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Michael Fried, “Art and Objecthood” (1967)





Painting between 
Surface and Object

towards 
Minimalism

Frank Stella, Green Gate, 1958



Frank Stella, Marriage of Reason and Squalor, 1959

Frank Stella, Green Gate, 1958



Frank Stella, Marriage of Reason and Squalor, 1959



16 Americans
December 16, 1959–February 17, 1960

The Museum of Modern Art



16 Americans, 1959
Works by Ellsworth Kelly and Jasper Johns



Jay DeFeo (1929-1989) Above The Rose in DeFeo’s
studio. It is a monumental work created with so much 
oil paint that she called it “a marriage between 
painting and sculpture.”



Jay DeFeo, Untitled (R. Mutt's cast, 1973



Frank Stella at work on the Black Series

“All I want anyone to get out of 
my [works] and all I ever get out 
of them is the fact that you can 
see the whole idea without any 
confusion. What you see is 
what you see.”

--Frank Stella, 1964



Frank Stella, Die Fahne
Hoch! [The Flag on High!] 
1959

121.5 in × 73.0 in



"To many, Stella remains best known for his precocious appearance in ‘Sixteen Americans’ at 
the Museum of Modern Art, New York, in 1959…Only twenty-three years old, he was 
represented there by four of his ‘Black Paintings’, a series that eventually comprised about 
two dozen large-scale canvases, each composed of concentric bands or stripes in black 
enamel house paint on raw canvas, at once stark, deadpan, rigorous, imposing, velvety –
diagrammatic but also tactile…They are at the same time crucial exponents in the history of 
non-compositional abstraction, by which artists have sought to produce paintings absent of 
subjective decision-making. Instead, emphasis is placed on the painting itself, on its 
materials and terms, as well as, during the 1960s in particular, on the viewer: it feels 
impossible to write about Stella’s early paintings without citing, for the umpteenth time, his 
own notorious line, ‘What you see is what you see’ – which either sets aside the difficulty of 
seeing them, or simply accepts the vagaries of seeing them. He offered this statement 
during a 1964 radio interview, and it has resounded like a Minimalist mantra ever since, 
treated as a kind of koan (a paradoxical anecdote or riddle without a solution) rather than 
as mere tautology.” -- Curator Kate Nesin



Frank Stella, Gezira (Black Series), 1960 



Frank Stella, Agadir II, 1964 



Frank Stella, Agadir II, 1964 Frank Stella, Green Gate, 1958



Frank Stella, Abajo (Flesh), 1964; powder & polymer emulsion 
on canvas 96 x 110in. 





Frank Stella, Tuftonboro III, 
1966; fluorescent alkyd and 
epoxy paints; Irregular Polygons;
100 x 109in

ECCENTRIC POLYGONS

"The paintings I made before the 
Irregular Polygons were very symmetrical 
geometry. And these [Irregular Polygons] 
are a geometry which is no longer 
symmetrical, but they have to be the 
same thing that symmetrical paintings 
are: they have to have a sense of 
equilibrium. They can’t fall over. There 
has to be a balance; they have to stand 
up. For the earth to keep spinning you 
have to maintain equilibrium. If the earth 
stops spinning it goes downhill and we’re 
in trouble. Equilibrium is everything: it’s 
true in painting as it is in everything 
else.” -- Frank Stella





Leonardo da Vinci, Adoration of the Magi, 1481 
Painting and the GRID



Piet Mondrian, Composition with Red, Yellow, Blue, and Black 1921
Painting and the GRID 



Agnes Martin, Night Sea, 1963 Agnes Martin, Friendship, 1963



Agnes Martin, Friendship, 1963
Gold leaf and oil on canvas
6' 3" x 6' 3"



Agnes Martin, 
Whispering, 1963 



Eva Hesse, Hang Up, 1966 

Acrylic on cloth over 
wood; acrylic on cord 
over steel tube



Eva Hesse, Notebook and Sketches, 1966





Eva Hesse, Legs on a Walking Ball, 1965, varnish, tempera, enamel, cord, metal, papier-caché, 
unknown modeling compound, particle board, wood 



‘…clean and clear – but crazy like machines…’

Made in studio space located in an abandoned textile factory in Kettwig an der Ruhr, 
Germany. The old factory still contained machine parts, tools and materials from its 
previous use and the angular forms of these disused machines and tools served as 
inspiration for Hesse’s mechanical drawings and paintings.
http://artnews.org/hauserwirthlondon/?exi=36604

http://artnews.org/hauserwirthlondon/?exi=36604


Eva Hesse, Study for or after Legs of a Walking Ball, 1965



Eva Hesse, Schema, 1967-68  cast latex with 
moveable elements



Eva Hesse, Study for 
Schema,1967

Hesse defined the word ‘schema’ as 
“synopsis, outline, diagram. general 
type, essential form, conception of 
what is common to all members of a 
class.” While the evenly-spaced, 
balanced grid of her eponymous 
sculpture (fig.9) may be read in 
terms of Hesse’s definition, her 
interest in ‘diagram’ and ‘essential 
form’ are also expressed in the 
meticulous planning and rigor with 
which she approached its design, 
including her choice of material.

-- Jeffrey Saletnik



Eva Hesse, Test Pieces, 1967

“The materials I use are really 
casting materials, but I don’t 
want to use them as casting 
materials. I want to use them 
directly, eliminating making 
molds and casts … I am 
interested in the process, a very 
direct kind of connection.”

-- Eva Hesse



Eva Hesse sculpture exhibition gallery shot—foreground, “Schema,” 1967–68, latex, Philadelphia 
Museum of Art, and in the background “Sans II,” 1968, polyester resin and fiberglass



Eva Hesse, Sequel, 1967-68

Latex, pigment, and cheesecloth



Eva Hesse, Repetition Nineteen III, 1968

Fiberglass and polyester resin, nineteen 
units

By allowing the components of 
the sculpture to be arranged in 
various configurations, Hesse 
purposely left the precise 
allusions of these suggestive 
forms ambiguous, inviting our 
associations to guide our 
experience of the work and its 
meaning. The irregular surfaces 
of the elements are typical of 
“antiform” or “process” art.
https://www.philamuseum.org/collections/permanent/85791.html



Eva Hesse, Accession II, 1969 



Annie Truitt, Summer Sentinel, 1963      David Smith, Zig VII, 1963  



Dan Flavin, Alternating Pink and Yellow To Joseph Halmy, 1967-78 



Dan Flavin, Icons, 1961-64



Dan Flavin, FLA_icon II (the mystery) (to John Reeves), 1961

Dan Flavin, Icon VII (Via Crucis), 1962-64



Dan Flavin, Icon V (Coran's Broadway Flesh), 1961-64



Dan Flavin, FLA_icon VIII (to Blind Lemon Jefferson), 1962



Dan Flavin a primary picture, 1964 Rote



Dan Flavin, Untitled (To Pat and Bob Rohm), 1969



Dan Flavin, Artificial Barrier of Blue, 1968 



Dan Flavin, Monument to V. Tatlin, 1969 



Dan Flavin, Monument to V. Tatlin, 1969 

Tatlin, Model for the 
Monument to the 3rd 
International in wood 
and wire displayed at 
the VIIIth Congress of 

the Soviets held in 
December, 1920



Tony Smith, Die, 1962 



Installation view of the exhibition "Primary Structures: Young American and British 
Sculptors" at the Jewish Museum in NYC, 1966 curated by Kynaston McShine

Exhibit Catalog Cover designed 
by Elaine Lustig Cohen



Kynaston McShine
(center) at the 
opening of Primary 
Structures: Younger 
American and 
British Sculptors, 
April 27-June 12, 
1966. The Jewish 
Museum, NY.





Michael Fried, “Art and Objecthood” (1967)





Anthony Caro, Early One Morning, 1962 



Sol LeWitt, Untitled, 1966 



Sol LeWitt, Seventeen magazine illustration,
February 1955

In 1953, Sol Lewitt (1928-2007) moved to New York 
City, where he studied at the Cartoonists and 

Illustrators School (now SVA/School of Visual Arts) and 
worked for Seventeen Magazine, making paste-ups, 
mechanicals and Photostats. He was then hired as a 

graphic designer in IM Pei’s architecture firm.



Sol LeWitt, Untitled, 1966 



Leonardo da Vinci, Adoration of the Magi, 1481 
Painting and the GRID

Piet Mondrian, Composition with Red, Yellow, Blue, and Black 
1921 Painting and the GRID 



Sol LeWitt, Serial Project No. 1 ABCD, 1966 



Sol LeWitt, Serial Project No. 1 ABCD, 1966 

GRID 
as

CONCEPTUAL
SYSTEM



Sol LeWitt, Serial Project No. 1 ABCD, 1966 

In a text accompanying Serial Project, 
LeWitt wrote, "The aim of the artist would 

not be to instruct the viewer but to give 
him information. Whether the viewer 

understands this information is incidental 
to the artist; he cannot foresee the 

understanding of all his viewers. He would 
follow his predetermined premise to its 

conclusion avoiding subjectivity. Chance, 
taste, or unconsciously remembered forms 

would play no part in the outcome. The 
serial artist does not attempt to produce a 

beautiful or mysterious object but 
functions merely as a clerk cataloging the 

results of his premise."



Carl Andre, Equivalent, 1966 



Carl Andre, Equivalent, 1966 

"My idea of a piece of 
sculpture is a road. That is, 
a road doesn't reveal itself 
at any particular point or 
from any particular point.”

-- Carl André



Carl Andre, Aluminum and Magnesium, 1969



Carl Andre, Aluminum and Magnesium, 1969

Eva Hesse, Schema, 1967-68  Latex



Carl Andre, Aluminum and Magnesium, 1969

Eva Hesse, Schema, 1967-68  Latex

FLOORNESS



lying on Carl Andre's “144 Pieces of Zinc” 
(1967) 



Richard Serra, Serra Throwing Lead, 1969 



Richard Serra, Verb List Compilation: Actions to Relate to Oneself, 1967-68 





Richard Serra, Verb List Compilation: Actions to Relate to Oneself, 1967-68 

ART AS PROCESS

ART AS LANGUAGE

DELIQUENSCENCE OF THE 
ART OBJECT



Richard Serra, Serra Throwing Lead, 1969 

In an interview, Serra explained “When I 
first started, what was very, very 
important to me was dealing with the 
nature of process. So what I had done is 
I'd written a verb list: to roll, to fold, to 
cut, to dangle, to twist...and I really just 
worked out pieces in relation to the verb 
list physically in a space. Now, what 
happens when you do that is you don't 
become involved with the psychology of 
what you're making, nor do you become 
involved with the after image of what it's 
going to look like. So, basically it gives you 
a way of proceeding with material in 
relation to body movement, in relation to 
making, that divorces from any notion of 
metaphor, any notion of easy imagery.”



Richard Serra, Sign Board Prop, 1969



Richard Serra, Corner Prop, 1970 



Richard Serra, Inverted House of Cards, 1969-70 



Richard Serra, Tilted Arc, 1981 



"The viewer becomes aware of himself and 
of his movement through the plaza. As he 
moves, the sculpture changes. Contraction 
and expansion of the sculpture result from 
the viewer's movement. Step by step the 
perception not only of the sculpture but of 
the entire environment changes.”

-- Richard Serra



https://vimeo.com/122126605

https://vimeo.com/122126605


https://vimeo.com/122126605

People reacted viscerally to the 
piece, and one judge started a 
letter-writing campaign to have it 
removed. It cost 35,000.00 to have 
it dismantled and 50,000.00 to have 
it removed. On March 15, 1989, 
during the night, federal workers 
cut Tilted Arc into three pieces, 
remove it from Federal Plaza, and 
cart it off to a scrap-metal yard.  
Serra responded by saying "I don't 
think it is the function of art to be 
pleasing," he comments at the time. 
"Art is not democratic. It is not for 
the people."

https://vimeo.com/122126605


Richard Serra, Vortex, 2002 



Donald Judd, Untitled, 1963
Donald Judd, Untitled, 1963



Donald Judd, Untitled, 1966



Donald Judd, Iron Stacks, 1965-8 Donald Judd, Untitled, 1966



Donald Judd, Untitled 
Floor Sculpture Series,
1992

Corten Steel



“Just one thing after 
another…” Donald Judd





Marfa, Texas

https://www.chinati.org/visit/forthistory.php

https://www.chinati.org/visit/forthistory.php


Donald Judd, Permanent Installation, Chinati
Foundation, Marfa, TX, c. 1979-1985 





Elmgreen and Dragset, Prada Marfa, 2005
The artists called the work a ”pop architectural land art project.”micha


