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在星云弥散的当今创作中，无论是否接受过

系统的艺术训练，人们都能准确地辨认出安

德烈·布特兹的绘画。“这就是他”，色彩明快

的卡通形象通过秘而不宣的注视与微笑瞬间

俘获了观众的目光。然而，这种短暂的“共鸣”

却在对其创作的追问中显得有些语焉不详。

爱、存在与死亡，抽象的概念犹如招贴一般

附着在讨人喜爱的形象上。即便深藏疑惑，

人们仍会自信满满地以这种高效的方式陈词

总结。无疑，艺术的本质与内核已被牢牢掌

握在手中，可作品的真实面目仍模糊难辨。

假设我们抛却布特兹的艺术家身份，以一位

漫游者的视角观看他的作品，个中缘由也许

就缓缓自现了：物的野蛮生长对人的侵蚀、

个人经验与宏大历史的互文、景观社会与精

神归属的对抗……即使站在巨人的肩膀上，

今天的人们依旧望不到现代危机的终点，布

特兹则将这种深刻的焦虑与踟蹰描绘在了他

的画布上，具象了一种无处安放的、对人类

本真的向往。正如克里斯汀·施拉德对其作品

的描述：“艺术是身着冲突色彩的梦——是一

处反向延展之地——这一观点也许将是前往

布特兹绘画的最佳通道。”1 

尽管这位艺术家的绘画系列并不完全符合类

型学的判断标准，人们却对他的作品达成了

一种难得一见的共识。完备的绘画语言、独

特的审美风格以及对生命的强烈感召将看似

松散的路径进行了汇集。

布特兹自创了一套相对成熟的符征与符旨，

并借由这一语系完成了一种形似寓言的表达。

“羞愧者”是艺术家孕育出的第一个正式符号，

空洞无神的双目、变形的头骨与扭曲的身体

暗合着一种蒙克式的痛苦。它是德国极端民

族主义的恶之化身，是奥斯维辛无辜亡魂勾

勒出的怪兽，它是沉痛本身，是恐惧本身，

也是死亡本身，是生于二十世纪七十年代的

布特兹对历史与过往的堆塑。2000 年，“平

静的西门子”诞生，轻如鸿毛、与灰色背景几

乎相融的烟云中骤然瞪出了硕大的双眼，它

的情绪难以辨认，如同被海量信息和广告填

充的麻木人群，渴求着徒有其表的视觉盛宴

却又无知无觉。即便如此，布特兹依然意图

拯救它于无望之中：“西门子”能够在自身的

存在里获取某种“平和”，某种普世的、梦境

般的安宁。脱胎于“羞愧者”的“流浪者”也许

是自我意识最为强烈的一个形象，它天生怀

着一种矛盾的自白：生于斯图加特、长于美

国流行文化的盛行年代，少时的布特兹总幻

想着一个桃源一般的加利福尼亚，在 2001 年

移居洛杉矶后，他却陷入了一种乡愁，美国

与德国都非其栖身之地，布特兹成了流浪者，

徘徊在无法到达的彼岸与现实中，遥望着一

个永恒的乌托邦。这种经年的踟蹰最终落脚

于“纳萨海姆”——一个诞于画布空间、介于

地球与宇宙之间的归处。纳萨取自美国国家

航天局（NASA），象征着遥远的、想象的星

河，海姆（HEIM）则是德语中的“家”，代表

着唾手可及的温暖。“N 屋”与它的女性守护

者则在此前提下应运而生，负责收集与存贮

宇宙中纯净的光。

我们应注意的是，即便布特兹笔下的形象有

着种种类人的倾向，他的创作也并非是一种

漫画式、叙事性的表达。2006 年起，画布

上的角色开始坍塌、变形，它们的身体被凌

乱的线条所取代，仅有部分特征作了保留，

犹如被剥除铁皮的机器，暴露出纠缠错杂的

电路；到了 2008 年，这些形象已经彻底沦

为相互交织的色块和线条。倘若说布特兹正

在实验一种对物的消解，那么其 2010 年至

2017 年间的“N”系列无疑将促使观众深信，

他已踏上了几何研究与结构主义的道路。然

而，艺术家却坚定地表示“并非如此。”2 事

实上，纵观布特兹的实践的确不难发现，即

使抛却光与色彩在其创作中的至高地位，这

些系列也无关立体主义对三维事物的二维转

化或是绘画平面之间的错视甄别。无论是其

早期系列中比例吊诡、尺寸多变的画面形象，

又或是其后期作品里意味不明的几何图形与

线条，色彩与平面的比例、两者的共生关系

才是这位创作者的关怀所在。而他对具体形

象的消解则更接近于保罗·克利对自然元素的

演化，或是基希纳口中的“以简化了的、二维

平面的形式再现自然形式的意义上，和在对

观者暗示其寓意的意义上的象形文字。情感

不停地形成新的象形文字，乍看上去乃是一

团混乱的线条，并且几乎是在一些几何符号

的东西中现出身影的。”3 不过，布特兹的图

像演化与这二者的区别在于，其创作并非表

现的是自然元素，而是对想象中的符征作了

展开。在此基础上，折返回顾“纳萨海姆”、“具

象”与“抽象”系列，作品中的线索就明朗了

起来——这些符号，作为象征、隐喻与情感

之子，保留了艺术的诗性、叩问人性，探讨

了绘画的立身之本。正如他所言，“我所能再

赘述一二的是，我们必须看透并理解构成艺

术且使之延续的基本准则，以此捍卫艺术与

艺术实践，捍卫其中的视野与诗性。结构主

义与理性主义试图消解这些基础。”4“N”绘画

正是基于此诞生的，“它历经数年演变，是历

代图像的后裔，最为典型的应数经典形象退

居灰色背景、上覆线条的绘画。不过，单色

绘画早在 2003 年的实践中就出现了……这

些形象相互演化、赋形、彼此归属。我一直

认为，所有图像都是平等的，无论其表征如何。

它们都关乎同一种图示真理，即图像空间作

为一种边界存在。黑色系列的绘画是至关重

要的：它们是我触及又返的边界。没有任何

其他图像可以给予我曾在黑色绘画中领悟、

现仍能感知到的体验。一个创作者绝不会在

触及这类边界以后单纯地做出回归。即使一

切看似回到了原点，本质上却存在着天壤之

别。黑色绘画是过往图像与未来创作的基石。

他们是我绘画的起源，是一，即是生门又是

死门，是序曲又是终章。”5 至此，布特兹得

以完成一种自内向外的经验阐释，庇护了其

精神领域及架上绘画遭到外部世界的侵蚀。
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着历史的震荡。布特兹，如尼采笔下的查拉

图斯特拉，在这蟹行时代漫游着，童心未泯

地展露他的本真，追逐光、色彩与希望，探

索有关人之所以为人、艺术之所以为艺术的

命题，迎着荷尔德林回唱：“在这贫瘠的时代，

诗人何为？” 

居伊·德波的景观社会理论也可为布特兹的创

作生发提供一个新的视角。在其论述中，德波

早已为互联网高速发展的当下作出了预言，“在

现代生产条件占据统治地位的各个社会中，

整个社会生活显示为一种巨大的景观的积聚。

直接经历过的一切都已经离我们而去，而进

入了一种表现。”6 如今，资本通过对景观的

生产、对景观需求的生产制造了无数羊圈，

完成了对现代人的全面支配。在表演恣意驱

逐真实世界的今天，人们迷失于景观的游戏

中，顺应消费主义与享乐主义的驱使，主动

放弃了一种深刻而真实的属人生活。人性被

折叠、简化成了单纯的表象，与碎片化的信息、

广告等一同流落到了社会的各个角落。布特

兹尖锐地捕捉到了这种极端的异化以及布尔

乔亚乔装打扮后的幸福，如其 2005 年所表，

“我们正生活在一个无望的世界中，大部分人

并不快乐。”7 然而，另一方面，作为当今时

代的一份子，“以老派的趣味或从总体来看，”8

他也坦言自己喜爱着广告中的浪漫色彩，一

如喜爱着本雅明笔下、陪伴他成长的米老鼠，

“白天的悲哀与失意在梦中得以弥补……米老

鼠的生存正是现代人的梦……对越来越厌倦

日常生活的无限繁杂性的人来说，米老鼠无

疑提供了巨大的解脱。”9 不过显然，资本操

纵的迷梦与安慰剂并未作用多久，布特兹就

一针见血地洞见了它们的暗面——工业社会

对人的极端剥削，甚至包括了休闲时间。为

拒斥宣传与广告的为虎作伥，他取华特·迪士

尼创作中的纯真与信念以期造出一种新的生

命，希望借由绘画，梦其所梦，来破除现代

景观的海市蜃楼。

在黑暗中栖居着

鹰，这阿尔卑斯山之子

无所畏惧地凌跃深渊

经由座座便桥。10

充盈的情绪、风暴般的色彩、对音律的通感

以及对灵韵的追求使布特兹的画中生灵轰鸣

1 克里斯汀·施拉德 , 安德烈回家 [A]. 见：史蒂芬·克鲁格，

安德烈·布特兹：或许是在世最好的抽象画家 [M]. 德国：汉
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2 安德烈·布特兹 . 见：克里斯蒂安·马利基 . 存在与图像 : 安

德烈·布特兹 1994-2014 [M]. 德国：克贝尔出版社（Kerber 

Verlag）. 2018：317
3 迪特尔·杜贝，张言梦 . 表现主义艺术家 [M]. 北京：生活·读

书·新知三联书店 , 2005：31
4  安德烈·布特兹：光，色彩与希望（本册页）. 余德耀美术

馆 . 2020：15
5  安德烈·布特兹, 拉丽莎·基科. 绘画是墓碑，又事关未来[N]. 

国际艺术论坛，2019，263：208
6  居伊·德波 . 景观社会 [M]. 南京：南京大学出版社，
2020：3
7 安德烈·布特兹 . 见：克里斯蒂安·马利基 . 存在与图像 : 安

德烈·布特兹 1994-2014 [M]. 德国：克贝尔出版社（Kerber 

Verlag）. 2018：78
8 安德烈·布特兹：光，色彩与希望（本册页）. 余德耀美术

馆 . 2020：15
9 瓦尔特·本雅明，李茂增 . 经验与贫乏 [A]. 见：写作与救赎：

本雅明文选 [M]. 上海：东方出版中心 . 2017：38
10 弗里德里希·荷尔德林，王佐良 . 荷尔德林诗集 [M]. 背景：

人民文学出版社，2015：470 “安德烈·布特兹：光、色彩与希望”，上海余德耀美术馆展览现场，2020 年
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Standing on the shoulders of giants, we 

still have a long way to go till the end of 

the crisis wrought by modernity. Such 

deep anxieties and struggles are solidified 

on Butzer’s canvases, which boast a 

rootless yearning for the essence of human 

existence. As described by Kristin Schrader: 

“Art as a dream – as a place in which an 

unfolding is possible in antithetical terms 

– is probably indeed the best formulation 

with which to approach the paintings of A. 

Butzer, in the thick of contradiction.”1 

Butzer’s paintings are not easy to categorize. 

However, this diversity does not prevent 

audiences from reaching consensus on his 

practice. His complete artistic language, 

unique aesthetic and unremitting pursuit 

of life create a continuous artistic thread 

throughout his whole œuvre. 

Comprised of a cogitative signifier and 

signified, Butzer established his own system 

of signs which enables him to visualize 

allegoric expressions: 

The “Man of Shame” is the first such figure 

he cast through his brush. It has two big 

hollow eyes, a deformed skull and a twisted 

body, indicating a similar pain to that which 

is found in the work of Edvard Munch. 

The figure is a monstrous incarnation of 

the horrors of German National Socialism 

shaped by the innocent lives lost in the 

extermination camps. It is grief, fear and 

death. The 1970s-born artist went back to 

history and poured it into this figure. 

Around 2000, the “Friedens-Siemens” 

came to the stage. Its cloudy grey body 

is almost blurred into the background, 

shapeless and weightless. Only its eyes 

are opened wide amidst the void. Strong 

feelings seem to be immaterial to its 

existence. To some extent, the “Friedens-

Siemens” profiles the indifferent majority 

who are spoon-fed mass information and 

advertisements, thrilled by a superficial 

carnival, but responding to nothing. Yet, 

Butzer saves the figure from a hopeless 

situation – the “Siemens” is still able 

to find “Frieden”, a dream-like state of 

universal peace. 

Eventually, the “Man of Shame” transformed 

itself into the “Wanderer” and is probably 

Butzer’s most self-consciously conceived 

figure. It appears to be contradictory in an 

autobiographical sense: born in Stuttgart 

and brought up under the presence of 

American culture, in his youth Butzer 

fantasized about a heavenly California. 

However, when he settled down in Los 

Angeles for the first time in 2001, he felt 

lost. Neither Germany nor the United 

States were his dwelling. Butzer became a 

wanderer, spiritually lingering between an 

unreachable promised land and the given 

reality, calling for a timeless utopia. 

After years of wavering, he created his own 

place of rest: “NASAHEIM”, nesting on the 

canvas and inhabiting a space in-between 

earth and the wider universe. “NASA” is 

taken from the National Aeronautics and 

Space Administration, referring to an 

imaginary galaxy far away, while “HEIM” 

in German refers to home, representing 

familiarity within reach. The “N-House” 

and its female protector were thus brought 

to life to preserve the colours and the pure 

light of the universe. 

Though Butzer’s characters are sometimes 

Among the starry contemporary art of 

today, André Butzer’s painting is easily 

discernible, regardless of whether the 

viewer has a background in art or not. 

“This is him,” one might declare of the 

eye-catching cartoon figures with their 

mysterious stares and joyful smiles. 

However, this intuitive response is soon 

rendered moot when it comes to larger 

questions about the meaning of Butzer’s 

work. 

Love, existence and death. These abstract 

terms, just like placards, are hung on the 

enchanting images as a conclusion by those 

who confidently and efficiently bring the 

conversation to an end while still harboring 

confusion deep down. There is no doubt 

that the core of art is within grasp, yet the 

truth remains behind a veil. 

If we regard Butzer as a wanderer rather 

than an artist, his vision might slowly 

emerge from the fog: the escalating 

control of material objects over human 

beings, the interplay between personal 

experience and the history of man, the 

spiritual confrontation with the dominance 

of society of spectacle. 

humanoid, we should be wary of understanding 

his work in a blunt and narrative way, even 

less so in the context of caricatures. 

The f igures started to col lapse and 

metamorphose in 2006. Their wholesome 

bodies were replaced by seemingly chaotic 

lines with the central features barely 

remaining. They resemble scrapped and 

exposed apparatuses and machineries 

whose cables mingle together. Around 

2008, the images evolved completely 

into intersecting linear bands and colour 

blocks. If one believes that Butzer is trying 

to decompose the figurative during that 

period, his later, so-called “N-Paintings”, 

2010–2017, might convince viewers that 

the artist was en route to geometry and 

structuralism. However, as he resolutely 

stated, “this isn’t the case.”2 

Despite the fact that light and colour play a 

pivotal role in his painting, Butzer’s concern 

has nothing to do with what Cubism tried 

to achieve, neither with the projection of 

three-dimensional objects onto a two-

dimensional surface nor with the separation 

of the pictorial plane and the physical 

surface of the canvas. Considering the 

varyingly sized and weirdly proportioned 

figures of his early works as well as the 

ambiguous lines and shapes of his recent 

paintings, what matters most are the 

proportions and relationships between 

colours and planes. 

Taking a further step into Butzer’s ab-

straction, the dismantlement of his figures 

indicates a possible coherence with Paul 

Klee’s development of nature elements or 

Ernst Ludwig Kirchner’s “hieroglyphics, in 

the sense that they represent natural forms 

in simplified, two dimensional forms new 
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hieroglyphs, which emerge from what is at 

first sight a confused mass of lines, and 

become almost geometrical symbols.”3 

Compared to Klee or Kirchner’s repre-

sentations of nature, Butzer focuses on 

his own imagination. Contextua l iz ing 

this concept, the viewer is able to find 

connections amid the figures, “NASAHEIM”, 

as well as his simultaneously “figurative” 

and “abstract” paintings – all these 

signs, created as symbols, metaphors and 

results of emotions, contain the poetry of 

art and of humanity, meanwhile alluding 

to the foundation of painting. 

According to Butzer: “All I can add is that we 

have to defend art and artistic practice, 

vision and the poetic lying within art 

by seeing and understanding what the 

fundamental principles of art are and 

have always been cont inuing to be. 

Structuralist thinking and the world of 

rationality have tried to dismantle these 

principles.”4 

By taking this path, Butzer’s N-Paintings 

came into birth. These images were “derived 

over years and are descendant of all 

images painted before, particularly those 

images having been made in grey and 

with cables on top. Above all, I already 

painted monochrome images in 2003. […] 

The images evolve from each other and 

legitimize themselves and belong together. 

I always think all images are equal, no 

matter what seems to be on them. They 

are about the same pictorial truth, namely 

the pictorial place which is a threshold. 

The black paintings are essential: They are 

the threshold from which I had to return. 

Never can an image undo the experience I 

had and still have with the black paintings. 

One does not simply jump back from such 

threshold, instead everything returns but 

differently. They, the black paintings, are 

the foundation of all the images before 

and after. They are the place my paintings 

originate from. Place of birth and place of 

death, beginning and end but constituted 

as one.”5 Thus, Butzer is able to reveal 

an inner experience, so as to guard his 

spiritual world and his painting from the 

barbaric invasion of the outside world. 

Guy Debord’s theory of spectacle might 

offer an insight into Butzer’s early practice. 

Through his critique of society, Debord 

effectively predicted the highly pervasive 

virtuality of our times: “The entire life of 

societies in which modern conditions of 

production reign announces itself as an 

immense accumulation of spectacles. 

Everything that was directly lived has 

moved away into representation.” 6

Today, capitalism has accomplished its 

domination of modern communities by 

inventing new forms to produce spectacles 

and the according desires for those 

spectacles. In a world where representation 

banishes real life, where consumerism and 

hedonism brainwash the general public, 

people get lost in this permeated illusion 

of spectacle and abandon a profound and 

authentic life. The aura of man is folded 

and simplified into pure appearances 

seeping into every corner of society 

accompanied by fragments of information 

and advertising. 

Butzer’s paintings capture this extreme 

human alienation and hypocritical bourgeois 

happiness, as he stated as early as in 

2005: “We live in a hopeless world and 

many people are unhappy.”7 But, as a 

contemporary of this era, the artist also 

confesses that he loves advertisements “in 

general, though in an old-fashioned way,”8 

and that he appreciates the romance in 

them. 

This is a sentiment reminiscent of Walter 

Benjamin’s description of Mickey Mouse, 

a life-long friend of Butzer: “ … it is not 

uncommon for a dream to make up for 

the sadness and discouragement of the 

day […]. The existence of Mickey Mouse 

is such a dream for contemporary man 

[…]. And to people who have grown 

weary of the endless complications of 

everyday living and to whom the purpose 

of existence seems to have been reduced 

to the most distant vanishing point of 

an endless horizon, it must come as a 

tremendous relief to find a way of life in 

which everything is solved in the simplest 

and most comfortable way”9. 

Butzer saw through the darkness capitalists 

endow with dreams and the comfort they 

manipulate such as the extreme exploitation 

of man in an industrialized society, even 

during leisure times. He took the purity 

and faith he had in Walt Disney and tried 

to create a new life by rejecting any 

hypocritical propaganda. By breaking down 

the superstructure of modern spectacle 

with his painting, Butzer dreams his own 

dream.  

“Eagles live in the darkness 

And the sons of the Alps 

Cross over the abyss without fear 

On lightly-built bridges.”10 

Embodying an abundance of passion, a 

1 Kristin Schrader, “André Goes Home”, in: André Butzer: 
Der wahrscheinlich beste abstrakte Maler der Welt, ed. 
Kestnergesellschaft, 2011, p. 132
2 André Butzer, quoted after: Christian Malycha, Being 
and Image: André Butzer 1994–2014, 2018, p. 317
3 Wolf-Dieter Dube, The Expressionists, 1972, p. 40
4 André Butzer: Light, Colour and Hope, ed. Yuz Museum, 
2020, p. 21
5 André Butzer in conversation with Larissa Kikol, “Malerei 
ist ein Friedhof, also eine sehr zukünftige Angelegenheit”, 
in: Kunstforum international, Issue 263, 2019, p. 208
6 Guy Debord, The Society of the Spectacle, 1970, p. 6
7 André Butzer, quoted after: Christian Malycha, Being 
and Image: André Butzer 1994–2014, 2018, p. 78
8 André Butzer: Light, Colour and Hope, ed. Yuz Museum, 
2020, p. 21
9 Walter Benjamin, “Erfahrung und Armut” (Experience 
and Poverty), 1933, in: Gesammelte Schriften II.1: 
Metaphysisch-geschichtsphilosophische Studien, 1991, pp. 
218-219; translated by Rodney Livingstone 
10 Friedrich Hölderlin, Patmos, 1803

storm of colours, a flow of rhythm and 

a pursuit of the aura, Butzer’s painterly 

genesis of life echoes the source of history 

itself. 

Wandering, as the prophet Zarathustra, 

during a time of developmental stasis, 

André Butzer shows his own truth like an 

“eternal child”, praising light, colour and 

hope, striving for the authenticity of man 

and art, singing back to Friedrich Hölderlin, 

“What are poets for in a destitute time?”



2019
300 x 185 cm

布面丙烯与油彩  Acrylic and oil on canvas

光，色彩与希望：纳萨海姆系列油画之九

Light, Colour and Hope: NASAHEIM painting: #9
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2019
300 x 180 cm
布面丙烯与油彩  Acrylic and oil on canvas

光，色彩与希望：纳萨海姆系列油画之十

Light, Colour and Hope: NASAHEIM painting: #10
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2019
169 x 345 cm

布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之四

Light, Colour and Hope: NASAHEIM painting: #4

“安德烈”对你来说意味着什么？

安德烈是我的名字，法语名。它使我通向保罗·塞尚与亨利·马蒂斯。它也使我通向这样一幅图景：

在法国某个酒庄内，蒙德里安正酿着酒，缓缓地收着葡萄。

你创造了“羞愧者”、“漫游者”以及“平静的西门子”等充满了象征与寓意的形象，构建了一个宇宙。

如果安德烈·布特兹出现在你的绘画中，他会是什么形象？又或者，他会一直存在于画外的世界？

我就是我艺术的一部分。这也是为什么我能避免把自己投置到作品里，并为了作品的存在而隐身。

你是如何接触到荷尔德林的作品的？它对你有什么影响？

与我如何接触到荷尔德林的作品或诗歌无关，主要在于我意识到自己就是荷尔德林，并接受了我是

他。因此，相较于单纯地颂扬他的创作，作品里还有一种更强烈的勾连。至少，在我化身为安德烈·布

特兹、如今作为光、色彩与希望的画家而存在的这一阶段里，我们共享着同种命运，我就是他的转化。

亨利·福特、华尔特·迪士尼、亨利·马蒂斯以及爱德华·蒙克是如何指引你找到方向的？

无需寻找方向。我们一直都在步测那个方向、寻找通往自我的道路，而实际上我们已经在路上了。

存在即是在路上。

你如何看待今天的广告？

我爱广告。我指以老派的趣味或从总体来看。我非常希望可以把广告永远当作是一种浪漫的事物，

它为人们带来欢乐、提供消遣和选择。当然，你可以只关注它的这一面而忽略另一个事实：它通过

经年演变，成了一种生命政治的邪恶用器。问题在于，恶是不是真的存在？以一个成熟的角度来看，

我必须承认它的存在。

是否可以谈谈“N”和“纳萨海姆”？

“N”和“纳萨海姆”获得了诸多专业评价。我所能补充的是，我们必须看透、理解构成艺术且使之延

续的基本准则，以此捍卫艺术与艺术实践，捍卫其中的视野与诗性。结构主义与理性主义试图消解

这些基础。“N”基本上是一个探讨他者的锦囊，由此探寻艺术的根本意义。在绘画中，“N”是图像

非地域性与重复性最完美的代表。

你似乎在对标题的命名中找到了融合两种语言的乐趣。能否展开谈一谈？

我很擅长起名，一直以来都是如此。在我为事物定名后，也许是更早之前，我就意识到比起命名，

我更擅长作画。不论如何，我仍很在行命名，文字游戏真的太有趣了。我既是自己的观众又是见证

这一过程的目击者。刚刚好。

《存在与图像》一书中曾提到过你的“新塞尚主义”。能否对它作一个详细的展开？

《存在与图像》是别人的作品，并不是我写的。别误会，这是一本很不错的书。我感到在蒙德里安

逝世以后，绘画史上建立起了一种灾难性的申述，“新塞尚主义”试图描绘和命名的，或者说意图诗

化的，就是经受这个申述冲击的部分。正是所谓的现成品步入了本已发展为精神巅峰的艺术领域。

它们入侵并毒害了这个被光照耀的领域，而没有人能预见它的发生。



16 17

如果这是你在地球上的最后一天，你会对这个世界说些什么？

不要相信广告。通过在场、参与与社群去寻找真相。拒绝自身的量化并成为一个危险的存在，拥抱

危险。科学并非真实。振动终将回归，使一切不实、拟真、量化与弃神之物湮灭。

你的创作始于 1994 年的《无题（全家福）》，这幅作品显然不是人们所熟悉的家庭肖像典范。当

时是如何考虑的？

我没有刻意去创作。是的，它只是很自然地发生了。1994 年以来，所有的这些创作都是很自然地

发生的。你不可能想当然地就出发、创作和表达，做这样或者那样类型的作品。你是个家谱学者，

或不是。

你所创作的形象总睁着巨大的双眼。他们在传递什么样的信息？

视觉艺术在于观看。所有的艺术总是关乎着音律、决断和在决断中破壁的能力。由此我们才能真正

打开视界获得自由。

手套也常出现在画面中。

它们来自华尔特·迪士尼。他的某些角色总是带着手套，我个人认为象征了一种纯净，就把它们引

入画中，以此引入真相与存在本身。真相与存在总是不纯净的，因而构成了生命。生即是死。人无

法使自己挣脱这种不净。

金发的人是谁？

这并不是我的思路。它是谁或者代表了什么都不是问题。这个图像中的宇宙事关绘画的历史，所以

它就是它自己的化身。它是天堂和地球之间时常缺失的另一条枢纽。你可以说，这个图像代表着我

内心世界中的金发女性，好比我就是一个女性。这样理解可能是对的。另外，它是一种色彩理论。

也对。以及，它是圣母玛丽亚。对。

你如何看待色彩与光的关系？

色彩与光同义，他们都是生命之源。

尼采在《查拉图斯特拉》的《梦游者之歌》里写道：“快乐是如此富有，乃至于它渴望痛苦，渴望地狱，

渴望憎恨，渴望羞辱，渴望残废者，渴望世界”。你如何理解快乐？

生活不仅仅关于快乐。快乐与痛苦、磨难相生，是生活的一个侧面。幸好我有所了解。大多数人追

寻的快乐与舒适，其实是一种安定。但即使某个权威告知你或向你作出承诺，安定也是不存在的。

只有将死亡长久地纳入我们的生活，包容并崇敬它，且自发地向危险前进时，生活才充满了快乐。

如此，我们才可以尝试和开展我们的生活。

对你而言，希望在何处？过去，现在还是未来？

人永远都在期盼。在德国我们说，希望是最后熄灭的。希望存于死亡之中，希望存于爱之中。希望

没有时间性。只有有和无。任何关于时间和数字的概念都是物质世界的测量标准，它们限制了我们

唤醒精神的能力，限制了我们超脱时间、抵达不朽的能力。

身处何处能使你感到“家”的存在？

我只需要太阳的温暖。 2019
66 x 89 cm
布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之五

Light, Colour and Hope: NASAHEIM painting: #5
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2018
256 x 185 cm
布面丙烯与油彩  Acrylic and oil on canvas

光，色彩与希望：纳萨海姆系列油画：抽象画 4710d 号

Light, Colour and Hope: NASAHEIM painting: Abstraktes Bild Nr. 4710d

2019
256 x 161 cm

布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之二

Light, Colour and Hope: NASAHEIM painting: #2



20 21

What does “André” mean to you?

André is my name and it’s a French name. It connects me to Paul Cézanne and Henri Matisse. 

It also connects me to my vision of a vineyard somewhere in France and seeing Mondrian 

working there doing the vintage, very slowly harvesting the grapes.

You have created a whole universe through your characters, full of symbols and allegory, 

such as the “Man of Shame”, the “Wanderer”, and the “Friedens-Siemens”. How would 

you introduce “André Butzer”, if he was a character in your paintings? Or he will always 

stand outside of that world?

I am so much part of my art. And this is the reason why I can exclude myself as the one that I 

am completely from what I do and disappear in favor of my art’s own reality.

How did you first encounter Friedrich Hölderlin’s work? How did his works influence you?

It was not about encountering Friedrich Hölderlin’s works or poems. It was about me realizing 

that I myself am Hölderlin and to accept that I am him. So, there is a stronger thing at work 

than just appreciating Hölderlin’s art. Our fates and destinies are one and the same and I am a 

reincarnation of him, at least during this period of being incarnated as André Butzer, now the 

painter of light, colour and hope.

What about the work of Henry Ford, Walt Disney, Henri Matisse and Edvard Munch? How 

did they help you find your way?

There is no need to find your way. We have always been pacing off that way and finding the 

path toward who we are, while already being on that path. To be is to be on the path.

What do you think of advertising today? 

I love advertisement. I mean in general, though in an old-fashioned way. I like to keep thinking 

advertisement is a romantic thing and it would bring us joy and entertainment and choice. Of 

course, you can only continue to see it that way, if you forget about the fact that advertisement 

over many years has turned into an evil tool of biopolitics. The question is, is there evil? 

Growing up, I have to assume that there is.

Can you tell us more about “N” and “NASAHEIM”?

Many things have been said by many good people about “N” and “NASAHEIM”. All I can add is 

that we have to defend art and artistic practice, vision and the poetic lying within art by seeing 

and understanding what the fundamental principles of art are and have always been continuing 

to be. Structuralist thinking and the world of rationality have tried to dismantle these principles. 

So, “N” is basically about a golden knowledge of the other and therefore original meaning of 

what it is to be artistic. Applied to painting, “N” is the wonderful non-location and frequency 

where the image sits.

2019
225 x 170 cm

布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之六

Light, Colour and Hope: NASAHEIM painting: #6
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The combination of the two languages in your titles seems to bring you much fun. Any 

stories behind that?

I was very good with titles, always. Until I had to finally realize only moments later, or I even 

knew it before, that I am a much better painter than a title-maker. Still, I am good at it, I 

think, and the fun is serious good fun that I am having with language. I am both spectator and 

witness of myself. Nothing more but nothing less, either.

In Being and Image, you brought up an idea of “Neo-Cézannism”. Can you elaborate on this?

“Being and Image” is a book by someone else. So, it’s not what I wrote. It’s a pretty good book, 

don’t get me wrong. Neo-Cézannism is an attempt to describe and name, or rather to make 

poetic what I feel is heavily under attack by a disastrous emphasis that has been established in 

the history of painting since Mondrian’s death. It’s the so-called ready-made that has entered 

the sphere of art that itself had been of higher spirits since ever. Then, the ready-made came 

and intoxicated a big part of this glorious territory that wasn’t foreseen for it to enter.

In 1994, you began your career with “Untitled (Familienbild)” which is definitely not the 

type of family portrait most people are familiar with. What drove you back then?

I wasn’t doing it on purpose. Of course, it just happened to me. Since 1994, all of these works 

did happen to me. You can’t willingly go and create and say, let’s have this or that type of 

work. You are a genealogist, or not.

Your characters always have incredibly large eyes. What are you trying to achieve with 

this feature?

Visual art is about seeing. All art is about sound, determination and the ability to break free – 

but within this determination. Then we will see ourselves seeing and be released.

And what about the gloves? 

I took them from Walt Disney. He had these gloves on his characters as symbols for purity, 

I think. So, I brought those gloves into painting, into what is truth and presence. Truth and 

presence are always and only impure and therefore they are life. Life is death. You can’t 

defend yourself against the impure.

Who is the character with the blonde hair?

That’s not the way I think about it. It’s not a question of who it is or what it represents. The 

universality in this image is about the history of painting and so it is incarnation itself. It’s an 

otherwise always missing link between heaven and earth. You can say, this image represents 

my own inner golden woman, as I am a woman, too. Might be true. Then, it’s obviously a colour 

theory. Also true. Then, it’s a Mary. True. 2019
65 x 40 cm
布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之八

Light, Colour and Hope: NASAHEIM painting: #8
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How do you see the relationship between colour and light?

Colour and light are the same and they are the origin of life.

In “Song of the Night Wanderer” of Thus spoke Zarathustra, Nietzsche wrote: “So rich is 

its joy that it thirsts for woe, for hell, for hatred, for disgrace, for the lame, for the world”. 

What do you think of joy?

Life is not about joy only. Joy is an aspect of life only in relation to pain and inconvenience. 

And that’s good to know. Most people are looking for joy and convenience, which is safety. But 

there is no safety, even if an authority will tell you so or will promise you safety. Life is joyful 

if it’s a dangerous life that we lead and we have to have and own death as part of our lives, 

always being included and worshipped. From there we can try and start to live.

For you, where does hope lie? In the past, the present or the future?

We always hope. Hope dies last, we say in German. Hope lies in death as well as it lies in 

love. There is no time for hope. It’s always and never. Any conception of time and number as 

earthbound measurements is restricting our abilities to rise to the spiritual and be timeless and 

immortal.

Where do you find your sense of home? 

All I need is the warmth of the sun.

What would you say to the current world as if it is your final day on the Earth?

Don’t believe the hype. Find truth in presence, attendance, community. Stay uncalculable and 

remain a being of risk, embrace the risk. Science is not real. Rhythm will always return and 

annihilate what is untrue, virtual, statistic and godless.

2019
365 x 285 cm

布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之一

Light, Colour and Hope: NASAHEIM painting: #1
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2019
60 x 60 cm
布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之七

Light, Colour and Hope: NASAHEIM painting: #7

2019
274 x 163 cm

布面丙烯  Acrylic on canvas

光，色彩与希望：纳萨海姆系列油画之三

Light, Colour and Hope: NASAHEIM painting: #3
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“安德烈·布特兹：光、色彩与希望”，上海余德耀美术馆展览现场，2020 年

 “André Butzer: Light, Colour and Hope,” installation view at Yuz Museum, Shanghai, 2020
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“安德烈·布特兹：光、色彩与希望”，上海余德耀美术馆展览现场，2020 年

 “André Butzer: Light, Colour and Hope,” installation view at Yuz Museum, Shanghai, 2020
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“安德烈·布特兹：光、色彩与希望”，上海余德耀美术馆展览现场，2020 年

 “André Butzer: Light, Colour and Hope,” installation view at Yuz Museum, Shanghai, 2020
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关于艺术家

安德烈·布特兹，1973 年出生于德国斯图加特，目前常驻于美国加利福尼亚州阿尔塔迪纳。

自 1996 年起，其个展及群展就于各大机构展出，包括比利时奥伊彭 IKOB 当代艺术中心，

德国汉诺威凯斯特纳协会展览馆，德国纽伦堡美术馆，瑞典韦克舍美术馆等。

作品则被藏于芝加哥艺术学院，尼姆艺术方屋，汉堡堤坝之门美术馆，里丁霍尔艺术基金会，

柏林汉堡车站现代艺术博物馆，洛杉矶郡立美术馆，洛杉矶现代艺术美术馆，不莱梅保拉·莫

德索恩 - 贝克尔博物馆，迈阿密鲁贝尔博物馆，波恩德意志联邦共和国 - 当代艺术收藏等。

About the artist

André Butzer, born in Stuttgart, Germany in 1973, lives in Altadena, California, USA. Since 

1996, his paintings have been the subject of numerous group and solo exhibitions at 

IKOB Museum of Contemporary Art in Eupen, Belgium; Kestnergesellschaft in Hanover, 

Germany; Kunsthalle Nuremberg, Germany; and Växjö Konsthall in Växjö, Sweden; among 

others. 

Works of his are part of the collections of the Art Institute of Chicago; Carré d’Art, Nîmes; 

Deichtorhallen Hamburg; Hall Art Foundation, Reading; Nationalgalerie – Hamburger 

Bahnhof Museum für Gegenwart, Berlin; LACMA, Los Angeles; MOCA, Los Angeles; Paula 

Modersohn-Becker Museum, Bremen; Rubell Museum, Miami; Contemporary Art Collection 

of the Federal Republic of Germany, Bonn; etc.

2020 年安德烈·布特兹在棕榈泉市
摄影：杰米·伯蒂斯

André Butzer, Palm Springs, 2020
Photograph: Jayme Burtis
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关于余德耀美术馆项目空间

余德耀美术馆项目空间是独立于余德耀美术馆年度展览计划下的展示空间，于 2015 年 9 月

正式对公众开放。项目空间邀请艺术家针对美术馆空间、环境及观众，创造特定场域的艺术

作品及方案；以“一个项目＋一个展览”的方式，呈现艺术家与时间、空间的碰撞。

余德耀美术馆项目空间旨在为国内外艺术家提供创作展示的新平台，借由不同语境、风格的

创作展开对话，以激发新的潜能，使艺术家打破既定的创作形式，探索当代艺术创作的各种

可能。

About Yuz Project Space of Art

Yuz Project Space of Art, opened to the public in September 2015, is an independent 

program from Yuz Museum's exhibitions. Yuz Project Space of Art invites artists to create 

site-specific works or projects where it engages boldly with the museum, the surroundings 

and the audiences. Combining "a project + an exhibition," the program aims to present the 

interaction between the artists, time, and space. 

Yuz Project Space of Art is where innovation and creation cross paths. It provides an 

interesting platform for artists, both Chinese and international, to use this space to 

generate conversations toward each other with their own unique and groundbreaking 

artworks. Yuz Project Space of Art invites artists to break through their usual practice and 

explore all kinds of possibilities of contemporary art. 




