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< The key to an understanding qf Beuys' work Ties in his ideas of

a new concept of plasticity. The potential material for this idea was
dlready found in the drawinés of the ff?ties,/but is expanded in the actions
of the s1xt1es and reaches ‘1ts full deve]opment in :Beuys' 1atest man1fest-
ations and information theory. - ﬁ, we ‘ N
The German word P1ast1k' is a modernist term for sculgture and

refers bas1ca11y to_an_ auinnomous thrée-dimensional_gestalt or mafpr1a1

»
o

-organization. Beuys, in his attempt to widen his’ def1n1tion of art has

worked -on a .concept of p]ast1c1ty whose origins Tie\in the most abstract
definitions of the material itself: capable of being modeled or shaped,
susceptible to molification or change. -

In this sense of mob111ty and flow, the artist te]ls us that thé
p]astic process. glready takes p]ace in the formation of a thought. That

-art lies beyond a spec1al1zed activity or product, that first of all, art
" manifests itself in sp1r1tua1 substances subject to cont1nuous f]ux or
. change. Ln that sense, man is a being in constant evolution.

_The main obJect1ve 1n this research—is to present that moving
principle (BEWGUNGSPRINZIP) throuqh a chronological ana]ys1s of Beuys'
work Divided into three sectiofis: compos1tes of thought, thinking férms,

’ thoughts and theories, each part carresponds to'a §1gn1f1cant phdse in’
‘the 1ife and work course of the artist. '

Part [ locates exper1ences “and ear]y works in a chronolog1ca] .
development until 1961. - It exposes the first fragments of thought and




&
) - : ‘ .
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; ~ influences leading to the moving principle. . . .
i N ..+ _Part II discusses how the artist's 1nvo]vement with the Fluxus
. g : ‘ grouﬁ has directed his work*toward actions and man1festat10ns
it
- : P .'Part III shows how the demoqstratlon of a pIast1c theory has
: ; . expanded from a metaphorlcal level to a theoretical Ianguage of teacher
i ;
: and taught It shows how Belys h1mse1f has reached beyond a’ very hermetic
y L. procedure and' has exposed h1§ thoughts 1n a more access1b]e manner through
i social and pedagogical actions ' - , ‘ :
f.; o
Ny . . This essay 1s not meant to be a cr1t1ca1 anaIysis o Beuys work -
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- UNTITLED.

- JOSEPH BEUYS, “LIFE COURSE/WORK COURSE

(Cata]ogue of Exhibition, Kunstmuseum ‘Basel), p. 43

’

DEAD STAG : S
Pencil drawings, 1952 L ‘

o

. (A Secret Block for a Secret Person in

UNTITLED
‘Pencil drawing, 1957 '
(A Secret Block for a Secret Person in

\ -

Pencil and ink draw1ng, 1958.

- (A Secret Block for a Secret Person in:

DEAD N.
Penci draw1ng, 1953.
(A Secret Block for a Secret Person .in

1

JOSEPH BEUYS, LIFE COURSE/NORK COURSE,
(A Secret Block for a Secret Person in

ACTIONS, lAGIT POP, DECOLLAGE, EVENTS,- L! AUTRISME , REFLUXUS

AACHEN, 1964.

(Adr1an1, Konnertz Thomas Joseph Beuys, p. ‘773. e e } e

FLUXUS MANIFESTO BY GEORGE MACINUAS MULTIPLE, 25 ex.. Signed and

’ 'j<' | . LISF OF TLLUSTRATIONS
. JOSEPH-BEUYS DIAGRAMM. . . . :
-4 A'(Catalogue of Exh1b1tion Kunstmuseum Base]) p. 43 e e e :
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JStamped. Edition Hundert Mark, Berlin, 1963.
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Diagramm, 1969. , ¢

(Cataloq of Exhibition; Kunstmuseum ‘Basel,
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‘ _Joseph’ Beuys, Honey pumn MultipTe /ﬁ A
. Free International University Lo i
, Edition: K1@us Staeck Heide]berg, 1977, . . . . R P
TEXT-PLAKAT: (p&ster) R

; 0

ACTION CELTEC (Scott1s hl Symphon1e) . . .
Documentation (film strip), 1971. ° aoe
(Schellmann + Kluser, * J Beuys Mu1t1p1es unpag1nated). e e e e

ACTION 'UND IN UNS . . UNTER UNS . . LANDUNTER 24 HOURS'.
Gallery Parnass, Wuppertal, 1965.
“ (Catalogue of Exhibition, Museum of Modern Art, Stockholim,
~ unpaginated). . . .. . . . 0L w e e e e e e e e Ve e e e

BATTERY FLAT-HIGH.

Aktionsobjekt (H1rschjagd) 1963.

(Catalog of Exhibition, Museum of. Modern Art, Stockha]m, un=
Y pag1nated) .............. R .

! A

'WOOD AND BONE. :
Akt1onsobJekt (How to Exp1a1n Plctures to a Dead Hare)
fCGatalogue -of Exhibition, Museux of 'Modern Art, Stockholm,

unpag1nated) e e e B e
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EVERESS Bottles, felt, wooden box. = - ‘ e /.
40 ex. uns1gned . oL . ] -
Edition Rene Block, Ber11n, 1968 ‘ y

(Schellmann + Kluser, J. Beuys Multiples, unpag1nated)

‘o SCHLITTEN, (sled): ' s C ,
' Mu1t1p1e,L50 ex. numbered and stampeJ .
. Edition Rene Block, Berlin 1969.

- '(Sche11man + Kluser, J. Beuys Multiples, ynpag1nated)

.- Multiple, 25 ex. signed_ and riumbered.
Edition Hundert Mark, Berlin, 1970. :

Organization for non-voters for direct democracy b1 referendum.
(Sche]]mann + Kluser, J. Be;}s Mu1t1p1es, unpag1nath

TRAGETASCHE, (hand bag) ‘ ' ' ;
Polyathylen, felt and informatjon. '

. Multiple; 10,000 ex. signed.
Art Intermedia, Cologne, 1971. S
(Sche11man + K]user, J. Beuys Multiples, unpag1nated) oo el BTG
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-jmeant for h1m meLHtah on, and metaphys1ca1 concerns. From sustained

' being, Beuys has eétabhshed the three pr1nc1p1es that run throuqh“ all

* drawing a sort of metalanguage in which Hes a whole world of. form, 1mpu'|--
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- 'The great art1st of tomorrow will go underground', said Marcel
Duchamp in 1961 For near]y a decade pr1or to Duchamp s statement, Joseph
Beuys, a young sculptor living 1n West fe any, had been following this
belief. T would like to introduce him a a person whqse art has been an
inevitable result 01; a Seonen_ce of events ahd has fully manifested itself §

X \ ’. . .
in,man and the search for better perspectives of erecting a more humane

soc1ety For the first ten years_of his career as an artist, Beuys turned I

wi.thin himself to d1scover his own creative powers and it 1s $hro?)gh those
years of reflection and drawing that he came to the opinion that artyis

) _ 5 ,
at its most scientific "and expressive when expressed 1'n a question mark. 3

"Beuys' point of entry into art was through dramng wh1 ch
thouqhts on thé duahty of man's exIStence as a sp1ritual and’ phys1ca1

his-works: - - the widening principle, - the unifymg pr1nc1p1e, - the

energiiing princ1p’re. Beuys saw in the realization of i,deas through oL .

-

} ’

ses and tones And there hes also the germination pomt of all his }ater . ei

ach1evemerfts, the relatwnshm between visible-matter and invisible energy o
' - : P B
. lIntrodut:tion, the secret block for a'secret person in Iréland | A
catalog of exhibition, M)&eum of modern art (0xford, 1974, unpaginated) ' i
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'-' the form had to expand first beyond draw1ng as such, and then Beyond so11d

- ideas and personal struggle, to extract the essence of matter from the

t
¥
»

. : : A L -
. as a, key for evolution in thinking.

- Rudo]f Steiner's anthroposophical think1ng, like the coegistence of soul,

B

et

~

. mexpanded concept of art and know]edge, i. e~~threugh Creativity. -

Inherent £o spiritual substances 11ke

-

thoughts, feelings and will, is:all the material one needs forﬁﬁhange;

< L : ~

Creative forces or. the sp caTled ‘energy’ is the-passage betWeen spirit and -
. matter ‘the moving pr1n%1p1e s wh1ch opens the path to freedom. Th1§

sense of tyans1t1on is present in the early works §n the form of figures
.ot T
passing from one 1eve1 of ex1stence to another, a sort of metamorphosis or

1nterchan§eab111ty of subJect and ob ct. ' Severa] recurr ng: themes in

]

body and~ spirtt, in an expression of harmony and tota11tx¥,are taken and

- reproposed .according 'to a heo-humanistic strategy which turns to art to o

!

give meaning through communication. 'In the earl1er draw1ngs this sense

of an all- embrac1ng tota]ﬁty was conveyed Mmore through archetypa1 and

myth1an’TE;§hs than through matter “and this 'is one of the reasons why ) 'i

s Y

matter to the voice and the.;grmat1oh of langyage. 2.

In the course of time,\#rom the draw1gg condepts has arisen a .
3 cot

iritual consc1ousness in man through an -’ -

-t

P1ast1c theory the mode]ing of

Act1on i

“therefore becomes a necess1ty hy. which Beuys is able to communicate his

1n1t1a1 chaos in which he 11Ves, and so, give 1t recogn1zable form at the . {

Y -

levetl of consctpusness.. The notion of art raised by Beuys is one erliber- < -

atign. In his performancés, his whole perona1 energy is 1nyo1ved includ-

ingthis own body in order to‘esfab1ish_persona1 compunication through social '

2Introduct::l.(m, the secret- block for a secret mAn in Ireland , :v, S
catalog of exhibition, Museum of Modern Art (Oxford, 1974, unpaginated)
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contact 'But th1s commun1cat1on does not: only take p]ace on the pr1v1leged

.super1or sphere w1th man, but also on a 1ower level, with p]ants, adFma]s,

* and nature."

“ Al -

The object reminiscences“of the actions are matter as pure .

bl
tle e paregrm
WD R, e

' energy. Ind1st1nct chaos subJugated into form or order inherent in reason.

w
o o

et s 38 S, e N e S SRR

(As an example, the use of#*solid fat and shaped felt). By opening th&g

A e

- ,type of prob]em, Beuys fieans to. show us that the world has to be shaped

/f' beyond its para1yz1ng aspect of materialism and intellect, through a way

.
M ..
KR T RS

-~

{ é T where a]},the var1ed aspects of Tiving are taken 1nto account tq define a

. P -
o -
¥

k new anthropo]ogy of man
% o The deve]opment of the actions in the s1xt1es, led to a realiza- ”
? f\(; o B ’tion that languhge ;s a materialization of thoughts (Beuys cal]s it an

oscdllating~scu1pture) is an indispensable‘element for evolution since the
concept of 1anghage itself represents ‘the entire content of information.

&
iynd society a necessary step towards the liberation of mankind. From

this expanded notion of art and life will arise the po ical‘ﬁjmension of

)

r o " From that point, he saw in the establishment of a dialectic’between art
|

t his Tater works — the'so called Energy Plan for the_western man.
g

v . The idea of the plan is to ﬁork on educative models where free--

. i
coa et st ke R N

rf’ ”?tj ’ dom, equality and brotherliness (free - democratic - socia1i§m) would be
} 1 . ’ the basis of a”uniffed comprehension of culturé} And Beuys—says this is
. only possible through a process of communication. In‘Beuys"own words:
r "I dec]are that the creat1ve is the artistic and that is the concept with
which I operate; creativity as a fundamental possib111ty in every man.

? - ’
o . -
. d €

. . T 3Achille Bonito Oliva, Jogeph Beuys 'Arena', Catalog of exhibi-
' ® tion, Studio Marconi (Milan, 1973, unpaginated). .. .

nk

/R “Christos Joachimidesy Joseph Beuys, Catalog of Exhibition (Insti-
tute of Contemporary Art: London, 1974), P. 19. .
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Joseph Beuys:
Life Course/Work Course
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1921 Kleve éxhibition of a wound drawh together with' -

<

et o ¢l g

O Lrtsohckicd, "
X5 : .

plaster
1922 Exhibition of dairy cows Malkerei near Kleve -
1923 Exhibition of a moustache cup (contents : coffee

with egg) v

1924 Kleve Open ¢ exhibition-of heathen children
1925 Kleve Documentation ‘Beuys as Exhibitor’
1926 Kleve Exhibition of a stag leader

1927 Kleve Exhibition of radiation .
. 1828 Kleve First exhibition of an excavated rrench -

Kleve Exhibition to'elucidate the difference : -

between loamy sand and sandy loam ' N

1929 Exhibition at the grave of Genghis Khan | ™~

1931 Kleve Connecting exhibition ‘
* Kleve Exhibition of connections \

1933 Kleve Underground exhibition (digging paraliel to .
the ground) \ i
i

1930 Donsbruggen Exhibition of heathers with herbs . g
§
€

1940 Posen Exhibition of an arsenal (together wuth
Heinz Sielmann, Hermann Ulrich mnssen and
Edudrd Spranger) *
; Exhibition of an airport, Erfurt-Binderslebén
Exhibition of an airport, Erfurt-Nord
1942 Sebastopel Exhibition of my friend .
%bastopol Exhnbmon duging the interception of a
87 ,
1943 Oranienburg Interim exhibition (together with |
Friz Rolf Rothenburg+Heinz Sielmann) . ‘
-1945 Kleve Exhibition of cold N
1946 Kleve Warm exhibition - o ¥
Kleve Artists. Union ‘Profile of the Succegsor
*Happening Central Station, Hailbronn
1947 Kleve Artists’ Union ‘Profile of the Successor’
Kieve Exhibition for the hard of hearing
1948 Kleve Artists’ Union ‘Profile of the’Successor’
Dusseldorf Exhibition in the Pillen Bettenhaus

Tl ThiI,

Krefeld Exhibition ’ Kullhaus (together with

Kleve Artists’ Union “Profile of the Successor’
1950 Beuys reads ‘Finnegan’s Wake' in

‘Haus Wylermeer’

Kranenburg Haus van der Grinten

Glocondologle

Kleve Artists’ Union ‘Profile of the Successor S -
1951 Kranenburg ‘Van der Grinten Collection” Beuys:

-

7Aoo ety

£
A)

- Sculpture and Drawmg .
1952 Ddsseldorf 19th prize in Steel and Pig’ s Trotter’
(following a light ballet by Plene)
Wuppertal Museum of Art Beuys : Crucifixes
Amsterdam Exhibition in honour of the
Amsterdam-Rhine Canal
Nijmegen Museum of Art Beuys: Sculpture .
1953 Kranenburg 'Van der Grinten Collection’ Beuys: ‘ ;
+Painting
1855 End of the Artists” Union "Profile of the Suceessor’ . |
* 1956-57 Beuys works'in the fields ' L
1957-60 Racovery from working in the fields : ; '

R
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A. R. Lynen) :
1949 Heerdt Total exhibition thré‘e times in a row
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CHAPTER -1

. EARLY EXPERIENCES AND FIRST COMMITMENTS TOATHE ARTS - * /-

L SN v

P The post-war years: when Beuys made his decis1on to become an
-‘artist have been consistently overlooked. \b¢ those were the years when ’
. he turned within himself to ‘discover his own creat1ve powers and it is
_within thxs period of his remarkable rise to matur1ty, that Beuys aquired
the tools and methodoloqy he uses today.

, In Germany, the political and econqmic instability after\tne ) :
.war had Tittle to offer of artistic interest. The Nazi government nad 0 . Rt
thorough]y destroyed modern art prior to the forties that Beuys only reca]]s
" the works of a few art1sts, among fhem the sculptor Wilhelm Lehmbruk. K
Being raised up in a small town near the Dutch border during the third .

Re1ch Beuys only had feeble exposure to'g?t1st1c 1nformat1on Desp1te his

curiosity for art Qnd need for' visual expression, his concerns as a youth

N

were more oriented toward natural sciencés (zoology and botany) He also
man1fested 1ntense 1nterest in northern history and mythology, the German
\\thtic (Sh111er and Goethe), the philosophy of Kant and.the spiritual

-~

a5
sctence of Rudo]f Ste1ner, music from Wagner to Satie. He himself learned

' i ke o bt A i
PR e

how to play- the piano and cello. A1l that divers1ty in h1s early cultural
formation will have.an influence 1ater, on the expanded view he will gain
of art. - : Co. o '
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“sculptor Fwald Matare2 with his enlarged concept of 'Plastik’.

In 1941, the fru1tfu1 years ‘of his early twenthS.were “inter-

: rupted by h1s enrollment in the German Air Force where he begins His

-

tra1n1ng as a fighter pilot in Koniggratz. One year later, what Beuys

calls in his autobiography lSevastopol,'exhibition of the interception
» ) M,

. of a JU 87',! his 11fe w111 be the scene of a tragic experience in the

Russ1an Steppe. Found by a group of Tartares, under the wreckage of his

crashed p]ane, Beuxs will sqend several months in critical condition. To

~undergo such-a closeness to death will not be without essential meaqiﬁg\
v .

in his further deve]opment. - .’ '

t  After the war, Beuys returns to his home town'Kleve, where he
establishes contact with the écu]pfor Max Brux and the painter, Hans ‘
Both‘wi11‘convince him to pursue)his nature1 scienee studies
peivafh]y.and to devote the ajo} part of his time to the arts. 1946 is .
e turning point in Beuys' 14i; and is the beginning of an intensive per1b4
of drawing and sustained artistic exploration. Lammers, the only drtlst

to support him at that time tells Him: 'art is for you ihe only possi-

bility'.
In 1947, he gets enrolled .as a student at the Dusseldorf Akadenie
under the teaching of EnselingQWhose main interest is more orie ed toward

\
older rtistic develomnents 11ke the romanesque, goth1c,and bar que @3‘\\

¥

opposed to modern art. The fntft impressive f1gure %;"Beuys will be the




‘do MGt waht any aesthetic artworks, I want a‘fetish'.? This understanting

-

LA/ of sculpture will have a remarﬁabje effect dn ‘the young student. - .

P, / . .-
S ~ , From Mataré's influence,,Beuys' themes are at that time reli-

L d v

| ' o *ﬂu§i the classica} model of the pieta for example, various ¢rosses in

<

F N S | the form of grave stones; ornenental carvings, also anatpmicaI stuﬂ1es- a

P E and plant draw1ngéf/fé$hg\e btological and botan1ca1 ana1yses were w1thout“.

i R . ~§\sdoubd, on the concerns he "had durang his youth w1th zoo1ogy, b1oIogy,

| A \ﬁﬁﬁa%hotany) a - o . s ;'
?//" , i In Kraneqeourg, Beuys reads_exerpts out of Joyce s, 'U]ysses e : 3
L[ ‘ v &nd 'Finnigan's Wake', where he ehters in familiarity w1th,lr1sh mythdlogi- :

cal eleménts. His interest 1ies in that '411at2t1on process"' in Joyce,
: . i , which is already a form of spiritual movement (Geisfigé’BewegungSform).
' L In order to clarify thac dynamic process, Beuys will spénd fhree ¥ears
(1988-1961), extenoing two chepteré of Joyce's 'Ulysses' in the’ form of
drawings. ; ¢ iu : AT o D

4

< During the same period, Leonardo will benrecognized as a kgu )

1) hd

figure. His broad or1entat1on and profound knowledge acquired through §

‘ ) means of exper1ence and exper1ments were great]y admired by Beuys. t ;

% . Leonardo, in hlS v1en, has been the man who, ‘like no other f;om the |renais- 3

é sance period, looked so critically through the historical process ag@hthe o %.
.§‘\ situation.of his time‘and with ful]ﬁ;pnsciousness”brod;ht that view finto ~. A % -
; his development. | i: ‘ ‘ -é
7 %ﬁ& - ’ In the spr1ng of 1951, short]y after his exit of the academy,

% - A Beuys se11§ﬁh;;*;1rst wood-cuts and’ draw1ngs to the Van Grinten brothers

3 - ' '

s "’Albert Schulze Wellinghausen, Ewald Mataré, Magazine Prisma,
I/B 1947, p. 17 '
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from Kranenburg who possess today, under the name of Van Gujnten Collec~

tion, the major part of'his early worhs. One year later, as an old master
pup11 of Matare, Beuys .is given a studlo in the old part of the academy
where he works—ma1n1y on scu1ptures and re11efs He part1c1pates w1th one /
of his fountains at the exhibition 'Kunst in Krefeld', at the Stedelijk '
Museum in Amsterdam and later on; exh1b1ts with the Klever art associatlon,

g " 'Profi] Nachfo]gen in Nijmegen. o ‘ ' y

Determjned by a deep rooted interest in nature and also under \
the influence of Matare, Beuys' preoccupation at(that‘time has mainly to
do with iconography and archetypal representations. Animal motives Tike
the hare, e1k, swan, and bee,.figure~in several drawings and reliefs. The . -
hare, symbol of rebirth, bear1ng already what Beuys will ca11 the 'Bewe-

gungs Pr1nz1p becomes i the s1xt1es the central figure for the Euras1an

images of huntér and shedpard. The representation of the bee, deep1y

1nf1uenced by Rudo]f StEIHEP s e]aborat1on on an evo]ut1onary process

-

performances. ETk and‘sleep are related back to childhood fantasies; the——-‘r~§~ﬂ-
|
i
w1th1n the 11v1ng structure of  bees, w111 be at the .origin of an organic/ - !
inorganic pattern from wh1ch will rise the motivation for us1ng wax, fat ,
and honey, as bas1c materials for his works. Rudolph Steiner 1@ one of
his 1ectures on ‘bees’, compares a substance-l1ike wax to the energy .
(bloodstream) ty1ng in all human beings. "A sort of force located between
the body and the soul with a ootentia1 fluidit&, just 1ike wax melting ! :
under the action of heat " It is this so-called 'energy %}hat Beuys

. will use to unify h1s mater1a15 in-a non- mater1al way. It is this force R

[y

M

“Rudolf Stein, Uber die Bienen; nine lectures to the workers
at the Goetheanum, Dornach 1923, p+-23.
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‘which m1n1ma11zes the d1st1nct1on from subject to obJect 1n h\s works.

"

‘ ) The years from ‘1955 to 1957 are the scene of strong &oubts and

v

> *  depression. 0verwhe1meJ by phys1ca1 i11ness-and also in a had f1nanc1a1

- sjtuation, Beuys Teaves Dusséldorf for Kranenbourg where he stays\WIth

s ihe VanGrinten brothers on their farm. Physical illness often 18ads to
& ’ = ' . "“ .
spiritual érisis, dnd this is a perﬁgd where Beuys tries to free himself

4

. - 4 Y
from the burden of past events, particularly war experiences. A dr&:ing
'Schlqitten -und

schwartze Vogelerscheinung')?® is_a striking example for such a need for

done at that time titled Siedsand Blackbird Apparition (

1

"

chanée. -

dation of until now unc]arifieh issues, and afdiéposigion for new expg;-
iences takes p]ace From that point begins a sysfematic exploration of
key issues such as thg 'polarity' estab]wshed by the wéstern world betwee
sciences and ;Lt. His pursuing of widely or1ented studies in natural

 sciences lead to a definitive realization of the limited parameters pre-

sented by rational thought. * ' _ N
With a remarkable clarity of mind, Beuys Fegi%is beyond those

restrictions through a dialecticalroeess by which he tiries to unify

oppos1tes in order to widen his field of knowledge At this poiht, he-
3z ,

| . be11eves in material manifestations as substitutes.for ratibna]ity unde-

. finable thoughts. Beuys recognizes the 'paralysing intellectual thought'

2 Ll . . e
as something which needs expansion through artistic production. His aim

: ’ S'Schlitten und ‘.schwalrtze Vogelerscheinung' is a' powerful drawing|

; ‘ reflecting Beuys' state at -this particular time. The large black bird (a

' crow?) stands as a symbol for Beuys' past while the sled, a moving device,
symbolizes 'change' (ein urtumliches Gerat zur Fortbewegung). Adriani,
Konnertz, Thomas, Joseph Beuys (Verlag Du Mont Schauberg Cologne, 1973),

- p. 34. . ) : '

b) . o



-

is.-to relate a~gositiv€st form of thinKMmxto a rather organic form of
thought; not to reject one\;gz?ﬁ§t the other. (5" -

' !"'
o In hxs attempt in un1fy1ng those twovprwnc1ples, Beuys shares

-the romant1c 1deéﬁ of know]edge expressed in the poetry of Schiller and

Goethe which saw an 's position in pature &s part of the inner unity of
all fh1ngs. Beuys ¥Q1ses a_notion of art whose base is a permanent naéﬂ
for creat1vity and unification am&ngst the varled elements of ex1stence

H1s goal is to re1nsert man into his whole and th1s can only be ach1eved

by an inward.looking thinking and_hx\:he development of sp1r1tua1 forces.

a ‘ 4 : .
ﬁn 1961, Beuys- is appointed' professor at the Kunstakademie in .

DﬁsselQPFf-as thé successof of Edward Mataré.

+

.
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SOME TILTLES OF BEUYS'S DRAWINGS QUT Q@,THE o

VAN DER GRINTEN AND KARL'STROHER COLLECTZON :

< - - Y

- .

‘R ’
b
~
v
L]

1 4 ' -,
ZWEI NATURJLTARE/THO NATUR ALTARS X547. ATLANTIS/ATLANTIS 1947 SCHRECKES(/
FRIGHT I939 ~ ASTRAL FICUR/ASTRAL FIGURE I950 MNOND ALTAR/ALTAR TQ THE MOON .
. 1950 HIRSCE IM CEWITTER/ELK -IN THUNIERCLOUD I950 2WEY FRAUEN.ATHERISCHE
' * PICUR WURMELTIER/THO WEMEN ETHERICAL FIGUR GRQUED EOG‘IS50 WEISSER HIRSCH
WHITE. ELX IS50 TOTER ASTRALISCHE FIGUR/IEATE ASTRAL FIGURE IS5I - GEBURT/
"BIRTH IS51 RITZUNG SOLARE KONSTELLATION/FISSURE SOLAR CONSTELLATION I95I ,
EISEN® SCHATELPLATTE/IRON-CRANIUM PLATE IS5I GROSSER GENERATOR/BICG GENERA .
TOH I95I SONNENFLUGEL RRISTALL/SUN WING CRISTAL 'I852 ABWHERENDE FRAU/RE e
TRRATING WOMEN I952 BIENEN KONIGIN/QUEEN BEE IS52 - FETT PLASTIK/FAT PLAS- °
-+ 'PICYE95% WAX PLASTIK/WAX PLASTIC I953 RUNDER STEIN MIT SAUGLIRG UND DREX
* ZEICHEN DER GEBURT/THREE STONES WITH INFANT AND THREE SICNS OF BIRTH 1953
HIRSCH I¥ GESTEIN/ELK EMBEIED IN ROCK 1954 UMWANDLUNG:IES.SCHMETTERLINGS/
| METAMORPHOSIS OF THE BUTTERFLY 1954 - ZWEI MADCEEN WOLKE/TWO.GIRLS CLOUD
1554 IM HAUS DES SCHAMANEN/IN THE SHAMAN'S HOUSE IS54 TOTEN-BETT/EED OF
THE DEAD 1554 FILZPLATTEN/FELT PLATES 1954 SCHNEEHAUBEN AUF PLASTIKEN/
- SNOW PILES ON PLASTIKEN I954 FRAU VC!f MOOR/WOMEN'OF THE SWAMP 1955 KLEI~- -
) NE LEDA/LITTLE LEDA IS55 ' SCENEEMANN, UND HIRSB6HSPURSN/SNOWHAN AND ELK FOOT -
S PRINTS 1555 SCHLITTEN UND SCHWARZE"WOGELERSCHETNUNG/SLED AND BLACK BIRD
APPARITION I955 NORTLICHT/NORTHERN LIGHT 1956 - WEIBLICHEE FIGUR/FEMALE Fle
GURE 1956 .. CLAZIAL/GLACIER IS56 DIE ZUKUNFTICE FRAU DES SOHNES/THE FOTURE .
 WIFE OF .THE SON IS56 SPEERWARFERIN/WOMEN THROWING A SPEAR 1956 ERSTE IDEE
FUR ERIKLAVIER/FIRST IDEA. FOR EARTH PIANO IG56 BLUTENDER HIRSCH. AUF SOHATEL
BLEEDING ELK ON SCULL 1557 = DSCHINGIS KHANS TOCHTER/THE DAUGTHER OF DSCHIN-
. CIS KHAN 1957 WARHEZEIT MASCHINE/MACEINE FOR HEATING TIME 1957 FRAU MIT
i FISCE UND VOGEL/WGMEN WITH FISH AND BIRD 1957 "AKTEURE/ACTORS 1957 WARME
UND KALTE/WARMTH AND COLD 1557 ELCH MIT FRAU UND FAUNESSE/ELCH WITH WOMEN
AND FAUNESS 1957 ENTWURP FUR DENKMAL AUSCHWITZ/PROJECT FOR MONUMENT AUSCH
WITZ 1957 WEIBLICHE'.BEWEGUNG/FEMALE MOUVEMENT IS57 KRRUZUMWANDLUNG/TRANS-
, FORMATION OF THE CROSS I$58 XLANGBILD PARTITUR/SOUND IMAGE PARTITION 1958
. L ANDSCEAFT UND ELECTRISCHE ENTLATUNG/LANDSCAPE L%JV ELECTRICAL DISCHARCE I95%
FRAU UND SPIEGELUNG/WOMEN AND REFLECTION ¥959 ~ZELTE IM HIMALAYA/TENTS IN THE
HIMALAYA 1959 MAGISCHE EANDLUNG/MAGICAL ACTION IS59 ‘SENTER BRONZE UND.GLAS
TRANSMITTER BRONZE AND GLASS 1959 DIAWA/DIANA IS60 HIRSCHFUSS KREUZ/STAG -
FOOT .CROSS 1960 KOPF MIT EMANATIONEN/HEAD WITH EMANATIONS I960 DIE HORNER
X THE HORNS IG60 KREUZ MIT KNIESCHEIBE UND HASENSCHEDEL/CROSS WITH KNEECAP
‘- AND HARESCULL I96I ERIHAUFEN/DIRTPILE 19562 STAB DES HIRSCHFUHRERS/STAFF  °

[
5

NOTATION -FUR SIBIRISCHE SYMFONIE/NOTATION FOR THE SIBERIAN SYMPHONY IS62, -
SIBIRISCHEN TANZ/SIBERIAN LANCE 1962 WARME STRAHLUNG EURASIA/HEAT RALIATION .
. EURASIA IS43 VON TOD zZU TOD UND ANDERE KLEINE GESCHICHTEN VON RICHARD SCHAUZ

RIES BY RICHARD SCHAUKAL WITH T+O DRAWINGS BY J.BEUYS IG65 °

> S : 8 Syt

.,
A e s RS bt s ¢ s o

OF THE HIRSCHFUHRER 1962 AKTIOM PLASTIK FLUXUS/ACTION PLASTIC FLUXUS IS62 ¢ __

KAL- WIT ZYEI HANTLUNGEN VON J.BEUYS/FROM DEATH TO LEATH AND OTAER SHORT STO- .
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BEUYS' EARLY .DRAWINGS; ENER Y, 'BENEGUNGSPRINZIP'
T ANB THE UNZON OF OPPOSITES

a

c1p1e of evo1ut1on and in order to understand that pr1nc1p1e, one has to
1ook back at the early draw1ngs and ObJeCtS which already conta1ned all

the potent1a1 material for the performances and 1ater works. "The need

for a product has often its origins in thought, feeling, 1magination ar

expérience The giving of form is also a sort of extension oﬁ a language
vndag
and it is that need for an extension that Adies my pr1marj33mpulse for -

1

drawing “* Beuys ca11s h1s draw1ngs composites “of thoughts which through

e Beuys has’ sa1d h1mse1f that his ent1re oeuvte is based on a pr1n-

w27

the1r d1a1ogue are meaht to qatalyse a new growth of consc1ousness Import- ¢

ant is always thejy,mov1ng, changing, breathing characters Their essence

lies in immaterial forces, invisihle ‘energy, movement and flow transcend-

ing from material substances. °That boundary betwéen enérgy and substance,

unfolded in two' directions, reunites itself in an expression of totality.

-

The forces are represented as radiations, str%ams or waves, vehicles of

polarities “like heat and cold, male’and female, birth and death. . . ..

\ Their-?brm is a ‘figure, a contour or a sign, a sort of handwriting in the

2. . - . ,

-«

lJos*Rh Beuys, Bleistiftieichnung;;,aus den Jahjen, 19&6—1964
Hans Van ddr Grinten, interview, Verlag Ullstein 1973, p./17.-
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A

sense of rhythm or movement rather than sty]e. Where the physical éesture

. . ' " ° .
comes to an end, spiritual forces extend themselwes into an ethereal struc-

ar

ture. | ’ . ‘
- S If we relate Beuys' drawings to the physical environment in which
From

-

. he grew up, we will find that space.has had a significant rp]evance,
the flat, gréy and nebulous landscape of the Niederrhein, the area of his
routh’(Car] Fevers calls it 'heroic depressive'): to the northern tundre,
the Jura‘modntains'and the Russian steppe, surroundings of the war times,
spaces of experiences and memorieslas well, there lies already the image

- of the sheplperd, hunter, shaman and magician and it %s hof:without connec-

tion that Beuys evokes figures 1ike Dschingis Khan, Ignatus of Loyola (ip
The

Manresa), the east and the west 1ike #n the Eurasian performances ;

1

themes for his drawingsfire-impregnated with pre-chr1st1gn Germanic and

Cel ytho]ogy and there lies the re]at1onsh1p to his history. This is

partially influenced by his ancestral culture of ?1anders, Burgondy and

Niederlanden, but ever more by his extensive interest in northern history

and mythb]ogy Also, the conn%FtIOn with t1me the past and the present,

which Beuys tries to reunite 1nto someth1ng aktue]T' 'I am Tooking be-

h1nd me, I am also going into the past, and try to widen that which is

already ex1stent -and in that attempt tb break forward, the mythica]

contents become ‘aktuell'.? It is poss1b1y in that sense: that those arch-

‘ etypal representations can be of value for us, in the sense of 'Wandlung',

¢ transformat1on or change and in the m1dd1e of that process, our conscious-

ness 1tse1f has to be in a state of evolution. )

v

2Yans Van der Grinten, Josegﬁ Beuys, Interview, Catalog of .
.Exhibition (Modernm Museum, Stockholm: 1971), unpaginated.: .

-
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] Beuys' ‘work is organ1c, sensitive, and:ihte11ectua1, and in its

profound ref]ex1on on the human existence lies h1s relationship to man -
Man himself is often a centra] figure inithe draw1ngs. Symbo]1ca11y, he
is represented as Hunter or shaman, 'H1rschfuhrer‘ (herder of the e]k),

composer or actor, performing from magical to the physical actions. He’

The woman is the mother, the playmate, the protectress; she shelters the
dead as in the 'pietas'-and herds the grave. She is the carSLikér but

also the martyr and sufferer. In such an exaﬁp]e of destinies, the drawings
- _'~ s " 5} .
are a constant rehearsal of life from before birth to after death. Before \

birth; fed through radiation until the monﬁing, then wandering through

1ife meeting 'deatb' which is a passage to resurrebtion, act of suffer-

A

are a lamp, sho@e] and arrow, his VeHicJes - wagon or sled.® Beuys' 1aﬁd-
scapes are coasté; mountains, sea and Qhére, until he reaches flowing lava,
rocks and ice from -the Jura mounta1ns, cha1kstone gran1te, geysers "and
spr1ngs, the cold water of the wells and the heat -of volcanoes. .Plants

are represented in a state of transformation going through a tonstant

cycle, from germination to death to, regeneration.

Not less important than the fexistence of the human being appears:
s = ’ - \
'~ the animal being. Legendarily presented in‘the drawings, woodcuts and

reliefs of the eayly years, the animal figures defy'life and appear as

éternal]y present. This is realized to a point of identification when Beuys

L S ' /

\ 3 i ' L .
Underlying those images is a recollection of impressions related

to the time Beuys had spent living with e nomggdes. Geographically, this

can be relocated in surroundings such as\ the southern- Russiaﬂ stepie (Kuban)

and the Crimea. An even more explicit image is drayn in altext written

ance and liberation. Man's lodging. is often a camp, tent, ér hut, his tools

w“ ' i,
IR UL £ AR e Sl A A Seiih 2 an AT el
f

is the victim on the cros$, the decapitated king; the skeleton in the graveﬁ‘**“\\

b b e
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by Per Kirkeby in 1966 titled '. . . and this“is afready the end of Beuys'.
See Andriani, Konnertz, Thomas, J. Beuys, p. 84
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appears himself as the 'Hirschfiihrer' or hunter. Many are the figurations
of sheep and elk, lof the stork wh1ch brings happiness or misfortune, of
the wo]fe as a reincarnation of the soul, of the swan as a wanderer.
Horns,'boneS'and‘skulis pecpme tptems all the way into Beuys"own signa~
ture where the letters are often melted into a goat skull. Objects a}e
batteries;_condensors, e1ectuégal devices; aggregates for reception and
transmission. The itrongest re1at1on to cosmical forces resides in the
figuration of natura1 e1ements Storms, winds, exp]os1ons and lightning

are represented in pulsating brushstrokes; fire and water (claésica1 -

alchemical models) rhythmically attract and reject each other. The sky

-.and constellations ape drawn “with moon and sun as 1ight transmitters, day
S

and night exist s1mu1taneously 1ike 11fe and death. Thdse po]arities o

-

reach all the way into the wor]d of deities where Mars and Venus for examp]e Ry
appear as androgenous f1qures Within 'such a v1brat1nq mass of eneray, "
. the plastic image is reduced to a physical/technical apparatus open to .

reception, (Empfang), storage and radiation from the ;ranscendenta1 forces -

1nto the physical. . -

~ S
~ Beuys doeswnot draw static forms, nor f1xed figurations but

ety ot

. instead transforms his figures into energy strokes. At first appraoch
,
the dra;iygs Took like scrigbles,.chaotic as if there was no possible way

of unde tanding them. On looking at them more closely, one discovers

that the same chaos conveys an extremely complex content. Representa- {
tional aspects of reality are of no interest here, instead we witness the
nervous impulses of 1ife, the contact poiﬁts (Beuys calls them waves

(Strohme) between human, animal and mineral existences embedded in a natural b

unity.- The often serious and sad atmosphere brings his figures closer to C

-




/
death. Paln, wound and blood, f1nd a direct trans]ation in the physical-

ity {of the medium-1ike the red of 1ron deposit and earth colors.” Colors

are always issued out of organic substances (hare b1ood) or taken out of ‘
mihe als or p1ants In their corpora11ty, the draw1ngs very often escape -
the surface, complete themselves beyond the boundary reattached on a sur-
face lof a different origin and complete them§e1ves in a whole. Beuys' '
drawipgs.in all their complexity are of little extravagance. Restricted

to esgential elements and gestures, imaées ére crgated with economical
means, beaut1fu1 on the1r own. Never does 'beautifyingf become a central
issue. | The hand 1mprov1ses, synthes1zes, compensates His'sty1e is
nuancedibetween subtility and rawness, the nature of the drawings being
often d term}ﬂéd by the surface they are on. The stroke is spontaneous
and free} the Tines are pulsating with 1ife; they are a summary of his

existentilal experience.

,,/———‘4"‘
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* ChaPTER 3 - )

BEUYS AND THE INFLUENCE OF RUDOLF STEINER .
7 ,

"My 11fe course and work cource run together but not as au 0-

biggraphy The pro]onged experience of the prox1m1ty of ‘death, initja-

-

'tidn‘through resurrection. . .if only man could see himself from out-

side."!’ 8
One might say that man experiences "the world on one hand with

a body, and on the other with a sou] or mind. Rudo]f Steiner said that

the image of man should be first of all that of a spiritual being. From

this congept originates the word ‘ANTROPOSQPHY' (introduced by Steiner in

. the eérly 1900), 'antrop&&knmaning man, 'sophia' standing for spiritual

wisdom. Antroposophical thinking is not based on the usual duality of -
body and mind but on a much more ancient diVision of the human being into

g trinity of body, soul and spirit, which Steiner has recreated as a

v

basis for understanding ‘man.

. (4}
Steiner says that man is unique-in that he has self-conscious-

ness and an associjative memory through which he absorbs experiences and
¢an build on them. Thaﬁ he’ can only come to a true understanding of .him-
. N v ' N . >

_ self when he will ggasp the significance of thinking within his being.

'From a telephomne conversation ‘The Secret Block for a Secret
Person in Ireland, Catalog of Exhibition, I.C.A. London, 1973, unpagin-

ated.

-‘ ]7' '
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Steiner's study of man shows that he befongs to three worlds.

From the world of physical corporality are taken the materials and forces

_ which build up his body. He has knowledge of this world through the per-

ception of his outer phyéicpl senses (the soﬁlnbeing the connecting link
betweeﬁ body énd spirit). The spirit is the central point of man. It*
attains to. the understanding of the’physica] world. Steiner's classifica-
tion into member bodies comes from that meta—phyéi;al concépf%on of the
human being seen as a microcosm evolving out of a ﬁacrocosm and finally
returning %o that gregt whole from which he took his birth. Steiner and
Goethe share that phi]osoﬁhy‘pf the~a11-embracin§ unit;.being nature.?

"The human nature knoWs jtself one with the universe and does’

~

not experience the objective externé] wor]d‘aé something alien that comes

toA

toward the inner world from without." (Goi::j);«‘ ’
4 [
. The several aspecfs of man's nature stand in the most varied

relations to the whole universe. Their evolution is connected with the
evolution of the world, the earth itself having evolved out of a cosmic

entity.® This is to say that our planet has Qone through past evolution-

2Goethe sees all nature- as being one and eternal. Mineral, ani-

mal and human forms are simply a manifestation of the jdea of 'oneness'.

The philosopher who tried to present that idea as a.unlvergsal state of being
is Hegel. ‘'Hegel said that nothing can be thought that is not a living
reality; his concept is the dialectical unity of a form and a content

which are inseparable, but not therefore, one. They are one only in their
«polarity.' Hegel, the Man and His Work, Gustave Mueller (Paegant Press:

New York, 1968), p. 418. ‘

Steiner, by investigating Goethe and Hegel's world view (Weltan-
schauung) has gained some insight for the foundation of his own philosophy.
In his first publication on Goethe's conception of the world (Weimar 1897),
Steiner writes that an underlying structure for spiritual science can be -
definitively found in Goethe's reflections on nature and his view of the
world. R. Steiner, Goethe's Conception of the World (R. Steiner Nachlass-
verwaltung: Dornach, 1963), p. 213.

’

3There is a theory which arrives at the result that all substance
of the earth has evolved from 4 primeval nebula. See R. Steiner, Occult
Sciences (R. Steiner Press: Londom, 1969), p. 104. There is no occasion for
us to enter here in discussion of such ideas, since spiritual research con-
siders not merely the material processes of earth evolution, but all the
spiritual causes which likened all matter and substances.
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ing of man's presentgnatUFE:/Steiner traces back his evolution to the pri-
) Sen

meval‘pasff//io the oldest planetary embodjement which in Spiritual science
. €

“js called 'the saturn state of evolution'.

"Saturn bares the condition of warmth a]one‘and is in a state
comparable to that of fire. The qext state of evolution is the 'sun state'.
This state is bearing the condition of light and radiation in a surround-
ing COMbarab]é to thét of air. . 'The next embodiement, ‘the moon state of
évo1ution', is comparable to the state of l1iquid (water) and finally, the -
great evolutionary period, the 'earth state' or state of matter, which ™
appears'ét first as a world éniity which is alT sdul and spirit and which ‘ K

’

contains all that is destined to subsequently metamorphose itself into the

creatures of the physical earth, i.e. into beings."* ) ”. E
If one Tooks at the content of Beuys' drawings,mahe can deduce &

a]éeady in the titles a clear inf]uence of Steiner's view of the world.® é

~ Beuys, just Tike Steiner, looks at the evolution as a constant formation ! ;
and transformatibn of organic bodies. That'{n fact, all nature,animatg f

; b .
and inanimate, is in constant flbx or change. The essence of form itself

- t

as a dynamic process becomes complexity of existence of any actual ?f- #gf”

¢ ¢

being. \ I~ . " :

"Just as the form of the plant is not only the shape we see

before us, but the whole cycle from.its seeding to its fading. And it is

iRudolf Steiner, Theosophy (R..Steiner Press: London), 1970,
p. 42.

5Beuys had been inf:}duced to the writings of Steiner im 1941 -
by his ftiend Fritz Rolf Rothenburg, a devoted partisan of the 'George- t
Kreises'. But it is only after the war that he gained a strong insight
into Stefiner's works, which content became a predapinant influence for

- the drawings and objects of the fifties. ' . "

~a
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. . . \
“only by grasping the pattern in this movement that we can arasp the plah;

as a whole at al1."® ' ‘ : A
Comparabie to the form of the plant is Beuys' representation gf
the 1ife cycle in numerous drawings. Death, birth and rebirth, figure as
central themes man being a]ways in the state. of asp1r1ng to h1gher forms
of life. Draw1ngs 11ke: Pregnant‘g1r1 (schwgngeres Madchen), Birth
(Gebuct), Dead Man and Astra],FiguEe (Toter, Astralische Figur), are

striking examples.- Just as through birth, man enters the natural world

that surrounds him,fso does he also enter the world of spiritual beings

which is the foundation of his ﬁext incarnation. Whi]e as a physical being,

man is a member of earth, he is able to free himseif with hiy astral body
of all those bounds which attach him to the outer world. It is remark-
able how frequently Beuys represents the human figure in that state of

duality. Two bodies pften'co-exist in the same drawing, one 9cting as a

- double, a sort of mirror image or refleetion from the inside. A drawing

titled 'Woman with Reflection' (Frau mit Spiegelung), is Spfexqu1e,
Just as dualities figure in the human being, contrasts in the

world are represented in a two-fold manner: material and spirit, warm

‘and cold, the coexistence of active and passive, amorph and crystalline

states. Beuys reminds us that polarity is present in the world as a_con-

stant alternation of obposites Just as 1ife and death, body and soul, head -

and-heart. A1l forms of 1ife, physidhl as well as psychical, manifest a

similar interplay, of tensions. It is the basic pattern of existence.
1 '
With such a formulation, Beuys stands ™ close relationship with the

$Carl Hammer, Goethe After Two Centuries (Kennikat Press:
Washington, New York), 1969, p. 9.
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" The bee hive is able to produce a certain quantity of fat or wax as a

“tive ‘forces just as the melted wax with its potential solidity. This can

\\\\JES:SQ 7Beuys' iconographical analysis of the beehive is linkéd to a
ries of lectures given by Steiner entitled 'Uber die Bienen' (R. ‘Steiner,

- .
; P4 P
S~ ‘ . “ S feen o sy L - B 1

mystical thinking of the German Romantik. Just like the post Novalis, '

Beuys te1ls.us.thét: "all things have to become means of 1ife. That we
N N [l q,
stand in close relationship to all parts of the universe, as well to the

3 e

past than to the future".

This leads us back to Beuys' plast{c theary which is baséd on
a principle of evolution. Beuys onc; more %nf]uenced by Steinér has
expogéd that prin;ip1e in a series of drawings entitled .'Physiology of
the}Bees' (Physiologie der Bienen).? In thoge works, a link is é;ta£11shed

between an organic and inorganic pattern rebresentgd’by warmth and wax.

communal body product which is'then transformed into a fascinationg regu]aér
hexagonal pattern qestined for the storage of honey. The formation proced-
hre, from a éhaotic, /fluid substance to a crystalline/solid e1emé§¥,
(Waxplastic) is compared to the blood stream in the human body which

contributes to the formation of cells. The blood contains those construc~- ~ §

be put into parallel with the cosmic process. The fluidity of the earth !
inside being transformed into a crystalline surface outside. That 'Gestalt-
ungspfozess' is a]so,%bund in a salection of earfy objects: thé.'Queen
Bee' series of 1952, Saf-Saug 1953, and the later fat and wax Plastiken

of the sixties.

9 Vortrage vor den Arbeitern am Goethenum, 3.2., 26.II., 22.12., Dornach-

1923). The representation of the bee and the use of wax is taken directly
out of Steiner's elaboration on a prodess of evolution which exposes the
polarity of life and death as an organic and crystal in principle compar-
able to t?e transformation of fat into wax and honey-cells.

g i b, .
I R ity




—

»
, )J L L P T

- 22 - A

Noticeable also is Beuys' allusion to past cosmological stages.

The meeting of invisible warmth, energy and matter. In drawings like

'Saturn', The machine for heating timeé (Warmezeit Maschine), 'Sonnenmeteo-

rologie', his intention is not to create symbols but to express the powers

-

that exist in the world. The intention is simi1ar when Beuys reunites man

and animal in the same tableau. What he tries to tell us is that just v

o

Tike the animal, man has ‘also donscious needs (air, food and water) and

<
-

- '“m“““"“-lﬁ%m‘&wwth\%"fwa_’-_“.;':-: N 2 e il

_becomes aware that the outer world is necessary to him. Therefore, he is’ f /

a member of all his envivonment and is taking part in the universal pro- i 9
" cess. At the same time, the animal is endowed with spiritua]upowers.aﬁd '
‘insight like the stag %9r example, which appears repetifive]y in the drawings:
as a 'herder of the soul'. In parallel, man is not seen in this world view o
as separate or alienated from his d%vine origins, but as -a being able if
to transform his intellect from an instrument that is earth bound to one

that is heaven bound. This is the point where Beuys enters in con¢11;t with

a materialist world view where, without spiritual perception, man's intellect

accepts the world of matter as the ultimate reality and denies its relation
to'a non-physical-source. ‘ _ ( | ' |

One cou{a pursue jn discyssing how man's relationship to nature R '
has been altered in a more contemporary way of thinking. But oée of the’
prime concerns in this chapter was rather to identify two 91osé1y related

world views; ' two profoundly linked philosophies: The 'Bewegungsprizip’

r oy e T e e

v p

of Beuys Qnd the antroposophical view of Steiner.
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1961 Beuys is appomted Professor of Sculpture at the .

Disseldorf Academy of Art
Beuys adds two chapters to Ulysses at
» James Joyce's reguest:
1962 Beuys: The Earth Piano
1963 FLUXUS Disseldorf Academy of Art
On a warrt July evening on the occasion of a
lecture by Allan Kaprow in the Zwirner Gallery,
Cologne Kolumba churchyard, Beuys exhibits his
warrmfat
Joseph Beuys Fluxus stable exhibitionin -
Haus van der Grinten Kranenburg Lower Rhine
1964 Documenta Ill Sculpture Drawing ~
1964 Beuys recommends that the'Berlin Wall be
heightened by & cm. (better proportions!) ; 1964
Beuys 'VEHICLE ART’; Beuys the Art Pill;
Aachen; Copenhagen Festival; Beuys Felt works
~and Fat Corners. WHY ? ; Friendship with
' Bob Morris and Yvonne Rainer; Beuys: Mouse
Tooth Happening Disseldorf-New York: Beuys
‘Berlin ‘The Chief’; Beuys : The Sijence of
Marcel Duchamp is overvalued. 1964 Beuys
Brown Rooms ; Beuy$ Stag Hunt (behind) ; 1 965
and inus... beneath us ...%and beneath,
Parnass Gallery Wuppertal Western Man
Project;'Schmela Gallery Disseldorf: ... any
; old rope.... Schmela Gallery Dusseldorf ‘How
to Explain Pictures to a Dead Hare' : 1966 and
here already is the end of Beuys: Per Kirkeby
275" ; Beuys Eurasia 32nd Set 1963—
René Biock, Berlin—... with brown cross’,
'\Copenhagen : Traekvogn Eurasia : Affirmation :

- the greatest contemporary composer is the-
thalidomide child ; Division of the Cross;
_Homogen for grand piano (Felt) ; Homogen

_ for Cello (Felt) : Manresa with Bjorn, Norgard re
Schmela Gallery, Disseldorf; Beuys The Moving
Insulator; Beuys The difference between Image .
Head and Mover Head ; Drawings, St Stephan.
Gallery Vienna ; 1967 Darmstadt Jaoseph Beuys
and Henning Christiansen : "Hauptstrom’

Darmstadt Fat Room, Franz Dahlemn Gallery,
Aha-Strasse ; Vienna Beuys and Christiansen :
‘Eurasienstab’ 82 minute fluxorum organum ;
Diisseldorf June 21st. Beuys founds the DSP

- German Student Party : 1967 Mdnchengladbach
(Johannes Cladders) Parallel Process |; '

Karl Stroher; THE EARTH TELEPHONE;

- Antwerp Wide White Space Gallery : Image
Head—Mover Head (Eurasienstab) ; Parallel-

Process 2;: THE GREAT GENERATOR
- 1968 Eindhoven Stedelijk van Abbé Museum
- Jan Leering. Parallel Process 3; Kassel

1973

Documenta IV Parallel Process 4. Munich Neue T o

Pinakothek : Hamburg ALMENDE (ArtUnion) ;
Nurenberg ROOM 563 x 491 x663 (Fat);

Earjom Stuttgart, Karlsruhe, Braunschweig. -
Wurm-Glacial (Parallel Process 5) ; Frankfurt :
Felt TV Il The Leg of Rochus Kowallek not carried
out 1n fat (JOM) ! Disseldorf Felt TV Il Parallel

Process Intermedia Gallery Cologne :
N I.Q * ' 'F,-« ~ ” \‘_

Y —— am g

Joseph Beuys bormin Brixton .

VACUUM—MASS (Fat) Parallel Process
Gulo borealis . .. for Bazon Brock ;

Johannes Stuttgen FLUXUS ZONE WEST

Parallel Process—Disseldorf, Academy of Art,
Eiskellerstrasse 1: LIVER FORBIDDEN: -
intermedia Gallery, Cologne: Drawings
1947--1956; Christmas 1968 Crossing over of
the IMAGE HEAD track with the track of the

MOVER HEAD in All (Space) Parallel Process— '

: 19&9 ‘Disseldorf Schmela Gallery FOND i ;

12.2.69 Appearance of MOVER H EAD over the
Diisseldorf Academy of Art; Beuys takes th

- blame for the snowfall from 15th-20th February;

Berlin—René Block Gallery : Joseph Beuys and
Henning Christiansen Concert: | attempt to'tat .
(make) you free—Grand piano jom (zone jom). .
Berlin : National Gallery ; Berlin: Academy of Ar:::
Sauerkraut Score—Eat the Score |- -
Ménchengltadbach : Transformation Concért wnh
Henning Christiansen ; DUsseldorf Kunsthalle ,?
Exhibition (Karl Stroher) : Lucerne Fat Room \

(Clock) ; Basel Kunstmuseum Drawings. \ '
Disseldorf PROSPECT : ELASTlC FOOT - %

PLASTIC FQOT -

L1

X
sy ' -




e,
R

%

EAE .

A3

3
]
!

et separeko
\

-,
et e R

¥

. .




Ty A - -
T P
v T
. 4—(4«{!&‘;:&--
B L
33w “‘rr‘l'"dﬂ—"“‘; P

e

a,.»; 49&
‘v:w v*‘*m

2. 10 ubecr, ar hang t
ortre st asth, 2yt Flur sl intoanother s,

3. Med Lo vae g diwharge | frnm 3y I DURRNW.L

fux \dikey, OF., Ir L. ﬂu.nu. {r. ﬂwrr ﬂu.rum
How. wr PLUENT; C1. PLES, Mo G catde | i
& A fomax ur ﬂunl dischataé from the Faawels n rer
o

an etiewale ol muthad
ithe  blaady flur, o
s entery D The matter thus

-chareed
ek e (bhe_word of ku ) ,m,,,;“‘d
15 llechool s« chonal- ¥ commercaliz
27 "f:/furz Kfrljggé the world of a'ea¢
g@éart " iidation ; arh fictal arty abstr
~iflosienistic. art mathematical _arta —— .

" IPURGE THE woet> oF ¥ ERIC F(A/lm

o ing A .f:"i"r'ig'-','.';; Sream. B
o “)n“ﬂn:"llmﬁ ):;(E:‘:lﬂl:’z( chanies.
3. At m: cnmans How U I
O A LM |
Mg - oLuT’laNA)ZY Fz_ao
AP fKOHDTE A v, REV )
MW(M%ND ‘nDE. N ART, T »,,. Ty L'L.,_ .-F*”
-Pranofe=- livng art, nnf/-ari' Pronvoc‘
- NOW- "ART‘ ZEALITY _+o be o
ped_dy  ali_prophs,’ ndfo»l7
CNHCS d‘[ffh"fe! Bn{{ Froffﬂlﬂﬂﬂ/f

JAfertan state, b st

7. Chem. ¢ Metnl. a Any <utmlance or mizlure ue

promote fuaan, o<p. the fuson_of metals or minerals.
Common metsHurmical Huges are silica and wlicates tacihed,
lime am} lone tone thasic), amd fluotite (neutral). b Any
substance spphed 16 urfaces to be joined Ly soldering ne
‘eldmz st pnnr 1o or Jurire the operatton, todean andl
Lo them from acnle, thuys pramating their union, s 1ean

Fgﬁ\ FUSE;‘H" ‘wadres of cultoral,
& Sacml % " political revoluf/onarw:

fg\ um{-ed franf’ £ octron,

h?' v« \v’ e

«-..-,—-l;.u.,v;m .”.3 Py

i 8

-
o ot
ot T
- A




\

! After 1960, a second renewal movement appears in Germdny after

’ - the Group Zero. It is FLUXUS.
. ‘ ' Name quoted by American George Matiunas, initiatéd by Wolf

o Vos%§]1, FLUXUS groups together in several manifestations vario

. . poets and perfo penings. ﬁ;/tilshaped, super active’QFLUXUS

has been a real bridge betwéen Germany/and New York. .
\ . °
AN .
-Attached to this movement-are naes 1ike: ,
GEORGE MACIUNAS ' . NAM JUNE PAIK  EMMET WILLIAMS ~  BENJAMEN,PATTERSON
/. TAKENHISA KOSUKI  DICK HIGGINS  ROBERT WATTS  GEROGE BRECHT. g |
. | !

N g , !
. JED CURTIS DIETER HULSMANNS JACKSON MACLOW  THOMAS SCHMIQT

-

* WOLF VOSTELY, JEAN-PIERRE WILHELM FRANK TROWBRIDGE TERRX/RILEY o
RAOUL HAUSMANN  ROBERT FILLIOU  ALISON KNOWLES  DANIEL SPOERRI'
BRUNO MADERNA  ALFRED HANSEN LA MONTE YOUNG ° HENRY FLYNT -

LY .

>
T G g
4

; :
2 . RICHARD MAXFIELD  JOHN CAGE *  YOKO ONO  JOSEPH BYRD  JOSEPH BEUYS
0 % . . - . Y \ p “ ;I
E  SIMONE MORRIS GRIFTH ROSE STKN&EY BROWN  ARTHUR KOPCKE
; . .
% BEN VAUTIER BAZON BROCK ERIC ANDERSEN LUCIA DLUGOSZEWSKI
4 . ' .
f‘ LUDWIG GOSEWITZ HENNING CRISTIANSEN CHARLOTTE MOORMAN l
™. BJORG NORGAARD  ECKART RAHN  DIETER ROT. . ; :
t . K f N H
§ . : ° - ' - ¢
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HAPTER 4

p 2P
ASSOCIATION WITH FLUXUS AND EARLY PERFORMANCES

Just as the years from 1946 to 1952 were dec1s1ve in Be;ys
jP”k course as an art1st\wjb were the years from 1962 to 1964, a deter-
took def1n3t1ve1y form with Beuys' assocwataon'w11h the members of
the F1u£Qs group.! Fluxus is not really a movement in the sense of pre-
vious 'ISMS' buf rather a position‘for a world view, a foqys for activ-
ity. The Fluxus artist rejeéts»art as an object or as a vehic}e for
the—artists' ego. He tends to ananymity and characterizes himself by
an intuitive essénce in his work and in his Tiving. H1sau1t1mate goa1
'is afttultural change, a goal both spiritual and socjal in nature. "We
deal with human concerns, we refuse 1imitations,nbut choose to explore
the full range of forms and attitudes."2 ' | .

In its earliest stages, Fluxus was a cooperative effort which

aimed through provocative actions ghd publications to activate spiritual

jBeuys had met Nam June Paik in Dusseldorf and together with the

. American artist, George Maciunas, who already had ideas for an, eventual

fluxus festival, worked on the organization and structuring of a touring
programm,which finally took place in Wiesbaden in 1962. This was Beuys'
first contact with the Fluxus group

K]

1

2gen Friedman, "Fluxus and Concert Art", Art and Artist, Vol. 7,
' No. 7, October 1972, p. 52.

28 -

- B T R B PRI s
: » e A A s g SN
. o o AR R

o Tt N B
o M 2 o s S 5

e s
T Y

N ALY $iten \ el
e TR e P A T

A ¥
B

BERF s L

e

e e

g

PR
s



: ) @f///\.
development and consciousness as a basis for evolutionary changes. There
/ [ f

is not such| a thing as an immediate fluxus ideology. The ideological.

aépects areg as multiple as the participants themselves, the name

g 'Fluxus' itself méaning change and transmutation. (This word was brought

up by Maciunas and stems from a latin definition: flowing or transient).

The Fluxus forms of expression offer a rather multi-discip]iQ
nary character; -they alternate from acoustic to choreographic, from
\ .
’ poetic to musical activities. \IE? idea is 'openness' for unspeculated .//

forms of creativity. Their means are ofiten simple but convey extremely -

human contents; world contents. A, certaih parallel can be established

between Fluxus and the Happen1ngs of the s%xt1es. Both have in common

. o

¢ that act1on character and var1ety of d1sc1p1 nes. Where they divert is
in the1r participatory aspect; happen1ngs-be§ng.or1ented toward a more ‘ !
direct .involvement with the public, where the,boundéries between actor N -

n

p ' " and sbectator are abolished. Fluxus has more of a demonstration charac

"_ter. The participation of the public is in its'understandihg of the

action. :

. Beuys saw Yo Fluxus an_opportunity to step into.public with

" L
_ very personal ideas. As his art contained already all the conceptual '

"mageriaI for the development of man, this was an occasion to expose his -

. J’

ideas under a new form; that of Action. His position towafd aésthetic

as being an irrelevant isSsue in art was already a common point with the .

s

Fluxus perspective which tended to demonstrate against_ the art object as

’

' a salable product without determinate function. 'The only valid function ]

. .
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impermanent objects how professional art is limited and superficial."?

Fluxus seeks thus to create a concrete art not only readily available at’

" Tow cost and with easy reproductibility in the case of publications but

[°3

an art which might also stimulate new forms of creativity.

Out of this material, Beuys extends his'concept of movement,
into an energy drive working against a static social nomenclature. The
organization of Fluxus Festivals,-the concentration on actions and demon-
strat1ons was suitable for a fu]] exploration of different modes of expres-

sion, of a'range of 1nformat1ve poss1b111ties, of new ways of evolv1ng

i
T st S i Lo B
“‘mwﬁ\i_‘;“.jt s
N

within wider artistic and 1iving parameters. Beuys defines himself three
VL R tendeniigs within the Fluxus col]ectivity: First, there we(é‘those‘mem-
bers whose concern was a.rather spiritually bound relationship to a speci-
P fic‘form»of expression. Then, there was a more dada-bound inclination.
The anti-art, pro ready made attitude mainly represented by .Nam June Paik

~ and George Brecht. (Fluxus and neo-dadaism have been overlap1ng terms).

é ' | ‘\ *And third, there was also a political dimension with heavily bound soc1a1

gt objectives which ideologies could be compared with the LEF revq]utionary

4 group from 1929 in the Soviet Union;* Beuys' affinity was more tied to

‘ the,objecfive presented in fhg first category He>gdés all the way into
claiming that fhié was‘his own motiVation, a copcern pu;sued by himself

A ‘ fiwwith a low number of suppofters. |

.‘ A

Jandriani, Konnertz, Thomas, Joseph Beuys (Verlag M. Dg/M6§;
+ Schauberg: Cologne, 1973), p. 51.

“The fluxus events are social in concern, not aesthetic. So were
A'.r the concerns of the LEF Group whose main objective was to gradually elim-
inate the so-called fine arts (theater, poetry, painting, sculpture, etc.):
and enhance motivation which would focus material and human capabilities
-on rather social/constructive objectives. Adriani, Konnertz, Thomas,
Joseph Beuys, Verlag M. Du Mont Schauberg: Cologne, 1973), p. 53.

5
= R P S UV .- R




[

Beuys has never been entirely in accord with the fluxus- lack

k]

of ideology. He stands against a form of - provocation as self-motive,

TE FEEE e

wrpg o

Hausmann,getc.). He mentions: "As. I was interested in a more profound

S e o yeme = e

5 e
) % dimension and tried to establish wider connections, I did not qu{te under-
é % stand why such a large number of Fluxus people, even in a momentary coin-
| §' cidence of interest, drew out of the dada vision their main motivation
§ * and translated it into a-'shock event' ".S
i In such a statement, Beuys reproaches Fluxus a lack of defined

w

| - 'has presented us a mirror image of the public condg\:gg/gut has not neces-
P sarily worked at improving it. In spite of the nature d% h%s objections,
}. S Beuys nas granted some validity to the Fluxus phenomena.' He is willing to
} recognize that, by fryingytb translate reality info processes, in negating
! ;Ebe'border1ines between art and life, Fluxus has been the scene of an

B A impdntant action in the development of public conseiou§ness. Striving

t ? . toward enlightment concerning ecological problems, social action, justice,
V//T , education, ultimately, Fluxus artists were 'artists of the environment'

in their attempt,te bring a new visién to the world.

{ E T Just as the way of expressing themselves was to stage events,

R . to present aspects of reality as vehicles for experiénces, Beuys in his

early actions celebrates reality, but his own r%a]ity which stages his
rs . own work as experience And if the reminescences of happenlngs and f1uxus

: e events are partitions, d1agramms, d1sparate objects, the remlnescences of,

\ .
0 ’ . ¢ ’
N ' . L] o N i
{ 1 . N N N . - ' . N .
[T . Y bbb s . O P N
1 B . . « © 4

[ . ) s . \ (AP

without any deep rooted concept. (Fluxus has been largely influenced by ~

the dadaists from the days of .the cabaret Voltaire with Tristan Tzara, Raoul

k §'~*—~f~f““—3L“- theory, a shortness of so]1d grounded obJect1ves. He te]]é’ s that fluxus
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" Beuys' performances are relics, objects of rituals, autobiographical frag-

ments. Partaking in Beuyé' actions does not necessarily mean comp:SBspding

- the factors,which constitute our present envirquﬁhta] reality but rather 3

to free ourse]ve§ from that external Fea]ity in order to develop our own

inner existence. A piece about Beuys has-to become-a piece about.ourselves.

>~ The extension of freedom in Beuys‘is that understanding which

makes of man an independent bgjng, independent of all pressures of socijety.

and civilization. "For me, man is a natural being at the first level then

* he is a social being, and beyond all that he is a free being. (This does_

not in my opinion get enough consideration)."®

Beuys' artistic activity starts with the liberation of fan. Models

of freedom will be positive only if man, as a first stép, wants to reach ’

beyond his evolution as a collective being (socially preconditioned) and .

assume his role as a free individual. It.is at that particular moment

that Beuys' art defines i¥self as a dfvision of forces extending’ beyond
'the physical, and releases information about man himself. Béhys-formu]ates . !

that idea in the following manner: "Art always speaks of the free, indiv-

idual, creative man. Every man is aftér all an artist; how could we define o

him otherwise."’” Aprt identified with the creative freedom that lies in

the mind of each individual, this leads directly to what Beuys has called Cos

his 'plastic theqry[.'

Such a definition presents the artist not only as

‘an object producer, but as a being capable of releasing creative energy.

oy S
These forces, liberated in a creative -manner are structured through thought - —= " |
N : :
®Hanno Reuter, Studio Interview,®Catalog of Exhibition; Kunst- S !
museum, Base%, 1969, p. 38. ﬁ
| i
Jurgen Morschell, Deutsche Kunst der sechziger Jahre (Atkionen,’ ' %
Verlag Bruckmann' Munich, 1972), p. 253. '%.
)
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btocesses. This passage from chaos to structure is ca]ied by Beyys

'a plastic movement' (eine plastische Bewegung); the development of human

consciousness being a plastic process in itself.
When Beuys participated for the first time in the Dusseldorf

.Fluxus concert with the two piano pieces titled: "Gomposition for the

two Musicians" and "The Siberian Symphony", people from the Fluxus group

understood right away that the content of hiijwork was far removed from

'a neo-dadaist provocative concept. The Siberian’ Symphony started with an

" improvization on piano followed by a‘shoxt composition by Satie. Then ‘

Beuys arranged small piles of clay on the kéyboard in whicb he stuck small

twig;\ A dead hare was pung from a piece of slate. An e]ectrica] wire

connected the hare to the piano. Beﬁys took the heart out of the animals

!
body; of course, the hare was dead. This was the composition for "Siber-
‘ian Symphony“; partially accompanied with sound partially with text writ-

ten on the blackboard. This was Beuys' first Fluxus action.

. When Beuys appears for the first time in public with the dead
hare, the connection he tries to draw is one of transformation, é passage
from 1ife to death, birth being the first 51ast1c_incarﬁation. That con-
cept of 'plastic' as a soﬁrcé of creative form extends itself in precise
forces like imagination, thpught; visual\formulétion, and speech. Even
if in time, means and materials in his work have gone through changes,
nothing is lost of his original concepts whose deépest roots are in 'beinq'
(entsthen) and 'becoming' (Werden), in recogniton (Erkennen)., aWarenés;

(Bewustsein) and trans formation (Verdndern); brief, the whole existence

presented as a moving principle. The raw materials used in the perfbrmances

H
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¢ such as fat, felt, earth, and wax, act as transitional symbols; they are

>

the vehicle of such a moving principle.

”—\\\\\§ ‘ In Octéber 1963,gBeuyS has in the home of the Van Grinten brothers . g .
‘ hi‘ first 'Joseph Beuys-fluxus-exhibition'. Objects are shown among which - f
are "Two Hares;and Easter Egg", "Der Unsiegbare", "Fat Corner with Filter", .
“Morpheé“; multiple boxes, cassetes Qnd shrines, among which are an instal-
lation, — primiéive érrangemént of a dead fish under a dim 1ight (nature
morte in the full sense of the term); brief, an exhibition which rapidly (tj‘:
gained the reputation of being alarming, shocking in the eyes of a public
in search of aesthetic values. A new artistic era had taken place; the
fascinating era of a controversial reality, catalyst of new values, of a
total reversal of theught, the age of FLUXUS in Beuys' terms. ‘'Art creates
images, Fluxus shows the world as image.' (Kunst Schafft Bilder, Fluxus .
zeigt die welt als bild).® . , :
Beuys' first public confrontation at a larger scale takes place !
iﬁ 1964 wfth his participation.at the Festiva} der Neuen Kunst in Aachen ;
and the third Documenta exhibition in Kassel where he is represented with \
a series of drawings and objects from the years between 1951 and 1956.
Parallel to that retrospective there is a state of uproar and agitation .
when the performance 'Kukei Akope-Nein' is demonstrated in the Teknische
Hochschule Aachen.
While éazon Brock reads, standing on his head an excerpt out
qi Hegel titled: 'Philosophy is the World Standing on its Head', Beuys )
pursues’;n amorphous piand\concert by filling the already ruined instrument

BAdriiimi Konnertz, Thomas, Joseph Beuys (Verlag M. Du Mont:
Schauberg, Cologne, 1973, p. 63)
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with geometrical objects, candy, leaves, spices, postcards and washing powder.

The idea was to demonstrate a sort of chaos, preliminary situation to a more
sustained event. Fat cubes were heated up and poured into a grease’layered
box. A performance with copper tubes and felt also took place until the
whole scene reached a point of absurdity which broke the tolerance of the -
public. Aggréssive spectators invaded the stage, screamed agd yelled against
the performers; Beuys is hit in the face and despite all that commotion,
discussions are pursued until 1aféinto the night. A theate( of the absurd
ée1ebrates its triumph! (Beuys develops out of the experieﬁce he gained

with his participation in fluxus performances his own stream of thought.

The unfolding of his actions is pulled toward his own ‘self and every original. .

tendency of Fluxus in the sense of 'anonymity' or 'anti-individualism' is
abandoned by him), ' : x

{  ¥n November of the séme year, Beuys performs 'The Silence of Marcel
Ducha&p is Overrated'. The title of this action hints at a very ambivalent
meaning. It is evident that Beuys shows soﬁe disapgrovq}, but is it Duchamp

himself who is singled qut Yor comment? Alstair McIntosh, in an article

—written on Beuys in ré]ation to Duchamp, points out that if one puts the

emphasis on: "“The Silence", one of the most important aspects of Beuys
becomes clear. "The works of Duchamp are very precise in their ambiguity.
They ane above all self contained; they make their point“and then, phere

is silence. And once Duchamp had said all he had to say, he stopped talking*
all together. Contrary to most interpretation; it is obvious that what
Duchamp himself has Eaid,.that he considered art separate %rom life not be-
cause hé wanted it to be but because it was inevitable. He realized that -

X

most attempts to merge art and 1ife merely shift the boundaries deeper into
et
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. longer a bod11y strugg1e for it is more abstract and impersonal. “Duchamp’s

will power). ,
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life."? If one realizes that Duchamp delibérately avoided that issue;

v
-
.
-
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that the consequences did not interest him, then the position of Beuy§ .

becomes clearer. His reservation is mainly against Duchamp's anti-art

-

position. .In his own opinion,'grt and qﬁti-qrt belong to each other (the
word art possessing a]ready.gkat other dimension), and in an attempt to
communicate beyong;the)bhysical, our thinking has to encompass both possi-

bilities.

- ”%;::4_ o s -

Duchéﬁp; contrary to Behys did not expose the world as a commun-
ity working sp;ée but as an overcrowded and anonymous place in which the
aristocratic values of his own solitude should be expressed. The bourgeois
ideal of competition and struggie are still valid to him, only now trans-
fered from the open field of society to the more restricted and mental

field conta1ned around a tab]e the game of chess. The battle is no

self-affirmation and self-gratification, a hero within a room, the cart-
esian seated and enlightened at the table of supreme battle, that is peigEL“
A peace that represents an absence of movement, a standstill."}® (Peace

s

for Beuys is not synonymous with passivity but of active, constructive

SR,

1

On the other hand, he is the hero by nature,*thé man who thropgh _ !

charismatic leadership wants to rediscover unity for man to eliminate

his part1a11ty and paralysis so }s to find him energy for revolution.

Duchamp's s11ence and Beuys' voc1ferousness are d1fferent ‘means

s HEY aEmn

to the same ideal end where the leader seeks to unite the powers of the

ot

ego outside the confines of history and the forceswhich determine it.

9Alstair McIntosh, "Proteus in Dusseldorf' Art _and Artist Vol. 6 o
No. 7, November 1971, p. 24. i

®A. Bonito Oliva, Joseph Beuys' 'arena', Catalog of Exhibition,
Studio Marconi: Milan, 1973), unpaginated. ., ¢
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Kriimmer der Lelt: der IVlenscn (h)
- Generator .

" Erzepger der Zeit: der Mens h (h)
- Erzeuger der Ube ;
Generator /5" "3

Erzeuger d
,Gegen\r umes: -

Gerierator Ider Mens h (h)

Kontmgenz
Koordmate .
- fmpuls - ]
Feld |
.Quantelung ) |
Ursache- h) j
( uantum (h) o
Wirkung /. {
Energie : / = der Mensoh (h) o4
- Materie - = der Mensch (h) A
Kausalitat ' = der Mensch (h) ]
Komplementaritit = der Mensch (h) :
Determiniertheit = der Mensch (h) A
Undeterminje = der Mensch (h) :
Dimensiorf’ « ”» = der Mensch (h) :
. Erschein ng@ % 1 der-Mensch (h) .
NichterscXe# ngerY der. Mensch (h)

Erzeuger _ DN
der Wahrheit = der Mensch (h)‘ N y
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-Yes" sagte der Hirschfihrer
.N& sagte der Chef der .
Hirschfthrer

nahm den kugelférmigen Fettballen
dicht vor seine Stirn und schlug dabei
vor Wut so heftig in die Pfanne,
daB die Kunstpillen nur so
durch die Gegengl flogen.
Glauben Sie immer noch, .
daB die Wahrheit nur erfafit
und nicht érzeugt wird?
Kése untersockeln. Warum?

weiter auf der néchsten Seite

~

4
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Seit der Wiarmetheorie von Beuys
FLUXUS hat der Mensch Alles.
Sehen Sle VorstaBblock [:

) . PAN
Leben nach dem Tod XXX
Oberzeit ttt

Gegenraum .
A
Wiérme < irdisches Leben > Ki’?&té

Raum
Zeit
................. ‘ Tod
dle Formeln von Planck und Einstein

-, bedurften dringend der Erweiterung,

Der Wert h 148t sich aus der
Planck-Formel als .Der Mensch”,
identifizieren. h ist der Wert,

auf den alle Zukunft zulduft. *

da sie ohne diese auch nur Raumhyper-
throphie zu erzeugen in der La?ﬁd. .

Gong
h = Mensch ‘.

weiter auf Qer néchsten Seite

J

Wer ist der Krimmer des Raumes?
Wer ist der Krimmer der 2%it? -

Krimmer des Raumes: der Mensch(h)
Krammer der Zeit: der Mensch (h)

T Zwischenmusik v

. George Brecht: Two Durations
Gemeinsames Lied:

" Walk along the Line to the 20th july

Aachen Fettkiste

Generator .
Erzeugerder Zeit: de sch (h)
Erzeuger der Oberzeit: der Mensch (h)
Generator * -

Generator

Erzeuger des Raumes: der Mensch(h)
Erzeuger des Gegenraumes:
Generator

Zwischenmusik: Eric Andersen
The Interiude of .\We're GonnaBe In"

"weiter auf der nachsten Seite

N

fder Mensch (b)' .

Erzeuger der Substanz:
der Mensch (h)_

° wodurch det Substanzbegriff
wieder in die Physik eingafuhrt )
wird: (h)

Zwischenmusik: Eric Andersen:
«Her Bathing Suit Never Got Wet"

Der BEGRIFF PLASTIK konnte bisher
weder in die Physik noch in die

Biologle eingefihrt werden, ° 0

So aber geschah es durch IHN.
Das neue Prinzip ist In der Lage.
alles zﬂ;&ltrleren

Kontlngenz = der Mensch (h)
Koordipate = Mensch (h)
Impuls = der Mensch (h)
Feld’ = Mensch (h)
‘Quentelung = der Mensch (h)

[

weiter auf der nachsten Seite
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\
Art comes from a kind of experimental condition in which
. one experiments with the living. “
‘ o — Jotin Cage
::_-’ . .
Beuys. first important environment took\p1ace in 1964 at the
Rene Block gallery in Berlin, Titled "The Chief Fluxus Song", it is a

curious collection of felt, copper rods, dead hares, fat wedges and

fat corners alohg with a variety of sound equipment. For eight consecu--

. tive hours, Beuys lies on the floor of the gallery wrapped in a felt
. L

blanket emitting vibrations (acoustic messébes), out of a microphone.
Every so often, one can hear him breating, moaning, sighing, whistling, -

brief, a whole recital of sound vocabulary.! Extending the two ends of

the felt roll, as a prolongation of 'his head and feet, are two dead hares.

In the adjoining room, a coming and going curious c%éhd. During quieter -
moments, when the sound i‘ partially suspended, the whole atmosphere is

one of devotion 1ike in the unfolding of a mystical act. A striking

2
A

" lPor Beuys, lanjuage 1s not solely words as vehicles for mean-
ing. --Beyond verbalization lles a whole world of sound and form impulses.
An archetypal language without semantic content which vehicles informa-
tion on a whole different level. This demonstration of an extension of
language occurs over and over in the performances, when Beuys converses
through signs and images with animals. For ex. with the coyote in 'L °
like America and America likes me' or with the hare in 'How to Explain
Pictures to a Dead Hare.' .

: -42 - -
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\aspect of the scene is that once more, Beuys is detached from thé outer

.world. His action evolves in an isolated spacé, a Sort of ritualistic

. environment where the meditative.behaviour is concentrated on the feeling

- L] .
of things, the things through which he conducts and transmits his energy.

(Ich bin der Senders~Ich_strahle aus), I am the sender, I am ¢
radiating.? The felt and fat are insulating factors, the copper transmit-y
ter of heat, the hare a symbol of reincarnation into the earth. Beuys him-
self as sculpture? Both the performer and the objects are sculptural
elements. Beuys says himself: "If I produce something, I transmit a mes-

saggd4o'someone else. The origin of the flow of information comes not from

»

matter but from the I, from an idea. Here 1ies the borderline bet ’n
physics and metéphysics. This is a very impbrtant concept for me and
‘there is my interest in §cu1pture.3

. . This same concept of interflow is at the center of the 'moving
principle' and th%s exp]%ins why the same reduced objects whiqh already.
existed in the drawings, figure over and éver again in different perform—
ances. Beuys' di§1ogue is not extraneous to his work, just a§ the action

is not extraneous to his dialogue; and by this he means to communicate

directly through his creative activity." . 2

’ 2Andriani, Konnertz, Thomas, Joseph Beuys (Verlag M. bu Mont
Schauberg: Cologne, 1978), p. 73.°

-4

. 3Willougby Sharp, Interview with J. Beuys, - Artforum No. VIII,
Vol.' 4, December 1969, p. 69.

’ N
“The action 'The Chief' was to . dinated with an identical
demonstration by Robert Morris in N.Y. (Beuy ing the eﬁbo itself as a

/

i

- part of the moving principle. i / . . . ‘{
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November 1965, 'How to Explain Pictures to a Dead Hare', per-
formed by Beuys for the opening of his exhibition at Gallery Sc%me]a in
Dusseldorf. Beuys, the head cavered with honey and gold leaf is conver-

sing with a dead hare while walking from picture to picture around the

“vexhibition. "I let him touch the pictures with his paws while explaining

them tq,h{T\;/} . because I do not 1ike explaining them to people."®

' 0f course, there is a shadow of truth in this. The scanning of
the pic:ure is often enough to understand whgt is really important about
it . . . . a hare comprehends often mdre tﬁan people with their stubborn
rationalism. I guess Beuys means to give ds a hint at the possibilities \
of intrgspection, at a spiritual dimension which is underlined by a medi- .
tative dialogue with the animal. _In Beuys' view, the hare has a direct
connection with birth, he.is a symbol of incafnation iﬁ the earth, by
bury%ng himself into the ground. "Man achieves this only through his
intellect, this rubbing, pushing, digging into the ground (e?rth) and
éventu§11y penetrating 1’lts'1aws."s The honey 6n his head is linked to
the ability humans have to 'think'. The function of the head is to give

ideas. The ideas here are awakened b} the 1iving substance: hdney.

Thoughts can be alive; they.can also be dead if over intellectualized. -

L |

0 5Andriad!, Konnertz, Thomas, Joséph Beuys (Verlag-M. Durhont
Schauberg: Cologne, 1973), p. 77.

®Animals are seen as a source of enmergy.  They are beings with
a powerful soul perception, instinct and orientation forces. In 'How to
"Explain Pictures to a Dead Hare', Beuys undergoes a process of self-identi~-
fication with the animal. Ursula Meyer, I speak for the Hares, Print Coll.
News Letter, Sept./Oct. 1973, p. 19. .

-
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his foot enters in contact. This is the main content of the action.
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'Eurasia'’ was perfo§méd in Copenhagen, in October 1966. As
introductory motif, the divisioﬁ of the cross, the separation between the
east and the west. Down on his knees, Beuys pushés slowly two small
cros%es towards the blackboard: To each of the crosses is attached a
¢lock with an adjusted alarm. On the blackboard, a drqwing of a sectioned
cross underneath which is writ£en ‘Eurasia’. The remainder of the piece
consists of Beuys maneuvering along a marked Tine, a dead hare whosé legs
and ears are extend®d by Tong wooden poles. Beuys moves from the w;11
to the board where he deposit; the hare. Then, he sprinkles white powder
between the animals 1egs? puts a thermometer in its mouth and blows into
a tube. He returns to the board with the Falf ergsed cross and allows the |

rabit to twitch its ears while Beuys himself, one foot tied to an iron

plate, floats over a similar plate on the floor with which occasionally

The division of the cross stands for the split between east and

west. Rome and Bysanthium. The half cross is the united Europe and Asia
to which the hare is on its way. The iron plate on the floor is a meiaphor;

it is hard to walk and the ground is frozen. The three interruptions on

"EURASIA is a metaphor which stands for the polarity between
east and west, Europe and Asia. Beuys wanfs to express the opposition
existing- between the rational stream of western thought and the more gon-
templative, spiritual way of living of the western man. Historically,
Beuys points out the inorganic process of the division of a nation which
was first manifested by the splitting of the Roman Empire. The half-
cross in 'Furasia' is meant to re-establish the balance between those
two poles. It acts as a visual symbol for unity, for encompassement.
See Troels Andersen, Eurasia, Catalog of Exhibition, Kunstmuseum Basel,
\269, p. 19.. o
NN
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the way back signify snow, (powder) ice, (the thermometer), wind (the
b]ow1ng into the tube). The symbols can on]y be fu11y understood when
the key word 'Siberia' is pronounced.®

Beuys is peF%orming no cultural-philosophical sketch., That is
made clear by his extreme concentration. His action requires pérspective
and is penetrating because it is part of a larger context. He uses the
expressions 'counter-space’ éqd'counter-time' to indicate the psychic
factors which should enable us to experience the given material S;;;EE\\
When the legs of the hare quiver, when the poles sway out of their position,
and Beuys on one foot has great difficulty to bring tpem back to*their in-
itial position while keeping his balance, for a moment 6ur rﬁlation to
sbace breaks down. Something within us is set into motion. The energy
and tension which is créated, suggest a relationship to a greater space,
universal and spiritual at once. Han and animal as'transfent beings com-
pose a feeb1e unity against the space which surrounds them.

The word 'Eurasia' 1n Beuys' view stands for a fus1on of polar1-
ties. It is a synonym for union; balance, encompassment. By sectroning :
the cross, Beuys redivides the histor{cal process. Through the means of
metaphors, he hints at a reunification of the east and the west. .

Z The same indication to an overall unification appears_in 'Eura-
fenstab’ (1967) Qhere similar elements reappear among which the 'iron -
sole' and the 'Eurasian pole' itself, symbol for forces radiating in all'
directions -of the world, refering once more to a union of opposites, the

" 8This feeling‘ for space will reappear in Beuys' first performance
in North America 'The Coyote'. . . . waste. spaces of unsettled land all
the way through the north, to the Bering ipassage which in times escaping
mMemory might have been the bridge between two worlds; the old and the new

west. . . Caroline Tisdall, J. Beuys, Coyote (Schrimer and Mosel Verlag:
Munich ‘1976), p. 10. °
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identifiqation'of space and time, to the recQ‘ci1iation of vision and

reality.
May 1969, in connection with the national exhibition Experi- :

menta 3 sponsored by the Gérman Acaﬁemy for the Performing Arts and held

in Frankfurt/Main, Beuys ﬁresents: IPHIGINIE/TITUS ANDRONICUS.

. . A white horse is standing in the middle of the stage in -
front of a pile of hay. The occasional beat of his hoof is amplified by

a microphone into the room. Beuys cavered with a large fur coat reads

~in the microphone excerpts out of Shakespeére's '"Titus Andronicus'. and

. Goethe's 'Iphiginia auf Tauris' while performing expressive gestures with

materials 1ike fat, sugar, iron, and cymbals. The information conveyed
” /

in the action takes its origins out of every distinguishabfe material,

(Shakespeare and Goéthe) where the meaning is often pre-determined in
™

a set presentation.?

This gives an qccasion to Beuys to break out of a fixed struc-
ture and to extend it by an explorative method in which the introduction
of new elements offers to the viewer a whole ne& range of possible asso-
ciations. Ih those correlations that l1ies the profound sense of the pér-
formance. The narration stands for a vérba][iﬁte]]ectua] crystal]fne
moment, the horse for an organic acting element, Beuys is the mediator
between the elements and the aétipn; he is the coordinator; he is the
impulse, the being which, as prodﬁcer of time and space exposes the caus-
ality of the human condition. The 'speech' ifts as an organic mean, as

®In Goethe's traditional version of 'Iphiginie auf Tauris',

Iphiginia is seen as an incarnation of humanism and sacrifice, while
Titus in Shakespeare figures as a parable of brutality and barbari

Andriani, Konnertz, Thomas, J. Beuys, p. 117.
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a plastic procedure whose dilatation is extended into the material and
reaches all the way into the whole existence in order to substantiate the
potential creativity in man.

Bepys particularily centers our attention on those heterogen-
ous-materia{s, which by their juxtaposition are meant to 11nk'distinct
experiences and meanings. (Spirituelle Ausgangspunkte). The materials
thfbugh their spiritual dimensions become vehicles of information on the
existing possibilities for‘the realization of a free, intuitive, creétive
Tife. Titus/Iphiginie is‘é collage of events which stands against tradi-
Fipna] space and literary fantacy. Even if one could assign the hermetism
of the events to a level of theatricality; one has to realize that the
distanciation proces§ creates even a stronger impact, a stronger after-image
on “.Whicl} one feels to improve himself.

The action 'Ce1t1c,'sco£tische symphonie' performed for the
Festspiele in Edinburg-and repeated in Basel iﬁ 1971 1is, along with a few
other performances (Voglio vedere i miei montagne, isolated unit with®
Terry Fox? etc.), one of the last actions before Beuys gets involved in
more social oriented events.

.

The instruments for the performance are a grand piano, six tape
recorders, two film projecfor;, a b]ackboard, a f]ashiight wrappe& in
insuTation materia], a watering can with an ename]ed“basin and his own
.presence with thé Danish sculptor-composer, Henning Christiansen. Beuys
begins tbe action by washing the feet of seven people. He draws a number
of diagramms on the b]&ckboard and writes a long list of artists' pames -

on a small sheet of paper, which he pins on the wall. — where are the

souls of Van Gogh, Duchamp, Piero Della Francesca, William Nicho]gdn,
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"European cultures linked to the voices of these artists.
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etc: . . . and Leonardo Da Vinci?
The whole room is reverberating with. the sound of 1Bng forgottep

Beuys mediates

while former performances are projécted on the screens. (EURASIENSTAB,

VACUUM MASSE, TRASSIBIRISCHE BAHN). A great part of the public has a1ready

Bk e P

Teft when Beuys, hb]djng a large tin plate in one hand, climbs & ladder
and begins to pick an infinity of small jelly masses off the wall. Once
the laborious operation is over, he pours the content of the plate over
his head while emitting inarticulated sounds into the microphone 6 6 0.

" The interrelation with the public is again replaced* by a chosen

e e 2 e i, i, e

subjective isolation. The_who1e work is like a kin%Jof requiem,-hinting

at the ritqal of "catholic mass, praising‘the still effective and living
reality of the artists Beuys needs and admires to extend his own art.

One is still tempted to question why for example is the wond !Cejtic' re-
peated over and, over again. FS} what stands the christian connotation P i}

in the feet bathing?- What is‘;E?hg-symbolized by the jelly mdsses?

If one is familiar enough with Beuys' thinking, the answers are

clear. Each gesture'or manipulation holds a charﬁcter which is universal. e
- Life and death, intuitién and creativity, the individual and the forces
\of his consciousness, all those themes convey fundamentgl meanings. ART .
IS LIFE, EXPERIEYCE AND LEARNING PROCESS. >
One of the striking aSpectsnof the performances iS their physit . !

ca].immediafy. The .truth t6 materials which are handled, kneaded, a]i o 3
the way-through Beuys' qgn body.~A11 his act%ons are designed to make | 1%
him (and through h%m, us), conscious of the physicality of his body. e - g iz

’ ‘ | %" ’ .

’ «
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metal shoe laboriously put-on, focuses attention on the function between

body and ground. The picking of the jelly masses ma us intensively

- aware of the limitation of the f%ngers as instruments. The length of time

\

spent on the task forces us to consider- the ndrmal speed of thought in
comparisoﬁ with the glowness of the physical action. The performance9'
are so'egocentric, that one is drawn into the man, as if it were, because
it is ogly from inside him that the things make.sense. An action by.

Beuys, inevitably becomes an action about oneself. é;:>
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. A FJ/NKFURTER SAUSAGE COATED WITH BROWN FLOQR PAINT
BOTTQEi SMALL AND LARGE ONES, OPENED OR SEALED DEAD BEES ON A CAKE

S ’L"

A LOAF OF BROWN BREAD WRAPPED IN INSULATION TAPE A QN BOX FILLED
9 NITH PONDER CONTAINING A THERMOMETER  FELT CRUCIFIXES +, PLASTER OR

CHICOLATE * BRICK SIZE, BLOCKS MADE OF FAT PLACED ON THE ELEMENTS OF .
. "+ AN ELECTRIC HOT.PLATE GHOCOLATE BARS' COVERED WITH BROWN PAINT
GREY FELT PIECES | PILES OF NEWSPAPER WRAPPED AND PAINTED WITH BROWN
CROSSES’ . TWO COOKING P POTS WIRED TO A PIECE OF BLACKGOARD  FINGER -
NAILS  TOE NAILS A CANNING JAR FILLED WITH PEARS  COPPER RODS |
WRAPPED IN FELT  COLORED EASTER EGG SHELLS  IMPRINT OF DENTURES
IN TALC POWDER. . .! - ‘ o
' ‘ | . | S , N \ C,

w1111 Bongard, Gebrauchsanleitung zu Beuys, Die Zeit,
September 6 1968

S




b

-

VoAt e

v b B e - R wS, Ty

B kot ol Lo S e LT R S e o
<
L h

PN

R é

- NN oy
AT S

Ll
e
3

”»

MPEPEE L

i

A

R

3
f

irbzw‘

L]

iy

Pt b (273 .m‘_.

v vy ...nv:u.h...mn..u%
ey hd 5 )
e i




ey

<.

R L, RPN MRPRNE s Sy
Akiionsobigk( {Wie man dem toten Hasen die Bilder erkiagt).
Aktionsobjekt (Hur man torkiarar bliderna for den doda haren). 1965. Kat. 183
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CHAPTER 6 e

‘MULTIPLES AND RESULTANT OBJECTS OF RITUALS
V- ’ , QX/’& ) . -

Wﬁile Beuys.has been‘ﬁirhdna_increasingﬁy in non-material modes,

the objects used in the performances have survived as reminescences of past;

3

— —— -

iu events. Being usually accessor1es of the everyday life, they do not exist
at a purely physical level in the sense of their immediate function or
aesthetic but at a more spiritual level as vehicles leading to reflection.
George Jappe, in an article on Beuys quotes: "Man and material as trans-
mitter and receiver, man finding 1n his environment a qua11ty of self-
determination which.is not jnherent in'it; man leaving behind hini a spiri-
tual éxcrement, the compulsions of the materials which have led to objects,
all this has become accepted as part of Beuys' artistic process of elucida-
tion."!? . ) |

Just as the performances are meditative in essence, the result-

ant objects are embodiements of extremely subjective thoughts If we

look at those products, all that we recoqéize as obaective' is the e1e- “‘['

ments in the sense of instruments. Beyond their role as demonstr&t1on ob-
jects, they qaln & new meaning throuqh what one could ca]l 'a transubstan-
' tiation process where the materials are freed from their arch1tectonica1

fynction and elevated to a spiritual dimension through Beuys' own require-

1George Jappe, A Joseph Beuys Primer, Studio International, Vol.
183, No 936, Sept. 1971, p. 66.

v S
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ments. By gaining such a transitional character, the objects shift from
N

- does not have any woven structure. It is compressed material (fur) with

B i 4 e o = g B
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a mere secondary level to their most intrinsic meaning. In the use of
felt for example (felt corners, Warmeplastic, elements for Fond }II, etc.),

Beuys' interest focuses on the homogeneity of the material itself. Felt

a high insulating quality. In accordance with Beuys' concept of Plastick,
the 1mmed1ate utilitarian function of the material shifts to a more symbolic
Tevei And if actua]iy felt is presented to us with its amorphous charac- ‘
ter, its shapelessness, (just l1ike fat under the action of heat), the same
materials will neappee; later on in a genmetrical configuration (felt cor—u
ners; fan;Ledges) with an underlying duality of chaos/will and form/ |
thought?' , |

ﬁhi]e the copper plates stand as materials able to store heat and
thegeiore, energy, aggregates 1ike batteries, contact wires, generators
acf‘as receivers and transmitters of that same energy. Thereiements are
often'mihimai, but Beuys' intention is far removed from the idea of reducf
tionand economy as viewed’by the minimalists. (Morris_for example nes ysed
felt but rather in an 'art povera' self representative way).2 On the-con-
trary, Beuys' objects are impregnated with counter imagery. They intenq
throuéhltneir formal absurdity to indicate that in the human existence,
not only the.intel]ect but all »;ms of sensitivity and. intuition are of

meaning.” They are a conc]usion a posteriori‘ of an unified snnception of

»

2The difference between Morris and Beuys is very obvious. Morris
is clearly concerned with isolating the material (felt) from himself and is

asking us to consider it as a sephrate definite object. (Morris is absent).

Beuys, on his side, absorbs the same material into the circle of his own
performance giving it ‘autobiographical overtones. (Beuys is present).
- ‘ '




Dpat s LR

g

T

e

TR, My

l—
Iy
bt S L Laara ' oex o ro ool s {

art, life and movement as presented in the perfotggpges. o

B e L R e ? PP

- 59 -

A striking aspecg'in therpgnformancé;4fs,that %he same materials
appear over and over-agai?. Those materials acquire different meanings
according to the specific;conditions under which they are manipulated.

The fat pillow for example in 'und in uns..unter uns..landunter 24 hours’
‘has a di%ferent function than the fat Tumps in 'Vacuum Masse; where thei
fat, associated with the air pumpsiﬁs meant to {jlustrate a positive/
negative princ‘ble. -This frequéﬁt shift of meaning is intended by the’ i
artfst and acts as an important part in the generative moving principle
central to all the actions. ‘
‘Looked at it in this way, the objects or materials are not fixed '

symbols in the sense of a sign or code but ra@'er a sort of transitional

symbol closely related to the circumstances of the actions. Beuys, through

manipulation or associative process 11berates the object from its
#

model character and lets it stand for 1t§e1f as the embodiement of an idea,
¥

as the form of a thought. ‘Here is where the metaphor lies, not in its

literary sense but in its most 1ite}a1 meaning, as an equivalent to reality.
Only in that sense can we ta!k about the objects as art objects.

Beuys himself sees his works as vehicles, as bearérs of informa-
tion an plastic phenomena. Even when d1ssoc1aJed from the preced1ng events

they were a fart of, he sees them as a spark for the understanding of under-

lying (ideas. when asked if for ;He uninitiated spectator they are of any

Qa]ue, his answer is that just by‘the fact that out of- their usual context,
they Hint at something unknown, the raising of a question is alféady seen .
as an important step in the process of understanding. In the sense of the B

objects becoming catalysts of consciousness, Beuys has chosen an informative ' 4

"
¢f .
. ~ A
.
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way of d1ffus1on beyond the conventiona] static of the art context. By .

produc1qglgg1t1ons (multiples), he wants to free his products from their
exclusive character and promote availability of art (ideas) to a 1argef

number of people. In his intention of reaching a mass audience lies the

: purpose of sensibilizing people »just in case something else might develoﬁ

in the future'. Each edition says Beuys, is in itself, a nucleus, a con-
densation point, a center onhwhich many other ideas are attached and there
is where his interest lies; in the fusion of contents. Onlx i;\this rela-
tion from object to idea can his works be understood.

In order to substantiate such a statement, let us describe some

) of his better known ed1t1oned obgec£

"Two Ma1ds with Shining Bread“ 1966 (2wei Fraulein M1t Leuchten-

‘dem Brot), Zwe1 Frdulein looks like a farc1ca1 legal document, a genre of

co]lage familiar to artists since Max Ernst and Kurt Schwitters.® A sheet

L 3
and a roll of paper with typed words.in French, English, and German, are
l J

"held together with a chocolate seal. The title of the work is clearly a

metaphor‘for the materials themse1vgs. To call the chocolate 'éhinihg
bread', an elementary substance fof human nourishmenf, takes on a double
meaning for the nourishment of the soul, i.e., that man needs a1so°forces
out of spirituai substances. (Such a transubstantiation of the ﬁateria]

is not without reminding us of the last supper in Christiaﬁ religion).

. papef and produges an effect of radiation — could also mean 1nformation-—

The chocolate szuares ag\\painted with' brown color which extends on the

The reminding of the words is like a poem about_a journey underneath and

Multiples, Catalog of Exhibition, Universicy of California,

Riverside, 1975, unpaginated.
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! ///AbOVé'the earth where two maidens travel with the shining bread. .

| EVERESS III, is a wooden“box, two capped soda bo;tles, one of

them labeled in felt (1968). On the 1id of the box, one cah read the
1 follow§ng sentence:. INFORMATION BEGINS WHEN THE CONTENT OF BOTTLE II .
HAS BEEN DRUNK AND THE CAP POSSIBLY THROWN FAR AWAY.

3 )

v . .o o o S
Rl i T R

1

These directions are meant for a small activf@y one must perform

f oneself. 'EVERESS' most specifically enjoins the spectator to participate -

in the rea]izafion of the work as a project which is more than the object

itself.  If we look at the object in an iconographical way, we can see

et oy, 4

+

' that Beuys based his choice on the label of thé‘sbda bottle: ia landscape ,

with mountains and snay.\. .blue and white, well water, the moving element,

COLD. The other bottle (identical to the first one) is covered with felt,
the insulating material of concealment and darkness. The, felt is also
* used in the sense of WARMTH, -to clothe as it were, the frosted letters

and the snow covered mountains. Carl Belz has written of this careful

‘ construction enigma: “Beuys is seeking here to question and to require
us to-question not only the éssumptions which inform our perception, but

Q

also the relitionship bétwéen words and things."* ‘ RS
INTUITION, a wooden box with two lines (1968), is probably

Beuys' most widely distributed object, (unlimited edition). It {s an

illustration for a mode of thought. lAt\the top ofythg box is wfitten:

'Inthitioq‘. At the bottom of the word, Beuys has drawn an'horizontal,1ine )

terminated by a short vertical slash at either end. In the vocabulary of

" = his drawing, this might represent a Eombleted’thought pnpcess or an action

P

et

za -7 ltigles, Cacalog of Exhibition, University of California, . ¥
Riverside, 1975, unpaginated




in time with a clearly determinable beginning and end. Below that first
line, another lifd<simply fades in. This line, like the previous one,
does terminate in a vedtical slash but this terminus is farther to the
right, farther advanced than the line above it. These .two 1ines might be

seen to represent deductive and intuitive thought. 'Intuition is like

An&#,g;ﬁ,gﬁ,;a;gnaphic slogan, .a demonstration of-the-distinction-between- reason—and—
intuition, and a judgmént in favor of the latter,.

"Sled" (Sch]igten),']969 — a felt bianket strappéd én a wooden
sled with a flashlight and fat. ‘Schlitten' is conceived of as a moving
device and the original object (%n the’A]fréd Schme1atcb11ection) was
used by Beuy§ himself as a chi]d. '‘Sled’ unites‘?te factors of WARMTH -
\B\anket, flashlight and fat - with the,imp]ication'of COLD symbo{ized by . |
the sled itself. g | : | . |

For Beuys, heat and cold are p1as£%c pr%ncip1es corresponding ' %
to expansion and COntracgkon, chaos and order. 'Sled' is clearly équipped
to travel. It reminds us of a kind of survival kit. "One could see the
image of Beuys w%apped in felt, crggched on thé sled, rocketing through
ice and snow with the fat as provision and the flashlight to guide his
© way."S Another object fabricated by Beuys, “The Pack" (Ake Pack Rudel),

shows a number of identical sleds comind out of a VW van. Tﬁé pack was
first shown at the Cologne Art Fair, in 1969.

Now, if we go back to the question of why are those objects

not single artifacts and what is the advantage of having them possessed

by a larger number of people, we have to conclude thatheuys behaves in

2
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thbse editions in the same Qay that he islinterested in the wideniﬁg of
ideas or political change, or in the exfénsion'of physﬁca1~know1edge
which also encompasses the change of man in the future

"The ﬁu]tip]es are ;reated as a sort of memory-support (Erriner-
Beuys ﬁimse]f'spys:‘ "I pre;yyé\t::t people will Took at them

~in_the future and %hink; well, that looks rather dadaistic in the sense

ungstutze).

of {ts materials and now Beuys speaks of a‘very metaphysical and spiritual
things. [ hope that such a relationship betweeﬁ what is a very simple

object and what will be said about the evolqtion of humanity'wi]ﬁ provoke
awareness and lead to cﬁanges.“e . -

Beuys intention is factual. His objects are not meant to be im-

mortal; they could be destroyed and it would be no misfortune. If one

has understood them, he can destroy them. They do not have the charac-.

ter‘of so many art wd}ks on which is built up what we call culture. They,

@

are immortal in their essence, once they are grasped by our conscious-

ness.

o o o (
o 0

Jorg thellmann, Bend Kluser, Joseph BeuysMultiples (Verlaé
Schellmann and Kluser (Munich <972),”unpaginated.
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‘/ § . - EVENT{S WHICH LED TO AN INCREASING POLITICIZATION OF BEUYS' ART PRAC- -

CoF . . : TICE: '

{ ; o - ~ =
k % Lo ' 1962 — associatioh with the Fluxus Group '

\ 3 - ® ‘ ’

1967 — foundation of the 'German Student Party' (D.S.P.)

JE | T 1964 u—fhproaﬁ:at the Festival der neuen Kunst, Aachen
. T4
%
! . 1972 — dismissal from the Kunsfakademie, Di]sseldof‘f.r
i :
]
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plastisches und elastisches Plasmal .
verbindst sich {Connection®) mit plastischem wie elastischem Full

*elastisch angapaBte Ordnung‘fn einsm Akt plastischer Setbstbestimmung

-

Beuys 1967 \ o ‘ )
¢ det frein Demokratische Sozisfische Stast * EURASIA wurdeam 12, Mal 1967 gogrinstet.

5]

da Politik Kunst sein muS, darf die Kunst, die Politik sein will, sich nicht nur damit begnigen, politischa
Thematik direkt kritisch abzubildel, sondern mul hohere Organlsationsformcé des Megschen provozieren

*nicht zu verwechseln mi; einem da‘mokntlschen Sozialistischen Stagt\ 4
. : . A\

{so wurde der Stand der roten Rose {iir den nichsten Einsatz durch Chrom Eisen strahlender gemacht,
und der weia Hase; der 'von einer Fettecke zu einer anderen weiter entfernten Fettecke liuft, unterhiit den
FluQ der Revolution, dis gegen unseren senilen Einheitsstaat® mit immer bessaren Mathoden agiert.
*gesetzliche Absicherung einer staatsmonopalistischen Bevgrmundung - Notstandsgesetze »-Hachschulgesat-
> ... - N : v " :

v [

Wihit nie wieder eine Parteil Alle! Jeder! . : .
Wahie die Kunst d.h. euch salbst Alle! Jeder] .. r T

Crganisiert such als Nichtwihler zu einer echten Ogpositiont Allel Jederi B

Macht Gebrauch von eurer Macht, die [hr habt durch das Recht auf Selbstbestimmung! Alflet

: Josef Bsuys, 1970

FY
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CHAPTER 7

-

{ BEUYS’ ENERGY PLAN FOR THE WESTEﬁN MAN, OR THE
SOCIAL ORGANISM AS A WORK OF .ART ~

Ideal art i8 in ttself politwal sincé it 18 -a mean of ‘
e affecting consciousness and therefbre at the base of potential )
change . | )
o - Y o ' H. Marcuse’
, - |

Beuys' involvement with more socio-pohitical concerns (after -

) his affiliation with the Fluxus Group in 1962), goes back to’ 4967 with

his foundation of the B.S.P. German Student Panty, at the Dnsseldorf ?

L]

_ Akademie where he is then. appointed professor of sculpture. Together

14

w1th over two hundred student/members, Beuys sets up a movement whose L

main objective is to fight agamst the stagnation of a matemahst ‘or-
iented soc1et¥. The purpose is to help all mpwujuaIs through educative °
means, to exppnd their spiritual conséiousness; dnd potential c'reativity.
The party is conceived of aég‘;n education’ pppt& in the sense that any'

L]

individual whose personna] -interest 11es in the process of learning and

- spiritua'l development, is a]ready a student.

’

‘  The essence of the party lies in the improvemént ‘and evolution.
n a1l foms of Tife and thought. In Beuys' view, the achievement of

such a goal is only possib'le on a sp'lritua]/artistic level. The practical

' mdes are 1nfonmt1ve—operat1ve processes; diffusion of information

t_hrough dulogue. exchapge of {deas and an explanatory programm on how to

' L}
3 L] \
v .,,“ [} i
I . ¥ o8 r .
. . , ! . .




B
N T T R

B e T S,

ARSI o M 3 o AR S

T o

5 - - 5 TS

o e e WE

A e

)
PSRN . e o
4 N ‘ LAY

materialize these ideas. - ! ‘/ . ‘4)
The emblems for the Party are DEUTSCHE’éTUDENTEN PARTEI,

HAUPTSTROM; FLUXUS ZONE WEST, which iake it clear that tne Party is not

only concerned with the situation of students in their immediate academic

environment, but extends its objectives ai] the way into the structure

of western society and ‘man. (Beuys uses these stamps on manifestoes,

political statements, multiples and publications. "They are not meent‘tn '

piay_the role of a signature but are rather signindevised to put’emphasjs ;
. ‘ ]

on the integration of‘every act}Vity into the whole of a social/plastic '

-~
.

concept).
Beuys pas been concerned since his earliest work with the

search for a central concept; that of awaken1ng sp1r1tua1»consc1ousness 4

in man. Through numerous’ drawings, dather1ng of mater1a1,/and the staging : |
of events Beuys has presented us with aspects of that central point toward ‘ﬂ‘
~ which he wanted to steer' the proﬂuls10n of energy and underlying forces (
as 1nstruments for an 1nvisib1e relat1onsh1p bethen sﬁ/r1t and, matter
“In the course of t1me, that central poipt has been. able to work jtself
out more and mpre, unt11 it reached a social political d1mens1on "the
organizat1on of human existence deve10p1ng<out of the future, pass1ng
“through the present, and in the present formuIat1ng new creative models

" for life and its entirety."! Such a concept'in Beuys' view should‘develob ;l‘

from.an expanded notion of art and knowledée.

i ~In the course of European history, an 1dea of knowledge has

developed which tends by virtue of its ana]ytical method in the direction

"of positivism. Spiritual life has become an ideology. That what censtitutes
- . \

1Joseph Beuys; § 'geech held at the opening of his exhibicion nt’
gh& Haus Lagie Museum in Krcfcld, May 197& I. C. A. Catalog, L London, 1974,
p. 52‘{ 1 . . ' ‘
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men's spiritual prdperties is looked upon as merely a yapo; rising frp@
the only true reality, from the economic means of production, the eébnomic
foundation. ng{s sees‘,hg problem, npt in technology but in the use of
its powérssto-deb;ive man of the right — even the possibility — of self
/determination. (The'j?e% of man being a product of his environment is in .
his view a h;}f-truth éﬁp]oyed to keép the power structure of q»man-maae '/.

environment exactly as it is. The marxist theory for example puts that

material deve]opment — productivity — as a basis for social change). ' i
. Beuys tells us: "Art cannot be understood in.the sense of this =

positivist concept of knowledge, “i.e. art wi]]ihﬁver be a means of appeal- AR )

ing to fhe inte% wit';h rational ana_lytical é’c>r‘\7f:epts. Art does not exist ‘

to appeal to this ¥pe of understanding. Art, however, operates at another ¢

his sensorium.

pole of man's development: This is @ péint which. should . . | }

enter mqre and more “#ito consciousness and shou1d be discussed 1n the
SRR NN . . /
"sense of what’ concept of creat1V1ty man shou]d e1aborate on for h1mse1f - '

in order that he may one day,” perceive his wor]d as more than merely a . - “}1

3

'segment' of the wor]d "2 " |
Beuys draws the d1st1nct1on between art as a part1a11y restr1cted .
field and creat1v1ty which 1nc1udes the moulding and d/yelopment[of per— '
cept1on, fee]1ng, th1nk1ng and .consciousness. Less than ‘that means for
him- a restr1cted form of 11fe This is the po1nt where he offers to a . o

posit1v1st/mater1a]ist approach an ‘alternative program of freedom through

‘ creativity, which seeks t% re onC11e the. sp171tua1 and mater1a1 aspects

_He describes his ?ro ram as 'an invisible social structure' or
Joseph Beuys,

, at the opening_of his exhibition at the
Haus Museum in Krefeld, May 1974

alog, London, 1974, p. 52.
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§ an ENERGY PLAN for the western man issued out of a totalization of the
RN idea of .art.
5 "We have to revolutionize human thought . . .-first of all rev-
! / {

olution takes place within man."3

t*r N v .
% The ENERGY PLAN"1is a program for evolution, a be¥ief in the cap-

ability fo man that man is primarily a spiritual being and/that he has to

bring back throuﬁh‘his vision of the wdrld, a]]/the invisible éneréiés he
has lost contact with. Only fhom there on,-new 1ife subét?ncegxcan be pro-
. . . J .
- duced which could eventually break through’the borders of iso]at{on in_

which our present culture stands.

l
The question then arises, can man prodice changes through his

will and if he can combiné h1s organ1c/1nst1nct1ve feelings together with

-
v

e TSI F N M NG W et e

his rational thought process in an effect1vg way? Beuys says that: "0n1y

' El

..man with his th1nk1ng can br1ng new causes into the world, and those new 'f '

4 '

causes wi]] ‘be determinant on the flow of h1stoﬁ§ "

7

. :* "Dnﬁy man's position “in gbrisciousness can find a united substan

w1th the ab111ty t0 metamorph1se the cqu1tions in the society (which are

- N
3 !‘.’f'?rwmmm.-,ﬂ-.—.-—-.-
L

, ., o other th1ngs than a co]]ection of already déad or ofd thlngs and which

. therefore hork Tike an %14ness in society, espec1a11y in the process of

‘ ;%«. créating freedom). 'I,cgnnot understand the idea’of creativ%ty“where it is

nqt're1qtéd to the sg]f-conscfousness'l, which stands in the field of inner N -

. . M
. 1 .7 2 & oo
" . . - el 4 L}

,
voa
a q B : v y ~ .
s H s . L "\"
. . s, L
Coaoa . ‘ : vy . '
U 3 —
. .
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\ o " aUrsula»Meyer, How to Explain Picture to a Dead Hare, Art News,
Lo . Vol. I, Ne. 1, January 1570, p.\55.m o i

-0

“When Beuys visited ‘the USA“Iof the first time in 1974, he gave.
his lecture on the ENERGY PLAN.at the New School in N.Y., at the Chicago -
o . Art Institute and at the_ Unversity of Minnesota in Minneapolis. His intent

. . was to describe his idea of a school sculpture. In his second visit to the
, U.S., Beuys wanted to find a vay to extand that energy plan into physical
IR _anergies, i.e., into the geographical, ecological snd .historical forces of

the continent, in order to’ -hav us the rqptl of a -new. l;h» (Bin neves Gcin-
tiges Zeitalcer). ,
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consciousnﬂesslbf a whole probléfn, not only the artists' prob]em, but
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Thinking.is evolutionary, and in that sense, man is a beiné in

1
’

constant eyolution. Therefore, his’ consciousness must be awakened as .

well as the ﬁalanqe:thch must be re-estab]ish;d between body and soul - 1

on all the levels of human action. In this sense, the understanding of he g

'economy’ wou]d not be reduced to the mere production of goods But also ;; ﬂ

to the kind of production whilr;h i.s creativity. (It is declared that a

spiritual being has firstly /the need for spiritual goods ).®

| A kéy to the understanding 6f the 'Energy ;1an' is the widening

of definition; and contemnts beyond their‘restriggéd app1i9at10n and under- , ‘

standing. Thjs‘starts wif&\iﬁe 'Foth]izhtion o%?the idea of art'. From |

this basic poéit"n, there is a.point where everybody, can change the

world througq hi; free individuality, where the ouitomé through active - 1
|

doings\tggn‘ﬁﬁgqyz}ation,xé bettering of the position of men in having A 1
|
\

everybody's needs. . ' . .7

. This 1eaé§ us to Beuys' theory that 'every man is a potential

3

artist'.cthat every living person can become a creator, a sculptor of the

socia]‘organjsm. That the possibilities.to mould:the world are not res=

a
1

tricted to the aff%st. ot » \ - o

‘Beuys proceeds: ~?from the assumption that in principle; every

person is then an artist when the art concept with which one works is

extended to a goint where it practically represents the se1f-détérmiﬁat10n'

)
- process. which everyone posesses, that is to say, the point where one can’
¢ * * \
. ’Josoph Beuys, Lecture at the ﬁ.ﬂc%. Halifax, Parachute
Magazine, issue no. 22. .
v l ‘M.’ p.x220 . )- ‘ " : .
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determine situations for himself and his own envirqggent". If one accepts
the fact that there is an antropological determination of everybody's
existence to be an artist in the society, then one can see that the rule
of structure, the formulation and forming of the constitution of tée
future_has to go through frée individuals and -has to come from the grass )
roots in coopération of all other people together. Then, one can see
from thié enlarged understaqging gf art that the battery of}abi]itiés,
..and therefore this society, could work and transform the whgle power “
field or the until now called economical field. (1 say un£}1 now'

since this traditional idea of economics is still restricted by convention
in the same way that traditiona] art is restricted.’ '0n1y an art concept
revolutionized to this degree can turn into adpolitically productive, ’
force coursing througH/each person, and shaping history. (His;ony, not
merely understood'as an abstract wsion of (events but a}so as an
organic shaping of the wor]d)f

Since Beuys c1aims that §ocial Tife has to be founded upon a
re1ationsh1p from man to man, that in the future, the social order has to
become human1zed and unified one has to realize that a certain attitude,
has to unden11e all human endeavour to found such a 50c1a11y Just life;
/an attitude generated 12;75; inter-related spheres of social action.
h

This 1s when we have to think about social 1ife as an grganism imbued 1n

‘a séu]/spiritua]lﬁature. The organizational method Beuys has proposed \vﬂ
for our present system is based on the model of Rudolf Steiner's THREE,

s - , i}
MEMBERED SOCIAL ORDER, (founded in 1919), where the concepts of ‘outer'
¢ 7 Joseph Bedys, Lecture at the N.S.C.A.D., Halifax, Parachute
Magazine, Issue No. r' p. 22. _ .t

v ¢
1 ;
' y
. '
.
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social life, LABOR, CAPITAL and GOODS — are governed by the 'inner’ ‘-
qualities of INSPIRATION, FREEDOM, and IMAGINATION.® }n that sense, poli-
tics mean another kind of conFent, another kind of art:

Béuys has founded in°'1971, an Organizatignh for direct de&ocracy

through Referendum whoose aim is to analyze the manipulative structure of

' society and through informative and-pedagogical processes; sensibilize the

'gﬁblip to the existing possibilities capabl?yof changing‘that structure.

Those possibilities ex{st,in self-determination, participation in the
cuiture (freedom), in. the structdrihg of laws (democracy), and in the
spheres of economics (socialism)s out'of which a ‘decentralized three-
folded strdcture occurs: FREE DEMOCRATIC SOCIALISM.

- :‘ .
- ‘

- tainly no place for equality of rights, humanism and moral. Man has to

)

arrive at a fotaT]y different understanding of the concept of freedom,
socialism, and democracy in order to organize the world of the future..
For example, he would have to get away from. that ecbnomical principle that
current]y dec1des and determines to'a great extent all human behav1ou§,f—"
in as far as the concept of economics ‘determines modes of 1ife. u

| Also, a proper understagﬁing of labour would have to be a
dominating element. ‘Tot on]y‘an undefstanding q{ labor 'in the sense of
productiop of goods!

work itself. The most important thing would be to put new realist con-

tents into what once has been the 1deas of the french revo]ut1on EQUALITY -7
FREEDOM - BROTHERL{NESS Equa]ity 1n the civil rights (rights which <

/
BRudolf Steiner, Education as a Social Problem (Antropoaophical
Press, ‘N.Y., 1996), p. 58. s

N\

\ C Joseph Beuys, Sgeech held ‘at the opening of his exhibition at
. 7 the gumge Museum in Krefeld, My 1974, I.C.A. Catalog, Londom, 1974,
// p- 53' . v R !

?

¢ .

‘but an incitement provoked by the‘joy,and love of .

o
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_once.

'+ says Beuys:

. organiz

.. 1'égalite, ; ‘
g Les sources mystiques de la philosophie romantique allemande, Ernst

“ - - 75 - | ¥
- . ™=
Jd
apply to every one equally), spirityal freedom, and brotherliness in the
) i [¢ 7 S
*economical process.!® Beuys "does not want to install a political program

/

But“what he wants

énd tell people: this,is the way it has to be done.

to do is slowly compete with the existing system with the help of new meth-

'S

ods, "just like one transpiants new plant cuts while the old ones slowly

die. In such an alternative manner, the old and the new can relieve one

another."!! view. the

A s]oQ replacement of o1d principles is in Beuys'
most efficient revolufienary procedure in tﬁe sens that people learn from
their experiences,“and‘in this manner it works in the direction of human
The ex15t1ng po]itwca] situation cannot be overthrown all at

A

Th1s has to be achieved through slow evo]ut1onary changes our gener-

1nterest

ation might not even witness. But our first result has to be an echo,

"It has to be some -interest in art as the only revolutionary

force."1? .
for a direct democrpéy" is a kind of network type

fes ifself into cells which slowly grow

of a reformed society could be related to what -
III century German Idealism) has described as r
ect society.

ppant de 1'esquisse de 1l'age d' or sera democra—

§ plus a un poyvoir é par la violemce mais

| ' amour, nom plug,X cette usurpation qu'est la
ssance communauta)re, non plus d 1' agservissement,
gommune du royaumd et de 1l'entre-aide; pp. 51, 52.,
time de la-visio de 1'histoire dans la perspective
i est donc le tableau d'une 5ocieté parfaite reposant sur
astfraternité et la communaute d:/s biens; :p. 53.

Benz, Li@rairie philosophique, Paris, 1968.

”Clara Bodenmann-Ritter, Dialbgues from the Document:a 5, Verlag
Ullst:ein, Francfort 1975, .p.- 106.

121h4d., p. 123. , ' . ST

L : 1
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in and: out of their+environment. ‘The first organizational ¥orm is infor-

mation thrbugh education of concepts (Begriffe).

o

“1 on]y inform people on the poss1b111t1es inherent in themselves
Art is a technical means to d1vu1g§ such information."!® Beuys insists
that h1s dia]ogue on po11t1ca1 freedom is part of the domain of art
He also believes that the circumstances for the social freedom of man and
the conditions for the realization of ﬁis creative forces are closely -
related- “ _ ) | , :
In 1972, at the fifth Documenta exhibition in Kassel, Beuys
part1cipates w1tha nﬁrror }nsta11at1on of his information off1ce 'for
” an organ1zat10n Ofna direct democracy', which is based in, Dusse]dorf
For one hundred consecut1ve days, Beuys explains and discusses his ideas *
fo; a restructuring of political parties, (from bog&gﬁ to top — referring
to the rose — and not f}om top to bottom 1ike in ouf\ixisting strucfgre),
in relation to his universal gnderstanding of art. Thé occasion of an -
internat{onal exhibition is of prime importapnce for him. Here, he can
reach peopie from all over the world. His first discourse at Documenta _
opens with the fo]]owjng words: J *
"MAN, YOU HAVE THE FORCE FOR SFLF-DETERMINATION!"
and already, he is standinglin the center of the field of relations a}g?
h

cdmnunications. Undoubtedly, the man must believe in Humanity; what

practjces is his very personal und&ﬁ%tqnding of art.

”Adriani Konnertz, Thomas, Joseph Beuzs (Verl
Schauberg: Cologne, 1973), p. 155.
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Beuys: (as educator) 'Each individual has to realise
his antropological determination of being an artist in .
society. This encompasses the entire 1ife and also poli-
, tics. If one of my students learns to educate his or her
S /\\\ children in a better mapier, this has for me more value
‘ ’ ~, than the formation of a potential great artist. We can no
' longer proceed from the old academic concept which aims
at the formation of great artists. This will ®TWays be a
, . fortunate result. But we can proceed from the idea that
. ‘ art and knowledge gained through art can put flowing
C mobile conhcepts back into Tife.'

e e,
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Beuys: [als Erzieher] «Jeder muB durch sein Fach zu menschenkund- !
* lichen Erkenntnissen fihren: Dazu gehért das ganze Leben, auch Politik.
~ Wenn eine Schilerin bei mir einmal ihre Kinder besser erziehen solite,
. 8o ist das flir mich mehr, als einen groBen Kinstler ausgebildet zu haben.
Man kann nicht®mehs.von dem alten akademischen Konzept ausgehen,
groBe Kinstler auszubilden, das bleibtein gliicklicher Zufall. Wovon man
aber ausgehen kann, ist die Idee, daB Kunst und aus Kunst gewonnene '
. o Erkenntnisse gin rlickiieBendes Elemant ins Leben bilden k&nnen.»
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CHAPTER 8

- NEW EDUCATIONAL CONCEPTS EXERCISED IN A FREE INTERNATIONM_
, | UNIVERSITY FOR CREATIVITY *

Communication occurs in reciprocity. It must never be a
one vay flow from the teacher to the taught. So oscillates —
‘at all times and everywhere, in any conceivable -circumstance,
between all degreds of ability, in the work place, institutions, ?
the street, work circles, research groups, schools — the master/
pupil transmitter reaezver relationship. . .}

In 1972, BeJys had been for eleven consecutive years, professor
|
of P]ast1k art at the Kunstakademie in Dilssetdorf, one of the most popu-

lar art teachers in Germany, with an a]ways increasing numhgr of students.
B-At the beginning of the académic year'Bf‘\972/1973, he is dismissed from

hi; prqfessorship without’notice by the th (Nordrhein-Westfalen) educa-L

tion minister, Johannes Réﬁ ‘ )

The crisis. had started in 1968, when a conservat1ve part of

the teach1ng staff irr1tated by the 1ZEreasing enro]lment of pupils in

Beuys' class and the unrest in the haliowed halls 1n connection with the

D.S.P., expressed: the1r distrust of Beuys as a col]eague and asked the

Ministry of the Lander.for 915 dxsmissa1 The accusations against Be%ys
were made o t\g basis of propaganda, 1rresponsabi]1ty, and man1pu1at10n
through the medﬁ%tion of a student Party. Fo]lowing}these comp1aints,¢

Begx; gets ;aken away‘qhi sgcurity of tenyre and is put on a contract for
i

@ Joseph Beuys, I am searching for field character,’ Cat:alog of

Exhibition, I1.C.A., London, 1974), p-\loé. .
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"a stipulated period renewable subject to 'good behaviour'. In the fall“of.
1971, in despite of.1imitations imposed on student registration, Beuys-

admits on a two semester trial, seventeen studen;s reJected by his colleagues

§ e e e o e e

on the basis of lack of talent After successive. negotiations, a settlement

t
r

f &

is reached with Minister Rau
One year latér, when Be:}s returns from Kassel after 100 days

of dialogue at DOCUMENTA 5, the same situation occurs with th1s time fifty e

b
R S caatie *’w-‘s;'-»/—,.wvv..,.,_,.,,., I

four rejected students “On the refsgal from the Ministry to revise the

Numerus Clausus? .Beuys, with a 1arge number of supporters occupies the
office of the academy where he f1ghts for the equa11ty»of r1ghts fgr/édoca-
tion. Ignoring the orders of Minister Rau to re-1nsta1? order and submit

to the law, Beuys will be ‘officially dismissed and taken by the po]ice
/’ N . » ‘o, " . R - '\ .

force out of the academy's quarters. ; s - ‘ ;

In despite of his reJect1on, Beuys will continue to teach n

7,

the street, while act1ons/among students, protests througho’t German univ- .
A ' .
ers1t1es as well as by members from the 1nternat1onqiﬁhrt community, take < .

p]ace tb man1fest their solidarity with Beuys.

& uw. A]ready in 1971, as. the consequences of a succession of polit1\“§’ 4

) ’ 1nc1dents in relation to the academy problems, Beuys had realized that . 3
‘ only an, energetic privaug§§n1t1at1ve 1ncthe torm of a free school for L

creat1v1ty could act as the physical nuc]eus for eiper1ment1ng ne decen- .

. ' tralized educational ideas. By structuring an educative Party, (the D. S f ) o

-he had a]ready undertaken tof1nstaJ1 at a small scale, his understanding
of a free academy In 1972 represented by an Informat;on Office at Doéu-
- \(A("n~‘ _menta 5, he based his ohe hundred days of d1§cussion with the public on :
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issues like: ﬁan ane'the development of a free personality — art Ahd

. = . .
its arganiZAtional means — education — autonomy of 1nstitutions-L-

o

the meaning of work — the restructuring of po1it1ca1 parties, etc. Two =~

PR 4

years 1ater he holds,a ser1es of lectures on a. proposal for a free o~

]

schdb] for creativity in Dusse]dorf The same year, in connection with

the exhibition 'Art into Society, Society 1nto Art’ he]d at the I.C.A. -~

in London, a first manifesto on the foundatioh of a free university for

hd L]

creat1vity and interdisciplinary research is made—public.

,/’;”/// ~, ~ The intention of the school 1is ‘to try out new models for a twb-'

T F

L4

way creative re]at1onsh1p between teacher and taught outside the off1ciaF
- academic set-up (Without any bureaucrat1c restraints) The objectives

are to remediate to the absence of ereative:thipking in the economical;

‘ : social, and poltteeal field, to the centraHzat'ion of academic disciplines,

’ “(which forces to give respons1bi11ty for social changes to so-called

.experts or spec1a11sts)_ to the equa]izat1on of politics with pq]iticians,

. \
and to the restrﬁct?bnito creative. concepts 1n\the cultural field In

\\\\\\the view of the schoo1, such divisions are at the base of sbc1a1 problems

[

by which a ma;frity exertises manipu]at1ve powers on a minority. Its way
\\of renedﬁat1ng at the exist1ng s1tuation is by reawakening’ cultural con-
sc1ousness'Focus1ng toward creativity among the community, and this through -

the format1on of a]ternat1ve models based on collective dialoge and social

-

experiments.
L Y . )

Since 1974, those models exist as divided cells composed of

-

T e

tors,:prisoners, and workers, -etc. The wprkfngﬁmethcdsfof those organs
Y 1} N B

- - . .
’ * . " \ )

‘artists, writers, actors, politicians, psychologists,fsoé#al Qorkers, educa-.
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“differ according to location, precedents and needs.? Group consu]tat1ons, .

democrat1c agreements and the repartition of tasks takes place dur1ng ',
alternative meetings. Reconstruction of the social organ1sm through

collective production is at the center.of the free university's (F.I.Ui)
initiative. This,decentra]dzed network has already bases in Dublin and N
Belfast 1n‘Ire1and,\and‘1n Aachberg Nord-Germany. In 1976, workshops were

created in London Wales, Derry, Mordiland and Sicily. The free academy,

.~ § 0ldenburg (Anato1) exists as an independent cell. Fdnctlaning as a non-

‘museum, Basel 1969, p. 44.

prof1t organlzat1pn the schoo1 is supported by artists, educators, poli- -
tlcians cultural and social commun1ty organ1sms, etc. )
In 1977, the F.I.U. is represented\as a working module with

over hundred and fifty members at the DOCUMENTA 6 in Kasse1 Its central . s

- theme qs:._ "Human rights and social order" and is based on a 100 days of

=

lectures and dialogue with the pub11c The F.I.U. insists that such an .

initiative should be regarded as an art1st1c process in the sense of the
. 0

. format1on of an invisible social P]ast1k Th1s formatlon or1g1nates with

everybody's consc1ousness in connection w1th the cond1tion of his environ-

ment. . ‘ ' ‘ i Y

Beuys, in an 1nterview"with Friedrich Heubach'&destribes man °

7

as be1ng first- of all a natural be1ng, then a soc1a1 be1ng, and over a11

a free creat1ve be1ng Out of that canp]exlty, each man. has to work an '()

Y ~ ~
’ “The idea of a decentralized organization is to break away from
the restraint of a topographical location. "In expanding .the number of ' b
cells geographically, the F.I.U. can reach a larger number of people.

Free University for creativity and interdisciplinary reseatrch,

Catalug’%f Exhibition, Documenta 6, Vol. I, Kassel 1977, p. 174.

[

*Friedrich Heubach, Interview, Cataiog ?f Exhibition, Kunst-
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“ models for the environment he w111\a1ways be part of- hi% social ‘enyiron-s,
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ment. In order to deve usefu] models fdr soc1ety, man needs f1rst of

*

“all, access to institutions where he will be approached as a free creative
being. éuch a role is conferred to the free academy Beuys tells us that °
the first function of the school is to exist for the 1nd1v1dua1 - In the
structure of 1nst1tut1ons, 15 ‘all the material through wh1ch he can work
on'change But each 1nd1v1dua1 has to work ‘first of all on\the develop—

ment of his own inner resources, since creative facu1t1es are d1fferent in

each human being. "From th1s basic posit1on in consciousness, there is.

' a point where everybody can change the wor1d through his free 1nd1v1duaﬂity

.

When he observes and comes to a. clear understand1ng of facts, he can work

through those means. I would only stress this point where there appegrs

’»

freedom in culture where the outcome through active\doings by free indiv-
4

iduals with the1r se1f -conscious - I, is an amelioration, a better1ng of

the position of men in hav1ng consc1odsness of the who]e problem, since

now they arelnot‘on1y Tooking at the artist' g problem but at everybody's

O

.\@

needs. " ® . Cor, . )
S In Beuys' model for creat1vity, an. understanding ‘of soc:§1 _
4
scu]pture is born out of a phenomena of product1on. Human product1on v

orrginates in thought (the formation of a thought be1ng already a p1ast1c
process). Thinking is also the starting point for freedom Outaof this

ability to produce spiritual substances the whole soc1a1 prganism can be

5Joseph Beuys, ‘Lecture held at the N.S.C.A.D., Halifax, Parachute
Magazine, Issue No. 4, 197ﬁ p. 22.
]

GContrary to a materialistic view of the phenomena of production
4s exposes in marxist theory, Beuys' view is that man should be first of
all a producer of spiritual goods, such as tﬁ“ughts,\feelings, and impulses.
The idea of Capftal asg profit in etonomical terms would therefore c rres—
pond to Capital as creativity inthe cuitural spheré. N .
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"th1ng new and or1glna1 he has to revolutionize time. when he has ehough
. and at that moment he will enJoy what we cal] happ1nessk"7

. Wh1ch cannot be separated since one is consequent of the other, and both

-84- L

transformed. ~ In the'matéria]ization of those spiritual goods, those~ -

%

» human capab11it1es into comMuﬂ1cation and action. lies.a whole innovation' °~ . .

[}
b

of the trad1%fdna1 understandJng of- art.
"\ o .
In man's ab111ty to think orig1nates speech’ by- which he can

[N

cehmunicate ideas. Beuys sées in speech a pr1mary scu]pturaT form .
- .\
Thoughts are modeled through express1ve means . Language 1tse1f is a form
of express1on and one should be able to 100k at_ 1t 1ike the artist at his

work; w1th its form, 1ts—proportnon, its force and its quajity.f If .
. - . {,

language creates forjp, it also has a revolutionary potential to create .

. . . R J

freedom. But first of all, we have. to revolutionize thought and this form

of revolution takes place within man.

! . - " ~, «

"When man is really a free creative being who can produce some~

self-confidence he can decide for himself how the future 1ooks ) And to the ¢

degr?e that he contr1butes creat1ve1y to the wor]d process, to that degree

’
¢

When Béuys uses the term revolution, he means, first of all®

positive chandg. For him,-revolution and evolution are two concepts

s

encompass a notion of progress. He te]ls us that freedom s not a static -

condition but an evo1ut1onarx principle only attainable through creativity.

And this creat1v1ty Beuys ca]ls it art. 7

Art is therefore any activity which makes one éndependent of

e-conditioning represenyﬁa by society. Freegomﬁiplf determinafion=

eativity=art=man. This is the formula Beuys is referring to when he
’ ‘ R L ..

7Ursula Meyer\"How to’ Explain Pictures to.a Dead Hare Axt News,
Vol. I, No. 1, January 1970, p. 55 :
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stafe5° "Every man &s-ar artist“ betause he is ta1k1ng about the. po1nt

2

, o? freedom ex1st1ng in each individual. Th1s point. of freedom Bies in

the m1nd not in® the env?ronment.- Nhat is new, comes fr0m humaf fﬁgught

-I

Man, by v1rtue of his creat1v1ty and h1s power of thought can introduce.

* ¢

" néw causes uhich w1]1 determ1ne the future course of h1story._ .

I can see no other possib]e way -in wh1ch the futyre can come

into being 1f*it always resu]ts from old causes. History ahd the future
v '\ * . . 1 -
- ¢an only exist'on the-basis of ,the possibility of the 1ptroduct1on of new .
Lo v © ’ " ,/ . .
causes by man."® . -0 et . i} i '
’ “ LY N b ¢ j:’ 'ﬂ" ) " \ !
. t E'Georg Jappe, 'A Joseph Beuys Primer , Studio International, f
Wok. 183, No.. 936, Sept. 1971, p.. 67 K v . :
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! o If. there ig .to be any queatwn of soch reformation man ,
;5 v »* must, understand the fact that in the social life of the future, 3
§ R the ocontents of human conversation will be of real significamce. ' f
z . " “Reeults will depend on what people take gertously when they ) .
3 . exchange their ideas, their semsations, their feelings. o .
T . , v It*ie necessary for the future that gemeral education may _ g
; R be gaverned by concepts that may be-the basis for imagination . "
HY '+ (creativity) that means concépts that shape the mind quite : o
v o dszerently from. the merely aspect of cause and effect energy . . )
Lo ., and matber. * C o . . .
" ¥ - . It becomes tncreaamgly ﬂecessary to tmnsfom tke ' N
s ‘ Pigid abetract cond pta; 3 -
. if mankznd i8 to progress. - -
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/Thﬁnteregt 'in Beuys phi 'Iosophy lies in the 1dea t\mt an ' -

[
o

L

invest1gat1on of the or1gins and growth of h1s artis°t1c act1v1ty may

reveal something about the nature of the work he produces today If we S

|

. Took at the deve]opment of ‘his thinking as an expos1t1on of a-notion of

e . . . -
scale in art, we are confronted with a' very mteresting 1ssue '

/Douglas Dav1s, in an art'lc'le ent'tt]ed 'The Size of the Non- S

.

AR

O L aha

ST e s T
#

reflective works haif to expand beyond their physical configuration all

Size' ,1 says that "a work of art. can be measured by its effect onthe . " . .
who]e cu1ture in terms of its pre-deterrmned arc of act1on, where it

attempts to go, the issues it tries to confront and its chosen a\ud1ence.r 1 C %-

v v

. Beuys .understanding of dn .expanded notmn of plashk m1ght . '

be compared to Davis'-widened approach to sca]e Beuys art work encom-

passes a broader dimension than a mere decision on"physic'alr necessity.

vy

His drav’vings and early objects were already sketche,s for ideas,'materials

leadmg to med1tat1on In the course of time, in order to M

~

the way 1nto the otial context in which they were creéged. ‘

The first alternative for Beuys was to move from a passive/medi- '

tativ.e process to a more active/constructive process. This passage was
) . ’ B . . * . ™.

¥ 1Douglas Davis, ‘Artculture, Essay on the Post-Modern (Harper
and Row: WNew York, .1977), p. 30. ‘ . ‘

{
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hngugh what he- calls 'the w1den1ng pr1nc1p1e and th1s.1mp1ies

a]ready,an obaect1ve, an attempt to go somewhere. This somewhere cou]d
Id

4

in Beuys' own tewnms¢ . the liberation of culture through cpea-

. . “\
'Cu]ture is ne more than _the place where every human meaning ‘can

a
.

be fully expressed And when this is not true, one has to\§5t out to

liberate ‘culture.'2 ‘This cari only be achievedfthrough means of creative

productivity. These means are spiritual in essence and every human-being

. has .the faCUlty to proéudb such spiritual goods. .Therefore, Beuys does

not only address h1mse1f to a choken art audience but to every. 1nd1v1dua1

,in society.

. Thus, the arc of act1on of -his work 1s meant‘to-reach all

the way. into the world. Such a cultural Qef1n1t1on of .scale would not -

on1y‘encom

principle’

the sense of evo]ut1on in the 1nd1v1dua1 and po1nts the path to freedom '

PIE

pass centext but also the dimension that is time. - The 'wicfen'fhgw
!

steers towards change (a revolut1onary process) that restores.

Change as Energy, as a mean of 1hprovement 1n a context of unfixed chang-

+ ing va]ues

s

it 1s thro

. "~ can be app

_audience)

4

A]I these are ~components of Beuys' inV151ple sculpture and .

ugh these contents that DaV1s concept of demater1alized scale

L

Ted, . T

'Art engaged in thievparticular expansion of scale (into the

is thus a cultural phenomena that often a]Todes or enacts a

Justified anx1ety '3 Beuys himsed £, by acting in such wide param@%ers

1

and Row: New York, 1977), p. 33. . _ 5

. o )
e . [
. , ' oo !
R < Lo

has more than once been 1ooked at with skeptiC1sm and reservation His

i

2Joseph Beuys, 'Public Dialogue at the New School in N.Y.',

-Artforum, Vol. 12 No. 7, March 1974, p. 69.

3Dougles Davis, Artculture, Essay on the Post-Modern (Harper

?
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- objective of improving the condition of society and man has often been

seen as an anti-artistié gesture based on a utopian goaf. (But is not

following an ideal concept one of the most powerfﬁ1 weapons against the

preva111ng sc1ent1f1c v1ew that the wor]d is only what, it happens to ‘be?

i

- And s not any ﬁroduct or act1v1ty des1gned to tommunicate feelings or

ideas - and.art certainly belongs to that category - performing a social :

funct1on and therefore also of po11t1ca1 import?). Aftér all, Beuys'

point of departure 1s from rea] 11fe, from existing prob]ems. What he su§-

L4 | -

gests is a sty11st1c and forma] innpvat1on inside a widely expanded def1n-‘

. ition of art. Th1s is seen by the artist as 3 pr1me necess1ty and this

can only be ach1eved through one so1ut1on. threugh a world-w1de Fonsd1ous

‘move. And if the ava11ab1e forces today are st11] at.-a sma11 d1mens1on,

‘. this is already more than a beginning. .

-\
.
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gests is a sty11st1c and forma] innpvat1on inside a widely expanded def1n-‘

. ition of art. Th1s is seen by the artist as 3 pr1me necess1ty and this
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' My matn concern in writing this essay-has been to identify.a ‘
way of thought. Beuys own optimism and 1deo]ogy as well as the enthus-

1 - iasm of his supporters among wh1ch Franz and Joseph Van der Grinten, ,

e - Gotz Adr1ani Car011ne Tisdall, Willi Bongard, to name ‘just a few, has

¢
"

beeh a primary sourge for my own positive stand. But despite of my favour- - 'j

[

} ) ’ s . able position towards Beuys'' ideas, .I have encountered in the course | . b Y

of my research some neéat1ve v1ews of that way of th1nk1ng
. %

/
For exampTe, Beuys' phi]osophy has more than once been reproached
; ‘¢ a lack'of'c]ority His ‘whole’ 1deo]ooy is based on change; (evo]ution/

| revolution). The procedure to eventually achieve that change is clearly’ S

exposed: "Our actions are singnificant and can affect others Whep Qur

- energies are so directed, and change can on]& be achieved through every-

body s own'will:"! Critics however point out that Beuys does nnot “always

? ; . opinior, it is understood that Beuys tries to"warn us from a positivist

B wor]d view, from,mater1a11st1c oriented.thoughts. Through his who]e work s

o .

L he exposes his own inner resources and his own solutions drawn out of

L3

spiritua]ity. ‘ a _ - ) . £

Vé a
1

. o : 'This has beén further clarified within the body of the paper
See Chapter 7, p. 69. v

- J %
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{ o | ¢larify the material causes under]ymng that need for change In my 4 |
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‘ or1g1ns in mtumon and mspn‘atwn.

/Bbysma] outlook on the destin ofsmankind, Be‘uys has been looked- at w*ith'.

".theory, where _man is on the contrary seen as the pf‘oduct of a process.

Vol. XII, No. 7, March 1974, p. 69. i 5

L e e e g ety et g .

‘That which constitutes s'piritu'al thinking takes often its

"2 Because his more overtly meta-
: ! N v . ‘

scepticism. Often times, one has caHed him a_mystic o’(: a v1swnary, . §
romantic realist or-a fanat‘ic 1dea11st ‘ , . ) ' ? '

: i

j

i

"whatever the heumstic value of his actions, (Beuys saying that
he is only leading peop]e toward sp1r1tua11ty) thlS attidude sfeems to
have been the _argument of many re]1g1ous prophets, saints and’ Iunatlcs s
Maybe this opinion comes vfrom the fact that Beuys beHeves in the u1t1mate ' ' )

ahenatmn, 1n trutﬁ and Justxce as the forces of history It is true T

'S

that there is a fervent devotwn ‘fgr: a cause in Beuys' presentation of -

his ideas’ But,I would rather substitute"erj]'ightenment',"reh‘gious

zeal*, or 'fanatism!, with the word conviction. v

\‘)
There is-a . firm belief 'in Beuys' view of progress, that proéss

' starts with man. An interesting hnk can be established here w1th marxist

.

triumph of {;oo&' m Tove and compassmn, pat‘lence and hope in the face of - o 1

marxism on one hand and by, putting émphasis on work and productivity on

the other hand'.)'ﬂ Marx's situation is one of necessity; the inevitability
+ . } A .( ' Y,. l

: ” N i
* ' 2Annelie Pohlen, 'J. BeuysgInterview', Flash Art, No. 80-81, L
Feb. /April, 1978¢p. 18. ' ; _
. . . . ;

]

\

'
'

SLizzie Borden, 'J. Beuys Drawings', Ronald Feldman Gallery,
(New York), Artforum, Vol. II, No. 8, April 1973, p. 69. - ?

E - . -

. o
(Beuys. has been accused of contr‘ad1ct1ng himself by being critical of ’ o
, , ‘ .
“Jeremy Gilbert-Rolfe, 'Public Dialogue with J. Beuys', Artforum, ' K

. .
i
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of revolution through co]'lgctive coriscjousneés. . Beuys on his side,
believes ‘that personal revolution hasl to come first. That out 6‘f the
development of the individual' and the production of spiritual goo'ds,” will
arise a consciousness that can change the world. (An evolutiona'i'y/reymu- .
— tiotary process). This is a poiﬁt where critics are often misled, 1h my
’ own view, Marx's and Beuys' ideologies are the p?_u}sicai arjd metaphysical
counterparts to a simﬂar dial‘ect.i'c. The problem is that Bedys, by opera-

t1ng within wider parameters, is harder to pm down.

. This difficulty in grasping the center of Beuys ideas might -

~be in some way revealing about our own one-s1ded way of thinking; that -
/ of cause and effect. Beuys' philosophy demands to a scientific understand:
ing of the world, a moral counterpar.‘t which encompasses spiritual life as '
well. | ‘ ) ‘ |
A noticeable fact is ‘that critics avoid confrontmg Beuys on
| that particular 1ssue, because the ground they stand on keeps shifting:

To compensate for that state of uneasiness, we often get a qu_ exposition

“ e

of Beuys' persona. (A striking example of this is the October issue of , \“.
e Arts News on current art in Germany Beuys' usual image'as a hero — with :
. the fe]it hat angz the rose — on the front cover, attracts our attention.
But the magazine itself spends T1ttle time and words to d1scuss the d1rec-
tion of fiis \thmkmg. ‘This in my opinion %Dmes from the fact that it is
st‘ﬂ] misunderstood that Begys is the physical manifestation. of an ideology;
tﬁat he represents a conéta;nt rehéarsa’l of a ;udy of ,thinlfing. And if some-

thing is to be Tooked at, should it not be 'ideas’ rather than Beuys the

-
. 5Beuys exchanges productivity for creativity This is fur- | o
* ther explained in the third part of that essay. See Chapter 7, p. 68. , R
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:p011t1c1anh Beuys the prophet Beuys the bourgeois, Beuys the ‘myth'?-

'Beuyéf“his person, ahq_h1s‘1de§s HoweVer, th1s might be a topic for the

o “ ) 'y : 293 -
) » g (4 ! “

@ s . N . ’ ' -

P It 1s ev1dent that one. could raise further cr1t1car’/§sues on

e

development of another essay;- my ‘{ntention in this thesisnhaving'been
. . . . y) . o . )

to expose rather than to debate a way of thought.
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