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“To  p ro voke  means  t o  evoke  some th i ng. 

By  mak i ng  a  scu l p t u r e  w i t h  fa t  o r  a  p i ece  o f  c l a y  I  evoke  someth ing . 

I  i gn i te  a  thought  w i th in  me. ”



Beauty is found in the unfamiliarity of Beuys’s work. To the person who 

comes to a Beuys’s piece of ACTION, who is open to the encounter, a 

whole new realm, unconceived before, is made available. Beauty comes 

in the steering of us into new places where we TRANSCEND THE 

FAMILIAR relation we had with objects. 

In his ritualizations, those objects or materials—like FAT, felt—are 

transformed into instruments of a secular upheaval. It is that moving 

away from the traditional models, Beuys’s insistence on rejecting just 

those standards the usually less conservative Danto defines as necessary 

for the BEAUTY experience, that openness to a multicultural model, a 

willingness to include all models.

Pictured Left: “Fat Battery”, 1963 | Felt, fat, tin, metal, cardboard | 132 x 373 x 248 mm 6

WORKING WITH THE MATERIAL
FAT
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“My initial intention 

to use FAT was to 

stimulate discussion. 

People instinctively 

feel it relates to 

inner processes 

and feelings.”

THE OVERALL CONCEPT

Pictured Above: Various fat sculptures completed during the 1960’s Pictured Above: “Fat and Rubber”, 1968 | Fat, rubber

FAT

Not just the white bourgeois crowd 

pleaser STANDARD, that shapes what 

Beuys has called his “social sculpture.”   

Duchamp’s urinal blazed the trail. If the 

Dada movement insisted on slapping 

the public’s face in order to demand 

alternatives to the affable, to impolitely 

wake society up to the limits of its current 

progression, it still continued to operate 

in that SOCIETY’S forum. It wished to 

transform society and its operators.



It was too bound with the system to give  

up the privileges that society afforded 

them. What are its ARTISTS doing, in 

photo after photo, wearing the clothes 

of the bourgeois they deride so 

aggressively? Why do they adapt the 

affectations and symbols—in their 

tuxedos, stiff collars, and fine dresses—of 

that system they would seem to detest? 

Many of the Dada artists come right out of 

the privileged class, and that’s the point: 

Pictured Right: “Fat Chair”, 1964 | Fat, wax, wire, wooden chair | 94.5 x 41.6 cm

THE PUBLIC REACTION
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FAT

you don’t come out. You REMAIN, 

no matter how fervently you deny it. 

You’re CONNECTED and a degree of 

outrageousness will be accepted as the 

euphoria of an art parlor game. Which is 

not to deny the power of the art itself 

by regarding it as product for patrons who 

had the taste and foresight to collect it.You 

remain, no matter how fervently you deny 

it, a degree of OUTRAGEOUSNESS 

will be accepted as the euphoria of a game. 



Pictured Left: “Fat Corner”, 1960 – 62 | Fat | 580 x 121.6 cm
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FAT

Beuys certainly inherits Dada’s rage at 

the POWERS that be and he responds 

with Dada’s audacity at not REMAINING 

SUBSERVIENT to the restrictions that 

system would oppress expression with. 

Dada was an awakening in the form of 

a movement—artistic, activist/social, but 

most forcefully, PSYCHOLOGICAL: 

Its artists refused to adhere to the limits of 

the expected, or the patronized obligation 

to entertain and please. 


