
Around 1960, the ideas that had made abstract expressionism a major trend (intensity, personal expression, 
depth of meaning) began to show signs of exhaustion. In New York, the city that had been iconic in the triumph 
of that style of painting, there was a growing reaction that questioned all those values and approached artistic 
creativity from three angles: elimination of subjectivity, the literal presence of the object (“what you see is what 
you see”) and a more direct relationship between spectator and work.  The artists that gathered beneath this 
epigraph of Minimalism followed a series of guidelines that turned art into a vehicle for theoretical research into 
the conditions of production of the work of art, while giving the viewer new status from an aesthetic that seems 
cold, impersonal and lacking in emotional or dramatic components. 

The work of art is no longer the product of an inspired individual, becoming instead an 
object defined exclusively by its physical characteristics (materials, dimensions, position) 
rather than by what it represents: the work makes no reference to anything outside it-
self. On the other hand, it is the product of industrial manufacture, which eliminates the 
‘paternal’ relationship between the artist and his work since it can be produced by any 
individual with the right tools and materials. So comes mass production: Wall Drawing 
#47 (1970) by Sol LeWitt (1928-2007) is presented as instructions on how to divide a 
wall into fifteen equal parts. Even the drawing’s support has been eliminated (being done 
straight onto a wall), in keeping with the minimalist tendency to eliminate everything 
which distinguishes a work of art and separates it from its surroundings: the pedestal and 
the frame. Magnesium Copper Plain (1969) by Carl Andre (1935) breaks down any pos-
sible distance by allowing the public to walk over it. In this position, the spectator does not 
need to force himself to find a meaning but is at the same time obliged to think about his 
physical position in relation to the work.
Minimalism is not an attempt to overwhelm people or to offer any intense aesthetic ex-
perience, but its presence in the room is resounding (“theatrical”, even, in the opinion of 
historian Michael Fried). The Nominal Three (To William of Ockham), 1963, by Dan Fla-
vin (1933-1996) illuminates the space using groups of fluorescent tubes that grow in 
number. The title refers to an axiom associated with the scholastic philosopher William of 
Ockham, which states that to explain any phenomenon, one should choose the minimum 
number of variables; a maxim which seems to anticipate the basic principle of minima-
lism: “Less is more”.
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