Wu Shanzhuan’s writings

CHAPTER TWO 



2A [2.1] (2.1.1/2.1.2) 

藝術家吳山專

中國做愛製造

打折扣25%出售

一次性

昨天價，$美金1425706 x 1000100

今天價，$美金1425706 x 1000100 x 0.75

明天，根據當天報紙、中國護照、超級市場號碼

國際紅色幽默公司經理 吳山專

摘自吳山專：《賣自己逍遙法外》(1991年12月10日)
今天無貨

摘自吳山專：《賣自己逍遙法外》(1991年12月11日)
Artist Wu Shanzhuan

A Product of Chinese Lovemaking

For Sale at 25% Off

One Time Only

Yesterday’s Price: US$1425706 x 1000100
Today’s Price: US$1425706 x 1000100 x 0.75
Tomorrow: In accordance with that day’s newspaper, Chinese passport, supermarket barcode
Red Humour International Co., Manager Wu Shanzhuan

Wu Shanzhuan, Selling Oneself At Large, 10 December 1991. 

Today No Shopping.
Wu Shanzhuan, Selling Oneself at Large, 11 December 1991. 

2B

第十二課 實踐

怎樣喝水?

怎樣製造新形狀?

怎樣殺掉藝術家?(用「無空間」)

怎樣打破古董?

怎樣做無事可做?

怎樣製造別人?

怎樣從超級市場上偷一千種紅?

今天停水

今天沒有時間

多餘的東西為修理而準備

仍然是紅的

我沒有罪

吳的東西

我沒有必要忘掉

摘自吳山專：〈論國際紅色幽默組織〉(1991)，未出版手稿
Chapter 12: Applications

How to drink water?

How to make a new shape?

How to kill the artist? (use non-space)

How to destroy antiquities?

How to do doing-nothing?

How to produce other people?

How to steal a thousand kinds of red from the supermarket?

Today no water

Today no time

Superfluous things exist for the sake of repair

It’s still red

I have committed no crime

Wu’s things

I have no reason to forget

Wu Shanzhuan, ‘On the Organization of Red Humour International’, 1991, unpublished.
2C

買就是創造(我買故我在)……
當你買，你就創造

當你用，你就創造

當你扔掉，你就創造

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：〈買就是一種同意〉(1991) ，未出版手稿

Shopping is creation: (I shop therefore I am) …

You are creative when you shop.

You are creative when you use.

You are creative when you throw away.
Wu Shanzhuan and Inga Svala Thórsdóttir, ‘Shopping is An Agreement’, 1991, unpublished.

2D

[2.16]

大多數的東西的擁有者，自然地拒絕了成為一個藝術家。英格和吳購買了，也就有機會說我們是藝術家。

和其他人一樣，這個我們已經付了款。

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：《英格與吳沒有創造他們買的東西》(1992)
Most of the thing’s keepers refused to be an artist.

Inga and Wu did shopping and have the opportunity to say we are artists.

We already paid for this as others.

Wu Shanzhuan and Inga SvalaThórsdóttir, Inga and Wu Did Not Create the Things They Bought …, 1992.

2E
我愛超級市場

沒有比超級市場更合適藝術品的地方

最後的畫廊-超級市場

名畫

名領導人

名言

自由

民主

人權

今天下午停水

戰爭和平

陰陽

著名標誌

超級市場中的國家畫廊

超級市場中的國家政府

超級市場中的人

怎樣把所有的東西製造成相同的，就用紅色。

摘自吳山專：〈我愛超級市場〉(1992) ，未出版手稿

I love supermarket

No place like supermarket for artwork
Last Gallery - Supermarket

Famous painting

Famous leader

Famous words

Liberty

Democracy

Rights of Human Being

Today No Water

War Peace

Yin Yang

Famous sign

National Gallery in Supermarket

National Government in Supermarket

Human Being in Supermarket

How to make everything same, just use red colour

Wu Shanzhuan, ‘I Love Supermarket’, 1992, unpublished.

CHAPTER THREE 



3.A 

重新使用觀念藝術及它的東西 
-吳山專

Re-utilize conceptual art and its things

Wu Shanzhuan 

3.B 

關於杜桑原作「尿盆」
的境遇：

事實上：不見了，是因為要找的人找不到它。但並不證明它不存在了。存在的狀態：

-被人使用著

-被放在什麼地方備用

-被打碎了，作為廢物和別的垃圾一起回收了。

請想：根本就沒有原作，「原作」只作為故事是杜桑偽造的。所有的樣子一樣的此「尿盆」均可成為「原作」。

0. 被使用前的尿盆，出產後。

1. 作為和「藝術」沒有關係的物品而被用來參加「藝術展」：杜桑的罪證(個人性的)：用尿盆當作藝術品，無視「當時」的一般藝術概念，被遭拒絕後，仍堅持「革命」的觀念。

2. 藝術世界的罪證(集體性的社會性)：認同尿盆為藝術品，放棄「當時」的一般藝術觀念。
(杜桑的罪證：)並使眾多的尿盆成為藝術，利用藝術世界的無知，玩弄藝術世界。

3. 杜桑的罪證：死前不留下「遺言」(我不玩了)

遺言： 這是一個普通尿盤。並可以被使用(即行為)來證明，它和別的尿盆(正在被使用)沒有任何不同。

藝術世界的罪證：對「尿盆」的多餘的概念性{論述}，使此「尿盆」有了與它不合的價值。

對物的玷污。

「物件」主義

(種族主義)

摘自吳山專：〈關於杜桑原作「尿盆」(《噴泉》)的境遇〉(1992)，未出版手稿
Regarding the condition of Marcel Duchamp’s original work ‘Urinal’
 

Fact: It’s disappeared. Because those who want to find it, can’t. But this doesn’t disprove its existence.

State of existence:

It is in the process of being used by someone.

It has been placed somewhere in order to be used.

It has been smashed, it has been treated as rubbish and taken away with the rest of the garbage.

Please consider: 

There never was an original work, the ‘original work’ was just a story made up by Duchamp. Any object that looks the same as this ‘urinal’ can become the ‘original work’.

0. Before it was used. After it was made.

1. An object that has nothing to do with ‘art’ and that is utilized in an ‘art exhibition’: 

Proof of Duchamp’s crime (personal): using a urinal as an art object, disregarding the general art concept of ‘the times’. After it was rejected, insisting on its ‘revolutionary’ concept.

2. The art world’s crime (collective and social): Accepting the urinal as a work of art, abandoning the general art concept of ‘the times’. (Proof of Duchamp’s crime:) Causing innumerable urinals to become art, taking advantage of the art world’s ignorance, playing games with the art world.

3. Proof of Duchamp’s crime: Not leaving behind any ‘last words’ before he died (‘I’m not going to play anymore’).

Last words: This is a common urinal. This can be proved by its usage (behaviour), it does not differ in any way from other urinals (currently being used). 

Proof of the art world’s crime: an over-abundance of conceptualization {critical analyses} concerning the ‘urinal’, giving the ‘urinal’ an inappropriate value

The contamination of things.

Thing-ism
(Race-ism)
Wu Shanzhuan, ‘Regarding the Condition of Marcel Duchamp’s Original Work “Urinal”(Fountain)’, 1992, unpublished.

3.C
安徒生是應該被記住的。當他的皇帝穿著無材料的新裝，跑到街上時，一個小孩指著說：「我們的皇帝是裸體的。」

是的…此時新裝的「裁縫」(今天他們可被稱之為藝術家)帶著他們的錢已經跑得很遠了。

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：《關於《一個欣賞》的對話》(1992)
And one should remember H.C. Andersen, when his king went out into the street with his immaterial clothes and a child pointed out: ‘Our King is naked.’

Yes … and the ‘tailors’ (nowadays they would be called artists) were far away with the money.

Wu Shanzhuan and Inga SvalaThórsdóttir, ‘A Dialogue on An Appreciation’, 1992.

3.D

拾到的可能是藝術品的東西 …「我」以為應該把它送到「這裡」，就像「我」在某地某時拾到別的有價值的東西一樣

作為有認識的人，他們(拾到可能是藝術品東西的人)有能力「論定」：這東西可能是藝術品的東西。

摘自吳山專：〈物權〉(1992年2月10日)，未出版手稿
The thing randomly picked up that may be a work of art …‘I’ think it should be sent ‘here’, just in the same way that somewhere, sometime, ‘I’ might happen to pick up something else of value. 

As regards knowledgeable people, they (those who pick up something that may be a work of art) have the power to ‘judge’: this thing may be a thing that is a work of art.

Wu Shanzhuan, Things’ Right(s), 10 February 1992, unpublished.

3.E 

證明藝術的存在，傳統的方法就是用藝術品及藝術活動的存例。

我的證明法是用「拾到法」，即：它可能是藝術品，可能不是藝術品…的證偽法。

設立一個被遺失的可能是藝術品，可能不是藝術品的寄存處=>用這種「無效」證實法的方法來證明藝術的存在。

摘自吳山專：〈藝術寄存處〉(1992年2月11日) ，未出版手稿
The traditional method of verifying the existence of art is to use existing examples of artworks and art activities. My own method of verification is to use a process of ‘randomly picking things up’ (shidao fa), i.e., it may be an artwork, it may not be an artwork … a method of falsification. 

Establish a Lost & Found Counter for the lost ‘work that may be art’ and for the lost ‘work that may not be art’=>use this ‘invalid’ method of verification to prove the existence of art. 

Wu Shanzhuan, ‘Left-Artwork-Checkroom’, 11 February 1992, unpublished.

3.F
原作*10000001原作是給大眾填空之藥。如同阿斯匹靈，人人都可有它的原作，因為沒有「原作的阿斯匹靈」。

摘自吳山專：〈學與習的新法則〉(1992年3月18日)，未出版手稿

Original works*10000001 original works are a kind of medicine that help the masses to fill up space. It’s like aspirin, anyone can have an original aspirin, because there is in fact no such thing as ‘the original aspirin’.

Wu Shanzhuan, ‘The New Regulation of Study and Doing’, 18 March 1992, unpublished.

3.G 

給所有的現成物重新加上「括號」。

給所有的括號以最簡單的自由的概念。

給所有的現成物以最簡單的權利的概念。

我們為什麼要提出給物重新加「括號」。因為我們有這樣一種觀念，即這個世界是我們人類的。而實際上世界是一個大括號，我們是「填空物」。

作為「自由」括號本身，它從不拒絕任何「過剩物」。如果一種「過剩物」想以其自身來限制「自由」括號，那麼「自由」括號的反作用是以無抵抗性來實現的。

關於(思想)意識形態：

它是萬惡之源：原因很簡單，產生和存在於我們腦子裡的思想是我們思想意識的填空物(過剩物/例如物)，我們只能說它是思想意識中的一種例如性思想。

(思想)意識形態是思想為限制思想意識而形成的…由它所產生的人類悲劇(精神的、物質的)是多不勝數的，並在現實中，繼續毒害著我們。例如資本主義意識形態和社會主義意識形態。

開放我們的思想意識 <-加括號

開放我們的所有權 <-乘零

摘自吳山專：〈新的學習法則〉(無日期/共6頁，1992)，未出版手稿，

Add ‘brackets’ to all ready-made things.

Give to all brackets the most simple concept of freedom.

Give to all ready-made things the most simple concept of rights.

Why do we propose to add brackets to all ready-made things. Because we hold the concept that this world belongs to us humans. So that actually the world is a great big set of brackets, and we are ‘things that fill up space’.

 ‘Free’ brackets will themselves never refuse any surplus thing. If any surplus thing wanted to place its own limitations on a ‘free’ bracket, then the reaction of the ‘free’ bracket would manifest itself through non-resistance.

Regarding ideology:

It is the source of all evil: the reason is very simple, the thoughts that arise and exist in our minds are the ‘space-filling things’ (surplus things/exemplars) of our consciousness, and we can describe [ideology] simply as an exemplary thought within our thought consciousness.

Ideology is formed by thought placing limits on consciousness … ideologies have given rise to countless human tragedies (spiritual, material); and in reality they continue to poison us, for example, the ideologies of capitalism and of socialism.

Open up our thought consciousness <–add brackets

Open up all our powers <–times 0

Wu Shanzhuan, ‘New Principles of Learning’, 1992, unpublished.

3.H 
消除 人是萬物尺度的觀念 
摘自吳山專：〈???〉(???) ，未出版手稿

Eliminate the concept that man is the measure of all things. 
Wu Shanzhuan ???, ???, unpublished

3.I 

人的涵義是「人的意念」給「人的物體屬性」的問題。

摘自吳山專：〈關於乘零法〉(1992年2月9日)，未出版手稿
Human meaning is the problem given to ‘human material attributes’ by ‘human ideas’.

Wu Shanzhuan, ‘The Way of (Object) Times Zero’, 9 February 1992, unpublished.

3.J
意念是存在於人體之中的超物性的一種形式。

摘自吳山專：〈關於物權〉(1992年2月13日) ，未出版手稿
An idea is a kind of supra-material form that exists within the human body. 

Wu Shanzhuan, ‘On Thing’s Right(s)’, 13 February 1992, unpublished.

3.K
因為如果一觀念得不到材料、形態、行為的表述，則它是無形的。…如觀念需要有表述則：觀念表述法先於觀念存在。

摘自吳山專：〈觀念〉(1992年5月2日)，未出版手稿，頁2

If a concept does not have any material, form or behaviour to present itself, then it is formless … If the concept needs to be presented, then: The method of description precedes the existence of the concept.

Wu Shanzhuan, ‘Concept’, 2 May 1992, unpublished, p. 2.
3.L

涵義和容器是兩種形式…容器的形狀與涵義無因果關係。

摘自吳山專：〈關於物權〉 (1992年2月8日) ，未出版手稿
Meaning and its container are two separate forms … the shape of the container and the meaning itself do not have a relationship of cause and effect.

Wu Shanzhuan, ‘On Thing’s Right(s)’, 8 February 1992, unpublished.

3.M 

我的桌子是開放的容器…

容器沒有權力拒絕接收和存放我要給它的「東西」->東西的吳->東西的無

摘自吳山專：《吳的桌子 - 桌子的吳》(1992)
My table is an open container …

A container has no authority to refuse to store or to accept from me any ‘thing’ –>thing’s Wu –> thing’s wu*


 Wu Shanzhuan, Wu's Table ― Table's Wu, 1992.

*Translator’s note: the author is creating a pun, as his last name ‘Wu’ is a homonym for the Chinese word for ‘nothing’, wu.

3.N

關於藝術家的責任態 自我批鬥 行為

我在鍋底下放一面圓鏡，倒上水，燒開後，放入鮮花。我這樣做的原因，除了藝術，沒有更合常理的了。「嚴禁烹花」是合常理。

吳山專：《水煮花》(1992)

Regarding the artist’s sense of responsibility, self-criticism, behaviour

I placed a round mirror in the bottom of a pot, poured water over it and, after it boiled, placed a fresh flower inside. As for why I did this, other than art, there is no sensible reason. ‘It is forbidden to boil flowers’ is sensible.

Wu Shanzhuan, Boiling Flowers, 1992.

3.O


等是最後的宗教。等是「無用」的。徹底的等是徹底的「無用」。藝術是最「無效」的宗教。徹底的「無用」是最後的宗教。無用的最後的等於最無效的宗教。藝術是等。

鏡教。鏡教是最無效的{宗教}。你給它什麼，它還給你什麼的東西的反向的。藝術是鏡教。… 比較完美的鏡教是(最徹底的藝的)擲掉鏡子的鏡教。

摘自吳山專：〈等、無用、無效、宗教、無抵抗、反回報〉 (1992年3月12日) ，未出版手稿
Waiting is the final religion. Waiting is ‘useless’. The ultimate waiting is ultimately ‘useless’. Art is the most ineffective religion. Ultimate ineffectiveness is the final religion. The final stage of uselessness is equal to the most ineffective religion. Art is waiting.

Mirror religion. Mirror religion is the most ineffective (religion). Whatever you give to it, it gives you back the reverse. Art is mirror religion … a more perfect mirror religion (the ultimate art’s) would be a mirror religion that discards the mirror.

Wu Shanzhuan, ‘Waiting, Uselessness, Ineffectiveness, Religion, Non-Resistible, Non-Reciprocal’, 12 March 1992, unpublished.

3.P 

問題：我最大的錯誤是回答先於提問嗎?

是的(但它本身證明這個提問句是對的)。

不是(但它本身證明這個提問句是錯的)。

 吳山專：〈我的悖論〉(1992 )，未出版手稿
Question: Is my biggest mistake to give the answer before the question is asked?

Yes (but this proves that the question asked is correct).

No (but this proves that the question asked is incorrect).

Wu Shanzhuan, ‘My Paradox’, 1992, unpublished.

3.Q 

在1992年的5月，我有了做一個一般社會勞動力的想法。同年6月1日，我去了將舉行第九屆文獻展(Documenta)的卡塞爾。這樣，我成了卡塞爾的勞動力，和梵高電視組(Van Gogh TV)(文獻展特別節目)合作。我在他們的新聞咖啡館裡，具體工作是做早餐、做咖啡、洗盤子、洗杯子、清掃廣場、清掃傳播室、清掃辦公室、備齊可口可樂、礦泉水、兼賣梵高電視的圓領衫(我得到一定的利潤)。

… 在後來的十幾天中，我的身體漸漸習慣了每天16小時的移動和搬運。我就對自己說：「知識份子的精神冒險開始了。」

… 我以為對藝術觀念的理解是無形的，身體是這「理解」的唯一依靠物，而這「依靠物」的每天實際行為卻是一個社會一般勞動力(就業)的日常行為。

… 當把{社會一般勞動力(就業)}看作是藝術故事時…「看作」不應該是具有社會意義的「法定」(judgement)，而只是個人對這一生存及生存來源作為藝術故事的同意(agreement)。 

這種「同意」的基點，是對活著的反作用 (reaction)，… 在它的反向性意義上，「拒絕」(to refuse)是它的另一種說法。「拒絕」同意 (to refuse agreement) 是開放的「同意」的基礎。…

活過的日子… 活著的日子…還沒有活到的日子，如果存在，側僅存在於「物件」，所以觀念意義上的活著是不存在的。… 自我作為思想的自我，自我作為物理性的自我 (physical body)，均會滑入失去「責任態」(sense of responsibility) 的境地。我的「責任態」即清楚地表述我所想的、我所做的。我所要的均為 一 般的東西(normal things) (卡塞爾的勞動力)。…

在卡塞爾文獻展的環境中，我對藝術不要自我道歉及自我害羞，因為卡塞爾的勞動力並不涉及現有的藝術評{論}問題，他成功地「拒絕」(escaping)了現有的藝術範圍，或卡塞爾的勞動力「同意」他自己生存及生存來源(就業 (to get job)) 可以寫成藝術故事。

藝術是世界上所有東西的總和，而我對藝術來說，則永遠是業餘愛好者。人人都是藝術的業餘愛好者。…

除了正常活著的開支，我把餘下的存入銀行，為了渡假 (holiday)。

現在，我，卡塞爾的勞動力在渡假，圜遊世界，觀看藝術(品) (examples of art-work)。但，我申請做世界其他各地的勞動力。

紅色幽默國際

吳山專

1992.8.11 漢堡

摘自吳山專：〈關於卡塞爾的勞動力〉 (1992年8月11日)，未出版手稿
In May 1992, I had the idea to become a common labourer in society. On June 1st of that year, I went to take part in the 9th ‘Documenta’ exhibition in Kassel [Germany]. In this way, I became a labourer of Kassel, working together with the Van Gogh TV group (one of ‘Documenta’s’ special programmes). I worked in their news cafe, where I actually prepared breakfasts, made coffee, and washed dishes and cups, swept the floor of the plaza, swept the floor of the studios, swept the floor of the offices, stocked Coca-Cola and mineral water, and sold Van Gogh TV T-shirts (I definitely made a profit).

… Over the next ten days, my body gradually got used to being in motion and moving things around for 16 hours a day. I thought to myself: this is where the real adventure of the artist’s spirit begins.

… I thought that the theoretical explanation of the concept of art is something invisible, and that the human body was the sole material foundation of this theory. And, moreover, that this ‘supporting object’s’ daily activities are but the daily activities of society’s common labourer (doing a job).

… Once society’s common labourer (doing a job) is perceived as a narrative of art … this ‘perception’ should not be imbued with any social ‘judgement’, but rather should just be an individual’s agreement with this artistic story of survival and of the source of survival. 

The basis of this ‘agreement’ is the counter-reaction toward being alive … in terms of its oppositional nature, ‘to refuse’ is another way of articulating it. To refuse agreement is the foundation of the ‘agreement’ to be open. 

The days already lived … the days being lived now … and the days not lived yet, if they exist at all it is merely through ‘objects’, so that being alive in a conceptual sense does not exist … The self as the self of thought consciousness, the self as the physical body, all can slip into a state where the ‘sense of responsibility’ is lost. My own ‘sense of responsibility’ is to state clearly what I am thinking, and what I am doing. All that I want are the normal things (the labourer of Kassel) …

Within the artistic environment of the Kassel ‘Documenta’, I had no need to apologize for myself or to feel embarrassed: because a common labourer of Kassel does not fall within the purview of the problems of art criticism (theory), he succeeds in escaping the existing artistic scope. Or, the Kassel labourer ‘agrees’ that his own survival and means of survival (having a job) can be written as an artistic story.

Art is the sum of all things in the world, and as regards art I am forever a part-time enthusiast. As regards art, everyone is a part-time enthusiast.

In addition to the basic cost of living, I also made a little extra money that I put into a bank to use for going on holiday. Now I, the Kassel labourer, am travelling the world, looking at examples of artwork. But I am also applying to be a labourer in other parts of the world.

Wu Shanzhuan, 

Red Humour International, 

1992.8.11 Hamburg

Wu Shanzhuan, ‘On Labourer of Kassel’, 11 August 1992, unpublished.

3.R 

任何一個藝術品祗是藝術的一個例為物。

對藝術的理解，也就是無形體的理解，僅涉及到語言概念為止。這樣在實踐中，就很容易使現代的藝術家走上無「責任感」的「自由地」小道。

藝術不是我不做別的東西的理由(例如性的)。

吳山專，摘自《後八九中國新藝術》(香港：漢雅軒，1993; 中文版)，頁60。

Any work of art is simply an example of work of art.

The interpretation of a work of art is the interpretation of a formless entity, relating merely to a linguistic concept. This makes it easy for the modern artist to take an irresponsible shortcut to freedom.’

Art is not the reason for me not to do other things (for example).

Wu Shanzhuan, China’s New Art Post-1989, Hanart T.Z. Gallery, Hong Kong, 1993 (Chinese Version), p. 60. 

3.S 

我所要做的是把「藝術的材料費」放到銀行裡，這樣藝術成了我把錢放到銀行裡的一個例如性理由；我並要就地(藝術的場所)打工，這樣藝術成了我就地打工的一個例如性理由。

藝術不是我不做別的事的理由(例如性的)。

…
當我使用「藝術」兩字的時候，我深知這是在「辯證」。因為我早已成了「無理者」，我作為「勞動者」，對我軀體的限制是一般社會勞動的工作時，及工作時該做甚麼及不該做甚麼，工作時我是「無觀念」的，是執行者，是「無辜者」；我把「錢」放到銀行裡，是銀行代我做(經營)，給甚麼地方、甚麼時間、甚麼人，如何如何地「投資」。成了甚麼!在那裡、怎樣使用，對我來說是不可知，我是存款者，是「無辜者」，所以我和我的東西正在「逍遙法外」。

我的責任是讓我的勇氣顯而易見：

1.「勞動力」解答了我理解的作為西西佛斯對勞動(工作)觀念的無責任態態度。

2.「把錢(藝術的材料費)放入銀行」解答了我理解的作為那西西斯對勞動(工作)觀念的無責任感態度。

對於我，去「證明錯」是災難性的。去「證明對」則還要找。
吳山專，摘自《中國新藝術/後八九》(香港：亞洲藝術文獻庫，2001; 英文版)，頁30。

I intend to deposit the ‘material cost of Art’ into a bank. I request to seek employment on the premise of art shows: this art becomes the ‘example reason’ for me to seek employment.
Art is not the reason for me not to be otherwise employed (for example)

I know that I am being polemical in the way I define the term ‘Art’. But because I have been a ‘man without reason,’ a labourer with working conditions imposed on my physical being, I am an innocent who executes my work without a concept. The reason I put money into a bank is because the bank manages on my behalf the time, manner, and the place, of investment. As a depositor I am innocent, I have no control over how the money is used or where it is placed and so I and my possession are beyond the law.

My responsibility is to make ‘apparent’ my enterprise: 

1. ‘Labour force’ solves what I understand to be Sisyphus’ irresponsible attitude toward the concept of work.

2. To deposit money in a bank solves what I understand to be Narcissus’ irresponsible attitude toward the concept of work.

To me, to ‘prove wrong’ is disastrous. To ‘prove right’ I have yet to find the answer.

Wu Shanzhuan, China’s New Art, Post-1989, Asia Art Archive, Hong Kong, 2001, p. 30. 

3.T

理由：徹底消除錢與藝術品的具體轉化關係。徹底消除藝術品與非藝術品在具體的物上的界限。

… 當藝術家把給藝術的材料費存入銀行時，他的藝術品在那裡 …

通常的藝術家及買賣藝術品的人是用這種「錢的轉化」把他們的藝術品固定在一些具體的物上 …

把一件東西看成是藝術品只是給了這東西一個副作用，也就是我們有了討論這東西的可能性 …

摘自吳山專：〈把給藝術的材料費存入銀行〉(1993年7月19日) ，未出版手稿
Reason: To completely eliminate the relationship of concrete conversion between money and art. To completely eliminate the concrete object-boundary between the artwork and the non-artwork.

… Once the artist puts the cost of art materials into a bank, his art is also there … the average artist and the art dealer use this kind of monetary conversion to securely fix the artwork to concrete objects.

To view a thing as a work of art is only to create a kind of side-effect for the object, that is, to provide us with a possibility of discussing this thing.

Wu Shanzhuan, ‘Put the Cost of Art Materials into the Bank’, 19 July 1993, unpublished.

3.U

字母格言

藝術家：當吳把現實中的一些東西稱之為藝術的例如物時，他是這件東西的藝術家，但不是所有東西的藝術家。所有的人都有權拒絕成為藝術家。

借：那天，當吳在中國國家美術館裡做行為藝術，吳借了一天賣蝦者的行為。

括號：吳把他的頭腦放入括號之中，這樣他的頭腦(及它的觀念)可以得到放鬆。

罪：杜桑為他的時代把一個罪具體化了，當他把「尿盤」變為「噴泉」，他為自已而殺了他的時代的藝術；以點金術使其無用。當今的藝術世界表述了這一罪，因為它相信點金術。吳把點金術這個罪具體化了。

犯罪：當吳購買時，他是在犯罪，因東西並不要付任何就可以得到吳。

勞動：吳作為一個被雇的勞動力，把對每個作為藝術家還沒有就業的人的罪具體化了。

材料：吳是材料的一個例如物。沒有東西可以從材料中逃脫。

自然：吳是自然的一個例如物。沒有東西可以從自然中逃脫。

畫：吳畫了一張三個蘋果加一個蘋果等於四個蘋果的畫。故他必須畫出八個蘋果。

西西佛斯：吳的勞動力工作是一個西西佛斯的過程，因為他自己的想法不體現在他的行動中，故吳有時會有假期，但西西佛斯沒有。

摘自吳山專：〈觀光者信息--字母格言〉(1995) ，未出版手稿
Alphabetical Aphorisms 

Artist

When Wu calls some object(s) an example of art in reality, he is an artist of this object but not artist of everything. Everybody has the right to refuse to be an artist.

Borrow

Wu borrowed the behaviour of a shrimp-seller for one day, while Wu’s performance was on at National Gallery of P.R. China.

Bracket 

Wu puts his mind in brackets. Thus his mind (and also the concept) can relax.

Crime

Duchamp embodied a crime for his time, because he killed the art of his time for himself when he changed the ‘urinal’ and made it useless by the ‘golden touch’. The art world of our time represents a crime, because it believes in the ‘golden touch’. Wu embodies a crime for the ‘golden touch’.

Get in crime

When Wu is shopping, Wu is getting in crime, because things don’t have to pay for obtaining Wu.

Labour

Wu as a hired labourer embodies a social crime to every person who as an artist does not have an employment.

Material

Wu is an example of material. Nothing can escape from material.

Nature

Wu is an example of nature. Nothing can escape from nature.

Picture

Wu painted a picture of 3 apples plus 1 apple which equals 4 apples. He therefore has to draw 8 apples.

Sisyphus

Wu’s labouring work is a period of Sisyphus because his own concept does not appear within his action. Therefore Wu sometimes gets holiday, but Sisyphus does not.

Wu Shanzhuan, ‘Tourist Information ― Alphabetical Aphorisms’, 1995, unpublished.
CHAPTER FOUR



4.A 

當你腦子裡有了完美的括號時，在這一刻，凹就是凸，反之亦然。

摘自吳山專：《凹/凸》( 1992年4月1 日)，未出版手稿
Once your mind contains the perfect bracket, at that very moment, concave becomes convex, and vice versa.

Wu Shanzhuan, Concave/Convex, 1 April 1992, unpublished.

4.B
單性者：吳單性性交(一種交流的形)和黃瓜、刀、嘴、湯匙、陽莖、鹽，手、相機、燈泡、紙。黃瓜被吳提到而快樂。所以吳是文字動詞上的和物理的強姦者。

摘自吳山專：〈觀光者信息--字母格言〉(1995) ，未出版手稿

Monosexualist: Wu monsexuates (a form of communication) with cucumber, knife, mouth, spoon, penis, salt, hands, camera, lamp, paper. The cucumber is happy by Wu’s mentioning. So Wu is a verbal and a physical rapist.

Wu Shanzhuan, ‘Tourist Information ― Alphabetical Aphorisms’, 1995, unpublished.
4.C

在超市，沒有許可是不容拍照和攝錄的。但這一事實，到某種程度，我們有了對西方觀光者在他國拍照攝錄所引起的麻煩的回答。

在細節中我們掉失了自己，就像觀光者在自然的風景中掉失了自己。

不要玩弄食物。

從買食物到玩食物到和它生活在一起，而不食用它們，這表述了我們和食物間的距離。

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：《《 蔬果樂》的製作》(1996) 的錄像文字

In supermarkets, photographing and filming are not allowed without permission. From this fact, to a certain extent, we got an answer to some troubles western tourist have while filming and taking video in other exotic countries.

We lost ourselves in the details, like a tourist loses herself/himself in natural landscape.

Don’t play with the food.

To buy the food, play with it. Live with it, without eating it, expresses distances between us and the food.

Wu Shanzhuan and Inga SvalaThórsdóttir, video text for The Making of Vege Pleasure, 1996.

4.D 

我們只有把蔬果的名詞動詞化，在那些名詞後面加上「化的」二字。

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：《蔬果詞》(1996) 
We have to verbalize the nouns of vegetables and fruits, by adding the two letters ‘ed’ after those nouns. 

Wu Shanzhuan and Inga SvalaThórsdóttir, Vege-Words, 1996.

4.E

作品《蔬果樂》可分為：
購買：在漢堡的各種市場中，我們儘可能地購買(到)那些來自不同國家的不同種類的蔬菜水果。

拼合：其基本原則為，用我們可想到與執行的方法，讓每件不同的蔬菜水果其互相之間，在物質上(物理上)有應有的相對的交接和被交接。

察看：這一靜物(變代的)整個過程被放在我們的客廳，察看是細心的。這靜物立刻便開始了易形(情)、變得熱、軟、濕和霉化，混和的液汁，不受束縛的液汁，培植著，生長著、生殖著、轉色著，衰微著……
《蔬果樂》的原則是，每個獨立的蔬和果應交配在物的同一實用值的位置和物的能量中；這樣它們的權力必需被合姘為理所當然和理所當在。它們不應該受制於物種的獨特和外表的特徵，如重量、地埋環境、材質、顏色、生長(方式)、基因基素、移動形式等等的影響。它們應被合姘，當《蔬果樂》發生時，這裡唯一的局限是我們的肉與靈。
摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：〈關於《蔬果樂》〉，《幻影天堂》香港：亞洲藝術文獻庫，2003，頁128。 (部份重譯)
The work Vege Pleasure can be divided into the following areas:

Shopping

We bought various vegetables and fruits from as many countries as possible in our neighbourhood market in Hamburg.

Composing

The basic principle of the composition was that each vegetable and fruit should be related physically to another one, and in as many different ways as we could imagine and perform.

Observing

As the still life was placed in our living room throughout the whole period, observation was intensive. The still-life started an immediate transformation, becoming hot, soft, wet and mouldy, mixing liquid, loosing liquid, cultivating, growing, reproducing, changing colour, decaying … 

The principle of Vege Pleasure is that each independent vegetable and fruit should have intercourse (merge) under an identically valued object orientation and object power, and that their rights ought to be merged as a matter of course and a matter of existence. They should not be affected by species independence and differing features such as weight, geographical environment, material, colour, growth, genre, movement, etcetera. They should be merged, and when Vege Pleasure intercourse takes place the only limit or restriction is our own bodies and spirits.

Wu Shanzhuan and Inga Svala Thórsdóttir, ‘On Vege Pleasure’, in A Strange Heaven: Contemporary Chinese Photography, Asia Art Archive, Hong Kong, 2003, p. 128.

CHAPTER FIVE


5.A 

先於：吳看到一隻鳥先於他被告知鳥是多麼的和平。所以鳥先於和平。

摘自吳山專：〈觀光者信息--字母格言〉(1995) ，未出版手稿

Before: Wu has seen a bird even before he was told how peaceful birds are. So birds are, before they are peaceful.

Wu Shanzhuan, ‘Tourist Information ― Alphabetical Aphorisms’, 1995, unpublished.
5.B 

「什麼是物權?」 

我們自以為我們現在所知道的更重要於我們還不知道的。我們自以為我們對物的了解(知識) ，使我們有理由對物進行泛用，而忘卻了我們自身也是物 …

「藝術家的人格問題?」
我反對的是這樣一種現代(我們時代)的藝術觀，即點金術現代藝術觀(理論) … 現代的藝術學院中存在著這種對物的污染性…自以為是物的最好的解釋者，並失去了對物的責任態 

***

我的責任是使物明確清楚。

物是平等的，我們對物的解釋有很多是錯誤的

***

在本世紀初，我們有選擇。藝術家們選擇了對物的沙文主義。.

在本世紀末，我選擇把物放回原處。

唯心主義->物的不平等

唯物主義->人自身的不平等

… 我的處方：消除「原作」 乘O法

… 我們必須從我們自身也是物中直接學習。因此對物的胡說八道的描寫是藝術家的罪惡。

… 人對物的描述都得從乘O開始 -> 物權

對物的任何解釋都是暫時填入，並同時只是無窮無盡分之一 …

任何對物的理論都不能成為對物的意識形態 … 

藝術是什麼？對物的說法(和做法) 。

如果我們認為我們自身是「開放」的，我們自身創組的社會是開放的，那麼，真正的開放意義基於和我所共處的物是開放的 …

「開放」的容器的「敵人」是我們自以為我們給物的涵義就是物的自身有的。

摘自吳山專：〈物權〉 (1992年3月20日) ，未出版手稿
What is Thing’s Right(s)?

We believe that what we know now is more important than what we do not know. We believe that our understanding (knowledge) of things, allows us to use things any way we choose, forgetting that we ourselves are also things …

The Artist’s Character
I oppose this kind of modern [of our times] view of art, that is, the modern view [theory] of art as a technique for turning anything one touches into gold … within the modern art academy there exists this kind of contamination of things … thinking themselves the best interpreters of things, they lose any sense of responsibility toward things …

My responsibility is to make things definite and clear.

Things are equal, our interpretations of things contain many errors …

At the start of this century, we had a choice … artists chose chauvinism toward things.

At the end of this century, I choose to return objects to their original place.

Idealism–>the inequality of things 

Materialism–>the inequality of the human self 

… My prescription: Eliminate the ‘original work’ and multiply by 0.

… We must learn directly from [the concept] that we ourselves are also things. This is why when an artist creates senseless depictions of things it is a crime.

… People’s depictions of things all have to begin with the multiple of 0 –> thing’s rights.

Any interpretation of things is only a temporary filling-in of the equation … and at the same time is only one small fraction of the infinite

Any theory of things cannot become an ideology of things …

… What is art? A way of articulating things (and a way of practicing).

If we believe that we ourselves are ‘open’, and that the society which we have created is also open, then, the true meaning of openness is that both the things and us are open to one another …

‘The enemy of an open container is we ourselves believing that the meaning we give to a thing is intrinsic to the thing itself.

Wu Shanzhuan, Thing’s Right(s), 20 March 1992, unpublished.

5.C 

成為一件東西不是一個身份的提問，是一種思想的態度……在所有的東西中成為一件東西，那時你成為一件多餘物，那裡你找到物權。

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：《敬啟者函(關於「物權」)》(1994年6月) 
Being a thing is not a question of identity. It’s an attitude of mind … Being a thing among things all, where you become an extra, there you find the right of things.

Wu Shanzhuan and Inga SvalaThórsdóttir, To Whom It May Concern (On Thing’s Right(s)), June 1994.

CHAPTER SIX



6.A 

停水表述、修水管表述均為

制度下的表述法

在同一環境下：沒有水

加水管：

一種對水的制度的開放

一種對藝術表述法的開放

摘自吳山專：〈今天下午加水管〉(2001)，未出版手稿
The statement ‘Today No Water’, the statement ‘Water-pipe is under reparation’ are both statements within a system

In the same environment: No water

More Water Pipe is Needed:

A way of opening up the water system

A way of opening up artistic statements

Wu Shanzhuan, ‘Today More Water Pipe is Needed’, 2001, unpublished. 

6.B
為水的流通和分佈的水線已被改變，一方面，用水者和水源的距離是增長了，增長到用水者不知道哪裡是水的源頭。

另一方面，這距離被逐漸消除了：在很多城市，幾乎所有的套房都有自己的水龍頭。每個角落都設有賣水店，在那裡顧客可以找到不同品牌的水，有著具體的水源及成份等的信息……
為了出售，水瓶上有著使用的保質期。但水是二手的，其信息也一樣。水的流通和分佈與你能在電視上看到的新聞形象和文字的流通和分佈是可以比較的。有些地方出了事，被另一些地方播放著。這樣，我們在家裡看，這裡有不同品牌的新聞…這就是怎樣製造不同類型的生意，也是為什麼新聞是每日新鮮的生意。當然，其實新聞也是二手的。……
我們用二手水描繪和提問我們時代的物理的和精神的條件(境遇)，同時它也是某種生意的基礎的基礎。

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：〈我們又發現了一種好水〉(1996) 
The ways for water circulation/distribution have been changed.

On one hand, the distance between the users and wells has been increased so much that users do not know where the sources are.

On the other hand, the distance seems to have vanished: in many cities, every apartment has its own water taps, and each corner has a drink store where customers can find different brands of water with detailed information on its origin and ingredients … Water bottles bear information on the last date for using the water inside and are thus sold for business. But the water is second hand, and so is the information. 

The circulation/distribution of water is comparable with the circulation/distribution of news images and text that you can see on your TV set: things happen somewhere, things are announced somewhere else, then watched at home. There are different brands of news … And this is how different kinds of business are made and that is why news is a daily fresh business. While ― in fact ― the news is second hand, too.

…

We use The Second Hand Water to portray and question the physical and spiritual conditions of our time, as well as the bases on which business is based.

Wu Shanzhuan and Inga SvalaThórsdóttir, ‘The Second Hand Water, Once Again we Discovered a Great Well!’, 1996.

6.C

…突然我們認識到把礦泉水倒到海港裡正確得就如我們自己跳入海港裡…
…將有更多的海灘，你們只能擺出游泳姿勢，但「請不要游入」…
…國際機場人人移動起來，是個十分民主的地方…
…作為我們今天的自然風景，核電站可以是一個自然狀態…

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：〈關於我們的攝影作品(短述)〉(1996年5月7日) ，未出版

Short Texts on Our Photoworks:

Pouring Water into Victoria Harbour, 1993

As we’re standing by beautiful Victoria Harbour in Hong Kong, enjoying the refreshment of a 2 dollar mineral water; we suddenly found that it is just as correct to pour the mineral water into the river as to jump into it ourselves. There is a sign announcing nobody is allowed to throw anything into the river, if you violate the law, you have to pay a fine.

Posing for Swimming, 1994

This was shot in Hamburg harbour. Here we use the media of photography and language (the title) to show, that sooner or later, there will be more and more beaches where you are only allowed to pose for swimming. And ‘please don’t swim.’

The Scholar and his Wife, the Scholar and her Husband, 1994

We expose us on different physical states, but we stress the same social status in the title. Our physical states point out an interest in movement ― that is why we have placed ourselves in front of an escalator in the international airport. The international airport is a highly democratic place in terms of movements. It is an advertisement for the Thing’s Right(s): ‘An extra for the Thing’s Right(s) all.’

Picnic Brockdorf, 1995

When we came to the power plant to have our picnic and take the picture, several people were demonstrating at the gate of the power plant. We would have liked to have them in the background of our photo, but it was not possible at that time. But anyway, the background of our picnic can be seen as our contemporary landscape, and as an example of the state of nature. It could also be used as an image for an electricity advertisement.

Wu Shanzhuan and Inga SvalaThórsdóttir, ‘Short Texts on Our Photoworks’, 7 May 1996, unpublished.
CHAPTER SEVEN


7.A

祖國的勞動力

中國是世界上最大的勞動力市場。

哪裡是中國…
為什麼國際紅色幽默在祖國投資?
摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：〈看字想圖 A.B.C.(投資指南)〉(1994年5月1日) ，未出版手稿

The labourer of the motherland

China is the biggest market for labour in the world.

Where is China …

Why is Red Humour International investing in the motherland?

Wu Shanzhuan and Inga SvalaThórsdóttir, ‘Read the Words ― Imagine the Pictures/ABC Investment Guide’, 1 May 1994, unpublished. 

7.B 

我們以為中國的最好方面，即現今的中國產品的製造者，是他們使我們的物質生活豐富多彩。這也正是我們的精神生活的可見的美好插圖。根據這 一 點，我們相信通過組織展示中國的產品及它們的製造者，在藝術的名義下，將會是有意義的一 項事件。在這一過程中，中國的產品及它們的製造者將會被提高到藝術的水準，這有助於中國的產品及它們的製造者，在當今世界貿易的環境下求得更有效的生存。

你們的產品是呈現給世界的一個形象—當今的有活力的中國產品。從更長遠地看，這也接近於中國現代藝術的需要—新的透視。…

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：《致全國產品製造者書》( 1994年12月3日)

I believe China’s best side can be found in its present manufacturers of Chinese products, who add so much richness and variety to our material life. This also is a wonderful visible illustration of our spiritual life. Accordingly, we believe that organizing an exhibition of Chinese products and their manufacturers, under the name of art, would be a really meaningful event. In the process, Chinese products and their manufacturers would be able to seek out a much more effective means of survival in today’s world trade markets.

… your products show an image to the world — that the Chinese products of today are full of vitality. Taking the long view, this is close to what Chinese modern artists need — a new perspective.

Wu Shanzhuan and Inga SvalaThórsdóttir, A Letter to the Nation’s Manufacturers, 3 December 1994.

7.C
你有的東西很可能已經是中國製造的。如果還不是，我們可以特別製造你所需要的，讓你的夢成為現實。請與我們的公司聯絡。

摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：〈中國製造〉(1995) 
Your things are most likely already MADE IN CHINA. 
If not, the things you need can be produced especially for you. To make your dreams come true, Please contact our companies. 
Wu Shanzhuan and Inga SvalaThórsdóttir, Made in China, 1995.

7.D

考慮到藝術與促銷的關係，推銷是文化交流的一種方法。使用藝術這種方法變得更直接和更有效。
摘自吳山專與英格-斯瓦拉-托斯朵蒂爾：〈看字想圖/從最好的方面展現中國〉(1995) 
To the relationship between art and promoting sales, promoting sales is one way of cultural exchange. Use art to make the way shorter and effective.

Wu Shanzhuan and Inga SvalaThórsdóttir, ‘Read the Words ― Imagine the Picture/Showing China From Its Best Sides’, 1995.

7.E 

作為一個藝術家，把當代的社會其中一面「進行鏡化」(讓我們能看到自己)，成為一面「藝術」的鏡子… 我覺得這是每一個藝術家的責任(祗少是我自己的)，因為只有這樣，我們的(社會主義)社會才會在原來的透明度上更透明，更乾淨。

摘自吳山專：〈關於：北京青年報—藝術與媒體〉(2002)，未出版手稿
Being an artist is ‘to enact the mirrorization’ of one face of contemporary society (allowing us to see ourselves), to become to become a mirror with Art as its face … I believe this is the responsibility of every artist (or at least my responsibility), because only in this way can our (socialist) society increase its original level of transparency and clarity.

Wu Shanzhuan, ‘On Beijing Youth Daily — Art and Media’, 2002, unpublished. 

7.F

考慮到「藝術」與「新聞工作」的關係：「新聞工作」作為一種商品性的廣告；「藝術」，怎樣把這廣告做的更深刻更及時。

摘自吳山專：〈???〉(2002???) ，未出版手稿
In considering the relationship between ‘art’ and ‘journalism’: ‘journalism’ creates a kind of commercial advertisement; art asks how to take this advertisement and give it greater depth and timeliness.

Wu Shanzhuan, ‘???’ (2002???), unpublished. 

�杜桑的「尿盆」正確名稱該為《噴泉》(Fontaine) (1917/1964) Why 1964?





� Editor’s note: The actual title of the work addressed here by Marcel Duchamp is Fountain (Fontaine, 1917/1964). Why 1964?





