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The press board is well-worn and exhibits traces of being worked on. Rows of iron 
wires are strung loosely between two stations mounted at each end. Hanging verti-
cally across this bracing at various well-proportioned intervals are five copper 
wires that are staying in place because their ends have been bent back into small 
hooks. 

“Eurasienstäbe” is a treated objet trouvé, a modified readymade. In 1974, 
when the Berlin gallery owner René Block was preparing to open a New York bran-
ch, Joseph Beuys suggested a workshop-like installation for the premiere showing 
which Block had in mind for him. (The installation was never realized, however, 
since Beuys opted to present his “Coyote” performance-art event instead.) “In the 
hopes of procuring material for him,” René Block reported in a 1989 issue of Kunst-
forum magazine, “I took him to my father’s workshop on the Lower Rhine.” A 

mechanic and inventor, Block’s father was 
getting ready to close the workshop and reti-
re – and allowed Beuys to select whatever he 
wanted. As it happened, the artist decided 
take everything off his hands and promptly 
called a shipping company. Some of the 
materials were turned into works even before 
they left the factory, the Eurasienstäbe 
among them. 

Block added further details to the story 
recently: His father had put together a foot-
warming device using a press board, whereby 
the electrical current flowed through the 
wires of the object (which had been covered 
by another board). Beuys immediately decid-
ed to make something of this left-over item 
and grabbed some lengths of copper coil 
used to repair engines that were lying around 
for the taking. All the artist had to do was cut 
and bend them into the right shape. The artist 
did not use a paintbrush or paint, Block 
recalls.

Beuys most likely was inspired by the 
electrical power still inherent to the object and 
running through it, or, in his parlance, the 
“energy flow.” By adding the copper wire, he 
created a symbolic connection between the 
energy flows implicitly forming part of the 
object. The U-shape shortened at one end had 
appeared in his works at a very early stage, in a 

small object dating to 1958, where it seemed to be a sort of antenna without any 
deeper meaning (shown on the right). In 1966, he had deployed this shape as a “Eurasi-
an staff” in the art happening EURASIA in Copenhagen, where he had marked it out in 

chalk on the floor. (This happening was later repeated in slightly modified form at René 
Block’s Berlin gallery.) The title of the event already hinted at an underlying theme: The 
synthesis of two separate worlds.

At the 1967 art happening at the Vienna Galerie nächst St. Stephan, and 
again in 1968 at the Wide White Space Gallery in Antwerp, the work giving the 
happenings their title took pride of place. The copper staff 
which Beuys used – copper being an energy-conducting 
material – was 3.64 m long. Beuys repeatedly moved the 
staff past a bare light bulb hanging from the ceiling and then 
rubbed it along four angled columns made of felt that 
extended from floor to ceiling, which suggested a space 
within a space. It was if he was transferring the absorbed 
energy onto the room’s corners, which he saw as a manifes-
tation of a rationalist principle gone lifeless and cold. 

As guidance for the Danish artist Henning Christian-
sen, who was to provide musical accompaniment for the 
happening, Beuys prepared a “Musical Score for EURASI-
ENSTAB.” In it, we see the U shape inscribed with the word 
“EURASIENSTAB” hovering above a Europe designated as 
divided. Coming from the distant East, the shape penetrates 
the West and then turns back just long enough to cross over 
back to the other side: the symbolic abolition of the divisi-
on, a sign of unification that embodies the idea of fusing 
Eastern (Asian) and Western (European) cultural characte-
ristics. Much like the anthroposophist Rudolf Steiner whom 
he so admired, Beuys believed that Eastern civilization 
stood for intuition, the Western for rationality. Combining 
both these elements, the spiritual and the intellectual, was 
something Beuys regarded as one of his most important 
tasks in order to make human existence whole again. His 
own unique vehicle for this was the “Eurasian staff,” a 
device he used in his happenings to symbolically bridge divi-
sions (including political ones). 

The concept is applied in a rather abstract way in this 
modified readymade from 1974: We have the energy flows 
between two poles, which are accompanied – and symboli-
cally activated – by Beuys’ U-shaped copper forms. Here, the 
wires look like stave lines, the copper staffs like notes and the entire object like a 
“musical score” much as Beuys would understand it: As the idea or inspiration for 
an art happening.

The appreciation of more or less random traces – including remnants of 
paint – of an object’s past usage that is typical of Beuys’ aesthetic has become, 
by the introduction of a shaped material imbued with a meaning of its own, one 
of the composite works making up and defining the multi-faceted universe of 
objects showcased in the “Block Beuys” cosmos of objects in Darmstadt.
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Eurasienstäbe. 1974
Assemblage: Acrylic, copper, wire and metal on 
masonite. 40 × 60 cm (15 3/4 × 23 5/8 in.). Signed and 
dated in pencil on the reverse: Joseph Beuys 1974. 
[3276] Framed.

Provenance 
Private Collection, Southern Germany (acquired in 
1974 at Galerie René Block, Berlin)

EUR 60,000–80,000 
USD 71,400–95,200

• A striking example of how Joseph Beuys pushed the 
boundaries of art.

• A readymade using items from the workshop of René 
Block’s father in the Lower Rhine region.

• After almost 50 years, the work is offered on the art 
market for the first time.
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