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Pour les besoins de notre argumentation, nous reproduisons des œuvres que nous avons scannées
depuis des livres ou, plus rarement, depuis nos photographies. Nous insérons ces reproductions
dans le texte pour une plus grande aisance de lecture, variant l’échelle de la reproduction selon
les besoins de la mise en page. Nous avons décidé de ne pas commenter l’effet d’encadrement
constitué par ces insertions. Pour chaque image, nous donnons l’auteur, le titre et la date ; les
informations muséographiques (dimensions, matériaux, musée) sont données dans le texte quand
elles sont pertinentes pour l’argumentation.

Parfois nous renonçons à la reproduction, parfois nous aurions peut-être dû y renoncer. Dans
le cas des œuvres de Robert Ryman, la question se pose vraiment, mais nous avons pensé qu’il
valait mieux avoir une référence immédiate, même de qualité médiocre. Ce choix nous a été
rendu plus facile par le fait que toute reproduction pose le problème de la fidélité et qu’en tout
état de cause la reproduction d’une œuvre monumentale lui fait perdre son contexte. En ce qui
concerne les œuvres d’artistes autres qu’américains, en règle générale, nous nous contentons de
nous y référer sans les reproduire. Dans le chapitre 3, au cours de la discussion sur Ellsworth
Kelly, par exemple, nous ne reproduisons pas Fenêtre de Marcel Duchamp ni Porte-Fenetre à
Collioure de Henri Matisse. Cependant, nous avons choisi d’inclure un Monet, une photographie
hollandaise contemporaine et une reproduction des sources européennes de Robert Mangold. Et
nous nous autorisons, exceptionnellement, un Magritte comme illustration.

Nous prendrons dans cette étude deux libertés volontaires avec la langue française. D’abord,
pour éviter quelque peu la répétition du mot cadre, nous nous servirons parfois de l’adjectif
parergonal (au sens de ‘relatif au cadre’), emprunté à Jacques Derrida 1 . Ensuite, après avoir
emprunté à Pierre Schneider 2 le mot fenestral et l’expression esthétique fenestrale, nous nous
permettrons de créer le substantif fenestralité que nous expliquerons 3 .





















































































198

This is not a simple matter of display and decorative technique. I, as one of the
first painters to reject the frame, feel that any presentation of my own pictures in
a frame, would, in effect, mutilate them. However, I feel it is just as mutilating to
show Cézanne without a frame. […] to show Cézanne’s Clockmaker without a
frame is to distort its historical meaning. […] Cézanne, together with the
impressionists [sic], disliked only the gold frame of the Salon because it was the
frame of authority, but he intended and actually insisted that his pictures be seen
in frames. It is presumptuous for Mr. Sweeney to try to modernize Cézanne. It is
enough that Cézanne is modern. It is not necessary for Mr. Sweeney to compel
him to be contemporary… 198













232

The earliest written history of human desires proves that the meaning of the
world cannot be found in the social act. An examination of the first chapter of
Genesis offers a better key to the human dream […] What is the raison d’être,
what is the explanation of the seemingly insane drive of man to be a painter and
poet if it is not an act of defiance against man’s fall and an assertion that he
return to the Adam of the Garden of Eden? 232

















257

Rothko meant for his paintings to be perceived at once as a whole, and he
achieved a holistic quality by spreading the color areas over the surface,
terminating them near the canvas limits. He ‘drew’ the contours of the rectangles
close to the picture edges in order to render his design unobtrusive and to stress
the outer borders of the entire work and hence the work as an entity 257 .
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The myriad pulsations generated by minute surface changes give rise to an
overwhelming chromatic sensation. The all-pervading impression is intensified
by the field effect, the environmental size of the pictures, and the illusion of
atmosphere generated by the thinly coated color. The subtly stained and blotted
modulations of color that dematerialize both surfaces and contours transform the
rectangular planes into blocks of colored ether. The blurring of the edges
prevents the shapes from hardening and dislodges them, causing them to hover
outward, enveloping the viewer in the luminous aura they radiate 260 .
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Hence their activity is externally rather than internally focused. The great pioneer
in this reorganization of pictorial scale so that its primary address is external and
its new mission is to establish the space in which the viewer stands had been
none other than Rothko’s friend and rival, Barnett Newman 285















311

Seeing a Rothko for the first time was a different experience, and I didn’t know in
the beginning what to make of it #...# Here was something that was so naked, in a
sense. The deep edges of the painting went back toward the wall, and the paint
went around the side. You could see the staples it was so open. I hadn’t
experienced that before. The only other painter was Pollock. It was a totally new
experience 311
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I remember that one day the Modern #the MoMA# put a box frame on a painting,
which was not next to the edge, but a few inches away. It was a shock to
everyone, including Rothko, and he immediately tried to get this frame off of it. It
points out this different aesthetic that he had, where you couldn’t really add
anything to the painting such as a frame — even a box frame that didn’t touch the
edges — because it completely changed the feeling of it. Even now I think maybe
that’s not clearly understood. 314

When I first saw Rothko, it changed my thinking about painting. The edges were
so important, and the wall became so important, and as I said, the nakedness. Not
so much the color, or even the style of painting, but just that: the way it projected
off of the wall and the way it worked with the wall plane. 315

I’ve seen Rothkos with plexiglass in front, and even frames. Of course he would
never have allowed that. Any time his paintings are exhibited in public they
should be exhibited the way he painted them, and not with any additions. And
that holds true for painters like Ellsworth Kelly, Yves Klein, and myself. 317
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En janvier 1974, je me rendais spécialement à Amsterdam pour l’ouverture au
Stedelijk Museum de la rétrospective de l’œuvre de Robert Ryman. Visitant
l’exposition ensemble nous commentions les œuvres une à une. Tout à coup, au
détour d’une salle, je revis une série d’œuvres absolument splendides, diaphanes
comme Adelphi de 1967 ou comme celles de la série des Surface Veils de
1969-70. Ces œuvres qui, à l’origine, se servaient littéralement du mur comme
châssis et venaient se tendre dessus avec du Scotch ou avec de la peinture qui
en débordant les collait directement au mur, appartenaient déjà à des
collectionneurs et on les retrouvait là élégamment encadrées ! J’hésitai à poser
ma question à Ryman, de peur qu’il ne la prenne pour une critique implicite, mais
j’osai finalement et lui demandai s’il ne trouvait pas qu’ainsi montrées ces
œuvres perdaient quelque peu de leur intérêt fondamental. Sa réponse fut sans
détour. Il était très fâché et acquiesçait à ma critique. S’ensuivit une longue
discussion sur les moyens d’accrocher une peinture et comment remédier
éventuellement à une telle dislocation, produite par ce qu’il faut bien appeler un
réel conservatisme du collectionneur qui de peur de perdre l’œuvre acquise, la
solidifie, en l’arnachant [sic] de Plexiglass et autres cadres protecteurs. Robert
Ryman, alarmé lors de cette rétrospective a pris ce problème à bras le corps au
lieu de s’en détourner. 320

C’est à partir de ce moment-là que le clou, le crochet, la vis, l’accroche, le cadre,
la réglette, la tige de fer, l’écrou, centrés, excentrés, decentrés, symétriques,
dissymétriques, en fer, en aluminium, en bois, en acier inoxydable, etc, entrèrent
dans le registre de la peinture au même titre que le support proprement dit et la
matière — peinture — qui vient s’y poser 323





A lot of my paintings (I wouldn’t say most, a lot) cannot really be shown to
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anyone in the usual way of dragging a painting out of the closet or the storeroom
and saying : here’s a painting 325 .

If you were to see any of my paintings off of the wall, they would not make any
sense at all. When they’re sitting on the floor or leaning against a wall, they lose
their composition. The line is gone and the color is gone because you lose the
wall plane. 328

In a similar way, anything added to the painting can alter it totally #...# (a frame)
#...# It’s completely unlike the usual painting where the image is confined within
the space of the paint plane. 330 #...# (like a #Dan# Flavin, my work) has to be on
the wall, in a situation. Then it’s complete. So the wall becomes a part of the
work. 331
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A painting of mine consists of the painted surface and the composition, the light
reflection and absorption, the edges and the structure of the painting itself,
whether it is canvas or plastic or whatever the material is that holds the paint, and
then the visual composition of the fasteners, which we see, that holds it to the
wall and make it part of the wall, which is also brought into our vision. 342









































































436

I saw a Rothko painting, Orange and Yellow, 1956, big enough to blanket you
physically when you were close to it. You could bathe in the light-colour. Viewing
this work was like a spiritual moment; I was stunned by this painting, and yet the
paint was so thinly applied – barely there. For me these experiences made me
realize what painting’s reality was: neither object nor window. It existed in the
space in between 436 .

It is very interesting to me that up until the Renaissance, shape played a strong,
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even a symbolic, role in painting. As painting gradually became more of a window
onto some other reality, shape tended to defeat or contradict the illusion. Shape
is the first element in my work ; I would not say that is the most important, but
everything starts there 441 .
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The surrogates #…# started working to render the gallery into a quasi-theatrical
space which seemed to ‘stand for’ a gallery and by extension this rendered me
into a sort of a caricature of an artist, and the viewers became performers and so
forth. In trying to objectify the conventions of art production, I theatricalized the
whole situation without exactly intending to 502 .
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