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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.

IT 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.

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.”

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 ceuvre.

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

humanoid, we should be wary of understanding
his work in a blunt and narrative way, even
less so in the context of caricatures.

The figures started to collapse 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.”

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



hieroglyphs, which emerge from what is at
first sight a confused mass of lines, and
become almost geometrical symbols.””
Compared to Klee or Kirchner’s repre—
sentations of nature, Butzer focuses on
his own imagination. Contextualizing
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 | 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.”

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, | already
painted monochrome images in 2003. [...]
The images evolve from each other and
legitimize themselves and belong together.
| 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 | had to return.
Never can an image undo the experience |
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.”® 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.” ®

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.”’ But, as a
contemporary of this era, the artist also
confesses that he loves advertisements “in
general, though in an old—fashioned way,”®
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”®.

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.”"

Embodying an abundance of passion, a

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 Holderlin,
“What are poets for in a destitute time?”

! 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

S 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 Friednof, also eine sehr zukinftige 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

 Walter Benjamin, “Erfahrung und Armut” (Experience
and Poverty), 1933, in: Gesammelte Schriften I1.1:
Metaphysisch—-geschichtsphilosophische Studien, 1991, pp.
218-219; translated by Rodney Livingstone

10 Friedrich Holderlin, Patmos, 1803
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Light, Colour and Hope: NASAHEIM painting: #9

2019
300 x 185 cm
FEAESHFE Acrylic and oil on canvas

¥, BESHEE: NESBERIMEZ+
Light, Colour and Hope: NASAHEIM painting: #10
2019

300 x 180 cm
MEAFESHFE Acrylic and oil on canvas



¥, BESHE: NiFESBRSHEZM
Light, Colour and Hope: NASAHEIM painting: #4
2019

169 x 345 cm
HEAE Acrylic on canvas
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Light, Colour and Hope: NASAHEIM painting: #5
2019

66 x 89 cm
HEAE Acrylic on canvas
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¥, BESHE: NiFESBRIMEZZ
Light, Colour and Hope: NASAHEIM painting: #2

2019
256 x 161 cm
FEAE Acrylic on canvas

¥, BESHEE: NEEEARIIME: HMKRE4710d S
Light, Colour and Hope: NASAHEIM painting: Abstraktes Bild Nr. 4710d
2018

256 x 185 cm
HEAFESMF Acrylic and oil on canvas
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K, BESHE: WESBRIIHEZ
Light, Colour and Hope: NASAHEIM painting: #6

2019
225 x 170 cm
FEAE Acrylic on canvas

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 | can exclude myself as the one that |

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

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

It was not about encountering Friedrich Holderlin's works or poems. It was about me realizing
that | myself am Holderlin and to accept that | am him. So, there is a stronger thing at work
than just appreciating Holderlin’s art. Our fates and destinies are one and the same and | 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. | mean in general, though in an old—fashioned way. | 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, | 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 | 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.
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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 | had to finally realize only moments later, or | even
knew it before, that | am a much better painter than a title—-maker. Still, | am good at it, |
think, and the fun is serious good fun that | am having with language. | 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 | 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 | 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?

| took them from Walt Disney. He had these gloves on his characters as symbols for purity,
| think. So, | 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 | 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 | am a woman, too. Might be true. Then, it’s obviously a colour
theory. Also true. Then, it's a Mary. True.
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¥, BESHEE: MEESBERIMEZ/\
Light, Colour and Hope: NASAHEIM painting: #8

2019
65 x 40 cm
EAGE Acrylic on canvas
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¥, BESHE: NiESBRIMEZ—
Light, Colour and Hope: NASAHEIM painting: #1

2019
365 x 285 cm
FEAE Acrylic on canvas

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 & 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.
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X, BESHE: MESBRIHEZ=
Light, Colour and Hope: NASAHEIM painting: #3

2019
274 x 163 cm
FEAE Acrylic on canvas

X, BESHE: MESBRINEZE
Light, Colour and Hope: NASAHEIM painting: #7
2019

60 x 60 cm
EAGE Acrylic on canvas
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“André Butzer: Light, Colour and Hope,” installation view at Yuz Museul
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“André Butzer: Light, Colour and Hope,” installation view at Yuz Museum, Shanghai,




“REBIN-MEA: K. BESFE, DEREREANERRKIG, 2020 F
“André Butzer: Light, Colour and Hope,” installation view at Yuz Museum, Shanghai, 2020
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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 Vaxjo Konsthall in Vaxjo, Sweden; among
others.

Works of his are part of the collections of the Art Institute of Chicago; Carré d'Art, Nimes;
Deichtorhallen Hamburg; Hall Art Foundation, Reading; Nationalgalerie — Hamburger
Bahnhot Museum fur 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.
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André Butzer, Palm Springs, 2020
Photograph: Jayme Burtis
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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.
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This brochure is produced in conjunction with Yuz Project Space of Art exhibition "André
Butzer: Light, Colour and Hope" at Yuz Museum from September 26th, 2020 to January
10th, 2021.
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All artworks courtesy
The Artist and Galerie Max Hetzler Berlin | Paris | London

Except:
Light, Colour and Hope: NASAHEIM painting: #3
courtesy the Artist and Nino Mier Gallery, LLos Angeles

Light, Colour and Hope: NASAHEIM painting: Abstraktes Bild Nr. 4710d
Collection of Yuz Foundation, courtesy the Artist and Nino Mier Gallery, Los Angeles
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Light, Colour and Hope: NASAHEIM painting: #9, acrylic and oil on canvas, 300 x 185 cm,
2019
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