人发声。相反，他在时而滑稽、时而荒诞、时而糟糕的个人境
遇中，观察并描绘自己。他的作品保持着适当的反讽距离，不
以自责或自贬的方式来呈现这些情境。这种为自我发声的创
作或许是谦逊的表现，但也是他能够承受甚至面对严苛命运
的一种骄傲的姿态，为同样愿意接受这种命运的观众提供可
资借鉴的对照。

自
我 点击章节标题返回目录



The Self
In Büttner’s early oeuvre, there is an abundance of self-
portraits, a phenomenon that reflects a wide range of 
tropes and impulses. Finding himself as a young artist 
is not, however, the dominant aspect. If anything, these 
works exude a strong sense of irony towards the auteur 
position. Far from aggrandizing the position of the artist 
(as a previous generation – Baselitz and Lüpertz – did), 
Büttner pokes fun at himself, does not take himself too 
seriously, but establishes a playful and meaningful game 
of how to relate to the world. His approach is neither 
deterministic nor universal. Büttner does not want to 
speak for everyone. Instead, he observes himself in 
sometimes funny, sometimes absurd, but often times 
dire personal situations. His works do not testify to these 
circumstances in an accusatory or self-denigrating way, 
but with a healthy ironic distance. Speaking for himself 
may be an exercise in modesty, but it is also the proud 
gesture of a man who can endure, and sometimes even 
suffer, an exemplary fate – and thus offer the viewer 
some guidance, if he is willing to accept it.

click on the chapter titles 
to content page
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NSU车上的自画像
2004
布面油画
80 × 120 cm

Self-Portrait in an NSU
2004
Oil on canvas
80 × 120 cm

汽车品牌 NSU 创立于 1873 年，从制造针织机起家，到 1950 年代成
为全球最大的摩托车生产商。1960 年代，NSU 是德国人最早买得起
的汽车之一。1985 年，NSU 被大众集团收购并入新品牌奥迪，后者
成为本世纪初在中国大受欢迎的汽车品牌。

然而 NSU 曾被视为穷人的座驾，巴特纳描绘了自己坐在 NSU 车内的
场景。他再次用自嘲式的幽默将自己塑造成一位特立独行的艺术家。

NSU was a car brand founded in 1873 which transformed 
from building knitting machines to becoming the biggest 
producer of motorbikes worldwide in 1950s. In the 1960s 
NSU cars were among the first cars that people could 
afford in Germany. The NSU brand was fused into the AUDI 
brand in 1985. A car brand that became very popular in 
China in the early 2000s.

NSU, however, was once considered as the poor person’s 
car, and the artist painted himself sitting in it. Again, 
Büttner uses self-deprecating humor to establish himself 
as an independent artist.



渴
1989

布面油画
190 × 190  cm

Thirst
1989

Oil on canvas
190 × 190  cm



鼻子笔自画像
1995
布面油画
65 × 54 cm

Self-Portrait with Nose Pen
1995
Oil on canvas
65 × 54 cm

这幅神秘的画作描绘了一只从鼹鼠丘中伸出的奇怪生物（拥有艺术
家的双眼）。山顶两侧摆动的两片树叶使整个场景显得更加荒诞可笑。
一支老式钢笔从想象中的头部的鼻子部分向下垂落，一滴泥土般的
物质构成了感叹号的圆点。

我们看到了什么？——锐利的灰蓝色双眼与观者保持着一定的距离。
鼻子转化为象征智识输出的书写工具。嗅觉是一种近距离的感官，
对任何人都会产生最直接的影响。你可以移开视线，但无法“移开”
嗅觉。嗅觉是我们最亲密的感官。这幅画作将这种直接性转化为智
识性。翻飞的树叶代替了耳朵，似乎毫无用处。剩下的，是对直觉与
智识复杂性的高度觉知。

巴特纳似乎从法国作家弗朗索瓦·拉伯雷（生于 1483 至 1494 年间，
卒于 1553 年）那里汲取了灵感。后者被誉为法国第一位伟大的散文
作家。他是法国文艺复兴时期的人文主义者、希腊学者，也是巴特纳
最喜爱的作家之一。



This enigmatic painting shows a strange creature (with the 
artist’s eyes) protruding from a molehill. Two leaves flapping 
sideways on top of the hill make the scene look even more 
ridiculous. Dropping downwards from the nose section of 
an imaginary head, an old-fashioned writing pen manifests 
itself. A droplet of earthy substance creats the dot of an 
exclamation mark.

What do we see? – Piercing gray blue eyes, keep the viewer at 
a distance. The nose transporms into scripture the intellectual 
output. Smell being a sense of close range and also the 
most immediate influence on anybody. You can look away, 
but you cannot “smell” away. Smell is the most intimate 
sense we have. The painting transforms this immediacy into 
intellectuality. The flapping leaves, in the place of ears, seem 
utterly useless. What is left, is a heightened awareness of the 
complexity of intuition and intellect.

It appears that Büttner takes his inspiration from François 
Rabelais (born between 1483 and 1494; died 1553) was a 
French writer who has been called the first great French 
prose author. He was a humanist of the French Renaissance 
and a Greek scholar, and also one of Büttner’s most favorite 
writers.

弗朗索瓦·拉伯雷
《潘塔格鲁埃尔的歌谣》中的怪物

A Monster, from 'Les Songes 
Drolatiques de Pantagruel' by 

Francois Rabelais
https://nat.museum-digital.de/

object/838891

https://nat.museum-digital.de/object/838891
https://nat.museum-digital.de/object/838891


穿着白衬衫的自画像
1998
布面油画
150 × 120 cm

Self-Portrait in White Shirt
1998
Oil on canvas
150 × 120 cm

这幅画作与《熨斗》（1979 年）相邻。熨斗当然是用来“熨平”衣服的。
在这幅画中，巴特纳的自画像被镶嵌在一件白衬衫中，而白衬衫本身
就是商务人士的隐喻。不过，衬衫仍然折叠着，没有人穿。衬衫在此
象征着成功的潜在可能。

This painting is put in close proximity to Flatiron (1979). 
An iron of course is used to “flatten” clothes. Well. In this 
painting, Büttner’s self-portrait is embedded within a white 
shirt, which in itself is a metaphor for a business person. 
However, the shirt is still folded and not worn by anyone. 
The shirt becomes a symbol of the potential to be dresses 
for success.



关于艺术家和他们的女性缪斯，已有诸多论述，巴特纳也完全
没有回避这一主题。只不过作为一个性格内敛、不轻易敞开心
扉的人，他一生中仅有过几段深刻的感情关系，然而他的作品
中却充满了爱情的痕迹。不同于毕加索将情爱经历肆意展现
给世界，巴特纳极为珍视个人隐私，不会为了所谓的艺术追求
背叛自己的真情实感。

巴特纳笔下的女性形象往往被隐晦地描绘，以示尊重；其他多
数情况下，女性主题成为他整体探索人类处境的一部分。男女
之间的关系如荒唐剧一般，在巴特纳的视觉叙事中，人类生活
的荒诞不经展露无遗。

女
性 点击章节标题返回目录



Women

Much has been written about artists and women as 
their muses. And it would probably be wrong to say 
that Büttner is completely impervious to the subject. 
However, being a very reserved person who keeps a tight 
rein on his heart’s affairs, he has had a few meaningful 
love relationships in his life. His work, however, is littered 
with traces of them. Büttner values his privacy so highly 
that he would not betray his true feelings for the sake 
of art. Unlike Picasso, for example, who incessantly 
flaunted his erotic exploits in front of an international 
audience.

Women in Büttner’s work are either hidden out of 
respect – or, in many cases, the subject becomes part 
of his overall exploration of the human condition. 
Relationships between men and women appear as 
follies to be revealed in the pictorial world of Büttner’s 
visual accounting of the absurdities of human life.

click on the chapter titles 
to content page
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女浴池（英格）
雕塑 : 43 × 13 × 27 cm
基座 : 131 × 37 × 37 cm

女浴池（莫妮卡）
雕塑 : 35 × 15 × 21 cm
基座 : 131 × 37 × 37 cm

女浴池（安妮特）
雕塑 : 15 × 15 × 55.7 cm
基座 : 131 × 37 × 68 cm

女浴池（莉丝贝特）
雕塑 : 58 × 24 × 18 cm
基座 : 131 × 37 × 37 cm

女浴池（汉内洛蕾）
雕塑 : 43 × 16 × 20 cm
基座 : 131 × 37 × 37 cm

女浴池（卡萝拉）
雕塑 : 15 × 35.5 × 20 cm
基座 : 131 × 52 × 37 cm

女浴池（玛丽昂）
雕塑 : 55 × 13 × 16 cm
基座 : 131 × 37 × 37 cm

Damenbad KPX (Inge)
sculpture: 43 × 13 × 27 cm
pedestal: 131 × 37 × 37 cm

Damenbad KPX (Monika)
sculpture: 35 × 15 × 21 cm
pedestal: 131 × 37 × 37 cm

Damenbad KPX (Annette)
sculpture: 15 × 15 × 55.7 cm
pedestal: 131 × 37 × 68 cm

Damenbad KPX (Lisbeth)
sculpture: 58 × 24 × 18 cm
pedestal: 131 × 37 × 37 cm

Damenbad KPX (Hannelore)
sculpture: 43 × 16 × 20 cm
pedestal: 131 × 37 × 37 cm

Damenbad KPX (Carola)
sculpture: 15 × 35.5 × 20 cm
pedestal: 131 × 52 × 37 cm

Damenbad KPX (Marion)
sculpture: 55 × 13 × 16 cm
pedestal: 131 × 37 × 37 cm
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女浴池 KPX
1998
木、瓷砖

Damenbad KPX
1998
wood, tiles



The seven sculptures made from lime wood and entitled 
Damenbad (women’s day at the public bath house) stand 
out in Büttner’s oeuvre. As a body of work, it stands out 
also among the sculptural work of the artist. Stylistically, 
they are in line with a German expressionist tradition and 
are comparable to, for example, Ernst Ludwig Kirchner’s 
Seated Woman (1910).

For Büttner women have always been important in his 
life. From early childhood drama he learned to respect 
and worship women. This work shows some of his close 
female friends in the setting of a public bath. It has been a 
tradition called “Damenbad” in Germany that at least once 
a week there was a day that the public bath, only opened 
to Women. Each sculpture shows Hannelore, Marion, 
Lisbeth, Carola, Annette, Inge and Marion, as are their 
names, relaxing and enjoying the water. Or maybe this is 
how the artists remembers and imagines them.

https://www.kettererkunst.
de/kunst/kd/details.

php?obnr=122000464&
anummer=535

这七件由椴木制成的雕塑作品，题为《女浴池》（Damenbad，指公
共浴场的女士日），在巴特纳的全部作品中显得尤为突出。它们作为一
组作品，在艺术家的雕塑创作中也可谓独树一帜。从风格上看，它们
与德国表现主义传统一脉相承，可与恩斯特·路德维希·基希纳 1910
年创作的《坐着的女人》等作品相媲美。

对巴特纳而言，女性在他的生活中始终占据重要地位。从童年早期的
经历中，他学会了尊重与崇拜女性。这组作品表现了他的一些女性密
友在公共浴室中的情景。在德国，有一种传统被称为“Damenbad”，
即每周至少有一天，公共浴池仅对女性开放。每一件雕塑分别表现了
这些女性汉内洛蕾、玛丽昂、莉丝贝特、卡萝拉、安妮特和英格在水中
放松享受的情景。或许，这就是艺术家对她们的记忆与想象。

https://www.kettererkunst.de/kunst/kd/details.php?obnr=122000464& anummer=535
https://www.kettererkunst.de/kunst/kd/details.php?obnr=122000464& anummer=535
https://www.kettererkunst.de/kunst/kd/details.php?obnr=122000464& anummer=535
https://www.kettererkunst.de/kunst/kd/details.php?obnr=122000464& anummer=535


《烟消云散》的习作
2017

布面油画
60 × 50 cm

Study for Gone up in Smoke
2017

Oil on canvas
60 × 50 cm

母性
1983
布面油画
190 × 150 cm

Maternité
1983
Oil on canvas
190 × 150 cm



女人与六个枕头
1984
布面油画
240 × 190 cm

Woman with Six Pillows
1984
Oil on canvas
240 × 190 cm

这幅画明显参考了德国艺术大师阿尔布雷希特·丢勒于 1493 年创
作的一幅蚀刻版画《六个枕头》，现藏于纽约大都会艺术博物馆。《六
只枕头》其实只是另一幅版画《自画像，手和枕头的研究》的背面。
年仅 18 岁的丢勒幻想自己成为一位重要的艺术家，画中突出表现
了一个带有决定性姿态的手。枕头可能是他练习如何表现“褶皱”
的训练。褶皱是中世纪和文艺复兴时期西方艺术最重要的特征之一。
有一整本书专门探讨丢勒作品中服饰的语言，名为《阿尔布雷希特·丢
勒：他的服饰语言》。法国哲学家吉尔·德勒兹有一篇关于“褶子”
的著作，探讨了“褶子”与欧洲一体化理念的相关性。

以典型的“维尔纳·巴特纳风格”，他在自己的“六个枕头”画作中
加入了一位“巴洛克”风格的女性，以此衡量自己与另一位德国艺
术家的重要性。

还有一点值得一提：丢勒是最早，也绝对是能够创作重要自画像的
艺术大师之一。虽无文献记载这一事实是否与巴特纳早期也创作了
诸多自画像这一现象有直接联系，但巴特纳的自画像将这一类型带
入了一个更具自我意识和充满争议的历史情境之中。或许，至少可
以说，维尔纳·巴特纳延续了德国自我审视的传统，试图为当代增添
新的视角。



阿尔布雷希特·丢勒 ,《六个枕头》
Albrecht Dürer, Six Pillows
https://sempub.ub.uni-heidelberg.
de/duerer.online/wisski/
navigate/102901/view

阿尔布雷希特·丢勒 ,《自画像》
Albrecht Dürer, Self-portrait
https://www.metmuseum.org/art/
collection/search/459214 

《阿尔布雷希特·丢勒 : 他的服装语言》
Albrecht Dürer. Die Sprache seiner Gewänder

https://www.froelichundkaufmann.de/
kunstgeschichte/kunst-bis-1800/albrecht-duerer-die-

sprache-seiner-gewaender.html

The obvious reference to this painting is an etching by none 
less than the quintessential German artist Albrecht Dürer. 
His etching from 1493 is now in the Metropolitan Museum 
in New York. Six Pillows is “only” the backside of another 
print Self-portrait, Study of a Hand and a Pillow. The 18 year 
old Dürer imagines himself to become an important artist, 
prominenetly featuring his hand in a decisive gesture. The 
pillows were probably a training session in how to render 
“folds.” Folds being one of the most important features in 
medieval and renaissance arts in the West. There is an entire 
book only on the language of Dürer’s vestiges, Albrecht Dürer. 
Die Sprache seiner Gewänder. A famous essay about “the 
fold” by the French philosopher Gilles Deleuze explores the 
relevance of “the fold” for the European idea of integration.

In typical “Werner Büttner-style” he adds a “baroque” Woman 
to his painting of six pillows in order to measure himself 
against the importance of another German artist.

There is another connection worth mentioning: Dürer was 
one of the first, and definitely one of the most important 
artists that was able to paint important self-portraits. It is not 
documented, if there is a direct connection between this fact 
and the phenomenon, that there are many early self-portraits 
by Büttner as well, that transport the genre into a much more 
selfconscious and contested historical situation. The least 
to say, maybe, would be to see Werner Büttner in a German 
tradition of self-investigation, that attempts to find a way to 
add new perspectives on the contemporary.

https://sempub.ub.uni-heidelberg.de/duerer.online/wisski/navigate/102901/view
https://sempub.ub.uni-heidelberg.de/duerer.online/wisski/navigate/102901/view
https://sempub.ub.uni-heidelberg.de/duerer.online/wisski/navigate/102901/view
https://www.metmuseum.org/art/collection/search/459214 
https://www.metmuseum.org/art/collection/search/459214 
https://www.froelichundkaufmann.de/kunstgeschichte/kunst-bis-1800/albrecht-duerer-die-sprache-seiner
https://www.froelichundkaufmann.de/kunstgeschichte/kunst-bis-1800/albrecht-duerer-die-sprache-seiner
https://www.froelichundkaufmann.de/kunstgeschichte/kunst-bis-1800/albrecht-duerer-die-sprache-seiner


缪斯之吻
1989
布面油画
150 × 240 cm

Kiss of the Muse
1989
Oil on canvas
150 × 240 cm 这幅画蕴含着一个古老的理念，即艺术灵感是一种艺术家与其缪斯

之间传递的能量。这个故事中的男主角是一位技艺精湛的艺术家，
他试图创作一幅杰作，但要实现这一目标，还缺少一些东西。只有通
过女性能量，才能创造出真正伟大的杰作，而（男性）艺术家无法自
己创造，只能通过接受“缪斯女神”的亲吻来获得这种能量。

如今，这种观念早已受到强烈的批评，被认为是厌女和家长式思维。
巴特纳画中的雕塑在风格上指向巴黎现代雕塑家阿里斯蒂德·马约
尔和奥古斯特·罗丹，他们身边都有强大的女性支持。

巴特纳的作品在许多方面都对围绕艺术家的神话进行了批判。这
幅画作也是如此：缪斯几乎占据了整个画面，而艺术家只是一个配
角——一个渴望得到亲吻的空洞头颅。

This painting refers to the age-old idea that artistic 
inspiration is an energy that is channeled between an artist 
and his muse. The male aspect of this story is that a very 
proficient and skilled artist tries to create a masterpiece. 
But something is missing to achieve that goal. This 
something that make a truly great artwork and only be 
attained by female energies that the (male) artist can only 
receive, not create himself, by being kissed by a “muse.”

This notion today has become highly crit icized as 
misogynic and paternalistic. The sculpture in Büttner’s 
painting stylistically points towards the modern sculptors 
in Paris, Aristide Maillol and Auguste Rodin, who both had 
strong women by their side.

Büttner’s work in many ways has always been very critical 
of the myths surrounding artists. Also in this painting: The 
muse takes up almost all the space and the artist is only 
the side-story – A disembodied head who hopes to receive 
a kiss.



女人和她空无一物的篮子
2005

布面油画
150 × 120  cm

Woman with Absolutely Nothing 
in Her Basket

2005
Oil on canvas
150 × 120  cm

一位农妇弯着腰，用右手比划着，好像要往篮子里放什么东西。然而，
她的手中和篮子里却空无一物。这个图像源自法国现实主义艺术的
悠久传统背景，该流派最先开始关注普通民众的困境。让 - 弗朗索
瓦·米勒于 1857 年创作的《拾穗者》就是这样一幅对农妇的艰辛
生活充满同情的画作。

梵高的一系列素描作品也围绕同一主题展开。

在巴特纳的画作中，农妇的头顶上放着一个沙漏，她的头饰与圆锥
形的落沙融为一体，同时形成了中国农村一种传统帽子的形状。

根据沙漏的显示，时间已耗尽，沙粒不再从漏斗中倾泻而下。这位妇
女处于穷困潦倒的境地，但出于某种原因，她和观众似乎都没有意
识到这一时刻的严峻性。



让 - 弗朗索瓦·米勒 ,《拾穗者》
Jean-François Miller, The 
Gleaner

文森特·梵高 ,《拾穗的农妇》
Vincent van Gogh, Peasant 
Woman Gleaning
https://www.artchive.com/
artwork/peasant-woman-
gleaning-vincent-van-gogh-1885-
nunen-nuenen-netherlands/

戴劳作帽子的农妇
Farmer's Woman in a Labour 
Hat

A peasant woman is bending forward and gestures with 
her right hand as if she was putting something into her 
basket. However there is nothing there – not in her hand, 
not in her basket. This image has been created within 
a long context of art in French realism that first put an 
emphasis on the plight of simple people. The Gleaners, by 
Jean-François Millet from 1857 is such a painting that is 
very compassionate towards the strife of peasant women. 

Another one is a series of drawings by Vincent Van Gogh 
on the same subject. 

In Büttner’s painting, an hourglass sits on top of the 
peasant woman’s head, merging her headdress with a 
conical shape of fallen sand, that is at the same time 
creating a shape of a traditional hat in rural China. 

According to the hourglass, time has run out, no sand 
is raining down through the funnel. The woman is in a 
destitute situation, but for some reason, neither she, nor 
the audience seems to grasp the direness of the moment.

https://www.artchive.com/artwork/peasant-woman-gleaning-vincent-van-gogh-1885-nunen-nuenen-netherlan
https://www.artchive.com/artwork/peasant-woman-gleaning-vincent-van-gogh-1885-nunen-nuenen-netherlan
https://www.artchive.com/artwork/peasant-woman-gleaning-vincent-van-gogh-1885-nunen-nuenen-netherlan
https://www.artchive.com/artwork/peasant-woman-gleaning-vincent-van-gogh-1885-nunen-nuenen-netherlan


捏面团的人
1997
布面油画
90 × 50 cm

Bread Kneader
1997
Oil on canvas
90 × 50 cm

香料
1994

布面油画
150 × 120  cm

Spice
1994

Oil on canvas
150 × 120  cm



谁不抨击绘画，谁就讨厌绘画！

虽然巴特纳热爱阅读，但他首先是位画家，并且始终坚称绘画
的魅力远胜于文字。他认为：“画作无法被完全读懂或破译；
它不像画谜，可以被毫无损失地翻译成文字。”对他而言，画
作是独立的现实，如同人类境遇，具有难以理解的复杂性。现
今，他的绘画实践不再拘泥于形式，而是对表述方式高度敏感：
在早期以愤怒能量为驱动的姿态绘画阶段之后，巴特纳严格
把控着自己的绘画创作，使其与艺术史上的相关参照形成对
话，同时只保留少数几种个人风格，例如他经常在作品完成阶
段将白色颜料泼洒在画布上。

他对待绘画（就像对待生活）始终秉持怀疑的态度，使得他所
珍视的艺术寥寥无几。 他对西方的艺术遗产有着非常广阔的
视野和见解，并对自诩为“前卫”的艺术运动抱有怀疑。在西
方艺术的竞争体系中，“新颖”依然被视为重要价值，巴特纳
对此一直持批判态度。 他有时会在诸如《从背后看前卫艺术》
等作品中嘲讽自封“前卫”的艺术形式。然而，更为重要的其
实是仔细观看巴特纳作品中大量引用的艺术史参照，理解他
如何选择这些参照以及目的何在，他又如何重新诠释来传达
他对当代世界的看法。

以
艺
术
史为镜

点击章节标题返回目录



Art History 
as Mirror

He, who does not thrash painting, hates painting!

While Büttner is an avid reader, he is first and foremost a 
painter, and he insists time and again on the advantages 
of painting over writing. “A painting,” he says, “cannot 
be read and fully deciphered. It is not a rebus that can 
be translated into text without loss.” For him, painting 
is its own reality and, like the human condition, is of 
a complexity that defies comprehension. Today, his 
approach to painting is not formalist, but with a high 
sensitivity to formulation – meaning: After the early 
phase of gestural painting, which was fueled by an 
abundance of angry energy, Büttner tightly controls 
his pictorial creation vis-à-vis art-historical references 
that he can relate to, allowing himself only a few 
mannerisms, such as the white paint that he often 
splashes over his canvases upon completion of the 
painterly act. 

His attitude to painting (as to life) has always been 
skeptical, leaving him with only few works of art to 
cherish. He has a very broad view of the artistic heritage 
of the West and a distrust of self-acclaimed avant-garde 
movements. In the competitive system of art in the 
West, “newness” still counts for something. Büttner has 
always been critical of this. He sometimes ridicules self-
proclaimed avant-garde art in works such as Avantgarde 
from Behind. What is most important, however, is a very 
close look at the multitude of art historical references in 
Büttner’s work, and also how and for what purpose he 
chooses his references and how he reinterprets them to 
communicate his view of the contemporary world.

click on the chapter titles 
to content page
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奔放的埃及风嬉皮士
1988
布面油画
150 × 120 cm

Run-Over Hippie in 
the Egyptian Style
1988
Oil on canvas
150 × 120 cm

这幅绘画描绘了巴勃罗·毕加索与素人画家亨利·卢梭的一次会面。
当这位老画家说出他发自肺腑的宣言时，在场的每个人都觉得很好
笑——这是当晚最大的笑料和高潮。卢梭真诚地对主人毕加索说：
“你和我是这个时代最重要的两位艺术家——你代表埃及风格，而
我代表现代风格。”毕加索也会和众人一样笑着回忆这段往事，他
可能会声称，1908 年那个疯狂的夜晚，他为这位未经专业训练的艺
术家所举办的这场宴会只是一通胡扯，绝对是一场玩笑。卢梭一生
中大部分时间都在巴黎的收费站和河边的执勤站工作，而被昵称为
“douanier（海关官员）”。*

This painting is a reference to a meeting between Pablo 
Picasso and the naïve painter Henri Rousseau. Everyone 
thought it was hilarious when the old painter made his 
heartfelt declaration – the punchline to an evening of 
mockery. “You and I,” said Rousseau, sincerely addressing 
his host Picasso, “are the two most important artists of the 
age – you in the Egyptian style, and I in the modern one.” 
Picasso would laugh at the memory along with everyone 
else. The banquet he gave one wild night in 1908 for the 
untrained artist nicknamed the douanier (customs officer) 
because he had worked much of his life on the toll gates 
and river duty stations of Paris was nothing but a blague, 
Picasso would claim, absolutely a blague (joke). 

*引用自 :
 https://www.theguardian.com/
artanddesign/2005/oct/29/art

https://www.theguardian.com/artanddesign/2005/oct/29/art
https://www.theguardian.com/artanddesign/2005/oct/29/art


原创摹本
（临摹戈雅《劫女图》)

2018
布面油画

190 × 190 cm

Original Copy 
(Abduction of a Woman after Goya)

2018
Oil on canvas
190 × 190 cm

这幅画源自弗朗西斯科·戈雅的蚀刻版画系列《异类》（1815-1819 年）。

戈雅是巴特纳最喜爱的艺术家之一，因为前者对人类挣扎有着深刻
的共情。这幅名为《绑架之马》的版画描绘了一位即将跌倒的女子，
然而，马咬住了她腰间的裙子以防她受伤。但再仔细一看，画面中的
情景并不十分清晰。这个女子究竟是在挣扎反抗被掳劫，还是她实
际上正微笑享受着马的力量？

男人和女人——巴特纳基于这一主题已创作许多艺术作品。他所描
绘的这一个版本突出了马凝视女子的目光，以反讽将主题反转。

This painting is derived from an etching by Francesco de 
Goya from the series Disparates (1815-1819).

Goya is one of Büttner’s most favorite artists, for his deep 
empathy towards the human struggle. The Kidnapping 
Horse, as the print is called, shows a woman who is about 
to fall. However, the horse prevents her from hurt, by 
snatching the dress around her waist. On second glance 
it is not very clear what is happening. Is the woman 
struggling against her abduction, or is she in fact smiling 
and enjoying the horsepower?

Men and Women – Büttner has created many artworks on 
this subject. His version highlights the horse’s gaze on the 
woman in an ironic twist on the subject matter.

弗朗西斯科·戈雅《劫女图》
Francisco Goya, The 

kidnapping horse
https://www.museodelprado.es/
en/the-collection/art-work/the-

kidnapping-horse/362dcbb9-b9b5-
43a9-a4c1-379f5b89b818

https://www.museodelprado.es/en/the-collection/art-work/the-kidnapping-horse/362dcbb9-b9b5-43a9-a4c1
https://www.museodelprado.es/en/the-collection/art-work/the-kidnapping-horse/362dcbb9-b9b5-43a9-a4c1
https://www.museodelprado.es/en/the-collection/art-work/the-kidnapping-horse/362dcbb9-b9b5-43a9-a4c1
https://www.museodelprado.es/en/the-collection/art-work/the-kidnapping-horse/362dcbb9-b9b5-43a9-a4c1


鼻子——一个稳妥的事实
2018
布面油画
150 × 120 cm

The Nose - A Piece of Stable Reality
2018
Oil on canvas
150 × 120 cm

这幅画作直接参考了阿尔贝托·贾科梅蒂 1947 年的雕塑作品《鼻子》。
一个人头悬挂在一根连接着笼状结构的线上。奇怪的是，这个人头
有一个突出的长鼻子，伸向笼子之外很远的地方。这个鼻子取自著
名的童话《匹诺曹》，关于小木偶变成一个真正的男孩的故事。每
当他撒谎时，鼻子就会变长。

在贾科梅蒂的雕塑中，鼻子 / 谎言平衡了头部，防止其向后折断。

另一则更为古老的参照，可以追溯到希腊神话中有关雕塑家皮格马
利翁的故事。他非常希望自己创造的一尊女子雕像能够活过来，成
为他的爱人。这是一个有关艺术创造与爱情的传说。



This painting is in direct reference to Le Nez (1947) by 
Alberto Giacometti. A human head is hanging from a 
thread connected to a cage-like confinement. Curiously, 
the head has a long protruding nose that reaches into 
the space far outside the cage. This nose is taken from 
the famous story about “Pinocchio,” a wooden figure that 
becomes a real boy. Whenever he is lying, his nose grows.

In Giacometti’s sculpture, the nose / the lie balances out 
the head and prevents it from snapping backwards. 

The other aspect is much older and dates back to the 
Greek mythological story of Pygmalion, a sculptor who so 
much wishes, that an effigy of a woman he created, would 
become alive and be his lover. This is a tale of artistic 
creativity and love.

阿尔贝托·贾科梅蒂《鼻子》
Alberto Giacometti, Le Nez
https://www.giacometti-stiftung.ch/highlights/
objekt/?tx_artcollection_single%5Bartpiece%5D=21
3&cHash=563590b9f9edc26fbcd81b42f3a1cd3f

长鼻子木偶
Puppet with a long nose

让·巴蒂斯特·雷诺 ,《皮格马利翁》,1786
Jean-Baptiste Regnault, Pygmalion, 1786

https://en.wikipedia.org/wiki/Jean-
Baptiste_Regnault

https://www.giacometti-stiftung.ch/highlights/objekt/?tx_artcollection_single%5Bartpiece%5D=213&cHas
https://www.giacometti-stiftung.ch/highlights/objekt/?tx_artcollection_single%5Bartpiece%5D=213&cHas
https://www.giacometti-stiftung.ch/highlights/objekt/?tx_artcollection_single%5Bartpiece%5D=213&cHas
https://en.wikipedia.org/wiki/Jean-Baptiste_Regnault
https://en.wikipedia.org/wiki/Jean-Baptiste_Regnault


向詹姆斯·恩索尔致敬
2020
布面油画
150 × 120 cm

Homage to James Ensor
2020
Oil on canvas
150 × 120 cm

詹姆斯·恩索尔是巴特纳的另一个重要的灵感来源。随着他不断“挖
掘”西方绘画遗产，巴特纳的创作重新激活了被遗忘已久的艺术史，
并让人们更深刻地意识到“人类境遇”的深层含义。  

这幅肖像画中两位朋友的变形似乎受到海因里希·海涅的诗歌《恋人
的情绪》的启发，诗中讲述了一只甲虫和一只蜻蜓之间不可能的爱情。
恩索尔在此画中变成了一只甲虫，而蜻蜓很像玛丽耶特·卢梭 - 阿农，
她的家是当时艺术家和学者们聚会的场所。恩索尔被这位美丽的生
物学家深深吸引。

恋人之间的拘谨和自我怀疑总是让生活变得复杂。

James Ensor is another important source of inspiration for 
Büttner. As he keeps “digging” into the Western pictorial 
heritage, Büttner produces works that re-activate long 
forgotten art history and creates more awareness for 
deeper notions of “La Condition Humaine.”

The metamorphosis in this portrait of two friends seems 
to be inspired by a poem Die Launen der Verliebten by 
Heinrich Heine about the impossible love between a 
beetle and a dragonfly. Here Ensor has become a beetle. 
The dragonfly resembles Mariëtte Rousseau-Hannon, 
whose house acted as a meeting place for artists and 
scholars. Ensor was enchanted by this beautiful biologist.

Inhibitions and self-doubt between lovers always make life 
complicated.

詹姆斯·恩索尔 ,《奇异昆虫》
James Ensor, Peculiar Insects
https://krollermuller.nl/en/
james-ensor-peculiar-insects

https://krollermuller.nl/en/james-ensor-peculiar-insects
https://krollermuller.nl/en/james-ensor-peculiar-insects


有眼睛看的人，让他把它看完
2021
布面油画
190 × 150 cm

He That Hath Eyes to See, 
Let Him See This to Completion
2021
Oil on canvas
190 × 150 cm

《蓝色裸体》（Nu bleu）是亨利·马蒂斯于 1952 年创作的一系列
水粉剪纸作品，约十二幅。这些作品以抽象的形式描绘了坐着或站
立姿态的女性裸体，是他晚年的代表作之一。大约从 1943 年开始，
剪纸成为这位艺术家创作的主要表现方式，由于他经常因病卧床，
所以他在 1948 年前后放弃了绘画，转而专注于剪纸创作。马蒂斯将
这种技术称为“用剪刀作画”。画面中的“蓝色裸体”在白纸背景下
突显出雕塑般的质感。这一系列作品创作于他去世前几年。

巴特纳重新塑造了一个支离破碎的女性形象。其作品标题《有眼睛
看的人，让他把它看完》使用了古老的英语风格，起初听起来非常
宏大。对于英语“to see”和“to see this to”，两者之间几乎没有
明显的意义转换。前者是实际意义上的“看”（即感知），而后者“看
到这一切”则意味着某人必须排除万难，（有时）甚至是违背更好的
判断去完成某事。这些词语传达出一种无情的意味。在这种视角下，
“用剪刀作画”被赋予了一层隐晦的含义。



Blue Nude (Nu bleu) is the name of a series of about twelve 
gouache cuts by Henri Matisse, which he created in 1952. 
They depict seated or standing female nudes in abstract 
form and are among his last works. Around 1943, paper 
cut-outs became the main means of expression in the 
work of the artist, who was often confined to his bed due 
to illness, so that he gave up painting in favor of paper cut-
outs around 1948. Matisse called this technique “drawing 
with scissors.” The “blue nudes” stand out against a white 
paper background and look like sculptures. The series was 
created a few years before his death. 

Büttner re-creates an image of a fragmented woman. 
His title He That Hath Eyes to See, Let Him See This to 
Completion at f irst sounds very grand, using an old-
fashioned English language style. There is a barely 
noticeable shift in meaning between “to see” and “to see 
this to.” The first is to actually “see” (as in: perceive). The 
second “to see this to” – means that somebody has to 
follow through with something against all obstacles and 
(sometimes) against better judgement. Those are words 
that create a notion of ruthlessness. Painting with scissors, 
seen in this light, takes on a dark meaning.

亨利·马蒂斯 ,《蓝色裸体》
Henri Matisse, Nu bleu

https://de.wikipedia.org/wiki/
Blauer_Akt

https://de.wikipedia.org/wiki/Blauer_Akt
https://de.wikipedia.org/wiki/Blauer_Akt


巴特纳的作品可被理解为对人类处境的回望。他的所有作
品本质上都是对影响人类行为的那些光荣抑或邪恶的复杂
欲望的探究。巴特纳始终怀有对人性深刻的怀疑，并发展了
“Unurvertrauen”这一德语概念，表达了一种普遍对生命
的不信任。他探寻动物王国的态度也是如此——并不将动物
视为同伴或人类的替代品，而是将它们视作独立的个体，理
应受到人类尊重或是可供我们深入研究的存在。

历史上，动物常被赋予人类的情感需求与渴望，从而掩盖了动
物生命原本的尊严。巴特纳通过很多画作揭露这种将动物拟
人化的倾向，从而揭示了人类利用动物来弥补自身缺陷和满足
恣意需求的贫乏窘境。

人
与
动
物 点击章节标题返回目录



Man and Animal

Büttner ’s work can be read as an anamnesis of 
the human condition. All his works are essentially 
investigations into the complex, glorious as well as 
nefarious desires that guide human behavior. For the 
same reason that Büttner has always been skeptical 
about humanity as a whole and has developed 
“Unurvertrauen,” a general mistrust of life, he has 
approached the animal kingdom – NOT as a companion, 
not as a surrogate, but as an entity, a being that we as 
humans owe respect to, or as a being that we regard as 
something that is available to our perusal. 

Very often in history animals have had to stand in 
for human needs and desires, obscuring the dignity 
of animal life. Büttner unmasks anthropomorphic 
attributions in his many paintings, revealing instead 
the destitute neediness of humans who use animals 
to compensate for their own shortcomings and their 
negligent needs.

click on the chapter titles 
to content page
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不可逆转的热情
2005
布面油画
150 × 120 cm

Irreversible Enthusiasm
2005
Oil on canvas
150 × 120 cm

这幅画包含三个元素：一只咧嘴笑的猿猴的脸，一颗青苹果的果核，
以及一尊旧石器时代的雕像——距今约 29,000 年的《维伦多夫的
维纳斯》，她显然是一位生育女神。

巴特纳长期以来一直对不同文化中关于文明起源的描述着迷。这幅
画涉及到西方历史的不同层面。苹果，自然是传说中从“智慧树”上
掉落的“禁果”。根据圣经记载，第一个男人亚当被禁止吃苹果来获
取知识。然而，第一个女人夏娃引诱他违背了这一禁令。他们的惩罚
是被逐出无忧无虑的伊甸园，进入满是纷争与苦难的世界。

画中的石器时代雕塑指向一种更为古老的文化。最近的研究开始将
这个雕像与“维纳斯”的象征意义相分离。也有人类学家现在认为，
存在一种以“祖母”为智慧预言者的崇拜文化。

最后就是那只“咧嘴笑的猴子”，散发着不可逆转的热情。在他头部
本应是大脑的位置，只有苹果的残骸。他没有思考吗？——他是“亚当”
的替身吗？——他对“夏娃”的冲动是否如此急切，以至于忘记了所
有警告？

这不正是当今大部分人类的行为方式吗？——不去思考一条明智的
行动路径，而是更依赖冲动来满足欲望。

我们无法回答这些问题，但这幅绘画与巴特纳对人类愚蠢行为的探
究高度契合。



This painting features three elements: The face of a 
grinning ape, the core of a green apple and a paleolithic 
figurine, the 29,000 year old so-called Venus of Willendorf, 
apparently a goddess of fertility.

Büttner has long been fascinated by the descriptions of the 
beginning of civilization in different cultures. This painting 
reaches into different aspects of Western history. The apple, 
of course is the proverbial “forbidden fruit” from the “tree of 
knowledge.” According to Western scripture, Adam, the first 
man was forbidden to eat the apple and gain knowledge. 
However, Eve, the first woman, seduced him into doing 
this. Their punishment was to be expelled from paradies, a 
place without worries, into the world of strife and suffering.  

The stone-age sculpture in this painting refers to a much 
older culture. Recent research dissociates the figurine from 
a symbol of “Venus.” Instead, anthropoligist now believe 
that there has been a culture of worship of “grandmothers” 
as harbinger of knowledge.

Finally the “grinning face” monkey exuding irreversible 
enthusiasm. Instead of the section of his head, where the 
brains sit, we only see the remains of the apple. Did he not 
think? – Is he a stand-in for “Adam”? – Were his impulses 
towards “Eve” so rushed, that he forgot all warnings? 

Isn’t this how large parts of humanity still acts today? – 
Instead of thinking about a good path of action, we rely on 
impulses to satisfy our desires.

We can’t answer these questions – but this painting is very 
much in line with Büttner’s investigation of human follies.

维伦多尔夫的维纳斯
Venus von Willendorf

https://de.wikipedia.org/wiki/Venus_von_Willendorf

1491 年《健康花园》中的天堂树
插图

Illustration of the Tree of 
Paradise in the Hortus 

Sanitatis 1491

https://de.wikipedia.org/wiki/Venus_von_Willendorf 


五只鹤与查尔斯·达尔文进化论笔记草图
2021
布面油画
150 × 120  cm

Five Kranes and Charles Darwin’s
First Sketch On Evolution
2021
Oil on canvas
150 × 120  cm

发光的旷野
1998

布面油画
50 × 50 cm

Glowing Heath
1998

Oil on canvas
50 × 50 cm

与长颈鹿嬉戏
2017

布面油画
60 × 50 cm

Dalliance with Giraffe
2017

Oil on canvas
60 × 50 cm



天赐食粮
1998
布面油画
150 × 120  cm

Manna
1998
Oil on canvas
150 × 120  cm

与长颈鹿嬉戏
2017

布面油画
60 × 50 cm

Dalliance with Giraffe
2017

Oil on canvas
60 × 50 cm



琐事万岁
2011
布面油画
150 × 120  cm

Vive La Bagatelle
2011
Oil on canvas
150 × 120  cm

这幅极具深意的画作将夜视景象与蓝天融为一体。画面中，一只猫
捕捉到一只体型超大的啮齿动物——画面定格在那一瞬间。一切静
止不动，仿佛电影被按下了定格键。作品的法语标题从字面上理解是
“不重要或无意义的成功”，表达了一种无忧无虑的生活态度，为画
作增添了更多神秘色彩。画面背景中的建筑似乎同时沐浴在日光和
夜色之中。

这不禁让人想到勒内·马格利特的一系列名为《光之帝国》的画作，
他也是巴特纳最喜爱的艺术家之一。白天与黑夜的矛盾共存，营造出
一种梦幻般的氛围和超现实的感觉。



This profoundly ambiguous painting combines night-vision 
with blue skies. A cat catches an over-sized rodent – in a 
frozen moment. Nothing moves, as if a movie was put on 
freeze-frame mode. The French title (literally, “success to 
frivolity or nonsense”) is expressing a carefree attitude to 
life, adding more mystery to the painting. The architecture 
in the background of the painting appears to be cast in 
daylight and at night in the same time. 

This is reminiscent of a series of paintings called L’Empire 
des lumières by René Magritte, another one of Büttner’s 
favorite artists. The ambivalence of days and night, creates 
a dreamlike mood and a surreal sensation.

勒内·马格利特 ,《光之帝国》,1954
René Magritte, L’Empire des lumières, 1954

https://en.wikipedia.org/wiki/The_Empire_of_Light

https://en.wikipedia.org/wiki/The_Empire_of_Light


笼景
2017
布面油画
150 × 120  cm

Cage Scene
2017
Oil on canvas
150 × 120  cm

被生活抛弃
2017

布面油画
150 × 120 cm

Disfavored by Life
2017

Oil on canvas
150 × 120 cm



本章原可以命名为“人生”，但对巴特纳而言，这未免过于宏
大。他总是更倾向于具体的表述，避免泛泛而谈。1954 年，
巴特纳出生在东德工业城市耶拿，之后父亲离家前往慕尼黑，
留下年幼的巴特纳与他的母亲及两位妹妹。几年后，一家人
在慕尼黑团聚，但这并非幸福的时刻。他的母亲最终酗酒成
疾，患上精神疾病。16 岁的巴特纳被迫将她送入精神病院，
之后自己迁往柏林。在耶拿的经历始终是巴特纳生命中一个
重要的（创伤前）参照点。他对人际关系、家庭结构和传统观
念始终保持质疑，并不断为自己寻找（非确定）答案。与此同
时，作为教育者，他将三十多年的职业生涯奉献给教学，致力
于培养年轻艺术家。汉堡艺术协会开设餐厅时，巴特纳自嘲
地以家乡的火车站将其命名为“耶拿天堂”。这是艺术家另一
种充满矛盾寓意的姿态：“Paradies”自然意味着天堂，可
能是所有对立面可以永远和平共处之处；而火车站，则代表
启程，抑或是逃离之地。

童
年 点击章节标题返回目录



Childhood

Childhood – this section could have been called “Life,” 
but that would have been too grand a statement for 
Werner Büttner. His approach is always more concrete 
and less general. Büttner was born in 1954 in Jena, an 
industrial city in East Germany. His father left for Munich, 
leaving young Werner, his mother, and two sisters 
behind. When the family was reunited in Munich a few 
years later, it was not a happy moment. His mother 
would eventually succumb to alcoholism and develop a 
mental illness. When Büttner was 16, he had his mother 
committed to a psychiatric hospital and moved to 
Berlin himself. Jena has always been a (pre-traumatic) 
reference point in his life. Relationships, family 
structures, conventional wisdom – he questioned all of 
them and kept giving himself (non-definite) answers. 
All the while, he spent over thirty years of his life as a 
teacher, fostering the careers of younger artists. When 
the Kunstverein Hamburg opened a restaurant, Büttner 
iroically named it “Jena Paradies” after the railway 
station of his hometown. Another ambivalent allegorical 
gesture by the artist: Paradies – meaning paradise, of 
course – could be the place where all opposites come 
together peacefully and forever. A train station, however, 
serves as a place of departure – or escape.

click on the chapter titles 
to content page
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父亲的演讲
2021
布面油画
150 × 120 cm

Paternal Address
2021
Oil on canvas
150 × 120 cm

一只鹦鹉（父亲）正与它那羽翼未丰的雏鸟交谈。他会对幼鸟说些什
么呢？又会传递怎样的智慧呢？这是关于跨代对话的一种幽默而充
满敬意的评论。这幅画作也展现了巴特纳如何以隐喻的方式描绘动
物来表达复杂的人际互动。艺术家在没有父亲关爱的环境下长大，
不得不在很小的年纪就为自己负责。他的父亲又会对他说些什么呢？

A parrot (father) talks to his featherless chick. What is he 
going to tell the young one? And which wisdom will he 
convey? This a humorous and respectful comment on 
transgenerational conversations. This image is also an 
example of how Büttner depicts animals in a metaphorical 
way to convey complex human interaction. The artist, who 
grew up fatherless, had to be responsible for himself at an 
early age. What would his father have told him?



人生开场哨
1998

布面油画
50 × 50 cm

Starting Whistle for Biography
1998

Oil on canvas
50 × 50 cm



鱼与幼儿
1990
布面油画
190 × 190 cm

Fish and Early Years
2021
Oil on canvas
190 × 190 cm

巴特纳的童年并不轻松。这幅画或许正是对那段记忆的某种表达。
一个孩子坐在折叠桌前，用勺子吃饭。他面前摆着一条生鱼，看起来
更像是幽灵而非食物。那条鱼似乎正试图从画面左侧逃离。

鱼常常被视为来自深海的无意识与神秘力量的象征。艺术家马克斯·贝
克曼经常在画作中使用鱼来描绘人类的潜意识能量。

Büttner’s childhood, was not easy. This painting might be 
an expression of that memory. A child is sitting at a folding 
table, eating with a spoon. In front of him an uncooked 
fish, that looks more like an apparition than food. It almost 
seems that the fish wants to escape from the picture 
towards the left.

Fish very often are symbols for the unconscious and 
uncanny from the depths of the sea. An artist who quite 
often used fish in his paintings to depict energies from 
human subconsciousness was Max Beckmann.

马克斯·贝克曼 ,《厨房》,1936
Max Beckmann, The Kitchen (Quappi with Fish), 1936

https://www.staatsgalerie.de/de/sammlung-digital/
kueche-quappi-fischen

https://www.staatsgalerie.de/de/sammlung-digital/kueche-quappi-fischen
https://www.staatsgalerie.de/de/sammlung-digital/kueche-quappi-fischen


鱼与幼儿
1990
布面油画
190 × 190 cm

Fish and Early Years
2021
Oil on canvas
190 × 190 cm

傻瓜，离开避世之所吧
2016

布面油画
190 × 150 cm

Fool, Leaving the Shelter of Seclusion
2016

Oil on canvas
190 × 150 cm

巴特纳的这幅开创性画作让观众一窥艺术家的价值体系。傻瓜并非
邪恶之人。傻瓜都是心地善良的单纯之人。对他们来说，只要不走出
去暴露于世人面前，一切都很美好。而一旦他们出走，就会成为世界
著名的文学形象。最显而易见的例子就是莫扎特的歌剧《魔笛》中
的塔米诺，或瓦格纳的歌剧《珀西瓦尔》中的主角——只有心灵最纯
洁之人才能找到圣杯。

在更现代的作品中，陀思妥耶夫斯基的著作《白痴》承担起继续书写
“绝对善良与美好之人”的重任。

This seminal painting by Büttner gives the audience a 
glimpse into the value system of the artist. Fools are not 
evil. Fools are simpletons with good hearts that mean 
well. All is good for them, as long as they don’t go out and 
expose themselves to the world. If they do, they become 
world famous literature. The obvious examples would be 
Tamino in Mozart’s opera, The Magic Flute, or, Percival 
the opera by Wilhelm Richard Wagner, in which only the 
person with the purest heart can find the holy grail.

In more modern times, Fyodor Dostoevsky’s book, The 
Idiot, takes on the task to write about “the positively good 
and beautiful man.”



文学是巴特纳的“初恋”。出生于东德耶拿一个问题家庭，后
随家人迁至慕尼黑的贫困社区，当地的公共图书馆成为青年
巴特纳的救赎，阅读让他找到了另一个世界。巴特纳可能是现
今德国最博学的艺术家之一。他的好友、德国少数的收藏大家
之一，哈拉尔德·法尔肯贝格曾评价说：“如果巴特纳没有成为
知名的画家，他也会是一位高产的作家。” 

从哲学到诗歌， 巴特纳博览群书， 阅读不仅塑造了这位艺术
家的人格，也指引他树立起完整的人生观。毋庸置疑，他的画
作萦绕着文学的回响，也见证了他对道德信条的坚守。

文
学
作
为救赎 点击章节标题返回目录



Literature as 
Saviour

Literature was Büttner’s first love. Born into a troubled 
family in Jena, East Germany, he was moved to a very 
poor neighbourhood in Munich. His saving grace was the 
local public library, where young Werner found another 
world through reading. To this day, he is probably the 
most well-read artist in Germany. His very good friend 
Harald Falckenberg, who was one of Germany’s few 
mega-collectors, once said of Büttner: “If Werner had not 
become a famous painter, he could have been a prolific 
writer.”

Not only was the artist shaped as a person by his 
incessant reading of everything from philosophy to 
poetry – his entire approach to life was shaped by the 
guidance of his books. Needless to say, his work echoes 
with references to literature and testifies to Büttner’s 
ethical convictions.

click on the chapter titles 
to content page
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遥控器时代艺术家
1990
布面油画
150 × 150  cm

The Artist in the Age of 
Remote Control
1990
Oil on canvas
150 × 150  cm

这幅画显然是另一幅自画像，艺术家将自己描绘成一个介于人类与
纹章动物之间的混合体。他身披一条巨大的紫色围巾，掌控着一切，
或者更准确地说，他双手各握一只遥控器。当时，远程控制这种技术
已相当普遍，而个人电脑才刚刚开始普及，尚未在情感层面占据重要
地位。遥控器在当时德国家庭中也被称为“权力”，赋予了使用者更
强的自我掌控感。

巴特纳通过画中人物展现这种权力，遥控器以荒诞的方式向外射出
光线。

画作标题引用了瓦尔特·本雅明 1936 年的著作《机械复制时代的艺
术作品》。本雅明在书中指出，艺术及其接受方式本身会发生变化，
尤其是随着摄影和电影的发展。一方面，这是由于大规模复制的可
能性，另一方面则是由于对现实的描绘方式改变，进而改变了集体的
感知方式。此外，艺术作品在这些转变过程中失去了其“灵韵”，这
反过来又改变了媒介的社会功能。



This picture been another apparent self-portait, shows 
the artist as an inter-being, half human, half heraldic 
animal. Veiled with a huge purple scarf, he is in control, 
or rather, holds a remote control in each hand. This 
technology had become fairly regular by that time. 
Personal computers however just started to proliferate 
and were not emotionally important yet . Remote 
controls, also called “the power” in German households at 
the time gave their user a stronger sense of themselves.

Büttner shows the person in the painting exerting this 
power with rays shooting out from the control devices in 
ridiculous ways.

The t it le references the famous book by Walter 
Benjamin, Das Kunstwerk im Zeitalter seiner technischen 
Reproduzierbarkeit , 1936. In his essay, Benjamin argues 
that art and its reception are themselves subject to 
change, particularly through the development of 
photography and film. On the one hand, this is due to 
the possibility of mass reproduction, and on the other 
to a changed depiction of reality and thus a changed 
collective perception. In addition, the artwork loses its 
aura in these processes, which in turn changes the social 
function of the media.

瓦尔特·本雅明 ,《技术复制时代的艺术作品》,1936
Walter Benjamin, Das Kunstwerk im Zeitalter seiner 

technischen Reproduzierbarkeit, 1936
https://www.thalia.at/shop/home/artikeldetails/

A1011623539

https://www.thalia.at/shop/home/artikeldetails/A1011623539
https://www.thalia.at/shop/home/artikeldetails/A1011623539


“原子”论
1991
布面油画
190 × 240 cm

Mollycule Theory
1991
Oil on canvas
190 × 240 cm

这幅画取材于弗兰·奥布莱恩（爱尔兰人，1911-1966 年）的小说《第
三个警察》。奥布莱恩提出了著名的“原子”论闻名，该理论认为：“那
些一生中大部分时间都在崎岖不平的乡间道路上骑铁制自行车的人，
由于他们与自行车的‘原子’相互交换，致使他们的个性与自行车的
个性混为一体。”

身份与自省在超现实的叙事中扭曲变形。

This painting is taken from The Third Policeman, a novel by 
Flann O’Brien (Irish, 1911-1966), who famously advanced the 
“Mollycule Theory,” according to which “people who spend 
most of their natural lives riding iron bicycles over the rocky 
roadsteads of their neighborhood get their personalities 
mixed up with the personalities of their bicycles as a result 
of the interchanging of ‘mollycules’ of each of them.” 

Identity and self-reflection become distorted in a surreal 
storytelling.

弗兰·奥诺兰肖像
Portrait of Flann O'Brien

https://en.wikipedia.org/wiki/Flann_O%27Brien

https://en.wikipedia.org/wiki/Flann_O%27Brien


“原子”论
1991
布面油画
190 × 240 cm

浪费漩涡中的托马斯·伯恩哈德
1989

布面油画
190 × 190  cm

Mollycule Theory
1991
Oil on canvas
190 × 240 cm

Thomas Bernhard in the Vortex 
of Wastefulness

1989
Oil on canvas
190 × 190  cm

Thomas Bernhard (1931-1989) was an Austrian novelist, 
playwright, poet and polemicist who is considered one 
of the most important German-language authors of the 
postwar era. He explored themes of death, isolation, 
obsession and illness in controversial literature that was 
pessimistic about the human condition and highly critical 
of post-war Austrian and European culture. He developed a 
distinctive prose style, often featuring multiple perspectives 
on characters and events, idiosyncratic vocabulary and 
punctuation, and long monologues by protagonists on the 
verge of insanity.

托马斯·伯恩哈德（1931-1989 年）是奥地利小说家、剧作家、诗人和
辩论家，被认为是战后时期最重要的德语作家之一。他的作品充满
争议，探讨了死亡、孤独、痴迷和疾病等主题，对人类境遇持悲观态度，
并对战后奥地利及欧洲文化提出了尖锐的批判。他发展出一种独特
的散文风格，常常以多重视角呈现人物和事件，使用独特的词汇和标
点符号，并且主人公常在濒临疯狂时发表长篇独白。

托马斯·伯恩哈德肖像
Portrait of Thomas Bernhard
https://commons.wikimedia.org/wiki/File:Thomas_
Bernhard_(1987).jpg

https://commons.wikimedia.org/wiki/File:Thomas_Bernhard_(1987).jpg
https://commons.wikimedia.org/wiki/File:Thomas_Bernhard_(1987).jpg


若德国也有“文人文化”，那么巴特纳作为艺术家可被视为是其
中最重要的拥趸之一； 鲜少有德国艺术家像他这样博学。在所
有文化中，文学都是欲望、希望、抱负，抑或挫折、失败和失落的
共通载体，让我们学会应对与共情。巴特纳从人类生活中汲取灵
感，通过艺术与文学提炼他的观念，由此定义属于自己的方法。

他钟爱丢勒、戈雅、詹姆斯·恩索尔、马格利特、贾科梅蒂以及许
多其他艺术家，甚至可以追溯到鲜为人知的古代视觉文化。 蒙田、
拉伯雷、塞利纳和托马斯·伯恩哈德的作品都位列他的阅读书单
之中。

巴特纳的兴趣领域极其广泛——从早期游牧文化的观念到蒙田
《随笔集》中的怀疑论思想——他博览西方哲学与经典文学，并
非醉心学术研究，而是作为个人实践，以塑造自身个性。人类境
遇的荣耀与苦难是他关注和共情的核心，其求知欲望和严谨思
辨伴随着他对纷乱人世的敏锐感知而生。他的所有画作都成为
他对“人类境遇”不懈探求的见证。

人
类
境
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La Condition 
Humaine

If Germany had a Literati Culture, the artist Werner 
Büttner could be considered one of the most prominent 
proponents. There is hardly another artist in Germany, 
who is more well-read than him. Literature, in all 
cultures, channels the desires, hope, aspirations, but 
also the set-backs, failures and defeats of human life in 
commensurable ways, for us to cope and empathize. 

Büttner finds his inspiration from human life, refines his 
ideas via art and literature to define his own approach. 
His favorite artists are Dürer, Goya, James Ensor, Magritte, 
Giacometti, and many more, reaching back into obscure 
antique visual cultures. Montaigne, Rabelais, Celine and 
Thomas Bernhard are on his reading list.

The artist’s field of interest is extremely broad. From 
the myths of early nomadic cultures to the skepticism 
of Montaigne’s Essais, the artist has devoured Western 
philosophy and grand literature, not as an academic, but 
for personal use and as a means of developing his own 
personality. The human condition in all its glory and its 
misery is at the core of his interest and compassion. His 
intellectual curiosity and rigorous thinking are coupled 
with a heightened sensitivity for human strife. And all 
of his artworks bear witness to this uncompromising 
commitment to “La Condition Humaine.”

click on the chapter titles 
to content page



La Condition 
Humaine

人
类
境
遇



心悸时刻
2007
布面油画
190 × 150 cm

Palpitation Time
2007
Oil on canvas
190 × 150 cm

名望和小篮子
1995

布面油画
150 × 120 cm

Fame and Tiny Basket
1995

Oil on canvas
150 × 120 cm



幽默是一种自然概念吗 ?
1992
布面油画
240 × 190 cm

Is Humour a Concept of Nature?
1992
Oil on canvas
240 × 190 cm

奇异的市场一景
2023

布面油画
190 × 150 cm

Exotic Market Scene
2023

Oil on canvas
190 × 150 cm



刺 —— 于生有益
2018

布面油画
190 × 150 cm

Spines – An Advantage in Life
2018

Oil on canvas
190 × 150 cm

这幅画可与《傻瓜，离开避世之所吧》相对照。天真或许能在普遍善
意的世界中获得一些保护，然而，对于那些心地纯洁的人来说，这个
世界可能异常残酷。

《刺——于生有益》承认了这一现实。这幅画作在某种程度上揭示
了巴特纳的心态以及他对“人类境遇”的理解。

This painting is an antithesis to Fool, Leaving the Shelter 
of Seclusion. Being naïve might provide some protection 
from a generally well-meaning world. However, the world 
can be a very tough place for those that are pure-of-heart. 

Spines – An Advantage in Life concedes to this truth. As a 
painting it reveals – to a degree – Büttner’s mindset and 
his understanding of “La condition humaine.”



维尔纳·巴特纳：傻瓜 , 离开避世之所吧 
Werner Büttner: Fool, Leaving the Shelter of Seclusion
2025.3.22 — 6.22

余德耀美术馆展览与洛杉矶郡立艺术博物馆和卡塔尔博物馆群联合呈现
Exhibitions at Yuz Museum are organized in partnership 
with the Los Angeles County Museum of Art and Qatar Museums

此次展览由余德耀美术馆策划
This exhibition is organized by Yuz Museum

由余德耀基金会倾力支持
Made possible by

余德耀美术馆向艺术家维尔纳·巴特纳与他的工作室、策展人艾墨思、
艺术家代理画廊凯旋画廊和所有借展方以及支持和帮助本次展览的所
有个人、机构致以最诚挚的感谢。我们感谢所有参与此次展览制作的公
司及工作人员。
Yuz Museum would like to thank the artist Werner Büttner and 
his studio, the curator Thomas Eller, the artist’s representing 
gallery Triumph Gallery and all the lenders as well as people 
and institutions who made this exhibition possible. Our 
warmest thanks go to the different people and companies that 
contributed to the production of the exhibition.

艺术品维护 
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J.A 艺术品保护与修复
J.A Conservation-Restoration of Artworks
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本手册为配合余德耀美术馆于2025年 3月22日至 2025年 6月22日举办的 “维尔纳 ·巴特纳：傻瓜 ,
离开避世之所吧 ”特别制作。
This brochure is produced in conjunction with the exhibition "Werner Büttner: Fool, 
Leaving the Shelter of Seclusion" at Yuz Museum from Mar. 22, 2025 to Jun. 22, 2025. 
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