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“ I t ’s  t he  same p r i nc i p l e  aga i n : t ransmi t te r  and  rece i ve r. 

The  r ece i ve r  i s  t he  same as  t he  t r ansm i t t e r, on l y  i n  f e l t . 

I t  i s  a  to ta l i za t ion . 

The  spec t a t o r  becomes  t he  p rog ram. 

The  spec t a t o r, represen ted  by  the  fe l t ,  equa l s  t he  p rog ram.”

FELT



Much as Beuys had worked single-mindedly with drawing in the 1950s, 

he likewise steadily concentrated on manipulating FELT throughout 

the 1960S AND EARLY 1970’s, using it as sculptural medium, sound 

insulator, and poetic metaphor. Works that show this practice include 

Homogenous Infiltration for Grand Piano (1966), Homogenous Infiltration 

for Cello (1967), The Pack (1969), and Felt Suit (1970) - the latter work 

notably lacking Beuys’s typically elaborate metaphorical titles. 

Felt Suit was simply a quasi-cosmic turn of haberdashery, a simple 

men’s suit tailored carefully after one of the artist’s own. On having 

DONNED THE SUIT for a 1970 performance, Beuys subsequently 

claimed that it symbolized “protection of the individual from the world.”

Pictured Left: “Felt Suit”, 1970 | Felt, wood | 170.2 x 99.1 cm
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WORKING WITH THE MATERIAL
FELT



“We are only partly 

existing on this 

planet – and being 

involved in wood, in 

felt, in fat, in iron, 

in rubber.”

THE OVERALL CONCEPT

Pictured Above: “The Pack”, 1969 | Van, sled, felt, fat Pictured Above: “Lightning with Stag in its Glare”, 1958/ 1985. | Felt, bronze
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FELT

His is an art that REJECTS that  

academic perseverance and dedication 

to craft, the years of figure drawing, of 

working from MODELS, from casts. 

His agenda turns away from the need 

to duplicate, to accurately render. He 

ABANDONS that skill which we all so 

admire in artists of the PAST who are so 

able to fool us, with their craft of illusion 

making, by creating those scenes we 

long to see. He may be seen in that way. 



Except Beuys’s work doesn’t need 

to condemn or indict or find blame or 

name names. It REACTS by offering 

alternatives, by not playing by the rules 

of that system which would destroy 

itself. His art BREAKS with the need for 

that value system; it makes not attempt 

to be accepted or to offer itself for 

judgment to that bureaucratic MAZE. 

By not accepting the criteria, the rules, 

Beuys courageously forges ahead into 

Pictured Right:  “Homogenous Infiltration for Grand Piano”, 1966 
   Piano, felt, leather | 99 x 152.4 x 238.76 cm

THE PUBLIC REACTION

10

FELT

new, unexplored territory. He doesn’t 

prolong the THEMES and variations of 

the machinery. What his step tells us 

is that it’s possible, indeed necessary, 

to SEEK new routes. He takes former 

student Kiefer to task, sighing that Kiefer 

just didn’t get it. What is “arty” about 

putting a branch over a phonograph 

record or two bricks on a hotplate? 

Just as we might ADJUST to the shock 

of the carelessness, casualness of the 



materials, our sense of VALUES might 

adjust to this reordering, this playful 

questioning of structures, the crossing of 

boundaries, not ADHERING to the rigidity 

of formerly unquestioned purposefulness, 

the refusal to accept the AUTHORITY of 

the preconscribed, to become acclimated to 

the re-ordering of a things’ “thingness.” 

The photos are remnants, reminders of 

his actions. They capture the VITALITY, 

document the essence of his performance.

Pictured Left: “Stripes from the House of the Shaman”, 1972 
Felt, wood, coats, animal skin, copper | 340 x 655 x 1530 cm
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