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INTERVIEW WITH MICHAEL DAILEY November 19, 197^

SWENSON: Perhaps a good way to start is to ask when you became interested in

art.

DAILEY: Well, way back as a kid, really. My dad drew for me always. I think

it's pretty hard for a kid not to be interested in art. The art

teacher in our school was just the most horrible teacher in the whole

school, but still kids likedart. Or at least if you were interested,

you stayed interested. Kids are interested on a kid's level, and it

just seemed to stick with me. I just kept on drawings j m 1'i iu.ir_, and

later on I'd draw, oh, arimff for tho—yon I'shsp*, cartoons^,arad jnn4>

riicfr* on I always figured I'd probably study art, mainly because my

dad was interested in it when I was a kid and drew things for us.

SWENSON: I understand that you're from the Midwest, from Iowa. Since your

painting has to do with space a great deal, has this affected your

work^ do you think?

DAILEY: Do you mean coming out here?

SWENSON: Yeah, or living there.

DAILEY: Oh, yeah. The paintings I go back to or see from that period are

very much space kind/'of paintings, and when I was in the Midwest

they were often lihv Iowa landscapes with fields kind <«r stretching

off to the horizon and the sort of thing you see there, and yet it

was still this exercise af hind of going back into deep space. The

thing that hit me most moving out here was the E„.tiifl_y.!? verticality

of the landscape. You get views of like' ravines or mountainsides

or tall trees or evergreen trees that just go up and up and up a»&-

•^y and you get a kind of closed-in space here, w&ereas...

SWENSON: You don't there.

DAILEY: Right, right. In the Midwest or even the East there's an expansive-

ness. You see vistas out, whereas... The first thing that hit me
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here was definitely this, oh, like, "Look out the window there!"

You know, all this push this wall of a landscape.

SWENSON: I think your work shows a great deal of big space, big skies. Maybe

you brought that with you.

DAILEY: Well, it has probably always been there, just a kind of tension now.

It's also very vertical and very....The thing that fascinates me

most is a tension between the kind of vertical space and deep space

of the landscapetwhich most~-.s.Most of my art history background was

in Oriental art. And of course that's the sort of structural basis

of Chinese painting, this kind of simultaneous space—vertical and

deep space and^vthat's really run through my work ever since I first

started painting seriously, whether they were cornfields in the

Midwest or ocean beaches out here.

SWENSON: Has the Northwest climate affected your colors a great deal, do you

suppose? /

DAILEY: Somewhat, although it••'a-really.Cfrit was really, kiadrof almost like

I'd come home, because my color was always very muted and very soft.

In fact, a painter from the Midwest visited me about a year after

I'd been out here—he was a landscape painter, too~he was very

stunned by the beauty of the Northwest, and he said, "You couldn't

have landed in a better spot. It's like walking inside one of your

paintings to come out here." He was thinking of paintings I had done

in the Midwest, so in a way I used to paint—oh, fantasies, sort of

seascapes and soft cloudscapes of cornfields and skies and things like

that. I like the color out here. Usually you find the people who come
There's an awful \

out here have two reactions. .. '.' lot of bright colorepaintings

out here, particularly from people who oamo £a»em like^-^^friend of

mine came from Rhode Island, and his painting has always been just the
"\

C.H££I\V
most jazzed-up, loor-y kind of color, beeaus-e*-*-. I said, "Why this
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color?" It seemed very datrtgir^y to me. He said, "Well, ,1wB^ look

around. There's all this gray. You gotta do something." Somebody

like Alden Mason has always painted in tremendously bright colors

as a reaction against it, and he grew up out here with all this

grayness. He had a reaction, I suppose, against the kind of Northwest

school of Graves and Tobey and Callahan—kind of grungy, dark browns.

I think people go either one of two ways, and it just seemed 3*4w fine

for me. I like rainy days better than sunny days.

^>-SWENSQJfc—«v.

7~T3ATEBYT---ftight7~-g&g&fe-. -I've always painted with very little value contrast—

more color rather than value, and you get that kind of landscape

around here. It's not the harsh, strident kind of black and white

you get in southern California. It's all muted and integrated. I

feel very comfortable with it.

SWENSON: Has the impressionist school affected your colors, like Monet?

DAILEY: Jtfss£r, Monet, right, right. Partly in a kind of emotional way. I-meair*2—

<?1L like^*- Students tease me, I like pretty painting. I should probably

say I like beautiful painting, and if it's pretty also like Bonard or

Monet are pretty and beautiful and, I think, profound, too, on top of

all that—ithat doesn't bother me. You know, in our time thereJLs a big

cult against painting pretty paintings, although that changes like

everything does. (Laughter)

SWENSON: Yes, that's true. It has to be meaningful and depressing. (Laughter)

DAILEY: Yeah, yeah. I like the Impressionists, though. I think for most of us

our age that's kind of the first "modern" painting,you rea3±y> you know,

when you're an adolescent, you see an Impressionist painting, you have

an immediate affection for it, and I suppose that's the way I came into

painting/ out of affection rather than any intellectual understanding of
it,



it, because I really never knew that much about painting intel

lectually for a long, long time. I still approach painting very

romantically and very affectionately rather than intellectually.

My students are sometimes intrigued by this. They can't quite figure

out what I'm trying to teach them.

SWENSON: To paint from your gut.

DAILEY: Right. (Laughter)

SWENSON: What about natural light and time of day? Do you like to work with

natural light? Do you like to paint in the day as opposed to the

evening? |40D

DAILEY: Well, there again, until I came out here I/always painted in natural

light and quit when the sun went down, and I'd always have a studio

with north light. People laughed when I came out here, and I had-to... "

and they said, "Jesus, you'll never paint (lmiyjjil,i.i) if .ynu'iu act

Oc/T here." So I had to...

SWENSON: Where's the light?

DAILEY: (laughter) Yeah, Where's the light? So I've had to learn to paint

with artificial light* -aa* I think painting is tied to your kind of

bodily rhythms or something. When I was younger I would wake up jgk e^finL

—£-otill wake up very early 'I'm raring to go in Lliti earljy mujLiiiiujg*

But I men .l.,q-fert=«jp and I'd be painting by six o'clock in the

morning. My wife would still be in bed. I wouldn't even have had

breakfast. I'd be out working, and I^wewld-quit• by--,I was all through

by two or three in the afternoon, and I'd just read or whatever then.

But now as I get older it takes me longer to get going, and I dorrt

have the stamina, but I still paint in the days rather than at night.

SWENSON: Do you paint in a long block of tim©»»«

DAILEY: Yes, -708-.



SWENSON: ...rather than short periods?

DAILEY: Definitely, right. In fact, teaching I always try^ arrange the schedule

so that I have whole days off. la P«jl»,J.f I get home at one or two

in the afternoon and I'm tired or shot or emotionally drained from

teaching, I'll take a nap or maybe try to do a little something in

the studio, but it's mostly like framing or some just work. I can't

do much creative then. I usually have to start at the beginning of a
to have

day and follow it through. I hate / anything hanging over me to

do in the afternoon or the evening. You know, if I know I have to stop

painting at five o'clock to clean up and go out to dinner at seven,

that just bugs me,',111' ij"~iuiiiiJ-a. I try to avoid social things for that

reason.

SWENSON: Maybe people should ask you for 10:00 p.m.

DAILEY: (Laughter) Or not ask me. (Laughter). That's the best wayl

SWENSON: Okay. (Laughter) What about the idea of teaching? Has it affected

your work at all? Do you find it creatively draining?

DAILEY: A lot of people do. I really don't, for a lot of reasons. But it

comes down to the fact that when I've had long blocks of time.

to paint every day, I find that a lot of things get in the way. I'm
or I'm

drained from the day before,/too close to the work, or I make little

fiddly changes the day after I've worked on something, or the paint's

too wet to really work with but I go in and work anyway. If you're

working one day and then you go to school the next day and you come

back with a day in between, it seems to me that there's a kind of

healthy distance it gives you. You come back that second day and

look at what you did the day before—I mean, there's been an inter

vening day of teaching—it gets you away from it, and you come back

and you look at it very coldly, and you think, "Okay, that was dumb.
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I'm prepared now to go completely back and revise and change and get

it done differently, whereas if you'd come in the next day you would

have just made little fiddly changes probably. But I don't think

about my own work at all when I teach> MSB this is something the

students never quite know oi" realiao. T^y uJwayii auMimu UiSf

«-^Omeons 1R-.t.nnnVi-tng;. nh } gfettftCT fg=^ I ' I "»"i»»" J'inT^KEoaJ^q. say, "I Want

to study with you because you paint a certain way." I usually say, (a^o^J,
•——i rH-i-

"T want you to study with me because you know I relate to your \mrk~~3—--

5^B~a-«ertain-jwayvu—l-riacajx, I don'fe relate to the students in terms

of the kind o£-work--they-*-re-doing,-but*, the kind of thinking they do,

the kind of reactions they have, the way they move, the way they

think, the way they draw, or whatever. Someone should study with me,

not because my work is a certain way but because my approach to teaching

and interacting with the students is a 9«H*B4s-way that makes sense

to them.

SWENSON: Yes.

DAILEY: The things I teach are things they need, not because I paint in a way

they would like. I think universities are filled with this kind of

"follow the master" sort of thing, and guys are teaching something

that they happen to be interested in. I think that's a copout. It's

too easy to start teaching just what you happen to be doing at the

moment, and there's much too much of that in all schools. That's a

whole can of worms. (Laughter)

SWENSON: Do you think it's important or absolutely necessary for students to

learn to draw nude figures and apples and, you know, still life sorts

of things? Do you think that's the only approach?

DAILEY: Oh, no. But I think drawing is prafoeMy a tremendous way for a

student to learn, but it should be a learning process, like learning
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how they think, learning to think critically, to look at a drawing

they did and say, "Why did I do that?" or to realize that in their

drawings they can learn what their problems as students are or as

painters are, *±*iee if they're completely scattered and scribbly and

confused and broken up_.ta,_tfeeir drawings, that's probably their

problem|^t--—====a-^sS*" **" /W^U^J^-T^ojlaa^Z^, ~T+*^ ^W^^-^^
SWENSONi—We-we-re-ialking-about drawing.

DAILEY-: (Laughter) Where were we? (Laughte

SWENSON:, You were talking about students and the importance of drawing.
\

DAHB¥* Ohr.yodh, yeahv—atet what-you-«entitDned, like the need-to;

Q apple or the-need to draw a figure, this sort of thingr- The reason

students don't learn from drawings is that they're so concerned with

the end product. You know, they're thinking, "I ought to learn to

draw," whichy)means to draw^a certain way, in. diiiw gh uppilo qv n fa—an

being—

^—faWlJSbON: — lllal luolui like an applo.

BA^TEyp^ RlgliL, vlfefrt- But if you try to get students to loosen up and draw

and then react to what they've drawn, either by changing it^or erasing

it or adding to it or manipulating it or critically operating/I saying,

yew lnwaty "That's top dark a stroke there. I think I'll lighten it."

Or, "This arm doesn't look right with the rest of the body; I'll change

it." T fining jrimii Imnui) lilinl \ ulinl /nu nn n pm'ntrr fln^ vqm Irnrmri ~

That's the sort of thing people need training in. Nobody needs to master

the art of drawing an apple or master the art of drawing a nude as far

as I'm concerned. I just hate that kind of academic crap that has sort

of poisoned education for years. Butfl&uiw Ii iff * \nl i, mrag iI~mi a critical

thinking device is very important. I suppose of my generation I'm

right in the middle. I don't like bhul klu&-t^- academic approach, and



I detest the kind of put-down-any-old-thing-and-love-it-because-

it's-your-creation. That's asinine. \

•—^J-SWENSeNr (Laughlui^ — ~~~

. DAILEY:- -glint'" thr —nt?miinrnryi,-y^'r imaw/yn» can put down any old thing

and then react to it, and.-say* "How could this any old thing be

made better, stronger, better composed, more powerful, whatever,"

I think any time you stop doing that with your work you're dead.

And so many students are dead right from the beginning. They

have no interest in changing anything or manipulating. All they

want to know is tricks to make it approach this final product they

have in mind* and that's Q\\a\} yon lmarr—

SWENSON: Maybe have a slick, finished look—

DAILEY: Slick, finished look, right. And they've got that look in mind

before they start drawing. And all they want to learn is stuff that

will help them get to that point. Those are people who are truly

unteachable except on a technical level where you say, "Okay, shade

this a little more." And that's not teaching. Tlut. 'j jwah

-SWE13QN. * fSft.nnn MW m^iitnn 4^^- ("filial Iy|-^—

DAILEY: But there's a ltcJAswi lot ©f teaching that's done that way, and it boThttn n^

.juot bufrno me ivp. And it's done largely because that's what the

students want, ^m don't want to be made to think. They just

want to be told little tricks and secrets of manufacturing some

thing. And that's not art; that's craft.

SWENSON: One thing I wanted to ask you about, too, as long as we're talking

about teaching and all that—what about women in art, and women

students perhaps? Do you think they have a fair chance now with

men, or are they still taken not so seriously?

DAILEY: Oh, no. I think they have always been taken seriously, at least by



people I know who teach. Your most responsive students, your most

sensitive students, I think, in the past have jIiiujl. been women.

ie worst classes you get—mayfte^ I'm saying

mal^ chauvinist—the\worst classes\I've ever

nineteen boys, mostly architecture srudents

design. Nlneteen-to-one\>dds. Still inevitably

the most responsive, the mosA poetic of th

terior

one

girl, even though she's an int ior design student. Ho, I think (-
-Too ^Jf-Te-r^

ts or not—-^omen students have not goneythis—thing of women stud^

on with their art, but I think they've been many, many times among

the best students. The problem is, you know, they find better

things to do than to keep on making art> yeu-know/ Whatever, they

become mothers— I still think that's a kind of important thing

to be, you know. I'm getting completely out of date on this.

SWENSON: No, I don't think that, but that doens't mean that they can't paint,

too.

DAILEY: Oh, no.

SWENSON: Because you teach and paint and—

DAILEY: The weirdest thing, though, is—this is probably a cultural bias-

no man ever painting thinks, "Well, here I am a man painter." But

all the women get themselves psyched up to think, "Well, of course,

I'm a woman painter." Well, nonsense. -lUtL^-yjg™-

"ffflBHBflftfc vrmfim n jjuIuLu. ♦

^BAIT.Tia^ -Rj^lgu I've got a drawer full of drawings, and I've got these little

olil VnOy, picky, stupid drawings done by these great big football

player-'vguys; and I've got these lusty, powerful, fantastic drawings

that are done by some little slip of a girl. There's nothing that

says a woman painter has to be a Woman Painter, as we've ecwe-to learn

that term.
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-SWENSON:—Qh-pTTiave a~~good quebLluu-ateeut that. How many-of—bfae--TA-t»-

J^

SWENSON: In talking about the teaching there, what is your philosophy about
whole

the/idea of giving degrees for art, BFA's and MFA's? Do you think

that that's important or necessary? I know it's not too old. They've

only been doing it for about twenty years, I think.

DAILEY: Hmm. You've got me there. I-neve3P-4laughter)/ I don't think anybody

needs to go to school to learn art. And it's certainly gotten out of

hand. Christ, we have Mte» twelve hundred art majors. Probably three

hundred, realistically, are good enough and committed enough to go on /V fl r\J~

aaad du JJUmiiLlilug j-.fcn1finput, an>l"ihe other nine hundred are just

being jollied along because they're members of the University popula

tion, and we have to teach 'em, attd-~ttiey+re=-=—N07 I d6n*t=3 It's

kind of a fact of life. Everybody wants to get pedigreed today, but

I know an awful lot of good painters who have never been near a

university. I don't think it's necessary at all. Not by any means.

In fact, if they've got something they want to really paint and really

say, they ought to stay away from the university. Well, I duu't ffaa%-^

to-sty tliul.-,

-SWENSON{—(iajj^sterf- Well, leirV-s«e-TiowT~What-elS-e am I going" to ask you? V "

-DAILEY: tIf you need a university to tell you you're a painter, you're prob

ably not much of a painter. That doesn't mean one can't learn in a

university. I think mostly what you learn is a much broader approach

to art. You should take philosophy. You should take literature.

You should take probably even languages or something like that.

SWENSON: History of Art. Don't you think that's important?
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DAILEY: History of Art is tremendously important.

SWENSON: You need that, I think. Very much. Well, to get back to talking

about your own work, do you consciously limit your palette? I know

you use a wide range of colors, but do you consciously limit the

value and choice of colors? -,

DAILEY: I suppose what you're painting kin*=er limits it. My work is very

much involved in landscape, se-i—yeu-kacat, Landscape color is luMl

qf associative color. </Tl lim»l -you don't come right up against

one color and then another. You've got this kind—e€ much more

impressionistic sort of color that kind of floats around, em* u

My paintings usually start out very wildly, loudly colored and end

up being very muted tonalities of grays and greens and yellows,-an*-

'JTTTJ20 nnrt nf tiinnnrt rnlorn rriin nnrl nrnnrrn nnii tliincii like tha*-
y

Bjmh, M»:'i'g*n a .. Yeah, Improbably do-limit it, but it's mostly a

limiting just by the subject matter, the landscape.

SWENSON: JYeahi Then you consider yourself really a landscape painter, I

suppose • -—the fields ——frhe color fiold-r- (Laught-ey-)

DAILEY: Oh, yes, yes. And this is always amusing, because— I just had a

show in San Francisco, and so many of the people who came to the

opening were all a»twltter about the show as marvelous color

field painting, and I thought, "How absurd!" And the gallery didn't

have titles. Th«,y jubUbml, Llua lei Tainting Number Oac^aagr^gmbeg-

-Two. They had a list of titles, but the titles weren't right there.

Now I think very specifically in terms of titling of paintings. It's

quite often a specific place, even if it's an imaginary place. It's

very often a time of day or a time of year. It's a specific mood, you

see# evening or morning or autumn or spring. Anyway, these people were

all talking about these in terms of very formalistic solutions
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to space. And I kept thinking, "What nonsense! / these were eeias*

*qjpaiBfc±ags:, color field paintings or abstractions, color abstractions

not particularly related to landscape, they would be totally different."

There would be no reason to have them take the form they were. They're

a landscape experience to me. This has always fascinated me. Painters

—friends of mine who are very abstract painters—see my work as very

particular and kind of specific places and h.tii'l ;if-> corny landscape

paintings,although they may like them. Uninitiated people, or people

with less abstract tendencies, tend to look at my paintings, and they

think they're incredibly far out. They say, "What the hell's going

on? This is just a swath of color that means nothing." 3s. this

fascinates me, this ambiguity, where they are. I see them as definitely

landscape painting. Not everyone does.

SWENSON: I felt that way the first time I saw your work, which wasn't long ago.

DAILEY: Which way?

SWENSON: Landscape.

DAILEY: Okay, good, beautiful, beautiful. Well, you can imagine feeling that

way, you can imagine my reaction when somebody says, "Oh, is there a

definite top and a bottom?" (Laughter) I thought, "Hells bells\ yea-

mm&mi—w^-^TJa-H-isrrTTir ;i.» **ih±i ^angtom»)

SWENSON: How do you feel about openings? Do you like to go to your own

openings?

DAILEY: No, but you have to. I can talk to people, and I find very nice

people at openings. But I'm essentially very shy, and I hate being

the center of the thing. I'd rather go to someone else's opening

to see my friends aad Ms "'friends or her friends there but not my own/
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because then you can't get away from it. You're the focus—

SWENSON: You're on display. I think a lot of artists feel that way.

DAILEY: Right, i don't like to go out to social gatherings at all. Maybe

that's because teaching is such a social activity. You relate kimi=££
almost

conversationally and/intimately. You talk about significant things

with maybe sixty people a day, and then oil of n-jwuadea that

isn't what you/|do for recreation. For recreation you stay home and
can

read, or you stay home and talk to your family, or you/watch tele-

vision, even, if necessary. You don't/Jgo out and talk about sig

nificant things with strangers, because you do that all day anyway.

SWENSON: Teaching takes care of your social side.

DAILEY: It does for me. I love it. I find the people fascinating and in

teresting. The students and their problems are important to me,but

that's because when I'm home I'm home, and sometimes I find that over

a weekend—from say Thursday to Tuesday—I won't have left my yard.

I've been in the studio and painting, and the idea that you would seek

outside stimulation by going out to dinner with "interesting people"

—I see them at school all the time. And also you have relationships

with colleagues and with other artists that you know. It's a nice

solution for me, because I've had a whole social side of me fulfilled
of me

with school and a private side/that's in the painting.

SWENSON: That points up an interesting question. Do you feel that artists, in

order to be artists, serious artists, have to be partially isolationist

at least?

DAILEY: Yeah, ?yeafe» Right, ftghia^ I don't know about some of the other

people you've talked to.

SWENSON: Otherwise you wouldn't be— You have to like to play by yourself

to be a thinker. You have to like to work by yourself.
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DAILEY: You have to like yourself and be comfortable in your own company. Like

I'm seeing you now, you know*, we're just chatting, but the significant

you I'm not seeing at all. It's whatever you're doing in your

studio or your family or your friends. %>, Ttui=4»a*»34y wI^tip- The
f\

social world that kind of laps into art can be very nice. You meet

very beautiful people, but painting's a lonely—. I tell students,

"If you don't like being alone and just going scritch, scritch, scritch

in private with nobody much to look at it or care how it comes out but

yourself, you're in the wrong business. You ought to study something

else."

SWENSON: That's interesting. Do you like to work large or small or both,

medium sized? Do you have a favorite size? a

DAILEY: Yeah, I am* medium-sized paintings^ I like to work either large or

small. Small paintings have a kind of intimacy to them that's very

nice, but the worst size is the medium size. Large sizes are a

challenge, and they're really overpowering, really magnificent. Small

sizes are very intimate, very perfect, very private, very self-contained.

That intermediate size is really hard to do, really hard to relate to.

I think you ought to either sort of totally be able to encompass a

painting or you ought to be just overwhelmed by it, to be limitless.

Either hot or cold. Medium-sized paintings tends to be kind of

lukewarm. (Laughter) That's probably a dumb thing/f l*> J*>~~*~(j '

SWENSON: No, no. That's probably true. Do you like to work in a close

series >_ana-4«-your work — I mean, do you like to do like twelve

paintings, work on them all at once and have them be very similar?

De-yeu 1ikp ±o_do^that.> or do you like to n<->-h f\r, -hhat work on

one at a time?

DAILEY: I work on a number of paintings at a time — partly physical. It
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takes a while for paint to dry, and you can't quite come back to it,

but I also think rebounding one painting against another—if you've

got five or six paintings loosely based on the same idea—you kind

of rebound back and forth. You solve something in one painting

that feeds over into another. And yam- alsof don't get too uptight

about one. You don't think, "I've got to do it on this one." You
if this one fails

think, "Well, what the hell,/l've got these other four." And j#-

yon nnn't i-qcoIvb jlL iu aaa^ you can work out problems you have in

the others. £sasl they kind of mutually support one another and

feed back into it. I always work on a lot, and I always tell my

students to try to work on lots of paintings. Don't get— •• It

keeps you from thinking of them as things that you're 1r:luiinnr

making. It's much more of a dialogue if you have several paintings.

You have to shift gears. Even if you're just working on one, and

you have several others where you can see them during the day,-*

you know - (END OF SIDE ONE)

SWENSON: ciCalking-more about -your worlk^ what do you think is the hardest

yr thing in painting? Do you think it's hardest to begin a painting,
finish

or is it in the middle, or when you / it? Is it hard to tell

it's really finished?

DAILEY: Yeah, yell, I*»»li]ie l-tjuppobu I luall^—.-T-^-e always felt JLpa

I like to paint in a way so that the painting at any minute could be

resolved. I probably find most boring beginnings of painting, where

you're just laying in the kind of rough ideas. I sometimes work at
V>0«TH ft 9©(iT OF

cross-purposes to Tnyn^lf. T mrrffl T T^nllrf" T jmt.-r- T'm rinrti nf e
a kind of

<0_—j?otHsieiw~4fee abstract -expressionist, aesthetic,/precipitating a

crisis at every moment and kind—of having everything up in the

air and everything 'a-~-telnd of chancey, exciting—really exciting,
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I mean like you've kind of got a knot in your stomach while you're
because it's so sort e£—£ r

painting,/am I. ueT breathtaking. You could ruin a painting with the

last stroke. I'm still very much influenced by that. I really like

painting best when it's at that kind of fever pitch. Even after

I've worked on a painting—well, the one you saw, which I actually

started, and I wrote a date on the damn thing, which I usually don't

do, but I realized it was last January, and I've re-workedlit and

re-worked it and re-worked it.

SWENSON: The one with the yellow?

DAILEY: That yellow one, right. I went out there to make a few changes in it,

and I ended up spending about eight hours on it and re-painting it

from absolute top to bottom. Everything was re-painted. And I like

this kind of idea of fever «vi I v£ pitch, -©ve^yfehtag like some gambler

who's double or nothing, just rolling everything on that turn of

the card or that dice. I guess I really like finishing things up,

forcing them. ' Ixi fact, I've ruined so many paintings

because 4%—euneb down Lo a place where this thing has-go*fe~to~*

I don't want ^fcr to work halfway. I just want to precipitate it toward

a crisis,and lose ib lalhUJl' Lhau—.I'd rather lose a painting

than win it halfwa^/Ltpainting that almost works or works in such a
f

way that I know, "Yes, I just proceeded from here to here to here

and finished it."—'lliose are just horrible paintings, and I always

end up re-working them and thinking, "All right, damn you. I'm

either going to win big or lose it." I'd just as soon lose the
fiL.mo<Ti

painting as have one that Jdmfae^-works. Especially when I
things

didn't understand as much about painting, the only / I kept were

the ones that I couldn't quite figure out how I had painted them.
I think,

I still use that as a criterion./"WowI that painting is gorgeous.
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I don't quite know how I did that." And I think when a painter begins

to do the kind of painting he knows he can do, then it's like flat

ginge^ale. It's just kind of like :watohing«'i Sometimes you're in a

bar or something and you watch a performer turn in a performance that

is just a workaday performance. Other times you're present at a
where

concert or something / the guy is really going beyond himself.

It's really a kind of magic in the air. I guess I believe in really

magical painting. It confuses my students. (Laughter) You try to

talk about, "You ought to risk it," and that's hard to communicate or

talk about. That's the kind of painting that excites me, the kind

of painting where you MhpHwTj get a catch— kind of take in your

breath and you -ge., 'Wow! how did that happen?" I think truly great

art really affects you that way. The really grand (DeKoonings). l(~c*^~^

l^m^t^t^ you kind of take in your breath and think, 'Wow! how
it *-*•

risky! That shouldn't work, but it does,, or the kind of— Bonard

or Cezanne often reach that. I-mean, like, toko Conannc. lie'-b—a^V**.

^OH0=?ffr=psetaMBg6~ You're alwuvb seeing new piiuls-^-aew.

,r-Tr"-i"irtinnn P1'"" nr-vnr r.nnn bcfoge-cf gflaaaae There are some

Cezannej*that are absolutely unfathomable. TlH'j'n.t gaaeb— You think,

"Why the hell does that painting work?" And it just does. It's just

gorgeous. I think that ought to be the criterion for a painter. If

you can figure out why the painting works, it probably isn't that

great. It's probably a pedantic kind of exercise. A painting ought

to just astound its creator. ^Laughter)—That's kind of a dumb—.

~earf bE&am—

-SWENSONl—No: Thul'b inlerestirtg".

1 really boliovo in that*. *Some friends of mine would say, "Oh, Christ,

you're— that's a hopelessly romantic outlook." But I really believe
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in that.

SWENSON: I think I do, too.

DAILEY: Good.

SWENSON: And 1 think that's why a lot of artists—especially artists who are

good—don't like to talk about their work, because they don't know

what to say. In a way, when you say, "Explain this painting," what

can they say?

DAILEY: Yes, like we're talking about things involving equally exciting

concepts like teaching, other people's lives, shaping and helping

them, giving them some kind of ideas. A lot of this whole tape has

been about teaching and things like that.

SWENSON: And your work, too.

DAILEY: And my work, too.

SWENSON: I think we can talk about your work in tangible ways — what kind of

paint you're going to use, and stuff like that.

DAILEY: Oh, yeah.

SWENSON: But I think for theory, there's just—

DAILEY: Theory gets off into the wild blue yonder.

SWENSON: That's true, probably.

DAILEY: As far as how they're painted, most of my friends and I get kind of

crusty and fuddy. A friend of mine says, "Well, there are a couple

of things you and I agree on. One of them has something to do with

linseed oil." •^Laughter-).—Like we're—• ©il-paiuLery aftd-

^rfit.ta, IrnHmrp in Ml pn-tnt T-n-Hnny t.hrm; nmj} nwnrHTSU. I suddenly

realized, just thinking about it, that moct of th?, guye—- most of

the people I know ••" as friends^ and think, of. thaii1 po&ntj.nrjffl

are oil painters. Okay. That's kind of a nice, simple thing to come
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back from all that fantasy.

SWENSON: Conceptual

DAILEY: (Laughter) Right.

SWENSON: What do you think of conceptual art? That'll be a good question.

DAILEY: Oh, a guy asked me that just recently. In fact, a conceptual artist

asked me that recently. I said, wS"ine. I don't think much about it."

It's not a matter of being for it or against it. It's just very

different from what I do. I don't deny its validity. It's a very

exciting concept. Particularly intellectually, I can think, "Oh,

wild, far out. That's great, yeah." But closer to home my reaction

is kind of a big yawn. There's a lot of things out there in the world

that are exciting, valid, challenging, whatever. But they don't touch

me. wviot an t %Mak ^.-f, gmi know-, ^"""^ ^^'h trip to JapanK

-Hell, ho'o going over and meeting a bunch of guys—so whal? ^Whal du £

tTrTnV nf mo-hnnlvtrf +n NfmrrflH^-mH plan a trip tp &m ^TnW"iH"P?

..JLaught.Pv-j—Conceptual art is —-^Onerthing 1 doHrLfc--biku aboul 1L La

1d3«fc-4*J-S'"-—No, T shouldn't oqy "don't like about it*'" If this were

another time, you'd be saying, "What do you think about abstract

expressionism? or pop art?" I don't like the kind of media approach

to it where you-get—-. it's given a lot of play just because it's the

now thing. You know, five or ten years from now, nobody'll^i ^ 'rf~

SWENSON: Wuu&Q- I thought of that especially because you talked about theory.

That came out.

DAILEY: Right. It's much too theoretical for me.

SWENSON: It's not something tangible.

DAILEY: You and I can sit here and Cggtjxi#>&) start talking about, "Wow!

wouldn't that be far out? Let's dig a trench from the Rocky Mountains

to DesMoines, Iowa. (Laughter)
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SWENSON: And fill it full of horse manure. (Laughter)

DAILEY: Right. And add burners under it to cook it so that it makes a nice—

(Laughter). You could go on and on.
~ • •

SWENSON: Right. One of my friends had a really great idea

O^yould like it"^something that looked like chocolate sauce and pour

it all over Mount Rainier and then got something that looked like a

great big cherry (laughter).

DAILEY: Oh, yeahI But it's the kind of 'why not'?

SWENSON: It's fun to think of, anyway. So much for that.

DAILEY: Think of all the writers that might sit around thinking, "Hey, a

great novel would be..." Okay, but it doesn't count for anything

until somebody writes that great novel.

SWENSON: Or it's on the wall. — Okay. Do you do small studies for your

paintings? Do you do little— I know you do oil on paper. Are

those in general studies for your larger works?

DAILEY: Sort of, bgL-l^'jL-Mniir uf .like I never go out and make a sketch on a

site, really, or very seldom. The paintings are all land, of composites.

I'll be thinking along a certain line or a certain vein or a certain

idea, and it will be in the smaller stuffy b«k*»> Sometimes I wish

I could do that, but I can never just sort of— I'm so dumb I usually

just kind of stumble along, and the painting takes shape as I go. -if"

den11 ubuall.y——I'll oiai t ___ .if I haire a oketoh or an-^doa.

Somotimcb a quiuk poblul'or ohtuiuul bketwit. Ninety-nine times out

of a hundred the painting ends up being different from the way it

started out. I suppose the answer would be'No'in a narrow sense.

SWBHSON: Ever do any print making?

DAILEY: No.

~CZ CtP-^tLU—.
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SWENSON: What do you think of the Northwest ^^^al. ? That would be-fernd-'

•> of another area to get into. Do you think it's a good competitive

show and that it's representative of the area?

DAILEY: Oh, yeah. This is another thing that causes a big stir in the art

community. I don't know. If you're going to have a regional show

that shows what's going on— I've never minded. People have all

kinds of complaints about it. Sometimes you get in. Sometimes you

Pofi'-p
'•get out. Sometimes it's kind of weighted one way and sometimes

another. But I never minded it one way or another. It's always

seemed about the same, a -li.Liii i„ n representative sampling of what's

going on. I -kiuil-of like the idea of regional art myself. I don't

know if you want to get into all that.

SWENSON: Surelyj That's another question. It's on the next page.

DAILEY: The Northwest is very self-conscious about having been a regional

center, and maybe there were a lot of sins connected with that, and

there's a kind of funky, hokey quality about regional art. Everybody
to

wants to be like New York, but somebody said, "New York is/painting

what McDonald's is to eating." J!y£iM\ t mm& I'm thirty-six years

old, and I can remember traveling when I was twenty in different parts

of the country, and you could be in the South, and you got very

different food than you got in the North. You'd ask for mustard, say,

and the waitress would say, "Oh, y'all mean yeller mustard," because

they were giving you some damn horseradish...

SWENSON: (Laughter)

DAILEY: ...in Louisiana that had nothing to do with mustard as we know it,

which is French's yellow mustard. And you could go to New England,

and you got breakfasts that weren't at all like what you got in

southern Arkansas, say. Well, now it's possible to stop at Howard



22

SWENSON:

DAILEY:

Johnson's all across the country, and you get the same plastic food.

Nobody likes that. Everybody says, "My God, a Howard Johnson's is

the same^/ Nobody who really cares about food likes the idea that

you get the same plastic hamburger coast to coast. Why would you

want the same art? A kid growing up in Maine or a kid growing up

out on Whidbey Island, why would he paint the same way a kid would

who grew up on Long Island, with the New York cultural sort

of thing? I really like the idea that isolated parts of the country

would have a ktafesi' unique^, funity IgLaiUef feeling, and I resent very

much the idea that art is validated out of New York or Paris or some

place like that. What I really hale Lu bee, once I became awave of-

Sffii anfl or"? 1 hsge r*"mn B^amterda -'Jfaa3Ma#-3fcout tho Northwegfe-

ftaaaal • I realty hate to see third-rate copies of whatever is

current being given recognition over really first-rate local, corny,

provincial stuff. As I say, my ideas are not— You wouldn't find

a lot of people in the School of Art agreeing with me on that.

Well, that's what makes it interesting, though. And lots of times

in the past— Like Cezanne was a regional painter. He didn't live

in Paris. Some of the best people are out in the boonies.

And he was a real bastard, tool He was crabbed, and narrow, and he

stayed home, and he thought things, and he was sort of anti-semitic,

and he was bigoted, and— If we were living in Vssm*- Provence,

and knew him, we'd think, "There's that old son of a bitch." We'd hate

-Ms-*^Ychim, probably. That-ts-partly-- You know, Van Gogh was a crackpot,

wandering around bothering the citizenry. That's kind of nice.

(Laughter) The educated artisty ends' up being a kind of nice, tamed )t<&<~"~*~

version of whatever is going down* /i*^11^^1^ ^ ~$ZL. 'haJ
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SWENSON: Do you think a lot of artists, younger artists, have a tendency—

especially in art schools and coming out of there, like people just

graduating from school--do they have a tendency to copy New York?

DAILEY: Yes, if they know anything about it, if they see examples. If you can

grow up kind of naive—which is increasingly hard to do—

SWENSON: There's always Art News, I mean—

DAILEY: Right, right. But worse than Art News—here's my biases hanging out-

students who go to a high school or a college where they have "really

good teachers"—really good teachers usually translates into some jerk
showing them

who's / .the latest thing rather than trying to develop their

unique personality as a gauche seventeen-year-old kid— I'd rather

work with that seventeen-year-old's gaueheries rather than just expose

him to TseaiQ- sophistication of some forty-five-year-old New York artist

and say, "Hey, you seventeen-year-old kid from Whidbey Island should

paint like this forty-five-year-old New Yorker." It just doesn't

make sense, and I think the schools are terribly remiss in this.

They don't do a^job of educating. They simply show you examples of

what's current or what's fashionable. Then they say, "Hey, you, too,

can do this." I see a lot of older people painting today who have a

very poor opinion of their own work because it isn't contemporary or

doesn't relate to what New York is doing. And that's very, very sad.

If you're going to paint like New York, you ought to go to New York

and do it.

SWENSON: And live there, and be part of it.

DAILEY: Go to a big urban center and really take your knocks and see how yonJ^{^*-€. lT,

We constantly have people from the provinces who go to New York, then

they come back and they're kind of expatriates from New York ^Bd^aE: k\*

the im H H T has* although when you really dig in you find\-4^k>
71
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they couldn't make it in New York because there are better people,

people who are better at being New York than they were. These people
this."

then drift out to the provinces and say, "Hey, New York says/ I LhiuL

L -enr-p t,h° kind nf provinces—arrftjgEvSgpSgaa^ Seattle is pretty far

from Washington or New York—

SWENSON: Or L.A.

DAILEY: Or L.A. Right. We ought to just glory in it and say, "This is what

we are. It rains here a lot. We stay home." Portland is a very

different environment for painters tfeaa Seattle. In Portland there's

a tremendous interaction socially among painters. They go to one

another's studios. They have parties together. They talk. They

cross-fertilize each other, and they have .-1 K '1 j'lf their common

monuments and anedcotes. Seattle is very different. Portland people

come up here and say, "Do you all stay in your studios and nobody

knows anybody else and everybody's kind ofa semi-hermit and there's
Beautiful,

no excitement, no antagonism, no ferment?"/ Great. Seattle is Seattle

and Portland is Portland. IS- .yw^-want to juat really/say, Let's intensify

the hermitic life up here and let's intensify the kind of social

stimulation you have down there. Let 'em go on two separate paths,

not homogenize the two into some bastard^ nyh r- id o-f £-* ^~>

SWENSON: What did you think of the Smithsonian show? Did you see it? Do you

think the choices were good? . the whole show?

-©A3£E¥-* It was a funny chow.—it was a kind of—I kepi thinking thai -a-^wfaole.

Jxtt-ef—people should have been in LhaL weren'tT-

SMMSm^. 1 guess that^3~33nfe?jG true, theugfa-r-

"TffllLEY: Exactly^ That was m.y feellsg. It was a reasonably representative show.

One could have been in or out of that, either way. ¥ou could almost-
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whatever thny hnrl in tJisge—+*f»T"fcy r«rr1a -r irlm^ryr-r^T ,i,,n'i. i.n»«

"irrTTnnTT- n B^aag I fete i.hni.

DAILEY: You could have probably come up with another twenty that would have

been equally representative or you could have—there were some good

people who were left out and some bad people who were put in, and—

SWENSON: Who were those? (Laughter) I'm only kidding.

DAILEY: No, I'm trying to think of that show— I'm the wrong person to ask,

because I'm not very critical on things like that.

SWBNS0N-:—It's just an intereblxlig buujeuls—T-dlAn't agao try-.

DAHSYl No, no. Any show like Lhati—thr Nnrthwr-nt flnmril t;i 11 unr way nn __

fl^fim^Huf «r»fl1<3,—<wat"y1 .mHw •l-.1vTnVg; "Cr^nJ T should havr» Vippti i'r»" nr-,

"So-aad-Ju bhuuld have been Ln" or whatever, but—

SWENSON: I think very often that art historians and people perhaps who will use

this tape are interested in just finding out what different artists

feel about things like that, what they feel about museums in general,,

tike do you think a museum is doing something it's not doing for

artists?

DAILEY: Well, I feel kind of dumb answering that because—

SWENSON: You don't have to answer it.

DAILEY: I have friends who are tremendously— They think about that sort of

thing. They have opinions on it— (Telephone rings)

SWENSON: Is there another one to pick up?

DAILEY: ...unless it's for you.

SWENSON: I doubt it. Do you want me to answer it?

DAILEY: Yes. Say I'm not here.

SWENSON: I think we're too late. They gave up.

•• MOSEY: JEt£gqgEatB333jg H-rin
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DAILEY: Oh. Hey, we should go back and erase all this crap.

SWENSON: oh, no. This is fine. Makes it a little interesting. It's fine.

Okay.

DAILEY: You were asking about...

SWENSON: Right. About museums.

DAILEY: The museum. I say I feel dumb saying this but in a way— Prrnl JrnlrfTH

.aljjwys nagg In I iTV 'I'Mn -rmy-. H« mid I felt VOry ajmilai1 atbput this.

Well j no, T dop'fr^waat to Jay him, because he had ulher Ideas, too> bufr-

painting for me is—this sounds dumb—very simply, that's what I do.

And it has a certain significance for me, and anything else that

happens, anybody else that thinks what I do is important or wonderful

or whatever, that's all fine, but it's gravy. It's kind of extra.
my

If I bring a painting in, and my wife and/kids say, VGee, that's

great! I like that one, Daddy. It's got a lot of red in it." Or

orange or whatever they— That's kind of real, and beyond that,

what the museum does or what the museum doesn't do, I just don't

relate to that very much. But I would assume that a museum person

is doing the damned best he can, and I really don't think they have

malevolent attitudes like, "We're going to get together and screw the

artists or this artist," -or "We're going to put out ^r** I think they

have their biases. Museum people are terribly addicted to doing

whatever is trendy or current or will get them attention at the

museum. But I have a certain amount of good faith. And beyond that,

painting is so hard and so exciting and so challenging that I guess

I just don't have the time to give to worrying about what museums

are or aren't doing or what this or that collector is or isn't buying,

or who gets included or not included in the show. And I say this with
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some passion, because I have an awful lot of friends who seem to me

to spend, an awful lot of time worrying about what the museums—the

Seattle Art Museum or whatever museum—is or isn't doing, and I just

think that emotional energy is much better directed toward your

painting* not_j*hatever—' Beeause-f~don-,-t,( I guoso ImIuu'L f-ee3T~
- •

Jitn SEecHS ..of ni"b would. What it dou.a w doesn't

~rmr tn mates ~~nnn. nnrnntlnirT nnl mill mate lirrnrr nmrh nf tlir tela)

g0 *+ j1ln+ "n™ +n ^" fteMMtafeb^ ' Pj il»fl n, Int ftf +1ttip yryt*gyj.wg

nhrmt Tin ml, aacld, I'ln Tin i jl" 11n 1 \1 wi I i MiuTTim Tl iP

art gpcna, or L.A. «tNfrBSFftraBglB>»»<MPfc gaianis It just seems to me
very

that you just paint the best you possibly can. And if you feel/good

about a painting, and1 something good happens to it, that's fine

but if you feel very good about a painting and nothing happens to it—

no one is interested in, nobody buys it, nobody looks at it—it's

still a good painting. That's got to be its own excitement or

justification. Otherwise you go whoring after this or that or

everything. There's so many things you could worry about in this world.

If you had to worry about things other than painting, you ought to

worry about starving people in Biafra, not what the Art Museum is

doing. TllUJl'li'L) juuL m wihuli.— I'd worry about changing the gov

ernment to be more humane and socialistic before I would worry about

changing the art world.'^Bte . Really, that's true.

SWENSON: Yeah. What do you think, too, about the number of art galleries

that have boomed in the area? There are a lot of new ones. Do you

think that Seattle can support that many, or—?

DAILEY: Well, no, because they always fold. They start and they fold, and theie

•kawe* been such a turnover—>• The only bad thing is that whatever is

in a gallery gains a certain authority and has a certain power to
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intimidate young painters or young people. "Oh, I saw that at such-

and-such-a-gallery." Now this may jvst be a furniture store that

displays art, but it has a certain power to intimidate young artists.

That would be my only complaint that there are so many.

SWENSON: They're not all serious. Some of them are furniture stores.

DAILEY: Yeah. The range of stuff— I don't know. It gets into a kind of

elitism, too, like— everybody in the art world knows that there are

good galleries and there are not so good galleries. Then there are

pure rip-off joints. The stories you hear about certain galleries

are ghastly. (Laughter) Like someone tells some horrible story about

they were robbed by such and such a person, whatever. StfE^J I hate to

be put in the position of an elitist saying there only ought to be good

galleries, but bad galleries showing bad art really don't do anybody

any good. In fact, there's a law in economics called Gresham's Law

that bad money will drive out good money, and this happens for instance

when they jtai1 bed — they no longer made silver quarters. They started

putting copper or something in. Well, overnight all the silver quarters

disappeared, and the copper quarters took over. People hoarded the

good quarters, and the bad money displaced the good money, silver

being innately of value and these whatever they are—copper or aluminum

or whatever the quarters are made of now—aren't innately of any value.

I think that's true in art. You'll find if you take people off the

street and you offer them good art or bad art, they'll take the bad

art every time. The success of people like Walter Keene or—

SWENSON: The big eyes—

DAILEY: (Laughter) Pick your own favorite artist— The public will take

Norman Rockwell over Edward Hopper every time.
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SWENSON: Oh7-sure,^because'-l7hey-"=~i I think there is such a thing as— you know

we talk about an eye. It's an educated eye, not something you were

born with.

the

DAILEY: Exactly. And to / degree the galleries should educate and screen

art and present only the best, then I think it's wrong to have, oh,

six hundred galleries in a city of 600,000. You'd be much better off

with twenty galleries instead of sixty or six hundred.

•Qkj yeah, yeah, I'm thinking -jks in writing. cW^i } -i™ r^

-other—fteiet— With the millions of people who write a lot of

bad work, 99 per cent of it never gets published because publishing

houses, smk whatever criteria they use—whether it's saleability or

whatever—screen a tremendous amount of the output of American

writers. And it used to be the galleries more or less served that

same screening process as publishing houses. They would see on a

given day maybe ten or twenty outrageously bad artists, but they

would only show a small percentage of the work being done. Now if

you increase the number of galleries, you- get»- you dilute that

screening process. Gallery people in town here—Francine Seders

has had marvelous anecdotes— A woman brought in a painting, and she

asked Francine to look at it and appraise it and asked her would she

consider giving her a show and showing this in her gallery. And

Francine, the dealer, was being very, very politic and saying, "I'd

like to see some more, and perhaps if you could show me some drawings

and some more paintings, I might be able to make a decision." The

lady said, "What do you mean, more? This is the first painting I!ve

done. I don't have any more. This is the first painting I've painted."

Well, something was terribly wrong. The woman had painted her first

painting, and instead of seeing it as you might your first squawk
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on a violin when you start to play-^/lfn no other field, whether it's

gymnastics or playing the violin, would your first year's production,-
n?

the first year of time spent sawing at a violin or doing headstands or

whatever—would you go out and line up a show aI Carnegie HaHr-er

•whatovor> You just wouldn't think of it. You'd think, "Oh, my God,

all I'm doing is playing the scales or doing warmup exercises or

building up my muscles." But in art, the first thing somebody does—
their

he makes a painting, a copy of a photograph of/Aunt Emily or whatever—

they did it and it looks halfway decent, so they take it out and they

enter it in an art show or ask a gallery to show it. It's this kind of

screening process that gets hurt. The real function a gallery can

serve,^incj aS *,lno- ^Q^jrJ^ simply this editorial function—screening

out from the public most of the crap, just like the publishing houses

do. That just doesn't happen whon-vuu. have a gallery——irk^e—possible

,now to-take almoat any kind 01' art you uaii iiunui.lvu uf Lu egeafee ni^ht
.-4£d-^rfc7-

ngw^if wo oat doum and / y»" mm^1-^n1'" n*')- ""+ "^ **"* r.«mapinfifl *•>>„+

_wouid^siiow=lt. You. Would liuve a ilieulelc* Mayba-that's healthy, but

1-thlnk 11's— Oh-, I don't know, it'-c a haul quujLlon Lo resolved But c

[ gucaa I believe In Llila kindTif'- Just like the artist who's any

good suA-t^rke 1 i• f*flwl >r what he—- bg^m-iph-h do hundreds of works, and he'll

show twenty out of all his year or two years' production. He'd show

twenty paintings. It would be nice if galleries or whwhi-^pr could also

exert this feeling, so that only the best reached the public's eye. "Is-

think LhiJii gallm;'iteto have- to bo profrfry alU'uibllc.—THey have" lv jjluk

pnr>rl i.TriTTlr HVo -P-ir.o ^1 fl pllo^oc. 'Iffl f* Jr. r^-f- j„n+ ttTo-Ji i.-m n 11

wfoat's going down right acw»t

SWENSON: I can appreciate their side of it, too. They have to stay in business

in order to keep going. That's hard, too. I think, too, that one thing

>
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that people who are not artists do not realize is that artists

discard a lot of bad work, and-things-like-that^ I have friends who

say, "Oh, don't throw it away. Give it to me." (Laughter) And I

say, "No, it's going to be burned right now."

DAILEY: And they don't understand your horror at the idea that this Sally

Swenson thing would be out as something you wouldn't let out of your

studio, nonetheless picked up and cherished by someone. It's like

a writer signo a ohook or something^a*' writes a note to his milkman,

and somebody thinks it's worthy of being published in the /lie-«J \Jj_ht^

SWENSON: That's right.

DAILEY: That's true, you know. Nobody would think if Hemingway wrote a note

to his cleaning lady, saying, "Pick up the debris from that party we

had last night," nobody would think of publishing it as one of his

pithy little short stories. But the kind of crap that an artist

might do as a think piece is picked up and framed and hung on some

body's wall.

SWENSON: I love Mark Tobey's work, but I think there are an awful lot of rotten

Mark Tobeys. They look like he's had four beers or something when

he did them.

DAILEY: In the Midwest we saw only the best of the Tobeys, and when I was in

school Iwould think, '*G$^Mihis Mark Tobey is a tremendous artist,"

someone I was really fascinated by. I was very excited to come out

here# I got a job out here, and I thought, "Gee, that's where Mark

Tobey comes from, the Northwest, and Morris Graves." Well, when I

came out here and I kept seeing only bad examples, I must say he

kind of shrunk from that godlike position lij' Ti1 rui1,jujic all the bad work

that has been kept—little sketches he gave away as— in return for

a meal or something, and now they're framed and presented as aj

Tobey—
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SWENSON:

DAILEY:

,-SWENSeNr

In somebody's collection.

Yeah.

pid. you ace hia most recent show at the Museum?

1 didn't. Fart uf the time we wei^t

SWENSON:—It's still on, I-think*.,

DASbEY: Oh, UV^rt&A-qaE

SWENSON:—I-tfttak W.r ''I think until Novemb&i- 20th.—t ^^v ^nrlayter +T~*-*ng**-

Any Th» null mum j luil i tirirjht .lite"*'- ^mr.T if—£fc*s=3ESe£=Seea>

I-tfeink-i—ftnil ••rth-• fir Tit'! nrr ttrtnji i'iIT ijji'ln i-rritinc. Hnrnr nf

J3&Z&- urn nlnii, a little loosea?*-

DAXLEY-J Ahh«-

tfe were talking a little while ago about regional art as opposed to

New York and so on. Do you think that it's dying out, or do you

think that it will—? ^M^w^.:7fc^r_
McuisiS makes—ty

DAILEY: Oh, yeah. I think it is. ftja.communication ./ Everything that

New York is doing, no matter how preposterous, immediately gets

transmitted out to the provinces. Anything that is familiar seems

less preposterous. -Aad ray feeeks-._^M^___Lj<<e- in Arkansas, in a very

rural, remote part of the state, up in the mountains, and some of

these very rural mountaineers have television, and it's really strange

to go into these literally tin-roofed shacks and see a TV set on and

watch a man who's never been more than twenty-two miles from where he

was born watching network TV, the kind of discussions with—maybe—

William Buckley interviewing (laughter) someone and this Arkansan

watching all that. Or some guy in rural Arkansas watching Kojak.
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SWENSON; How do they react to it?

DAILEY: Well, they just kind of sit there, and pretty soon it becomes very

familiar. That's what they watch on TV. And they discuss it with

their neighbors. So, all of a sudden, something that you would

imagine to ,be incomprehensible^ aa£r / complex, layered, neurotic,

dangerous society of New York^io a* itaajt familiar to some isolated,

rural mountaineer in Arkansas. That's kind of what happens in art.

Someone in the boondocks is now looking at some far out work of art.
-jhttnis.

He says, "Oh, I know that. That's a Jasper Jonoo»" There comes a

certain amount of familiarity.

SWENSON: What do you think of the whole idea of reproduction? Do you think

that familiarity— Some people have felt— I remember I read an

article a long time ago by John Kennedy- of the New York Times» Well,

he thought Van Gogh had been ruined because too many reproductions

had been made, bad reproductions of his work. Do you think that this

has a danger in that it—well, it makes everybody, all the young

students and all have a pressure to paint a certain way, or think a

certain way?

DAILEY: Hmmm. Reproduction has one bad aspect. I'm not sure if it's that.

You know Van Gogh, for instance. There's a magic in Van Gogh. He's

astounding. He's like Raphael. They used to say you'd go into any

peasant hovel, and there'd be a Raphael madonna on the wall in South

America. Van Gogh has kind of replaced him for our culture. The most

benighted place will have a Van Gogh on the wall. The only bad thing

about it is that again it's sort of like, "Oh, yeah, that's Van Gogh.

My grandma had him on the wall," or "My dentist has him in the

waiting room." You see Van Gogh literally everywhere, and you go to
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the dentist and there's Van Gogh. You go to a house, there's a cheap

Van Gogh print on the wall. You go to a museum, and there's a

museum store selling fancy Van Gogh reproductions. He becomes kind

of like George Washington on the dollar bill. He becomes "mi i: P a

thing we've grown up with. A truly revolutionary painting like, say,

The Sunflower^or a statement of torment like those wheatfield paint

ings becomes just kind of, "Oh, yeah, there's Van Gogh's wheatfields."

Well, he leaves the wheatfields and commits suicide in anguish over

his life and his painting, but the wheatfields is just this charming

painting that that guy Van Gogh did.\

SWENST**"*! Do you~ ~*~ feel It•s eharming t-^Z-—.

SWENSON: That's right. In a gold" frame and—

DAILEY: Or a curiosity. One of the most moving things is that painting of

him smoking his pipe, all bundled up with his ear bandanged. Well,

I don't know many people who would cut off their ear in anguish over

their difficulties in life with painting. But this just becomes

old Van Gogh, who cut off his ear, 'and someone puts that painting

up on their wall, not as a hideous, frightening, desperate self-

mutilation, but as a pleasant picture of a guy puffin' his pipe,

and "Oh, yeah, that bandage is simply because he's the guy that

cut off his ear." That kind of cheapens a lot of rich experiences.
v®rks

SWENSON: Although it does help students, I think, to see / they could never

have seen maybe otherwise. Not everybody can afford to go to Europe

or New York.

DAILEY: Sure, sure. I like that. I think that still is a very, very good

thing. But the thing I think happens is overexposure. It's impossible

for anyone in our culture to look at the Mona Lisa and see it for what
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it is. it has become so much a symbol. The Mona Lisa, when it came

to New York on that cultural exchange, there were several very sick

things about that. One was that it crossed the ocean in an ocean

liner to protect it from a crash or something. The crate that

it was specially put in had special flotation gear attached to it,

and a radio direction finder sending radio signals, so that if any

thing happened to that ship, that crate with the Mona Lisa in it

could be found by searching aircraft and ships. Tfeey-4l±da-lt-Issued—-

^"the--passenger6^=the human beings didn't get issued a life jacket with

a Iweper that would guide the rescue parties to them, but the damn

Mona Lisa did. (Laughter).

SWENSON: Yeah.

DAILEY: Then when it got to New York, and there were crowds lined up like

four blocks or so and four abreast to go see it, they were selling

T-shirts with the Mona Lisa silkscreened on them. Anything that has

that much exposure is not any longer seen as a— Somebody said when

actually the New Yorkers got to look at it, they found a slightly

greenish lady (laughter), and the comments that were made in the lines

of people going to look at the Mona Lisa were just totally asinine.

Like "Hey, she's green!" "Is that all?" "It's kind of small, kind

of ratty." It was this Vii^nfT'tntnl confusion between a mass culture

image and what the thing actually was.

SWENSON: I think when Michelangelo's Pieta came they had a conveyor belt—

DAILEY: Yeah, so they couldn't miill (Laughter). It's kind of sick.

SWENSON: Kind of funny, yeah. Well, what about the whole idea, too, that—I

don't like to say high art— bwt serious art. There just isn't going

to be that much of an audience. How many people are going to be that

seriously involved in anything, like — I was going to say football.
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A lot of people like to watch it but maybe casually.

DAILEY: Yes, yes.

SWENSON: There aren't that many serious devotees.

DAILEY: This is where art in our time, I think, has kind of gone wrong. Part

of this is art education and the cultural tendency to— one is supposed

to like art. If I weren't an artist, if I weren't a painter I think

I'd figure, "Well, hell with art! It's a bunch of stuff I don't

understand. I'm interested in writing poems or doing geological

surveys" or whatever I was doing. T-hls—±s the way-y I used to teach

humanities (laughter), and a statistic that used to bother me and

froat-jnoy- and I used to tell my students, "On any given Sunday*^ft*SE.

in America—far more people attend art museums tbanjjwafeh- baseball^j«<?-*-KvA,

SWENSON: Really?

DAILEY: People go to art museums in the millions compared to the people who go

out to the ballpark and watch a baseball game. Now museum directors

and people in the art world generally tend to think, "Wonderful!

That's improving society." Most painters I know-, including myself* think,

"Incredibly awful! How terrible!" Because what this does is take—<-,

<P something that-ean-be— it's sort of like everyone-n if millions

aad thouaancls. of people went out and studied brain surgery.

It's a very significant thing, but it isn't necessarily a mass thing
the

that people should jw(ji af be dragooned into. There was / Maggie

and Jiggs cartoon, "Bringing up Father," where Maggie was always

hauling Jiggs off to listen to grand opera, and he'd much rather be

down at Dinty's or whatever this bar was, eating corned beef and drinking.

I resent that kind of dragooning of the middle class slob

out of his environment and his normal interests and saying, "You should

go out and look at art. It's good for you." I think art in the past
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has always gotten along by having iJwpeople who were interested in

it,/|worked and kind of dug into it and worked to understand it. But

if you take art out and circulate it and kind of proselytize it, it

seems to me it's like the Mona Lisa, it would kind of dilute and

cheapen it. That's not a very fashionable opinion.

SWENSON: Oh, I don't know. Maybe it is. It depends on who you're asking.

I think I would agree with that mostly.

DAILEY: The government now sends artmobiles. The state will send an artmobile

around.

SWENSON: Yeah, like a bookmobile.

DAILEY: I'd rather send two bookmobiles and no artmobile.

SWENSON: Do you like to collect other artists' work?

DAILEY: Oh, I— I feel kind of dumb answering that. Sim—ey fiai'wt'iaa—

I sometimes have works of my close friends. But the reason I don't

is that I've never felt much of a desire to own anything. The idea

of having things"-fine things, fine rugs, or fine paintings, or fine

draperies— I don.'t know. I love the idea, say, of a guy named- Joe

Smith, whom I know, out painting. And I think of him as an ongoing

fellow, but to feel that I kind «8 have to garner in and have a

little of piece of Joe Smith, artist, hanging on my wall, I usually

don't.

SWENSON: That's interesting.

DAILEY: I feel kind of subversive saying that.

SWENSON: Oh, no, everybody has different—

DAILEY: I fool that tho fuirtahor nanoyecVfiuu mv own UAjJt-i'icnac thn art iff

I'd rather have the art of Joe Smith, local slob artist whom I know

and respect, than I would a prize example of Inca carving or Mexican—

You go to so many artists' houses, and they have a— I'm a slob. Let's
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face it. My furniture is from St. Vincent's.

SWENSON: No. You can sit on it. The chairs don't break. ., ico^~

DAILEY: I don't care about furniture as long as it's comfortable/ -I liko'tho <

5j~4aea-Qf— I love the idea that there's someone named Mike Spafford out There-.

painting gorgeous paintings, but I don't feel the need to buy one and

put it in my dining room. The phenomenon of him as an ongoing,

creating person whose work I knew ten years ago and will hopefully

know ten, fifteen, twenty years from now—that experience is very

meaningful to me, watching the progression and growth. But to have

a moment of that work kind of frozen in time and preserved for me,

I just don't think that way, I guess.

SWENSON: Hmm. That's interesting.

DAILEY: But when I've been given something— I'm sitting here looking at a

couple of pots that are from a couple of dear friends of mine— but I

think of those as—"That's a Harry Myers over there. Good old Harry.

I wonder what he's doing." I'm not thinking, "There's a great state

ment."

SWENSON: (Laughter)

DAILEY: That kind of phoney art world thing. All the people who have my

paintings, I hope they think of than that way, not "Here's this

beautiful thing." I hope they think in terms of a continuum of

growth and development, not an object.

SWENSON: I think we're running out of questions.

DAILEY: Oh, good. We -must be boring the hell out of the listeners. (Laughter)

SWENSON: <=?. for every moment-. I think it's been fun. Can you think

of anything you'd like to say in closing?

DAILEY: No. It's probably seemed kind of pedantic, all this talk about the

art world.

*<
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SWENSON: Oh, no. I think people like to know what the artist thinks. I think

in some ways that artists think differently from museum directors, who

think differently from collectorsm e& flu I 'think It's Ktna Uf t^~»

—inLyres Ling—to—^"And then artists think differently from each other.

So it's kind of interesting to find out—

DAILEY: It always bothers me—and I say I feel kind of subversive of this—

I think on the scale of human experience or human values, let's take

maybe a less controversial subject— let's take literature. Think of

great literature. What do you look for? You don't look for the well-

turned phrase or the narrow interpretation. You look for a definitive

statement about kind of a condition of man or human relationship or

man's experience or man's suffering, or something kind of grand. Yet

when you talk to artists or museum people or collectors or something,

it always comes down to—too often, I think—to kind of trivial things

like, "Isn't this a fine example of—?" or "I just love the coloration

here."

SWENSON: Doesn't it remind you of so-and-so's work? (Laughter)
nitpicking.

DAILEY: Yeah. We become so kind of specific and I I'm very general in

my approach to everything. I'll look at a student's work eg-an-act-.

work, nnil T'1*1 fiiiil- fir T'll nn" "nrnBthinrj I'll say, "Gee, I

really like Bonard as an artist." Someone will say, Oh, Bonard's

terrible. Look at these— look at this. This part is bad in the

painting." I know all that, but I still— I don't see that. It's
very much.

like a—something you live with or you love You don't see

the wart on the cheeck or something. Bonardi paints his wife maybe

over a period of sixty years, and you can date his paintings— like

his wife in a painting where she must have been fifty-five or sixty
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years old—she looks like a teenager, the way she did when he first

was painting herv in-the-^ He didn't see the change, or at least he

didn't paint the change. It seems to me that art gets so bogged down

with petty details of technique. And the art world is so wrapped up

in who's doing what^ and where is someone in relation to someone else,

and a lot of nonsense like that. The kind of overview is much more

preferable. Art, in a way, tends to make a great deal out of very

minor phenomena-, techniques. "Isn't it marvelous, the brush stroke

through here?" someone will say. Well, I'd say, "Okay, yeah, great

brush stroke. But what's the statement the'guy's making?" Matisse is

a genius of the twentieth century, an absolute genius. Not because

of the neat way he designs something or some color relationship that

one can isolate and teach to high school sophomores like Art Education

does. But Matisse is a genius because he's an obsessive person who

-Iririflinf returns to the basic themes and mines them and changes them,

and they change with him. And when he's sixty years old, he's dealing

vith the same ideas he was as a thirty-year-old , but he shows thirty

years of intervening time. It just seems to me those large sort of

things ought to be kept to the forefront. So often in art it's little,

trivial things like "Who's in this show?" or "What's this relationship

of this man's work to some passing fad?" or something. (Laughter)

That's kind of rambling, TA 0"5^
..jaUiiMWJfli Mot at aU.3t-H8 "retiiiiabuulj iAim
DAILEY-; S*cll,vthis has been very nice. Sitting here chatting.

SWENSON: I've run out of tape, so—.

DAILEY: Good. Turn it off. (Laughter)

SWENSON: Okay. Thank you very much.

DAILEY: That's really great.


