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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







