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Minimalism	
  and	
  Objecthood	
  
What	
  is	
  Conceptual	
  Art?	
  	
  

Dematerializa7on	
  of	
  the	
  Object	
  	
  	
  
	
  	
  
	
  

	
  



	
  

Pain&ng	
  
between	
  
Surface	
  and	
  
Object	
  
	
  
	
  
	
  
	
  
	
  
	
  
	
  
Frank	
  Stella,	
  Green	
  Gate,	
  1958	
  
	
  



Frank	
  Stella,	
  Marriage	
  of	
  Reason	
  and	
  Squalor,	
  1959	
  
	
  



Frank	
  Stella,	
  Marriage	
  of	
  Reason	
  and	
  Squalor,	
  1959	
  
	
  



Frank	
  Stella,	
  Die	
  Fahne	
  Hoch!	
  1959	
  
	
  
121.5	
  in	
  ×	
  73.0	
  in	
  



Frank	
  Stella,	
  Gezira	
  (Black	
  Series),	
  1960	
  	
  



Frank	
  Stella,	
  Agadir	
  II,	
  1964	
  	
  





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





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





Leonardo	
  da	
  Vinci,	
  Adora&on	
  of	
  the	
  Magi,	
  1481	
  	
  
Pain&ng	
  and	
  the	
  GRID	
  



Piet	
  Mondrian,	
  Composi&on	
  with	
  Red,	
  Yellow,	
  Blue,	
  and	
  Black	
  1921	
  
Pain&ng	
  and	
  the	
  GRID	
  	
  



Agnes	
  Mar&n,	
  
Night	
  Sea,	
  1963	
  	
  



Agnes	
  Mar&n,	
  
Whispering,	
  1963	
  	
  



Eva	
  Hesse,	
  Hang	
  Up,	
  1966	
  	
  



Eva	
  Hesse,	
  Accession	
  
II,	
  1969	
  	
  



Louise	
  Bourgeois,	
  Double	
  Nega&ve,	
  1963	
  	
  



	
  
Annie	
  Truif,	
  Summer	
  Sen&nel,	
  1963	
  	
  	
  	
  	
  	
  David	
  Smith,	
  Zig	
  VII,	
  1963	
  	
  	
  



Dan	
  Flavin,	
  Alterna&ng	
  Pink	
  and	
  Yellow	
  To	
  Joseph	
  Halmy,	
  1967-­‐78	
  	
  



Dan	
  Flavin,	
  Ar&ficial	
  Barrier	
  of	
  Blue,	
  1968	
  	
  



Dan	
  Flavin,	
  Monument	
  to	
  V.	
  Tatlin,	
  1969	
  	
  



Tony	
  Smith,	
  Die,	
  1962	
  	
  



Installa&on	
  view	
  of	
  the	
  exhibi&on	
  "Primary	
  Structures"	
  at	
  the	
  
Jewish	
  Museum	
  in	
  NYC,	
  1966	
  



Anthony	
  Caro,	
  Early	
  One	
  Morning,	
  1962	
  	
  



Donald	
  Judd,	
  Un&tled,	
  1963	
  
Donald	
  Judd,	
  Un&tled,	
  1963	
  
	
  



Donald	
  Judd,	
  Iron	
  Stacks,	
  1965-­‐8 	
   	
   	
  Donald	
  Judd,	
  
Un&tled,	
  1966	
  
	
  



Donald	
  Judd,	
  Un&tled,	
  1966	
  
	
  



Donald	
  Judd,	
  Permanent	
  
Installa&on,	
  China&	
  Founda&on,	
  
Marfa,	
  TX,	
  c.	
  1979-­‐1985	
  	
  



Sol	
  LeWif,	
  Un&tled,	
  1966	
  	
  



Sol	
  LeWif,	
  Serial	
  Project	
  No.	
  1	
  ABCD,	
  1966	
  	
  



Carl	
  Andre,	
  Equivalent,	
  1966	
  	
  



Carl	
  Andre,	
  Aluminum	
  and	
  Magnesium,	
  1969	
  
	
  



Richard	
  Serra,	
  Serra	
  Throwing	
  Lead,	
  1969	
  	
  



Richard	
  Serra,	
  Verb	
  List	
  Compila&on:	
  Ac&ons	
  to	
  Relate	
  to	
  Oneself,	
  
1967-­‐68	
  	
  



Richard	
  Serra,	
  Sign	
  Board	
  Prop,	
  1969	
  
	
  



Richard	
  Serra,	
  Corner	
  Prop,	
  1970	
  	
  



Richard	
  Serra,	
  Inverted	
  House	
  of	
  Cards,	
  1969-­‐70	
  	
  



Richard	
  Serra,	
  Tilted	
  Arc,	
  1981	
  	
  





Richard	
  Serra,	
  Vortex,	
  2002	
  	
  



Conceptual	
  Art	
  
Dematerializa&on	
  

Language	
  



Lucy	
  Lippard	
  and	
  John	
  Chandler,	
  "The	
  Dematerializa*on	
  of	
  Art,"	
  Art	
  Interna*onal	
  Vol.	
  12,	
  
no.	
  2	
  (February	
  1968),	
  pp.	
  31-­‐36	
  



During	
  the	
  1960s	
  the	
  an&-­‐intellectual,	
  emo&onal	
  intui&ve	
  
processes	
  of	
  art-­‐making	
  characteris&c	
  of	
  the	
  last	
  two	
  decades	
  
have	
  begun	
  to	
  give	
  way	
  to	
  an	
  ultra-­‐conceptual	
  art	
  that	
  
emphasizes	
  the	
  thinking	
  process	
  almost	
  	
  exclusively.	
  	
  As	
  more	
  
and	
  more	
  work	
  is	
  designed	
  in	
  the	
  studio,	
  but	
  executed	
  
elsewhere	
  by	
  professional	
  cra\smen,	
  as	
  the	
  object	
  becomes	
  
merely	
  the	
  end	
  product,	
  a	
  number	
  of	
  ar&sts	
  are	
  losing	
  interest	
  in	
  
the	
  physical	
  evolu&on	
  of	
  the	
  work	
  of	
  art.	
  	
  The	
  studio	
  is	
  again	
  
becoming	
  a	
  study.	
  	
  Such	
  a	
  trend	
  appears	
  to	
  be	
  provoking	
  a	
  
profound	
  dematerializa&on	
  of	
  art,	
  especially	
  of	
  art	
  as	
  an	
  object,	
  
and	
  if	
  it	
  con&nues	
  to	
  prevail,	
  it	
  may	
  result	
  in	
  the	
  object’s	
  
becoming	
  wholly	
  obsolete.	
  
	
  
	
  
Lucy	
  Lippard	
  and	
  John	
  Chandler,	
  “The	
  Dematerializa&on	
  of	
  Art,”	
  Art	
  
Interna*onal,	
  Vol.	
  12,	
  no.	
  2	
  (February	
  1968),	
  pp.	
  31-­‐36.	
  
	
  



Dan	
  Graham,	
  Homes	
  for	
  America,	
  1966-­‐67	
  	
  



	
  Dan	
  Graham,	
  Homes	
  for	
  America,	
  1966-­‐67	
  



Dan	
  Graham,	
  Figura&ve,	
  1969	
  	
  



Sol	
  LeWif,	
  Un&tled,	
  1966	
  
	
  



Sol	
  LeWif,	
  Title	
  page	
  
from	
  Straight	
  Lines	
  in	
  
Four	
  Direc&ons	
  and	
  All	
  
Their	
  Possible	
  
Combina&ons,	
  1973	
  	
  



Sol	
  LeWif,	
  All	
  Varia&ons	
  of	
  Incomplete	
  Open	
  Cubes,	
  1974	
  
	
  



Sentences on Conceptual Art by Sol Lewitt  
1.Conceptual artists are mystics rather than rationalists. They leap to conclusions that logic cannot reach. 
2.Rational judgements repeat rational judgements. 
3.Irrational judgements lead to new experience. 
4.Formal art is essentially rational. 
5.Irrational thoughts should be followed absolutely and logically. 
6.If the artist changes his mind midway through the execution of the piece he compromises the result and repeats past results. 
7.The artist's will is secondary to the process he initiates from idea to completion. His wilfulness may only be ego. 
8.When words such as painting and sculpture are used, they connote a whole tradition and imply a consequent acceptance of this 
tradition, thus placing limitations on the artist who would be reluctant to make art that goes beyond the limitations. 
9.The concept and idea are different. The former implies a general direction while the latter is the component. Ideas implement the 
concept. 
10.Ideas can be works of art; they are in a chain of development that may eventually find some form. All ideas need not be made 
physical. 
11.Ideas do not necessarily proceed in logical order. They may set one off in unexpected directions, but an idea must necessarily be 
completed in the mind before the next one is formed. 
12.For each work of art that becomes physical there are many variations that do not. 
13.A work of art may be understood as a conductor from the artist's mind artist to another may induce an idea chain, if they share the 
same concept. 
14. The words of one artist to another may induce an idea chain, if they share the same concept. 
15.Since no form is intrinsically superior to another, the artist may use any form, from an expression of words (written or spoken) to 
physical reality, equally. 
16.If words are used, and they proceed from ideas about art, then they are art and not literature; numbers are not mathematics. 
17.All ideas are art if they are concerned with art and fall within the conventions of art. 
18.One usually understands the art of the past by applying the convention of the present, thus misunderstanding the art of the past. 
19.The conventions of art are altered by works of art. 



20.Successful art changes our understanding of the conventions by altering our perceptions. 
21.Perception of ideas leads to new ideas. 
22.The artist cannot imagine his art, and cannot perceive it until it is complete. 
23.The artist may misperceive (understand it differently from the artist) a work of art but still be set off in his own chain of 
thought by that misconstrual. 
24.Perception is subjective. 
25.The artist may not necessarily understand his own art. His perception is neither better nor worse than that of others. 
26.An artist may perceive the art of others better than his own. 
27.The concept of a work of art may involve the matter of the piece or the process in which it is made. 
28.Once the idea of the piece is established in the artist's mind and the final form is decided, the process is carried out 
blindly. There are many side effects that the artist cannot imagine. These may be used as ideas for new works. 
29.The process is mechanical and should not be tampered with. It should run its course. 
30.There are many elements involved in a work of art. The most important are the most obvious. 
31.If an artist uses the same form in a group of works, and changes the material, one would assume the artist's concept 
involved the material. 
32.Banal ideas cannot be rescued by beautiful execution. 
33.It is difficult to bungle a good idea. 
34.When an artist learns his craft too well he makes slick art. 
35.These sentences comment on art, but are not art. 
 
First published in 0-9 (New York), 1969, and Art-Language (England), May 1969 

	
  



Robert	
  Barry,	
  Inert	
  Gas	
  Series,	
  Argon,	
  1969	
  
	
  



Robert	
  Barry,	
  Inert	
  Gas	
  Series,	
  Helium,	
  1969	
  
	
  



Robert	
  Barry,	
  Marcuse	
  Piece,	
  1970	
  	
  





Victor	
  Burgin,	
  Life	
  Demands	
  a	
  Lifle	
  Give	
  and	
  Take,	
  1974	
  
	
  



Mel	
  Bochner,	
  Portrait	
  of	
  
Robert	
  Smithson,	
  1966	
  	
  



Mel	
  Bochner,	
  Portrait	
  of	
  Donald	
  Judd,	
  1966	
  
	
  



Mel	
  Bochner,	
  Alfaville,	
  Godard’s	
  
Apocalypse,	
  1968	
  	
  



Joseph	
  Kosuth,	
  One	
  and	
  Three	
  Chairs,	
  1965	
  	
  



	
  John	
  Baldessari,	
  The	
  Back	
  of	
  All	
  the	
  Trucks	
  While	
  Driving	
  from	
  Los	
  Angeles	
  to	
  Santa	
  Barbara,	
  1963	
  



	
   	
  John	
  Baldessari,	
  Na&onal	
  City	
  Series,	
  1966-­‐68	
  



Joseph	
  Kosuth,	
  Art	
  as	
  Ideas	
  as	
  Art,	
  1967	
  
	
  



John	
  Baldessari,	
  Quality	
  
Material,	
  1966-­‐68	
  	
  



John	
  Baldessari,	
  Terms	
  
Most	
  Useful	
  in	
  
Describing	
  	
  Crea&ve	
  
Works	
  of	
  Art,	
  1966-­‐68	
  	
  



John	
  Baldessari,	
  I	
  Will	
  Not	
  Make	
  Any	
  More	
  Boring	
  Art,	
  1971	
  
	
  



John	
  Baldessari,	
  The	
  Pencil	
  Story,	
  1972-­‐73	
  	
  



Adrian	
  Piper,	
  My	
  Calling	
  Card,	
  #1,	
  1986	
  
	
  





On	
  Kawara,	
  Date	
  Pain&ng,	
  May	
  7,	
  1975	
  	
  



On	
  Kawara,	
  One	
  Million	
  Years	
  –Past,	
  1971	
  	
  



	
   	
   	
  On	
  Kawara,	
  One	
  Million	
  Years	
  –Future,	
  2002	
  	
  



Installa&on	
  of	
  work	
  by	
  BMPT	
  at	
  the	
  Musée	
  des	
  Arts	
  Décora&fs,	
  1967	
  	
  



Installa&on	
  of	
  work	
  by	
  BMPT	
  at	
  the	
  Musée	
  des	
  Arts	
  Décora&fs,	
  1967	
  	
  



Daniel	
  Buren,	
  Poster,	
  (1	
  of	
  200	
  in	
  Paris),	
  
1968	
  	
  

Daniel	
  Buren,	
  Photo-­‐Souvenir,	
  Within	
  and	
  Beyond	
  
the	
  Frame,	
  1973	
  	
  



	
  Daniel	
  Buren,	
  Photo-­‐Souvenir,	
  Within	
  and	
  Beyond	
  the	
  Frame,	
  1973	
  	
  



Daniel	
  Buren,	
  Photo-­‐Souvenir,	
  Within	
  and	
  Beyond	
  the	
  Frame,	
  1973	
  	
  





Daniel	
  Buren,	
  Photo-­‐Souvenir,	
  To	
  Transgress,	
  1976	
  	
  



niel	
  Buren,	
  Exhibi&on	
  of	
  an	
  Exhibi&on,	
  A	
  Piece	
  in	
  7	
  Pictures,	
  1972	
  	
  



Daniel	
  Buren,	
  Photo-­‐
Souvenir	
  of	
  Pain&ng-­‐
Sculpture,	
  1971	
  	
  



Daniel	
  Buren,	
  Eyes	
  of	
  the	
  Storm,	
  2000-­‐2005	
  
	
  





Michael	
  Asher,	
  73rd	
  American	
  
Exhibi&on,	
  1979	
  	
  
	
  



Marcel	
  Broodthaers,	
  Museum	
  of	
  Modern	
  Art,	
  Department	
  of	
  Eagles	
  Series,	
  1968	
  
	
  

Rosalind	
  Krauss,	
  “A	
  Voyage	
  on	
  the	
  North	
  Sea”	
  Art	
  in	
  the	
  Age	
  of	
  the	
  Post	
  Medium	
  
Condi*on	
  (1999)	
  



Marcel	
  Broodthaers,	
  Museum	
  of	
  Modern	
  Art,	
  Department	
  of	
  Eagles	
  Series,	
  1968	
  
	
  





Rosalind	
  Krauss,	
  “A	
  Voyage	
  on	
  the	
  North	
  Sea”	
  Art	
  in	
  the	
  Age	
  of	
  

the	
  Post	
  Medium	
  Condi*on	
  (1999)	
  
	
  “For	
  the	
  eagle	
  principle,	
  which	
  simultaneously	
  

implodes	
  the	
  idea	
  of	
  an	
  aesthe&c	
  medium	
  and	
  
turns	
  everything	
  into	
  a	
  readymade	
  that	
  
collapses	
  the	
  difference	
  between	
  the	
  aesthe&c	
  
and	
  the	
  commodified,	
  has	
  allowed	
  the	
  eagle	
  
to	
  soar	
  above	
  the	
  rubble	
  and	
  to	
  achieve	
  
hegemony	
  once	
  again.”	
  
	
  
	
  
	
  
	
  
Marcel	
  Broodthaers,	
  Museum	
  of	
  Modern	
  Art,	
  
Department	
  of	
  Eagles	
  Series,	
  1968	
  
	
  


