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KB45 (Kunst in België sinds 1945 / Art in Belgium since 1945) is 
a multidisciplinary research group established in 2019 at Ghent 
University, Belgium.

KB45 aims to map the situation of the living arts in Belgium 
since 1945 and to contextualize it within the larger artistic culture 
in the country’s postwar era, from both a local and an international 
perspective. The approach is at once art historical, critical and 
social-institutional, with a focus on artists’ careers and oeuvres, 
exhibition histories, institutional histories, and architectural con-
ditions and frameworks in relation to cultural policy and the larger 
political context in Belgium.

The research of KB45 is centered on the notion of protagonists, 
across a range of people (artists, curators, collectors, critics, jour-
nalists), institutions (museums, galleries, artists’ initiatives, govern-
mental bodies, sponsors), events (exhibitions, conferences), objects 
(artworks, buildings), and discourse (books, journals, texts).



9	 Donald Judd in the  
	 Low Countries, 1966–1971

41	 Notes

49	 Plates

100	 �Interview with Donald Judd, 
ZOEKLICHT, Belgian Radio and 
Television (BRT), 19 January, 1970

107	 acknowledgements

111	 about the author

Contents



9

Donald Judd in the 
Low Countries, 1966–1971

wouter davidts

When the American artist Donald Judd (1928–1994) opened his 
first major solo exhibition in Europe at the Van Abbemuseum in 
Eindhoven in the Netherlands (1970), he was interviewed by the 
Belgian poet, author and journalist Freddy De Vree (1939–2004) 
on Belgian Radio and Television (BRT), as part of ZOEKLICHT, 
a cultural feature of short reports and portraits.1 “Until February 
22nd, in the Van Abbemuseum in Eindhoven, an exhibition of the 
minimal artist Donald Judd...” De Vree briefly introduces Judd to 
the viewers at home, while they see the artist manually adjusting 
an element of the large, five-part stainless steel U-channel piece 
Untitled (1968; DSS 119*), walking around it, and brushing it down 
with a broom—seemingly completing the installation of the exhi-
bition. Throughout the short, five-minute report, close-up shots 
of Judd and the two men together alternate with close-ups of the 
work in the center of the gallery. The camera slowly moves around 
the work, examining its steel surfaces from up-close, only to reveal 
it in its entirety at the very end of the program. After discussing 
the ways in which Judd has conceived both the works on view 
and the show as a whole, De Vree asks him bluntly: “From the 
point of theory, you don’t bother with European art. Why?” Judd 
chuckles, then replies with a gentle smile: “I like it as far as [it is] 
history, but I pretty much always regarded it as history.” Nor does 

* � For the identification of works by 
Judd I have made use of the catalogue 
raisonné made in 1975 on the occasion 
of Judd’s retrospective at the National 
Gallery of Canada, Ottawa. See: 
Dudley Del Balso, Brydon Smith, and 
Roberta Smith (eds.), Donald Judd, 
Catalogue Raisonné of Paintings, Objects, 
and Woodblocks, 1960–74 (exh. cat.), 
Ottawa: National Gallery of Canada, 
1975 (hereafter DSS).
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he think much of the work of his European contemporaries: “As for 
the present, there doesn’t seem to be much going on.” Although 
he wouldn’t mind if there were: “And it would certainly be good 
if there were a lot going on.”

Judd comes across as poised and confident, not surprised by 
his interviewer’s rather crude questions. He remains polite, but 
he’s not afraid to state his position clearly. When De Vree states that 
Judd “came to sculpture from painting as a reaction to painting,” 
the artist doesn’t wait for the question to follow. He objects directly. 
With a mild smile he explains that his work is not antagonistic by 
default: “it’s not a reaction against something, against painting.” The 
making of his work has always been driven by the desire to carve 
out a singular position: “It was an attempt to have something of 
my own, to do what I wanted to do.” For this endeavor, Judd saw 
very few historical examples to follow. Very little had to do with 
his “thinking in developing” what he “wanted to do.”

The interview ends as abruptly as it starts. De Vree wonders 
why the artist deemed it necessary to insult the Bauhaus, one of 
the historical landmarks of the European avantgarde: “Once you 
said in an interview with Bruce Glaser that the Bauhaus was too 
long ago to even think about. Was that an aphorism?” Judd grins 
and responds: “No, I think it’s true. It just seemed too bad a prec-
edent to lean on.”

The brevity of the introduction and the total absence of any 
contextualization, on the one hand, and the highly specialized 
tone of the discussion, on the other, suggest that the makers of 
ZOEKLICHT assumed that the Belgian television audience was 
familiar with the figure and work of Judd, as well as with the art 
theoretical debates on both sides of the Atlantic. But were they? How 
many Belgian television viewers interested in contemporary culture, 
and contemporary art in particular, would have known in 1970 who 
Judd was and what his work stood for? In the Netherlands, several 
critics complained that the Eindhoven show didn’t present much 

that was new. Leading Dutch critic Carel Blotkamp (°1945) went 
so far as to write that Judd was “far from a stranger” to the Dutch.2 
ZOEKLICHT, on the other hand, was broadcast on Belgian televi-
sion. Did Belgian critics feel the same way? Did the American artist 
enjoy the same level of recognition throughout the Low Countries?3

A Different Story

During the ZOEKLICHT feature on Judd, viewers got to see just 
one work: Untitled (1968; DSS 119). It is the third specimen in a 
series of works that consist of multiple, identical frames that the artist 
placed in parallel and directly on the floor, and which were made, 
respectively, of aluminum (Untitled, 1966; DSS 92 and Untitled, 
1977; DSS 103) and stainless steel (Untitled, 1968; DSS 119). These 
horizontal floor progressions of frames have come to be regarded as 
one of the cardinal work types Judd developed in the second half of 
the 1960s—the others being the floor boxes, the horizontal wall pro-
gressions, the horizontal box-wall arrangements and most famously, 
the vertical wall stacks. With these respective work types—most of 
which he made in many variations throughout his career—Judd 
fulfilled his personal ambition: to make work “of my own,” that is to 
say, work that was both new and radical. Though neither De Vree nor 
Judd referred to the work to support their arguments, or to provide 
the viewing public with some kind of clue, it certainly served as an 
appropriate backdrop for the matters they were discussing.

Untitled (1968; DSS 119) consists of five identical, rectangular 
U-channel frames of stainless steel that are positioned in parallel 
and directly on the floor of the gallery. The work stands on the 
floor as a sculpture does, while it frames the space in which it 
stands as a painting does. Painting’s proverbial window on the 
world here, however, is not singular, but multiple. The frames 
no longer enclose an image, but successively outline the space in 
which they stand while they gain volumetric presence within it. 

Donald Judd in the Low Countries, 1966–1971
Wouter Davidts
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1

pl. 1
Installation view of 
New Shapes of Colour, 
Stedelijk Museum 
Amsterdam, 20 November 
1966 – 15 January 1967; 
Donald Judd, Untitled, 1965 
(DSS 61), light cadmium red 
enamel on cold-rolled steel, 
39.6 × 350.5 × 297.2 cm. 
Collection Moderna 
Museet, Stockholm. 
Photograph Stedelijk 
Museum, Amsterdam. 
© Judd Foundation / 
SABAM Belgium 2025
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2 A B C

pl. 2 A–C
Wim A. L. Beeren, 
Vormen van de Kleur / New 
Shapes of Color (exh. cat.), 
Amsterdam, Stedelijk 
Museum Amsterdam, 1966; 
front and back cover, plus 
the page on Donald Judd

pl. 3
Exhibition poster for 
Kompas 3, Van Abbemuseum, 
Eindhoven, 9 November – 
17 December 1967

1967

3

1966
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1967
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4 C 4 D

1967

pl. 4 A–D
Jean Leering, Kompas 3: 
Schilderkunst na 1945 uit 
New York / Paintings 
after 1945 in New York 
(exh. cat.), Eindhoven, Van 
Abbemuseum, 1967; front 
cover and selected pages
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5 6

1967

pl. 5
Installation view of 
Kompas 3, Van Abbemuseum, 
Eindhoven, 9 November – 
17 December 1967, from 
left to right: Dan Flavin, 
“monument” on the survival 
of Mrs. Reppin, 1966; Robert 
Morris, Untitled (L-Beams), 
1965; Donald Judd, Untitled, 
1966 (DSS 83); Donald Judd, 
Untitled, 1965 (DSS 65); 
Donald Judd, Untitled, 
1964 (DSS unknown); 
Dan Flavin, Jill’s Red Red 
Gold, 1965. Archives Van 
Abbemuseum, Eindhoven, 
The Netherlands. 
© Judd Foundation / 
SABAM Belgium 2025

pl. 6
Installation view of 
Kompas 3, Van Abbemuseum, 
Eindhoven, 9 November 
– 17 December 1967, 
from left to right: Donald 
Judd, Untitled, 1964 
(DSS unknown); Dan Flavin, 
Primary Picture, 1964; 
Donald Judd, Untitled, 1966 
(DSS 83); Robert Morris, 
Untitled (L-Beams), 1965; 
Robert Morris, Corner 
Piece, 1964. Archives Van 
Abbemuseum, Eindhoven, 
The Netherlands. 
© Judd Foundation / 
SABAM Belgium 2025
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7

8 A

pl. 7
J. Bolten, “Kunst uit VS in 
Eindhoven: Naoorlogse 
stromingen op boeiende 
expositie,” Nieuw 
Utrechts Dagblad, Utrecht, 
29 November 1967; press 
clipping. Archives Van 
Abbemuseum, Eindhoven, 
The Netherlands

pl. 8 A–C
Enno Develing, “Ideologische 
kunst: minimal art,” 
Museumjournaal, 13, 1, 1968, 
pp. 2–12; selected pages

1968

1967
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