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The opening of the Glicksman donation at the Kunsthaus
Biel Centre d’art Bienne (KBCB)' on October 18,
2023, in the presence of American collectors couple
Mary Ann Duganne and Hal Glicksman, marked
the end of a process that began two years earlier, at
another opening. In Septcmber 2021, Paul Bernard,
then curator at the Musée d’art moderne et contemporain
de Geneve (Mamco), met Hal Glicksman on the occasion
of the exhibition Se Souvenir du Present, organized by
Anne Gyffon—Sellc and Arnaud Zohou at the Crac de
Montbéliard’. The exhibition presentcd a spectrum
of assemblagist practices from different times and
laces, which the Glicksman couple had loaned three
works’ from their several hundred pieccs—collection.
Exchanges continued and, after several trips to the
couple’s properties (in Ymeray and Santa Monica),
their art collection was finally deposited and shared
between Mamco and the KBCB*.
Mary Ann and Hal met in Larry Bell’s studio in 1976;
«[Larry Bell] had moved to San Diego and let me
stay in his place. Here’s come this beautiful lady -
Mary Ann Duganne had been given the key to water
the plants. We met and six months later were living
togethcr“". Mary Ann is an artist and actress who studied
at the Ecole des Beaux Arts in Paris during May 1968
protests. A close friend of Guy de Cointet (1934-1983),
whom she met in 1975¢, she performcd thirteen of his
plays, including 4t Sunrise 4 Cry Was Heard, Ethiopia or
Five Sisters’. She continued to perform his work
long after his death, and to this day, still takes part
in its institutional rccognition. Mary Ann Duganne
Glicksman is also an advocate for disability rights who
has interwoven art and activism throughout her lifelong
involvement with art and nonprofit organizations“.
Hal Glicksman’s biography, published on the Getty
Research Institute website (where part of his archive is
kept) states: “born in 1937 in Beverly Hills, California,
Hal Glicksman curated a number of key exhibitions in
Southern California during the 1960s and 1970s, and
helped establish and foster several important Southern
California art institutions. He started his career as a
preparator at the Pasadena Art Museum under the
leadership of Walter Hopps, where he helped formalize
profcssional guidclines for preparators. While at the
Pasadena Art Museum, Glicksman worked on the 1963
Marcel Duchamp retrospective. He also designed and
installed the United States’ prescntation for the eighth
Bienal Internacional de Sio Paulo, Brazil in 1965.
Glicksman served as Assistant Curator for the
Los Angeles County Museum of Art’s exhibition,
Art and Technology, 1967-1971. In 1969 Glicksman was

appointed Gallery Director and Assistant Professor at
Po_mona College. While there he produced a seminal
Michael Asher exhibition, as well as exhibitions of
work by other artists, including Tom Eatherton,
Lloyd Hamrol and Ron Cooper. In 1970 Glicksman
accepted a position as Associate Director of the Corcoran
Gallery of Art in Washington, D.C., again under the
leadership of Walter Hopps. Glicksman returned to
California in 1972 as Director of the Art Gallery at
the University of California, Irvine (UCD). Among
the significant group exhibitions he curated at UCI,
Assemblage in California and Los Four demonstrate
Glicksman’s long-term interest in both Chicano
art and assemblage art in California. While at UCI
Glicksman also exhibited work by Bruce Nauman,
Maria Nordman, Larry Bell, Sol LeWitt, Eleanor Antin,
Peter Alexander, John Baldessari and Jane Reynolds. In
1975 Glicksman organized the large-scale exhibition
Collage and Assemblage at the Los Angeles Institute
of Contemporary Art. Also in 1975, Glicksman was
appointed Art Gallery Director at Otis Art Institute,
where he curated exhibitions focusing on contemporary
artists such as Dan Flavin, Richard Tuttle, On Kawara,
Hap Tivey, Sam Francis and Wallace Berman. Following
his tenure at Otis, Glicksman curated exhibitions
for the Santa Monica Arts Commission and Beyond
Baroque Literary Arts Center. In 1981 he founded his
own gallery, Percept, a short-lived venue for light and
space art. [...] Glicksman also played an important role
in the 1985 founding of the Santa Monica Museum of
Art, where he served as the museum’s first director and
helped establish the museum’s collecting policy and
development agenda”". In an article published in the Los
Angeles Time on 10 May 1970, art critic William Wilson
presents Hal Glicksman as “a sympathetic, practical,
artist-oriented administrator. [...] His nuts-and-bolts
knowledge of gallery operation made him useful to
the artists in a way that would be impossiblc to an
administrator with a purely theoretical background in
art history. His attitude of modest helpfulness to the
artist is quite in contrast to the imperious self-seeking
of modern curators who are causing an anti-museum
revolt among artists'®”.

For Hal, “it is the obligation of the curator to exhibit art-
works to their best aesthetic advantage and to show respect
for the artist, to empathize with him and with the viewer
who wish to share an aesthetic experience. Museum and
gallery-going today is so structured and overlaid with
prcconceptions, that it is an effort for the viewer to make
contact with the work of art. I visitors see the art works,
and not the installation, that installation has succeeded”.




His closeness to the artists is underlined by the many
dedications that can be found in the couple’s collection’s

pieces: “To Hal and Gretchen' the greatest people
Michael Asher®”; “To Hal on your birthday, Aug 26,
1976 Regards, Rosemarie Castoro'”; “Happy Birthday
Mary Ann"”; “For Hal - Best curator I've dealt with to
date’®” or “For Hal who made it easy"””. Among these
works, a fragment of brown napkin stands out for its
modesty, bearing a notation in ballpoint ink: “untitled
(for Mary Ann and Hal with fondest regards) 1976. This
title is accompanied by two sketches, numbered 1and 2.
This is a jotting by Dan Flavin in the wake of his
exhibition at the Otis Art Gallery which opened in
December 1976.

Dan Flavin met Hal Glicksman through Donald Judd, in
January 1966, on the occasion of the installation of the
‘American Section’ traveling exhibition in Washington".
Judd introduced Hal to Dan as the person who hung his
complex pieces in LA. In December 1966, a monographic
exhibition of Dan Flavin’s work was organized at the
Wilder Gallery in Los Angeles, resulting in a proposal
acquired by Robert Rowan, President of the Board of
the Pasadena Art Museum'. Hal took charge of the
installation. The following year, Flavin asked him to
assemble a piece in Betty Freeman’s home™, a collector
and supporter of the music program at Pasadena
Art Museum; “I built the piece while he watched*”.
A “photograph by Betty Freeman” conserved at the
Getty Research Institute shows Hal Glicksman shaking
hands with Dan Flavin under the newly installed
proposal®.

In a letter dated July 8, 1975, Hal writes to Dan:
“[...] This month I am starting a new position as Director
of Gallery of the Otis Art Institute and this will allow
me to travel. [...] I should not beat around the bush
but state straight off that I would like you to exhibit at
Otis. What makes me so hesitant and has kept me from
writing for so long is the fact that Iam aware that my
space and resources are very small and your art long
overdue for a major exhibition in Southern California.
The Otis Gallery is part of a small (200 students) art
school that has hitherto gone unnoticed, even locally.
It seems, however, that no one in our museums is
dealing with contemporary art and we would never
see your work here unless you showed at a smaller
place. We could offer you a clean space and lots of
dedicated help. [...] There is a group of young artists
that were students of mine and Mike Asher’s at Irvine
who would like to work on your installation. It is for
their sake most of all that I would ask you to come™”,

I\ndccd, conditions at the Otis Art
trom optimal: “the weight of bureay
for example “the walls could on
County of Los Angeles painters EVEry seven yearsh
Moreover “the audience for conceptual art waz sor‘sin:
?‘Ialg re;::tf;er?c[ar]t at the times: the Otis Art Galler}’ was
. program that had the
being on the Titanic?”, Nevertheless, t
program quickly improved, “a lot of things had
pappcncd in modern art that hadn’t been bmugh[
into the sch.oo.l’s curriculum before. They are there
now and Orls 1s rcﬂecring the way artists are findin
new volues in traditional techniques. Otis today hag its
roots in tradmon as it takes a quantum leap into the
art techmqucs of the present and future®”,
After several epistolary exchanges and a visit by
Dan Flavin to Los Angeles in the spring of 1976, where
he presumably met Mary Ann?, the exhibition was
scheduled for December, shortly before another
exhibition dedicated to the artist at Ace Gallery Venice
in Los Angeles™.
“The equipment budget of 600.00 [dollars] (not to
include electrician costs, I trust) is inhibiting but we'll
succeed somehow'”. On October 18, Flavin writes:
“Hal, I've been considering installing only in the two
entrance-exit warp between the galleries™, then,
on November 8: “I had hoped to be able to offer a
plan by Nov. but I've been too busy to complete one |
apologize””. The document in question, a preparatory
sketch by the artist, was completed four days later in
Rotterdam, at the Rijn Hotel, and finalized just before
the opening on December 9, 1976, “Dan dedicated the
piece at Otis to Mary Ann and me, but he did not give
us the drawing®”. However, a copy of the first draft
dating from before December 9, 1976 is preserved in
his archives at the Getty™. This “final rough sketch” is
reproduced in the brochure (1000 copies) accompanying
the Otis exhibition.
A press article written by William Wilson and publishcd
in the Los Angeles Times on December 17, 1976, reports
that “the exhibition consists of just two works (untitled
(for Mary Ann and Hal with fondest regards) 1¢& 2], one
in each big gallery [...] Each consists of a checkerboard
pattern formed out of 10 big fluorescent tube fixtures
placed five straight up and five across, half facing
the wall while half facing the open gallery. The only
difference in them is that one has pink facing us and
green staring at the wall while the other is v.ice versa.
Further on he elaborates: “the center of his grid becomes
remarkably solid. Edges of horizontals contact walls
firmly, making a scalloped light pattern that stretches
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the field in 2 manner that Hans Hoffman would have
approvcd El Seconolory pleasures of §uch work are
the environmental effects of reflected l.lght. For some
optical reason, for examplc, both gallcrlos are castina
eenish glow. Once you get used to that itis furl to notice
that the natural light coming frorrl the foyerisa loYely
artiﬁcial—lookinglavcnder””. While the Complete fogbf.r
catalogue refers to these two works as the artist’s
first “grids””‘, a notebook skc‘tch produced‘ lzy Flavin
in Munich on March 20, 1971 already rcsnhes to the
resence of this motif in the artist’s projects; a grrd of
§ horizontal fixtures by 5 ver.tical frxturcs occupy‘n‘ng.a
corner is dcpicted with the following comrneot: tgn’,s
design is much older than the date wopl‘d‘mdxcate :
The brochure accompanying thevcxhlbmon, on top
of including a reproduction of .thc “final rough
sketch” as well as the CV of the artist, reproduces the
two proposals (one of which, untitled (for Mary Ann
and Hal with fondest regards) 1, on tl}e front cover);
the photographs were takc.n b)" artist Ron‘ Cooper
«who was experimenting with light at the time Ce),
I remember that Cooper and I used extra ﬂuorcsceot
lamps to light the walls next to the Flavin and did
some other tricks with exposures to get the results
we wanted*'”. ) 95
«Edition: 3, Fabricated: 0*”: produced m‘cdmons of 3
cach, none of the grids were sold at the time.
At the end of the exhibition, the fixtures were used by
students and faculty to light their studios. “The lamps
were considered used and were not rare or valuable at
the time*”; so Hal recovered and stored the 4 boxes
containing a total of 45 fluorescent tubes*' {rom the
brand Industrial: F96T12-DP and F96T12-G .
“After the show*”, “Flavin made the drawing [on
the brown napkin] for me in a Mexican restaurant
in Venice popular with artists. He loved to eat and
meet with pcoplc for dinner. I remember he hac'l a
large combination dinner and then ordered a borrrto
afterward, a huge amount of food*”. The specxﬁc.xty
of this drawing is that it presents an alternative
version of the two reduced grids in the shape of two
crosses, each made up of two 8—foot b}r 8-foot fixtures
crossing perpcndicularly in their mxddle: The co.lor.
combination remains the same as on the orxgmal grrds.
for the first element, the horizontal ‘pink’ notation
crosses the vertical ‘green’ notation an'd v1cc‘versa
for the second. Although not a Dan Flavin ccruﬁcotc
per se*, this drawing, an inscription on paper, eXIsts
within a notation system devclopcd by the ornst, in
line with the process involving the conception (and
realisation) of his ideas®.

According to the catalogue raisonné, the cross motif,
composed of 2 fixtures of the same length crossing
perpendicularly in the middle, can be identified in
Dan Flavin’s work from 1968 up until 1973. The seven
occurrences recorded are composed solely of 4-foot
by 4-foot or 2-foot by 2-foot fixtures, and are all wall
pieces (often installed in a corner above the floor)”. Entry
number 227 in the catalogue raisonné, untitled (1969)
is the only exception: it is a proposal made up of four
crosses (2-foot, 4-foot, 6-foot and 8-foot) in pink and
green fluorescent light spanning a corner and lying
on the floor®. Dan Flavin has thus never imagined a
single 8-foot by 8-foot cross across a corner “to the
best of our knowledge™”: the versions of the brown
napkin therefore constitute a hapax in the artist’s
corpus. Another unique feature of this proposal is the
use of the superlative form “fond” in its dedication
to the Glicksman couple®. The only other use of this
superlative found in Dan Flavin’s works appears i.n a
dedication of a ballpoint ink portrait of his long-time
assistant Robert Skolnik’ dated March 24, 1977: “for
Robert with fondest regards“”. .
“He left that little drawing for me for making allmlc
one version in Larry Bell studio where I was living at
the time. But we had to move and we moved in this
tiny little house and there wasn’t a corner where to
puta Flavin. So I put the drawing in the drawer and
forgot about it”,

On September 25, 2003, almost 9 years after Dan Iflavin’s
death, Tiffany Bell, then project director of his cata-
logue raisonné, contacted Glicksman..ln thexr' mail
exchange, Glicksman mentionned “the tiny drav_vmg of
the piece on a paper towel’”. 17 years later, dunpg the
lockdown imposed by the SARS-CoV-2 pandcronc, thp
Glicksman couple decided to transform the garage in their
Santa Monica home into an exhibition space, t0 dlsplay
some of their collection. Interpreting the indications
of the brown napkin, Hal contacted the company
LA Lighting and commissioned four custom fixtures
with matching socket connectors and the instant start
ballast®. In the exhibition space, “the Flavm's [were(]i
alone in half the space and_a wall of drawings axl1
posters opposite‘“". Shortly afterwards3 the Los An%e es
allerist Tom Jimmerson orgamzed the s 6ow
Nothing Was Forbidden at as-is.la from February 26 to
April 16, 2022: “an exhibition of armorks,.docur?cnhts
and artefacts drawn from .the coli::”cuon of the
Los Angeles curator Hal thksma'm - .]u’mrlcrtsolri
followed the spirit of the 2.020 Glnck.sman shmst}i{er
lation by placing the Flavins opposite each 0




and all the framed works on one opposite wall®.
On February 2, 2023, in the context of the Glicksman
donation to Mamco and the KBCB, Hal wrote to the
David Zwirner Gallery, which represents the artist’s
estate. He mentionned the existence of the paper towel
and asked them to register this version of the work with
the Flavin archive and the Artists Rights Society (ARS).
He also suggested that they consign the 2020 fixtures
and extra lamps to their home®; “I got a call from the
assistant of David Zwirner that they did not accept
the drawing as a Flavin work®”.
On July 5, 2023, it was Paul Bernard who, in turn contacted
Zwirner and, two months later, received news from the
estate: “there is not enough to establish the [authenticity
of the] pieces. My feeling about the little paper towel
‘drawing’ is that it was a note to make clear how the
dedication should read and which grid was which. The
crossed color notation was a shorthand for the grids
and not cross shaped pieces, independent of the grids
(the 2 light works in the catalogue raisonné dedicated
to Mary Ann and Hal (CL 395 and 396)). Dan probably
wrote this out for the purpose of wall labels and the
brochure. The larger reproduced working sketch is the
‘Rosetta Stone’ for this shorthand. In the lower left
it shows the steps that Dan went through to arrive at
the cross-shaped shorthand*”. In addition, “for the
record, the Estate has not authorized the presentation
of the works in the As Is gallery in LA [...] and they
do not consider it legitimate.”” “Indeed, an art-world
declaration that a work is inauthentic is the equivalent
of an economic death sentence, rendering a work
unsalable®”,

A reproduction of the “Rosetta Stone” in question,
measuring 41x28 cm, occupies the central double-page
of the exhibition brochure, as previously stated. It is a
final altered rough sketch bearing two successive dates:
November 12 and December 9, 19767". Although the
reproduction process has greatly flattened the image, the
document remains characteristic of Dan Flavin’s practice.
Indeed, his drawings for his fluorescent tube installations
are mainly sketchy statements of conceptions®: they bear
.witness to the evolutionary process of refining the artist’s
ideas®. It is not uncommon, for example, for certain
elements to be crossed out™. Drawings range in format
from the 3x5 inch notebook pages Flavin carried with him
to the middle-sized drawing paper” to the large sheets
of graph paper he used for his diagrams. His drawings
are eccxuted with a ballpoint pen”. What’s more, his
drawings are of real calligraphic interest, as they are
usually accompanied by extensive cursory notations”.

In the upper two-thirds of the sketch are depicted
in transparency the two exhibition rooms gf tlie
Otis Art Institute as seen from the entrance, except
for a few details™. The floor is marked with th
distorted word” “reception area”, and on the ceiline
“open grid” is superimposed on the word “black»
The lower right-hand corner of the first room i;
occupied by a crossed-out grid composed of five
horizontal lineshintersected by as many impﬂuously
drawn vertical lines. The special feature of this grid
is that the outside horizontals are flush with the end
of the verticals. In addition, the words “pink” and
“yellow” remain discernible beneath the multiple
strokes that make up each of the lines, horizontal and
vertical respectively. To its right is the number “gm
and a calligraphic representation of the grid in which
the tubes are replaced by their color designations:
5 horizontal “yellow” lines intersect § vertical “pink”
lines. Just below, another sketch of the grid with a
modified composition (the outsides horizontals this
time exceed the end of the verticals) is circled. The
words “the correct configuration” are inscribed inside
the circle. At the far end of the second exhibition
room, in the opposite corner, another grid is drawn,
also accompanied by the mention “8’” and framed by
the text “the reverse”. Below the sketch are two sets
of notes. The first inscription: “for the Otis Institute
of Los Angeles County 11 12 76 27 (in the Rijn Hotel
Rotterdam)””” occupies the lower right-hand corner.
The lower left-hand corner contains the second series of
summary jottings, marked “final” and underlined twice.
Immediately below, a crossed out draft repeats a grid
sketch (composed of 4 vertical elements by 4 horizontal
elements) with the central vertical inscription “pink”
crossed in the middle by the horizontal “green”. Following
on from the drawing, the number “1” is also crossed
out. Directly next to it is an inverted repetition of the
cross inscriptions, without the grid in the background:
“green” (horizontal) crossing “pink” (vertical) followed
by the number “2”.
In the same spirit, a little further to the left is another
crossed-out grid sketch (also composed of 4 x4
elements) with the horizontal inscription “green”
crossing the vertical inscription “pink” accompanied by
the number “2”, also crossed out. The unredacted repe-
tition of the cross-wise inscription: “pink” (horizontal)
over “green” (vertical) and bearing the number “1”
is directly next to it, in the reading direction. Under-
neath, in brackets, is the mention “altered 12 9 76"
Also in brackets, the final title of the work follows:
“- for Mary Ann and Hal with fondest regards”.

This new date corresponds to that of th‘c vernissage, the
day before the announced opening of the exhibition,
and marks the final modifications made to the project,
which concerned the colors of the fluorescent tubes.

However, if the first indications (“pink” and uyequ,,)
do not corrcspond to what was shown at the Otis Art
Institute in December 1976, they do coincide with his
February 1977 proposal”: “an Cight—foof by eight-foot
corner light sculpture [...] Constructed of 10 fluorescent
tubes (five yellow, five pink)®” at Yancouver’s o
Gallery®. In the catalogue raisonne, this proposal
(untitled, Cat. No. 397) is dated 1976: Tiffany Bell may
have used the drawing in the brochure to establish
the piece’s origin, or perhaps on the basis of other
documents held by the estate or even passed on by “the

elusive Doug Xmas®*”.

Insofar as Dan Flavin supervised the installation at the
Otis Art Gallery, his proposal cannot be considered a
«mis-installation®”. Consequently, the estate’s
intcrpretation of the final rough sketch seems well—
founded (the fact that the crossed color notation
functions as a shorthand for the grids). However, it
is not possiblc to establish prccisely when_ the brown
napkin was formulated. Its materiality and fragmentary
nature would seem to indicate that it was produccd
as Hal remembers at a restaurant, and it would not
be the artist’s only drawing produccd in this type of
setting®*. At most, it can be considered as coming from
a later generation than the final rough sketch, which
the estate acknowledges.

* 85

Dan Flavin’s use of fluorescent lighting as an artistic
medium spans an over 40-years long period from
1963 until his passing in 1996. This “technological®
readymade®” consists of two main components: the
lamp (“[...] a sealed glass tube with an interior coating
of one or more phosphor compounds to impart color to
the emitted light*”) and the fixture ( “a painted metal
“pan” with a corresponding painted metal cover [...]
[that] serves to facilitate electrical supply into a lamp
[...]¥” (through a ballast’™). “Once current is supplied
through the endcaps (the electrodes)””: “fluorescent
lamp phosphors convert the ultraviolet emission of a
rare-gas [typically argon/mcrcury] discharge plasma
into visible (white) light. The phosphor is responsible
for nearly all the visible light produced by the lamp
with the visible mercury lines contributing onlya few
percent to the total lamp light output™”. “As their name
suggests, the tube lights fluoresce, a term indicating a

process of glimmering or illuminating that is dynamic
and never static’”.

The logics underlying Dan Flavin’s practice were clearly
established and stable from 1963’ until his death: he
chose to use six models of colored fluorescent lamps and
four varieties of white”, supported by corresponding
fixtures available “off-the-shelf””, all in different
dimensions”. To speak of his light constructions,
Dan Flavin refused to use the word “work”, favouring
the word “proposal™”; he also used the term “aggre-
gation” to describe his particular system of interior
spatial situations”. “I like my use of light to be openly
situational in the sense that there is no invitation to
meditate, to contemplate'®”. The light was of primary
concern to the artist'®’; the physical matter of his
proposals seems to be understood as “that which is
needed for the epiphany of the image'”. This image,
rooted in immateriality because it is literally made up
of light, exists simultaneously with the act of visual
perception'”. “For all the phenomenological and
intellectual richness contained in Flavin’s works, their
sensory and physical effect as experienced in space
is ultimately most important'®”. The oppression of
constant light can be quite aggressive, with some side
effect including headaches and blurred vision. It’s
not uncommon to see museum guards in proximity
to Flavin works wear sunglasses.

In addition, the generation of his signed certificates and
diagrams accompanying the sale of his works, another
key element of his practice, were gladly delegated to
others (Flavin’s family members and assistants or
later galleries representing his work). If they have
no intrinsic artistic quality in his system; “this is a
certificate only. This is nota drawing of mine'”, Flavin
“regarded the original certificate as so integral to his
work that he [...] declined to give collectors duplicate
certificates even if there was clear evidence that the
work was authentic®”. In fact, “if someone showed
up with a certificate and a damagcd fixture, Flavin
would replace it. But without a certificate, the owner
was out of luck'”. They seem to be nothing more t'han
the statement of authenticity itself, indicating little
more than their own existence. According to the same
idea, “a Dan Flavin artwork without a certificate 1s

basically an expensivc reading light’“".

“Three main aspects of Flavin’s work are the fluorescent
tubes as the source of light, the light diffused through
the surrounding space or cast upon nearby surfaces, and




the arrangement together or placement upon surfaces
of the fixtures and tubes. The lit tubes are intense and
very definite. They are very much a part'icular visible
state, a phenomenon'®”. “There is no projected core of
inner vision, only the literal projection of each ﬂ)fturc
and tube from the ground to the wall [...] The lights
are simultaneously the sign and the thing specified and
the medium for in-forming them both. Fluorescent
light objects in place are re-placeable in various
contingently determined, interdependent relations
with specific environmental situations... The lights are
untransformed; there are no symbolic, transcendental
or monetary (redeeming) added values present. Light
is immediately present in all places; the sensation is
optical and singular'®”; “Electric light is related to a
specific time in history. Flavin has observed that when
the existing system of electric lighting ceases to exist,
his art will no longer function. Made of standardized,
replaceable units that in Flavin’s words, ‘can be bought
in any hardware store’, his arrangements of fluorescent
tubes within the interior (or adjacent exterior)
architectural frame of the exhibition space function
only in situ, and upon completion of the exhibition
cease to function artistically [...] "™
The very fact that Flavin’s work is conceived as an edition
“already introduces the possibility of variability — of
objects understood to be different but same"*”. In fact,
very pragmatically, “Flavin generally conceived his
sculptures in editions of three or five, but would wait
to create individual works until they had been sold to
avoid unnecessary production and storage costs. Until
the point of sale, his sculptures existed as drawings or
exhibition copies'?”. It is important to note that “the
capacity of replication [the capacity of the work to be
multiplied or remade with presumably no meaningful
difference from one object to the next] is intrinsic to
the material identity of the minimalist object [...]"*:
“in its reproductibility, the work of Minimal art almost
sce_ks.to escape finitude — the trap of time"”. However,
“dlsn.nctions occurring among multiple copies can
be said to challenge the neutrality - the presumed
innocence - of replication'”,

Indeed, despite this simple theoretical framework and
reduced palette of expression, his proposals unfolded
in an astonishing spectrum of variations, both formal
and qualitative in the artist’s own lifetime.

ch_arding fixtures, “Flavin used fixtures from a
variety of commercial lighting suppliers, and as a
result, there is a wide range in fixture shapes, sizes
and colors. [...] Flavin mostly used spor—wclded:

single-lamfl)ls ﬁxrulrebsl[...] he also used prefabricated
mercially available fix vl
:::)1 o: four)iampsqatgahr:::;e‘?”t.h‘?;: ?lic:o};oeld::}zhcr
. ) ere
8-foot fixtures are not available, Flavin sometimes used
§-foot (152 cm) fixtures and lamps'*”. The late 701
saw the establishment of certain aesthetic standards
in the artist’s work: arrangements were made with
companies producing commercially available fixtures
for them “to be double-coated to create a cleaner, more
durable and uniform paint finish"*”. Furthermore
“poorly produced, off-the-shelf fixtures were routinels
rejected if they arrived dented or scratched!o», These
coincided with the appointment of dedicated fabricators
(or “shop managers”), who each brought their own
influence to bear on the execution of the proposals'',
One of the artist’s most radical decisions concerned
the refabrication of most of his extant works in the
Guggenheim’s Panza Collection in 1995 because of
their “poor craft'*”,
For their part, “fluorescent lamp colors can vary
significantly by manufacturer and date™” but “Flavin
came to accept variances of this kind as being simpl
inevitable'*”, although he had also “devcloped a decp
familiarity with how each would transmit, combine,
and reflect through a given space or onto a particular
surface'”. Moreover “the lamp will go out (as they
should, no doubt)'”; “thus, replacement is inherent
in and imperative for the ongoing maintenance of
Flavin’s work”. In the early 90s, caught up in the
obsolescence of his medium, the artist’s production
“has relied primarily on Hasco Electric, a lighting
manufacturer with customizing capabilities” that
“emulated the older Mercury-brand fixtures that [he]
used in the 1970’s"**”. In this regard, Francesca Esmay
argues that “to a degree, customization has always
played a role in Flavin’s practice'”.
The certificates themselves are not free of errors: the
one for untitled, blue and red fluorescent light, 4 ft.
wide across a corner, circa 1970 (Cat. No. 263) acquired
by Ghislain Mollet-Viéville (edition number 4/5) does
not contain the diagram indicating the placement of
the proposal across a corner’®”; the title of the work
begins with a capital letter, and finally, “seven confirmed
works in this edition"” exist.
Above all, these instabilities and inconsistencies
underline the fact that Dan Flavin had never ceased to
make choices and to position himself with his singular
sensibility'™ in the face of the various complexities and
contradictions posed by the framework of his practice.
For example, “during his lifetime, Flavin often modified
older installations and created new ones on the occasion

of an exhibition'”. The catalogt‘xc .raisonn.é also bears
witness to the organic nature of his practice .through
its appcndix, (nun.xbercd A1~{}78), which includes
works of undetermined status®.
Of course, there are many cases where the artist’s initial
idea is betrayed™”, rendering his Rroposal null ?md void:
for example, making'an installa_upn that ma.mfcst?‘ ‘fan
utter spatial and architectural 'mlsmterpretauon of u”?:;
arranging fluorescent 'tubcs in txlle wrong sequence ’”;
hanging the work upside dov\fn ¥, using PlaSElC gels
or not having the corrcspondmg certlﬁcau.:““... .
Although “any recourse to Flavnr}'s own ‘intentions’
leads to a cul-de-sac, given the fact that the artist’s
opinion (...) was spbjcct to development, contradiction,
and change'*"”, his 1982 statement, “all po§thumous
intcrpretations are less'*”, §t111 rings true, smce.wh-at
teed the uniqueness of his work was the continuity
of the interprctative acts he providcd to materialize his
ideas. For Joseph Kosuth it meant that: “when someone
‘buys’ a Flavin he isn’t buying a light show, for if he was
he could just go to a hardware store and get the goods
for considerably less. He isn’t ‘buying’ anything. He
is subsidizing Flavin’s activity as an artist""”. In 2004,
Wade Guyton cannily highlighted “the terminal nature
of the work'**”: “Flavin’s sculptures don’t illuminate
forever, but operate in reverse, counting doyvn to their
inoperability, their burnout [...] instead of seeing.thc
potential blackout inherent in the radiance, Flavin’s

legacy is shiny, happy and fashionable'”.

“A¢ the time of his death, many editions had not been
sold out and thus many ‘available’ works were neither
made nor certificated'**”. “The artist’s intentions
for what would become of these, after his death,
were unclear'¥’”. Shortly after his passing, a panel
of experts'™* convened to assess the Flavin estate’s
value, and the understanding was that no posthumous
work would be produced’. On this subject, in the
2004 catalogue raisonné¢, Tiffany Bell writes “there
are no plans to complete the editions”®” However,
“the estate had the right, by law and by custom, to
complete those editions”"” and they “quietly reversed
[their] position on the production of posthumous
versions of the artist’s fluorescent light sculptures’”
by starting manufacturing unrealized editions in 2007
in close conjunction with the David Zwirner Gallery.
Thus, untitled (to Mary Ann and Hal with fondest
regards) 1and 2 (1976)", despite their faulty title, were
recently shown at Seoul’s PKM Gallery during the
Fluorescent Lights 1964-1995 exhibition in 2018 and are
currently available for sale™.

ctTec.hniFal and aesthetic standards for posthumous
fabrfcauon [...] are maintained by Steve Morse, the
stud.xo’s chigf fabricator [and] are largely those practiced
durl.ng Flavin’s lifetime™”. The new lamps produced are
not just used for posthumous productions for exhibition
afxd sale, but also to replace old ones in existing works'*,
Since “[...] this contemporary mode of custom production
can yield lamps with significant variations compared to
Fhe lamp industry'”, one might ask to which extent is
it “rcmaining true to [Flavin’s] concept of relying on
commonly ava}lablc materials**”? Greg Allen argues:
“the preservation of Flavin’s once-radical industrial
approach to art now relies to no small degree on the
hand-crafted artisanal traditions he rebelled against"””,
In the marketplace, “owners and sellers of early
fabrications routinely claim that their objects possess
more authenticity (which implies higher monetary value)
than a posthumous example. Supporter of posthumous
fabrication argue that the practice corresponds to Flavin’s
wishes, and that it allows the work to have a robust
future”. Before lifting the ban on posthumous edition,
“[...] despite Flavin’s preferences, the estate recom-
mend[ed] repairing rust spots or chipped enamel,
rather than replacing the entire fixture'®”; “When
Flavin works c[a]me to auction [...] important factors
affecting their price [were] the presence and condition of
original parts. Sculptures with original bulbs or fixtures
go for more than those with obvious restorations or,
horrors, new materials”. Since the new posthumous
works entered the market', “in any event, there is a
sense from some market participants that prices for
the works with an estate-signed certificate would be
higher if they were accompanied by an artist signed
certificate. Zwirner Gallery, however, states that this
is untrue, and that there is no price differential'®”;
“Most new collectors don’t care or know any better'*”.
Nonetheless, “the fact that there is a market for Flavins
with estate-signed certificates demonstrates that such
works are considered authentic'™.
“A conception of authenticity [...] that assumes that
authenticity is a stable, inherent qualit.y of a work or
good is likely to find itself in conflict with both thc.o.ry
and practice!®”; “the meaning and value Ofauthen.nary
ultimately depend on community consensus ina particular
context. Whether something is authentic is a matter of
the relationship of the audience to th§ wor.k or good,
the expectations inherent in that relationship, anfi Fhe
or which the audience desires authenticity.

urposes f
lI)ndfed [...] it is a means by which value is conferred and

communicated'”.



What values are we talking about, beyond monetary
ones? Alois Riegl argues that “every monument'®® of
art is, without exception, a historical® monument
as well, since it represents a Particular stage in the
development of the fine arts for which no entirely
equivalent replacement can be found”. For any product
of human activity carried out in past times that has
managed to survive until the present, there are several
competing values that inform different approaches to
conservation: age value, historical value and newness
value. The age value is the one that “reveals itself at
first glance in the monument’s outmoded appearance”
and that appeals to the emotions'™, it’s the oxidation
of the bronze, the moss on stones; the historical value,
rests on a scientific basis (“and therefore can only
be achieved through intellectual reflection”) and is

concerned by “the monument’s original form as a

work of man” and, finally, the “newness value!”"”,

which considers any monument to be the equal of a

recent modern creation, and which requires “that the

(old) monument present the characteristic aspect of

any human work at the moment of its emergence*”.

Not only do these values clash in Dan Flavin’s work

(with different intensities depending on whether the

proposals were made during his lifetime or after his

death'), but the conceptual nature of his work, set in
the historical time of the 60s (marked by “the breach

[...] between aesthetic identity and the paradoxes

of material constitution™”), adds further layers of
complexity to its contemporary reception'”: “how

are we to choose between a vintage fabrication and a
new one: is it the historicity of the medium or of the
work’s conceptual terms (the permissibility of later
fabrication) that we should respect? 7*” For Cesare
Brandi, “a work of art is thus described due to the
fact of a singular recognition which takes place in the
consciousness”””. When one encounters a Flavin proposal
posthumously produced by the estate, the viewer has
to go through a two-steps validating process, or in
other words a double adoption, since the work first
has to be recognized as a work authored by the artist,
and thf:n acknowledged in its historical dimension
(n‘otwuhstanding its contemporary fabrication).
Mlchacl Baxandall postulates in The Period eye, that
it’s “tbe social acts and cultural practices that shape
igf,::osz tzv‘i,:;ui form 'within a given 'culturc”””.

! ) e passing of the era”, the trap of
times returns.'Thc work may have found a way to be
self-perpe.tuatmg, but, notwithstanding fantasies of
?temp'orahty., the historicity of the object - the historical
identity of its medium and form - is tenacious™”,

“The light may be perpetuated, but the lamp and
ﬁ)fture w1ll'come to look increasingly old"!, artefacts of
mid-twentieth-century technology, which contradict
Flavin’s timeless ideal"”. Alois Riegl warns: “eterna]
preservation is simply impossible: as the forces of
nature will eventually overcome all man’s tricks and
man himself in his fight against it"”,

Like time capsules, the luminescent tubes transmitted
by Hal Glicksman will bathe us for a few more hours
in the mildly toxic'** light of their era.

“After life, death still to be lived'®”,

Mathias C. Pfund
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corners and mid-wall positions of the perimeter of one wall, March
1, 1974 [...] The sketches were done in Les Pleiades, a restaurant
near the uptown Leo Castelli Gallery in Manhattan’?); DDP:
cat. no. 144 (“Claes Oldenburg, an American artist, April 27, 1974
inscribed: ‘Claes/In Les Pleiades/ 4 27 74 2' lower right edge sheet n).
DDP: cat. no. 199 (“Rainer Speck, a urologist from Cologne, January
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of works acquired from Italian collectors Rosa Glova.nna and
Giuseppe Panza in 1992. This collection includes works in a state
of limbo - either unrealized or in the form of flawed fabrication.
In addition, the article “Getting Real” by Christine Mehring
published in Artforum vol. 60, no.1 of September 2021 offers
interesting perspectives and developments.
86 Jeffrey Weiss, “QOverview” in Frances?a l.'-lsma.)',. Ted Mann
and Jeffrey Weiss, Object Lessons: Case Studies in Mm.mml Art: the
Guggenheim Panza Collection Initiative, Guggenheim Museum
Publications, 2021, p. 62.
87 Yet Flavin does not defunctionalize his fluorescent sconces.
§—§ Francesca Esmay, «Technical History” in Francesca Esmay, Ted

Mann and Jeffrey Weiss, op. cit., pp- 74-75.




“In most lamps, color is determined by the chcmica? i’on;f;osn;on
of phosphors that coat the inside of the glass tube; y blen :?E’
together red, greens, and blue p?xosphor c“m.nl.)oncms in specifi
proportions. one can achif:vc var;:u;shucs , ibid.
smay, op. cit., pp- 74-75.

%%I‘:‘l;::cl::;lit is 7r,cc:f,uircd Pbl:cause the ﬂuorcsce.nt' lamp h;s a
;gative differential electrical impeda.ncc, and if it woul 'dl;e
powcred directly from the wall socket it would draw a rapidly

i i il limi 4 ircuit breaker or some
increasing current unti limited by a fuse, circut
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Mann and Jeffrey Weiss, op. cit., p. 276.
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105 Manuscript inscription on the 4/5 certificate for “untitled,
circa 1970, blue and red fluorescent lighr, 4’ wide the front blue
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113 Jeffrey Weiss, “Introduction” in Francesca Esmay, Ted Mann
and Jeffrey Weiss, op. cit., p. 21.
114 Ibid., p. 19.
115 Ibid., p. 33.
116 Ibid., p. 21.
117 Francesca Esmay, op. cit., p. 75.
118 Tiffany Bell, “Methodology for the Catalogue of light”, in
Tiffany Bell, Michael Govan, Dan Flavin: The Complete Lights
1961-1996, 2004, p- 208.
119 Francesca Esmay, op. cit., p. 77.
120 Ibid.
121 “ The role of the fabricator was that of a collaborator, who
exercised a crucial, if often unrccognizcd, influence on the way
the work comes to look.” Jeffrey Weiss, “Qverview"” in Francesca
Esmay, Ted Mann and Jeffrey Weiss, op. cit., p. 69.
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131 “In addition, there are two valid certificates for edition 4/5"
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architecture permitted, or at the top of the floor molding”. Tiffany
Bell, “Fluorescent light as art” in Michael Govan and Tiffany Bell,
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“Catalogues raisonnés are known to be fallible (some more than
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fluorescent lights. Or that is gel colored fluorescent light, that’s
not fluorescent light of a color” PCI interview with Steve Morse
in Francesca Esmay, Ted Mann and Jeffrey Weiss, op. cit., p. 276.
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uupaginated.
145 Ibid. s
146 Tiffany Bell “Methodology for the Catalogue of lxghts. in
Tiffany Bell, Michael Govan, Dan Flavin: The Complcte Lights
1961-1996, 2004, p. 208.
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151 Nick Paumgarten, op. cit.
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According to Olga Osadtschy, curator of the exhibition, the estate
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fixtures. At the end of the exhibition, they will all be dismantled
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156 “Replacement lamps can be bought through Zwirner’s website
for $11 to $70 per piece”. Anna Louie Sussman, “How Dead Artists
Continue Producing Work”, ARTSY, June 7, 2018.
157 “For example, dramatic shifts occurred when new, estate-
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untitled (Marfa project)” Francesca Esmay, “Technical History”
in Francesca Esmay, Ted Mann and Jeffrey Weiss, op. cit., p. 79.
158 Amy M. Adler, op. cit., note 213, p- 748.
159 Paula Cooper, quoted by Nick Paumgarten, op. cit.
160 “The saving grace, if you will, is that once they’re on, the light’s
s0 dazzling, you can’t see the restoration.” Greg Allen, “The Dark
Side of success”, New York Timcs.january 2, 2005.
161 Ibid.
162 “There have been about 30 works with estate certificates sold since
Dan’s passing, [Stephen Flavin] estimates”. Anna Louie Sussman, op. cit.
163 Adler, Amy M., 9p. cit., note 213, p. 748.
164 Paula Cooper quoted by Nick Paumgarten, op. cit.
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167 1bid., p. 27.
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Dan Flavin: The Complete Lights 1961-1996, 2004, p.45. ?
However, his proposal monument 4 for those who have been killed in
ambush (to P.K. who reminded me about death) (CL: cat, no, 108)
exists without this mocking charge.
169 “E\:crythmg that once was can never be again, and []
c'vcr?'(hlng t.h:u once was forms an irrcplaccablc and inextricable
link in a chain of development.” Alois Riegl, “The Modern Cult of
Mom'xmcms: Its Essence and Its Development” in Nicholas Price,
M. Kirby Talley, Jr., Alessandra Melucco Vacarro, Historical and
Pbi/o:ofbi(a/ Issues in the Conservation of Cultural Herifagc, Los
Angclcs: The Getty Conservation Institute, 1996, p. 70.

170 They are “[..._] indispensable catalysts which triggcr in the
beholder a sense of the life cycle, of the emergence of the particular
from the general and its gradual but inevitable dissolution back into
the gcncral. This immediate emotional effect dcpcnds on neither
scholarly knowledge nor historical education for its satisfaction,
since it is evoked by mere sensory perception [...] the viewer sees
in the decaying monument evidence of his own mortality”. Alois
Ricgl, “The Modern Cult of Monuments: Its Character and Its
Origin”, trans. Kurt W. Forster and Diane Ghirardo, in Oppositions,
no. 25 (Fall 1982), p. 21-51.

171 Gegenwartswerte.

“The core of Riegl’s theory of monument preservation is a system
of values that describe the qualities for which a monument is
valued. He identifies a set of past (memory or commemorative)
values (Erirmcrung.rwrrre)»—prcciscl)' deliberate commemorative
value (gewollter Erinnerungswert), historical value (historischer
Erinnerungswert), and age value (4/terswert)—and a set of present-
day values (Gegenwartswerte) —namely use value (Gebrauchswert)
and artistic value (Kunstwert), the latter further subdivided into
newness value (Neubeitswert) and relative artistic value (relative
Kunstwert; 1.e. clmnging tastes). These values are ‘not permanent
categories but historical occurrences’ Alexandra Harrer, “The
Legacy of Alois Riegl: Material Authenticity of the Monument in
the Digital Age” in Built heritage 1, 2017, p. 31.

172 Alois Riegl, Le culte moderne des monuments: son essence et sa
genese, éditions du seuil, Paris, 2013, p- 95 [english translation by
The Operator].

173 For example, “we must note that the cult of historical value
[...] admits a limited value of the copy, in the case that the original
(‘the document’) has been totally lost. In this case, an insoluble
conflict with the value of antiquity only arises if the copy is not
presented as an aid to scientific research, but as a full)'—ﬂcdgcd
equivalent of the original, claiming, the same historical and aesthetic
recognition”. Alois Riegl, Le culte moderne des monuments: son essence
et sa genese, p. 92 [english translation by The Operator].

An “authentic reproduction” is precisely “a [category of] object
that replicates certain of the qualities of the original but does not
claim (and is not expected to embody) a situation in time or place”.
Laura A. Heymann, op. cit., p. 30.
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hard to find; collectors who cling to a piece of paper that proves
their dated lighr fixture is worthy of a museum, not a recycling bin;
nd caretakers of a reputation who make decisions that they readily
admit run counter to the artist’s original intentions”. Greg Allen,
«The Dark Side of Success”, New York Times, January 2, 2005.
176 ]cffrcy Weiss, “Things not necessarily meant to be viewed as
art” in Artforum, vol. 51 no. 7, March 2013.

177 Cesare Brandi, Restoration. Theory and practice (1963), edited
—b)_'Giuseppc Basile, Florence, Nardinir 2005, p. 16. . .

178 Margaretta Lovell, Elizabc_th Hom}g, .“In Mmmrram: Mlc'hacl
David Kighley Baxandall, Professor ofw HlS(?l‘)‘ of Art, Emeritus,
UC Berkeley, 1933-2008”, University of California, 2009.

179 Already in 1978, Jane Birkin asked: “Ex-fan des sixties, ou sont
tes années folles?”.

@Jeffrcy Weiss, “Introduction” in Francesca Esmay, Ted Mann
and Jeffrey Weiss, op. cit., p. 34.

181 “If you own a fixture that dates from 68 or 69, they look
terrible. They're all banged up” Anna Louie Sussman, op. cit.

182 Jeffrey Weiss, “Overview” in Francesca Esmay, Ted Mann and
Jeffrey Weiss, op. cit., p. 72.

183 Alois Rieg,l, Le culte moderne des monuments: son essence et sa
genese, p. 90 [english translation by The Operator].

184 Today, from August 24, 2023, “under the Restriction of Hazardous
Substances (RoHS) Directive, it became forbidden to produce or
import fluorescent tubes and lamps inside the European Union.
There are two major reasons why fluorescent lights have been
banned: they contain mercury which is a toxic element [...] [and]
fluorescent lamps are so energy-demanding, their phase-out is an
important step towards reaching th[e] goal [to cut emissions by a
minimum of §5% b)' 2030 and - doubtfull)’ ~ bccoming the first
area to achieve climate neutrality by 2050]” Rob Suddaby, “EU
ban on fluorescent ligh(ing — are you prepared?”, published on
lumenradio.com, August 10, 2023.

“Mercury is a chemical element with neurotoxic effects, used
in industrial processes and in a variety of products like lamps.
Mercury released to the environment enters the food chain where
it can bio-accumulate mainly in fish”. Directorate-General for
Environment, “Clean and circular electronics: Commission ends
use of mercury in lamps as mcrcur)'-frcc alternatives prcvail",
website of the European Commission, December 16, 2021.
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[185] Francis Ponge, « La mort a vivre » in Le Parti pris des choses
suivi de Proémes, Paris, Poésie/Gallimard, 1995, p- 151 [english
translation by The Operator].
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