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Tape 1, Side 1
00:00:00  Start of Interview
DM:  
Does chewing gum help any of you?

BT:  
First words of the interview, just then, this is Barry Teicher of the Oral History Project.  Today is September 9th, 1994.  I’m with Warrington Colescott and Art Hove, and we’re in the Township of Dane.  Is that –

DM:
Uh, well, that’s where I get my mail.  We’re actually in Springfield Corners.

BT:
We’re in Springfield Corners at the studio of Dean Meeker.  Warrington, would you like to –
00:00:30

WC:
Well, I guess a place to begin is with a little personal background, uh, briefly.  We’re not really digging too deeply into that.  But in terms of where you are from and the education, your art education, sort of the things before you joined the University here.

DM:
Well, would you like it randomly or specifically?  I have it both ways.

WC:
Uh, yeah, I think randomly really, your personal memories of things that you feel were a little important where, you know, shaped the things that came later.  

DM:
Okay.  ’87 will give me a clue as to where I’m going.  Born in 1920 in Orchard, Colorado, and lived in 1921 to ’32 communities in Orchard, Walsenburg, Crowley, Colorado, Sheridan, Wyoming, and Billings, Montana, which is where I went to high school.  And though succeeding greatly as an apprentice sign painter, for the Foot Sign Company in Billings Montana, I was apprenticing to a man who was a great sign painter but an alcoholic and was inclined to kick paint off of high scaffold work.  And so I kind of, my interests went beyond making, doing signs.  So I sold my car and packed a suitcase and went to Chicago.  That’s 1939.  One of the reasons for my going to Chicago, I don’t know if this is appropriate.  I assume you can edit this.  I had to find a, I wanted to find a professional art school mostly because I had neglected to finish high school.  And sure enough, and my high school principal, I’ll always be thankful to him, went to a great deal of effort to find art schools all over the country.  Of course, there were none then in Montana in the whole state.  They now have very enviable departments in, at Bozeman and other places, even Billings, I think.  But I hitchhiked to Chicago.  I applied and was entered, and in the fall of 1939.

00:04:00


And for the next three years, it was just, you know, pig heaven.  I, uh, was introduced to so many things that I didn’t know existed having been brought up in Billings or spent my high school years there.  And, I mean, the whole, the whole opera and ballet and the symphony, the symphony even used to let, the Chicago Symphony used to let the art students in on, into their rehearsals because it was a competition.  And so we would sit up in the boxes at the -- and do drawings, and it was just, everything was new.  I was, I hardly breathed regularly for the whole first year.  And I studied with a man who, Boris Anisfeld, who never gave away anything in terms of flattery, or he -- I asked him for a recommendation for teaching, and he said, after three years of study, he says, well, you get the little better this year.  I mean, it was, it was, uh, faint praise, but he later, he says, you write this thing.  So I wrote up a glowing report of my gradual, uh, professional accomplishments.

WC:
What did you do with him?  Was that mainly painting? 

DM:
Painting, strictly painting, and I’ve had cause to look back at that.  He was a very powerful man on the scholarship board.  So we painted just like he wanted us to.  And it was good training.  He was very, uh, he was very good.  But everybody’s paintings were inclined to, they were identifiable as Boris Anisfeld’s students.  And if you tried any experiments one way or another, you were told about it.  I developed my first schizoid, uh, attitudes then because I was painting at my studio at the Ray House, or I shared a studio there.  So I was painting in an entirely different style at home, neither of which, I would point out, were much good.  I don’t think I kept, I have no work -- I guess, that chess set is the only thing I kept from my undergraduate work.  And I got pretty burned out on it.  
00:06:59


My third year, I was drafted, uh, which was a kind of strange.  I had registered in, uh, in Montana, and, of course, most of Montana’s youth were very impulsive, and they went off and joined the Army or went to the shipyards, leaving the draft boards to scrape the bottom of the barrel, in which they found me.  I had one, I had a very early experiment with dynamite, and blew out my eye, that is it lodged copper in the retina, and so I was 4F.  And so nonetheless, I was hustled off to, first to near Las Vegas, Boulder City, and then later I went to San Luis Obispo.  It was very pleasant, but -- and I, uh, I oddly enough enjoyed it.  This while my mother was fighting the war in Africa.  She was a WAC, and I used to get these hair-raising stories from her from various parts of Europe and, uh, but anyway, I escaped that then.  I applied for officer’s training, and I got the first real physical I had had.  And so they threw me out in about a year.  
00:08:40


And so, uh, I went, I had a number of Hollywood people in my company, and they said, you should go to Hollywood.  And so I went to Hollywood and had a four- or five-day, I knew some people there and went around to the studios.  And I thought I would become the bottom man on a decorating ladder or something.  And it, it was, I don’t know, it all seemed kind of freaky and, anyway, I gave that up.  We got on a train and came back to Chicago, where I had a waiting scholarship.  And I finished and again was ready to go to Mexico or something and paint, or in those days, you could live in Mexico for -- if you had $1,000, you could stay a year and, uh, but that didn’t -- oh, at that point, the GI Bill came out.  So I was the first one in line at Northwestern, and we still, there was still some grumbling about my high school experience, but I took, in the mean time, I taught myself to read and write, and, while I was going to art school.  I mean, I read a lot.  I had [Catman?] glasses as a correction for this blind eye, and it isn’t blind.  It’s got 10%, and with the Catman glasses, you could see both eyes.  And I was told that unless you read two hours a day, that it would grow back up in the corner, which it had done.  So do you know how much you can read in two hours a day? At any rate, I was entered at Northwestern and oddly enough, did very well.  
00:10:45


Then in, what was it, 1946, of course, the GIs were coming back, and there was some general expansion of art departments all over the country.  Here were all these GIs coming, with their GI bills.  And the universities were getting ready to enroll them as fast as they could because this, of course, generated a great deal of interest to them.  And so I was registered -- I registered with a Fisk Teacher’s Agency in Chicago and, uh, I had a couple of interviews, one at Michigan.  [Slessar?], I think was the name of the man there.  And that was to teach architects to make their buildings pretty, and, uh, when I was asked if I could do that sort of thing, I mean, teach that, I couldn’t even do it, you know.  So that ended that interview.  Then I went to Steven’s College, which is a girls’ school of a certain reputation.  And I remember the chairman telling me that I would be, uh, oh, they were also interested in me because I could teach equitation.  I had been brought up on a ranch and sat a horse well.  So, let it go.  So I interviewed for that.  And the chairman said that their main interest was to expose these ladies to the culture of art.  But don’t let any of them get involved.  So thinking that that was something that would -- it’s, I didn’t know it then, but teaching in a coeducational school has few enough rewards, and it would seem to me like that would be, uh, pretty vacant of them.  So, uh, then I interviewed up here, and, um, I had an hour to wait for my interview.  And I sat on the terrace here, and this is it, this is it.  It was in the summer, and I left dirty, hot Chicago and, uh, I just thought, yeah, yeah, you know.  And I didn’t talk about money.  I didn’t talk about hours.  I didn’t even, I see now, putting it together, at the time, I guess I couldn’t demand anything because I had a couple of courses, uh, I was a couple of courses short of a master’s.  So I still had my bachelor’s degree.  So I didn’t argue.  I just said, yes, yes, and I came to work here.  And –
00:13:52

WC: 
Who was in charge of the hiring at that point?

DM:
Well, that’s something I reviewed this morning.  No, Billy Varnum, and it’s interesting that he died that summer as well as John Steuart Curry, who was the resident artist-in-residence.  The Ag School, you remember, had decided to add glamour to rural life, and I think in his own way, he did it.  I thought he was, for what he was, um, asked to do, I thought he was the guy for it.  I never met him, unfortunately, though I knew his surviving wife.  And anyway, Billy apparently was in the, this has come up again because Billy was in the jewelry shop.  And he was a jeweler among other things.  He taught stagecraft and, uh -- but he keeled over in the art metal room, and Art Vierthaler was a graduate student there.  And he says, and I just picked up the torch, he says.  And the ladies, uh, Della Wilson and Helen Annen were, they sort of were the two that were putting this thing together.  And, uh, they were the ultimate authorities on most topics.  So as Art says, I was standing there with a torch, and so they hired him.  So, and I’m trying to write an obit on Art now and having some difficulty describing that exact change.  But it was an interesting time.  
00:15:58


Uh, John Guy Fowlkes is somebody that’s going to come up again and again, I think.  He terrified me.  Even after I was a full professor, and he couldn’t do anything to me, I used to be just terrified by him.  And I guess once, the reason why, the first four months I was here, I’m like 26 years old, and I get a thing.  I’m invited to a dean’s tea, secretary’s mistake, Dean Meeker, so off I went to the dean’s house.  And it was surrounded with Cadillac’s and Lincolns.  And my wife, who accompanied me, says I have bad feelings about this.  And I said, oh, you know, they probably want to meet me.  And I came up, and John Guy in his, I only tell this to illustrate his, uh, his sort of gruffness.  He says, what the hell are you doing here?  And I said, I was invited, God damn it, you know.  I mean, this is on the front steps.  So he said, my God, you were.  He says, well, come in, Dean Meeker, and he introduced me to every dean on campus.  If I’d have been, you know, more ambitious, that could’ve been a great start.  But as it was, I had a couple, we had a couple of drinks and got the hell out of there.  It was --

WC:
It gave you a wonderful story.

DM:
Yeah, right, and this one happens to be true, unlike other stories I’ll tell you.  But getting to John Guy, he, I think, recognized that, um, he was very interested in the Art Department, but I had the feeling that he thought that they could expand enrollment in education.  And he was in that way, kind of a champion of the Art Department.  He backed us, the first remodeling of the Education Building, um, and did a number of things.  We even had an open house, and he invited everybody on campus there.  He was a really a goer on this.  And, uh, I think he should, should have credit for this.  Beyond this -- 

BT:
Is there any particular reason why he was go interested on the Art Department [word unclear]?

DM:
It boosted enrollment.  The Education Department is, who am I to evaluate it previous to my appearing, but this was also a very, as I explained, due to this influx of GIs, this was a growing, uh, they were interested in head count, and we had a lot of students.  And, uh, you know, 25 and 30 were sort of -- and we taught extra courses, and –
00:19:27

BT:
Were these, uh, students people who wanted to learn how to be teachers, people who wanted to learn how to be artists, were they in addition also just general --

DM:
Well, of course, you always get a mix.  But my general impression before the influx of the GIs were that most of these people were interested in teaching.  They were taking education courses, they were being advised to take education courses, and that’s just my impression, but we even at one time, had, um, what did they call them?  They were trained for, uh, I’ll think of it in a minute.

WC:
Occupational therapy.

DM:
Occupation --

WC:
The OTs.

DM:
OTs, we called them odd types.  But the OTs, and I remember teaching with Della Wilson.  She had one group of them, and I had another group.  And we were teaching them in the same room.  And she was showing them how to pull the tails and legs out of a piece of clay to make doggies and various animals.  I was priming them on Henry Moore and the greater artists of the century.  And, I’ll be darn, if she didn’t get a better effect than I did, maybe just sort of like, boy --

WC:
They worked hard.

DM:
They did.  They worked and, but it has to be also noted that they were interested in occupational therapy and were not primarily driven by great talent.

AH:
You must have absorbed a lot in a short time, and you talk about your experience in first going to Chicago and the whole world of culture opening up to you.  And then just a short time later, you’re holding forth on Henry Moore.

DM:
Yeah, oh, yeah.

AH:
That’s a lot of distance to cover [word unclear].

DM:
Yes, yes, although, I can say I didn’t cover it very well.  My first teaching experiences were --

AH:
Always one statue ahead of your students.

DM:
Oh, yeah, and also the GIs were a group that I had great admiration for, but, boy, these guys, you know, usually here, the students are saying, now, we got four years.  Let’s not rush into this.  And these guys came back saying, I lost four years out of my life.  Now let’s get whacking.  And I would give out assignments, and there was one guy, who was a former major.  And he used to throw these assignments on my desk, and he says, there you are, professor.  He knew I wasn’t a professor.  He says, there you are.  He says, what’s the next assignment?  So I had a whole other book for him.  And I would load him with assignments and get him out of there.  He was establishing a bad standard, or a standard, at least, that not everyone could deal with.  And there were many.  There were many,  [Lapsowich?], I don’t know if you remember him.  And then remember Robert Nelson was one of the first, uh, students here.  And, well, there were a whole lot of people that, it was an odd sort of dichotomy.  There were all of these people who’d, and many of these GIs had been to Europe.  They had, they were older by four or five years, and they came in.  And the contrast between the usual enrollments and these guys were just, it was amazing.  It was a hard thing to try to gap.  But –
00:23:32

AH:
Then after things settled down, did you notice the shift in the pattern as to the types of students you would be getting?  Did teachers sort of drop away, and the studio types begin to emerge?

DM:
Yeah, I would say a number of things contributed to this, and this gets us into, I would say, the first development of the Print Department.

AH:
Yep.

DM:
And it was through this general excitement and enrollment that it wasn’t unheard of to establish, you know, and ask for things you’d never ask for before, and Al Sessler was certainly one of the forerunners of that philosophy of expansion.  Everybody was, uh, well, he in particular, he was thinking about a Graphics Department.  And first, it was a press in a room that was used for other things.  And then I remember there were many measurements and plans and things brought to meetings that he was pushing very hard for, an expanded Graphics Program.  And so when we moved up to the, to the, well, two or three things aided this.  One, this general expansion, and I guess, when was it the old building burned down?  The old Engineering Building burned, and that was, that got us entirely into the Education Building.  And they had to deal with us as a growing concern within their building, which --

WC:
Which helps I think, the Humanities Building.

DM:
Right, right.

WC:
It got us into the Humanities Building.

DM:
Right, and we were always bursting at the seams.  The, uh, Ceramics Department was growing, and the Jewelry was growing, you know.

WC:
Sculpture.

DM:
Sculpture was, uh, expanding, so it was a general expansion time.

00:25:50

AH:
With regard to the printmaking, this was a time when it’s becoming more acceptable as a legitimate form of art in terms of something that you don’t just do once for the experience.  But you use it as one of your principle mediums.

DM:
Yeah, it’s an interesting, um -- I may be in, somewhat in contrast to Warrington’s thinking about this, but the print, I think prints were purer in their impulse at that time.  I mean, people became interested in the techniques and the, there was a general, in the ‘50s, there was a general expansion of, uh, thinking about this, and you had several -- you had [Lazanski?] at Iowa.  Unfortunately, he had a somewhat the tendency that Anisfeld had, and that is that most of his students looked pretty much like he did.  He, uh, he, but anyway, there were art departments growing, and with that, there were print departments.  And it was very exciting, the ‘50s and, to me, was a very exciting time.  

AH:
In your own life as well as --

DM:
Yeah.

AH:
-- being here with the students?

DM:
It, uh -- I’d been trained as a paint, in painting and drawing, and I had, uh, put myself through school in a silk screen shop, a commercial silk screen shop.  We did, oh, car cards and, but the idea, the emphasis was on getting them out fast and cheap. 

AH:
Was that technology fairly new then in that context, or did you know?

DM:
No, silkscreen was invented actually in the First World War, when they didn’t have good offset printing, and war posters were done with silkscreen.  But it arrived, my introduction to it in, I took a job in Chicago.  They said they wanted a squeegee pusher, and I had no idea what a squeegee was.  But I showed up and assured them that I was one, whatever it was, and so I started working in Chicago commercial.  It was the kind of thing that you could do at night while you, uh, went to school or tried to stay awake in school during the day.  It was a very vigorous sort of thing.  
00:28:47


So when I got here, I, uh, was inclined to look at the horizon and think about painting as the queen of the arts.  And then, a bunch of kids heard that I’d had this experience and came to me and said they wanted to do silkscreen.  And I, of course, told them I knew nothing about it.  But they persisted, and, uh, so we set up an independent class.  I just thought we could work at night, and these classes filled all the time with people who wanted to do silkscreen.  And so I remember Logan coming to me and saying, look, you may conduct night classes, but you’ve got to, due to various considerations like, you know, we have to make official, it an official class.  So I wrote a description, and we put it in the catalog.  And it became officially a subject in the, well, it wasn’t even in the print area, but in the print world.  And, uh, so then when we moved into the, in the ‘50s, when we moved into the new building, we had a room for it.  Due to its, the paints and things that we’re using, talk about toxic paints, we had to carry out our garbage every night to keep it from spontaneous exploding.  We had, it was terrible.  Uh, and there again, in Chicago, we just always opened the doors, and you could have heat or fumes.  And we divided our time between them.  And that’s the way it was up on the fourth floor of the Education Building.

WC:
Yeah, a nice big windows somewhere.

DM:
Right, but I remember forgetting to -- 

00:30:49
End of Tape 1, Side 1
Tape 1, Side 2

00:30:50

DM: 
-- do you want to, let’s cut --

BT:
Are you talking about Roland Stebbins?

WC:
Yeah.

DM:
Yeah.  Great, he was the only guy I know that, and he taught life class.  And so before the GIs got there, there was a matter of, he took roll by the hand-ins.  He had them taking, he had them turned in, and then he could check the names.  So it didn’t take these little sorority girls long to find out that, uh, they would put their name way down on one side, and he would mark them present and turn them back.  And they would chop them off and turn them in again.  And they wouldn’t have to come to class.  And Stebby got onto this in three or four months, and so he got a stamp, accepted for credit.  You know, and he used to put it right on the ass of the, you know, the drawing, and like, he says, they can’t fool me.  And Bill McCloy, who was there, who was an assistant to Curry and taught in our department, there again, he returned after two years in the Army.  And we were at a faculty meeting, and Stebby kept looking at him, and he says, Bill, he says, have you been someplace?  He hadn’t seen him for -- well, anyway --

WC:
They were colorful times.

DM:
Oh, yeah.

WC:
Really.

DM:
Bob Hodgell, who was Curry’s assistant, who is, I think, just is one of the great printmaker.  He really did a lot of work after he left here.  But when he was here, he did mostly watercolors and helped Curry.  But he was a remarkable person.

AH:
Where did he go from here?

DM:
Oh, several teaching jobs, and then he tried to make it, oh, with his work, and they -- he ended up in Florida.  I think he’s teaching somewhere in Florida, though I don’t know where.

WC:
He’s, yeah, I see his work every now and then.  I think Fanny has --

DM:
Yes, a kind of disappointing show, I thought.  But because we both turned to sculpture, I guess, you think of it on another level.

WC:
Yeah, he still does woodcuts too.  They’re kind of, most of them are religious in nature.

00:33:34

DM:
Yeah, yeah.  I have, as a matter of fact, I was looking through, the way to go back in -- this morning, I had the most wonderful morning because I was, I have a two-drawer collection there that, oh, 100 or 110 pieces, I guess, of people I’ve traded with.  In those days, that was another thing about the print.  You could, uh, go to art fairs, and if things weren’t moving, you could trade with other artists.  And so you wouldn’t come home empty handed, you know.  The whole print idea was expanding, but it -- I, uh, well, I’d have to do a separate history on that, but there was at one time when it was very vigorous, and besides, you only had to do a couple of really good ones a year, and you could cover every show in the United States.  And many people did that, and, uh, so you, I’d notice going through the catalogs now, oh, yeah, that was the year Mitch Cohen did his lion, and that was the year I discovered the copper plate and did a surgeon.  And that was all over.  I mean, you could actually broadcast your work.  Later, it fell into the hands of image-makers, and as one of the visiting painters said when he came here, that it’s capable of reaching a broader group of people.  What he meant was that you can’t always sell paintings for $50,000.  But if you sell enough prints, you might make $50,000 if you have the name for it.  It went in various directions.  I think that could probably be a whole other study but –
00:35:39

AH:
How about the serigraphy, were you kind of working along with the students on your own work at that time, or had you done a sufficient inventory?

DM:
No, the, I would say that I worked with the students because all of the things, I hadn’t even considered it a fine art medium.  And as a matter of fact, it was not considered a fine art medium.  There were, I remember circulating show notices that would say, no silkscreens or monotypes.  

AH:
Yeah?

DM:
Oh, yes, and, of course, it, there was some early days with the Serigraph Society in New York that was formed, I guess -- and it is true that, uh, many times, well, the project had a lot of silkscreen people identified with it.  Unfortunately, they were people who were logically involved in reproducing paintings.  That is it was a reproductive kind of medium.  Some, they were at a time I went to school in Chicago, where you’d rather be caught without your pants than a social issue. The social guys were saying, uh, that this is a social medium, that is, it’s, uh, it’s widely distributable, it’s cheap, it doesn’t have the hauteur of paintings, but anyone can have it.  So that way, you can get your message out.  And it was kind of an interesting time.  [Saborin?] and many artists in Chicago, who were traveling back and forth between Mexico, and they could make the Chicago social scene look as bad as the Mexican one and did it with great skill.  But the medium was, was serving various functions.  It was serving the WPA artist.  It was serving the propagandists.  And I don’t mean it in the worst sense.  It was, it also, in the ‘50s and ‘60s, I can reflect back that many people were, at the time when we first thought of as prints as collectables, that many people in their young professional lives bought prints and are now, you know, they’re considerably, uh, ahead in their careers and are coming back and getting sculpture.  There’s actually many of the people that I know from prints are now my most interested sculpture collectors.  And –
00:38:40

AH:
How long did you work in that medium before you felt you needed to go onto something else?

DM:
Well, that was -- there’s a specific, uh, reference there.  In 1950, in ’58, I applied for and got the first grant for research.  And I was told by everybody that, well, that those grants from the graduate school were for real research, you know, not -- well, you know, so I applied for it in 1958 and got the first grant.  And, of course, in the next few years, I noticed the mailboxes were filled with applications to the Graduate School, and, uh, but they did give me a semester.  And I just holed up in that place upstairs in the serigraphy room, cancelled my classes, and just spent the time up there and developed a lot of, a lot of stuff, a lot of techniques, subtractive techniques, things that were, now that I look at them, are inclined to be, to look like the qualities of etching because we still had this inferior, inferiority complex about silkscreen.  We were, I at least, was trying to make it not look like silkscreen.  Now, of course, that’s one back, and it’s the one thing that you can make big broad statements, and flat is in, and you can do flat color statements.  Whereas, at that time, the Trojan horse, and some of those things were designed to, I’m afraid, look more like other graphic mediums and silkscreen, I even ventured into printing in caustics, which had always been an interest to me.  The Fiumes would just knock my hat off, and the Fiume portraits on Egypt, and I realize it was a permanent a medium as you can get, wax, I mean, other than physical destruction, is going to isolate the pigment and hold it forever. So I invented a way of screening wax, and then, of course, with a sunlamp, you could fuse this, to remove all evidence of it being silkscreen, polish it up, and it -- but there again, I was, I got confused with this as a reproductive system, which is, it’s hard to stay away from.  It’s an amazing medium.  It has, you can use any material.  You can print it on anything, with anything.  Uh, it doesn’t have the mystery and, uh, the vigors of technical continuance that, say, lithography does because you have to guard against breathing on the stone, and the, they do everything but incantations to get these things to print.  And, uh, that wasn’t what silkscreen was about at all.  
00:42:19

But to come back to your question, uh, I felt that I had pushed silkscreen as far as I wanted to at that point.  And I was very much, I became very much interested in etching.  So Al Sessler, who was inclined, though he was a great teacher and a great artist, was inclined to be a little covetous of his room.  And we somehow couldn’t get in there, so, uh, we got him to, he’d never applied for any grant at all.  And Misch Kohn was coming for the summer, and so we talked Al into applying for a grant.  He did and got it.  And so we essentially removed him from the etching room, and he had, and the two of us then, Misch Kohn and myself worked happily all summer.  It was wonderful.  We threw everybody out in the afternoon, and we worked like crazy in there.  And I also made some of the first attempts, uh, and I would say with deference to Warrington that there are many ways of getting color in etching.  But at that time, it seemed to me that there were two or three ways that you could get color into etching that were, was annoying to me.  You could do multiple plates, that is a plate for each color.  Or you could do viscosity printing was known then, and that meant running rollers with skeins of color over various topographical effect of the plate.  And, of course, because some of these appeal to some levels, and I have illustrations.  I have some Hayter prints and Moti’s first ones, I was just looking at those.  But it didn’t seem to me like the color came with the ease that it could.  And so, of course, I thought about silkscreen.  Well, I tried printing over silkscreen, and, of course, silkscreen paint, especially in its thicker state, tends to be rejective.  Uh, that is, it won’t take a print from the plate, especially copper plate.  And so I did the first experiments that summer with silkscreening.  I thought if I silkscreened it very thin and allowed it to sink into the paper, that I might be able to, to combine silkscreen with etching.  So that summer, I, uh, worked very hard at that.  Unfortunately, there were a couple of things against it, and that is that Sturgis Presses that we had at that time that were built at a time when there was the misconception that weight made pressure.  And, of course, it doesn’t.  It has nothing to do with pressure.  And so the Sturgis weighed 1,000 pounds, but you couldn’t get enough pressure on it to laminate these two effects together.  
00:45:54


At this time, I applied for a Guggenheim, it was in ’59, and I thought I would go off and work with Hayter at Atelier 17, which I did.  Hayter was an experience, uh, to, it was, by this time, I’m what, 59.  I’m 39, and I’ve had some background in printmaking.  And I got to Hayter’s to find that it was, there was a wonderful feeling of young people coming there, and if you wanted to work like Hayter worked, that is there was no aquatint.  There was only acid, fast acid and deep cuts, and by that time, uh, viscosity printing had come into its own.  And so you had these students all vigorously putting these Hayter prints together.  Sometimes literally, he would line them up, and they all had a job.  And he would do a whole complete edition in an evening.  I’ve seen him do it.  And then, when they were all going out for a wine, he said to me, Meeker, he says, he had three rolls, big rolls out with skeins of ink, he said, that’s an interesting plate you have there.  He says, why don’t you run some of these colors over it?  I knew what he was doing, but I said, all right.  So, and, of course, they all disappeared, and I had the whole cleanup. That wasn’t uncalculated.  He later admitted.  He’s a wonderful guy, and he’s, as a matter of fact, he’s stayed with me here.  And I had the good fortune to visit him six months before he died as I was bicycling through, uh, Europe.  And we can get back to him.  Oh, one other thing, when I told him what I was about, combining silkscreen and intaglio, he says, yes.  He says, we’ve done that.  He always used the we.  We’ve done that, and I was looking at the print I have illustrates that he actually did combine silkscreen and the metal plate.  But like many of his technical experiments, it’s crude, but, you know, he took the plate, put it extender, silkscreen paint is inclined to dry very fast.  So he put extenders in the drying, to slow up the drying, and he would pull the color onto the plate before it went in the press.  And they would pull this across, deposit the paint, have the paper poised, and put it down and through it would go.  And sure enough, he did combine silkscreen and -- that’s just a little footnote, but he was an, it was an interesting, uh, influence, not influence, but it was just, I liked him in spite of the, uh, the limitations of his workshop were numerous.  And at that time, I met Keiko Moti, who was, he has been very, he was very essential to my development.  And because I could go to his studio, I had to teach him silkscreen, so and one day I would be the master, and I’d have him clean up.  And the next day, he would be the master, and I had to jump to his instructions.

00:49:52

But it was a fun winter, and I managed to get a number of things going, and including not only viscosity and etching.  I did several metal plates.  I burined on, I didn’t know that you can’t burin on the hard material --

WC:
Zinc or --

DM:
On what?

WC:
On zinc?

DM:
Zinc, I burined zinc, and, but anyway, I was able to work with Moti, and we got a number of things going.  And I sent home, I got to thinking about, it’s always been annoying to me, uh, that you can only go one way with copper.  You can burin, you can acid bite, but it has to be subtractive.  There are no, there’s no adding.  And I, many of the artists in Paris are so enamored of copper.  They don’t even say, they say copper, as though it is a magical material.  And when I first started lacquering copper for the whites instead of burnishing them, I just lacquered it white.  And, I mean, it removes all the texture, and, well, I got all kinds of difficulty about that, I mean, from my fellow artists.  And so I started that in Paris, building polymer plates, which allowed for burining and adding.  I have, I brought them out.  I’ll show them to you if you’re interested.  And what developed then was the polymer plate.  They were later, by people who write books, called collagraphs.  But it’s essentially a plate that I could not only burin and scrape and affect abrasively, but I could also build and model, uh, and in a way, that’s the transition that I was talking about.  It became a kind of transition to sculpture.  It, uh, I had worked with this polymer.  There is a polymer mastic that has a marble aggregate in it.  And it, um, could we, I’d like to show it to you, just --

AH:
I wonder if Icarus, if the wax got you onto Icarus.

DM:
Oh, yeah, right, it does intersuggest, doesn’t it?  I just want to for a second explain.  And then if that doesn’t do it, these are two of the earliest plates.  These are ones that I did in Paris.  And you can see that there are parts of this that are burined into and scratched into, and various attacks on it.  But then you can stencil both ways, negative and positive, and get a whole landscape of effects going.

AH:
Now how does the press adjust to that positive/negative, so that you get a uniform impression?

DM:
The rule is --

AH:
How do you compensate for that?

DM:  
-- that you don’t have more than an eighth of an inch between your highest highs and your lowest lows.

AH:  
Okay.  So the paper --

DM:  
So any added, all these additive parts, which were put on this with the palette knife, I had a block with sandpaper.  And I would steadily and repeatedly take down the surface so that if you have any tits sticking up or higher parts, they are, of course, going to poke holes and establish --

AH:  
So this is over metal you put this composition over the metal base and then work --

DM:  
Yeah, on the first ones, I did it over copper because it was there.  But it had such an interest, chemical effect.  Copper is alive chemically.  And it had such a chemical effect, it would turn, the plate for that  [Falgare?], which was, the first one was on copper, and it turned green, you know, the water.  So it occurred to me at that time that I was losing everything that we use copper for because of the softness with the burin.  There were other metals that had that quality, and that aluminum was one.  So I used aluminum because you could burin, it would hold a burin line nicely.  I also could, by treating it with lye, I could pit it so that the polymer would hold on.  And that plate is, I’m embarrassed to say, is probably done 200 or 300 prints, and it has, as a matter of fact, it matures and gets nicer to print.

AH:  
Is this a sort of pre-epoxy?  Is that what it was?

DM:  
Yes, yeah.

AH:  
And were you one of the few people who were working in this particular medium at that --

DM:  
Yeah, I don’t know when that, that’s an interesting point.  I don’t know when it became available.  It just seems like it’s always, well, not always.  The Liquitex paint, permanent pigments developed this, and it had such a wonderful, it was such a boon to painters because it had the qualities of oil without having to wait for them to -- it was aqua-based, and so you didn’t have to use the things, oils and so on, that took a long time to dry.  So those materials had been, they put out this modeling paste, I guess in the late ‘50s.  And because I had worked with it before I went to Paris, and, of course, I looked all over Paris and France and couldn’t find any such materials.  So I sent home and had them send them to me.  So I did the first plate.

BT:  
Is that still available?

DM:  
Oh, yeah, oh, sure.

BT:  
Are people still using it?

DM: 
 I don’t know, uh, for a while at school, I had a lot of people doing collagraphs.  Students were, uh, interested in this, and, I don’t know.  Then, uh, then they got to printing everything.  They would build up plates.  If you stick by the rules, and, you know, you can put tacks in that, people were using the drawing boards, thick boards, and putting leather and all kinds of, I have some wonderful student examples.  So they did things that you’d think wouldn’t happen.  But they did them.  

00:57:56

Along with this development, and Kiko’s press, of course, was much better than the one that, at Atelier 17, but there was still some, and he was interested in reaching into deep plates.  So I put that, and I also was the deeper the better.  And his top roller was smaller than the one at Atelier 17.  And we got to theorizing, Moti and I really gave this a lot of thought and diagrams and arguments.  The smaller roller, of course, appeals to a deeper intaglio, you see.  The bigger it is, the flatter it is, and that’s fine if you’re doing Aquatint and burin, if it’s not too deep.   But if you’re interested in a real high and low topography in the plate, you have to have a small roller.  Okay.  We get back here.  I tried to buy a big heavy in Paris and then snake it back here, but presses were not available.  So I had a neighbor at that time, who was in the university Engineering Department, and we used to split a bottle of wine every night.  He was a night worker, and so was I.  And so we got to talking, and I got to talking to him about this.  And I developed some drawings, and we did the first, we did a prototype of this press.  And it’s characterized by being light.  It has a rather smaller roller, though, you can’t get too small.  But it has a roller, I would say, that appeals to very deep printing.  And it has 800‑pound to the lineal inch pressure.  And that’s because of the relationship of the two rollers.  It has nothing to do with weight of the press.

AH:  
Yeah, what is the difference that you’re talking about, that takes place here now with regard to the assumption of weight versus what, just mechanical advantage, is that it?

DM:  
Well, I, I, have you seen many presses?

AH:  
I’ve seen the big ones out at Tandem.

DM:  
Right, right, they’re still putting, well, no, they have some fiberboard now.  But up to this time, now, we’re talking 1961.  Up to this time, if you didn’t have a steel platen on it, it wasn’t a press.  And the steel platen has nothing to do with it.  You could run that through, you could run prints through on a piece of cardboard, you know.  It’s the relationship of the two rollers.  They are a, they are matched, the exact same size.  They have the same top and bottom travel, and they develop this real definitive pressure.  And --

AH:  
And it’s consistent across the rollers.

DM:  
Oh, yeah, right.  And you can pick, due to, it’s also stress welded.  Instead of being solid, you put the ends in, and the whole thing is heated up.  And it is welded, and then --
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DM:  
You have a central core through this.  And then you have your two ends.  And then you weld this, you heat up the whole thing, which is the expand.  And then as that cools, it stretches this to make it even stronger across this distance.  You can’t, you go beyond, this is 30 inches.  The first one we did was 24, uh, I would gather that some of those, I’m not sure how those were built, that Tandem.  I don’t know if they’re solid or what they did.

WC:  
No, they aren’t solid.

DM:  
But they are stress welded.

WC:  
I don’t know whether they’re stress welded, but they’ve got inserts, and they vary in terms of the number of disks --

DM:  
Uh-huh, oh, they brace --

WC: 
 -- that they make [word unclear].

DM: 
 -- brace them in here.

WC:  
They brace the interior.

DM:  
Right, that would be one answer to more length.  But you can take this 30-inch one, and you can do, remember Dickenson?

WC:  
Yeah, yeah.

DM:  
She had an etching that was two inches square with a mosquito on it.  I mean, she burined in a little mosquito, and she came out here, and she ran it through the center of this press.  She says, if it’ll pick it out of that, she says, I’ll buy the press.  And, of course, we got a perfect print, and, but -- the theory is, of course, that the longer it is, the more possibility there is for deflection.  And that, I don’t mean to get into this except that this was, at that time, this is 1960, uh, there were no presses -- I couldn’t have done it.  I did it with a good number of bottles of wine and the good advice of my engineer friend, McFee.  And we put together the prototype, which is still running.  And, but I just wanted one.  And then we got to improving them, and we did some more prototypes.  And then, of course, all the students that had had experience with these presses wanted, wanted them.  So I, I tried to disengage myself from it, but everybody that bought them had to be, you know, you had to -- the varied sufficiently from the ordinary press that I spent hours on the phone talking about this and how to print with it.  There are some, it has some unique characteristics that are not common to other presses, so --

AH:  
Does it have a name?

DM:  
Meeker-McFee press.

00:03:08

WC:  
You know, one of the things that I like the best about it, and I think that you really started something with are the micrometers.  

DM:  
Yeah.

WC:  
Because up until this time, uh, the intaglio presses of the world, the printmakers working on them would count the threads of the pressure screws.

DM:  
Right, and many, many tests.

WC:  
Yeah, which is not extremely accurate way to set a pressure and come back to that pressure, you know.  So this other -- uh, and I still think those are the most accurate, easy micrometers, you know, every press now --

DM:  
Well, Brant copied those three, four years after --

WC:  
Yeah, and yours are so much cruder.

DM:  
Yeah, yeah.

WC:  
You just, you have this disk that’s sort of a few numbers on it.  But, and I don’t think that Bunch’s, I don’t like Bunch’s micrometers.  They’re very inaccurate.  They are, uh, it’s the dial with the needle, you know, and you take something through the press, and the dial shows something different then.  I mean, the pressure, the dial is so sensitive, that it’s always changing.  It doesn’t really show you an accurate pressure.

DM:  
Well, kids, of course, can screw up presses, and they twist, they just twist them off.  But they are replaceable, and also, with a little bushing metal in that cup, you can adjust if it tends to print at the same setting a little lighter on one side, you put in a little bushing metal --

WC:  
A penny.

DM:  
A penny, one of my -- a penny does fine, or if that’s too much --

AH:  
Copper or lead.

WC:  
A copper penny [word unclear].

DM:  
Yep.  Well, so –
00:05:09

AH:  
What you’re talking about is technology being hand maiden to your inspection, and what is it you wanted to say visually with the kind of developments you were making here?  How did that assist you in [word unclear]?

DM:  
Well, going backwards in what developed from it was that I could combine with this kind of pressure, I could combine color.  And a, on a plate that was deep, and this kind of thing, an eighth inch is deep compared to, say, a burin line that is one-thirty-second or -- so, uh, it allows, this press then allowed me to pursue not only color, but a kind of, I guess, unique attack on the print, on the plate, which allowed also -- at school, I had taught etching for some time, and the acids and the things that could happen to students around acid bite used to keep me awake nights.  I worried a lot.  You see kids dumping plates in and going off to class and coming back.  And it just gallon, there’d be a gallon of nitric acid, which could eat your shoes off.  And then, on and on, talking to each other, and dumping this stuff in, it just, it -- there were a number of things that just didn’t fit my, uh, my feeling about, about etching.  So it, it allowed me to, this press, and the experience I had in Paris, with Keiko, allowed me to bring together the idea of a, of more pressure and a combining of the plate and silkscreen color.  Now I find there’s another development now, that since I had to go to work and find out about nontoxic paints, even as late as ’85 and ’88, in silkscreen, when OSHA got on everybody’s case about these paints, which were, I don’t know.  I worked in toxic paints since I was 19, and I’ve escaped this whole thing.  And I can understand how it is a danger.  Anything’s a danger around students.  But it, you wonder, I read catalogs -- or I read books now about, uh, they have found that walnut wood has, is a threat.  You know, what, if I’d have known all of this, I wouldn’t have done anything.

WC:  
And you’d probably be dead by now.

DM:  
Yeah, right, by something falling out of a window or something.  So I, to get back to the subject, I had to learn about water-based paints.  Well, they’re okay.  They warp your paper, they, uh, do a number of things that you have to, oh, work around.  Some of my grad students were coming out here and printing their paper with oil paint and then taking them back and printing water on top because the oil paint doesn’t, uh, buckle the paper.  But in the process of all this, I got to looking at them with a glass and find out that there is a possibility except, with the thinner paints, that you can get a semipenetration of those pigments into the paper.  And were I still doing this, it would be very much easier now to combine silkscreen and, uh, and the intaglio plate because in the, it goes into the surface.  Whereas, the silkscreen in, was inclined to sit up on top and be rejective, which is -- but I don’t, I don’t do that anymore.  As Hayter says, I don’t think that way anymore.

00:09:52
AH:  
Well, you mentioned the relief part of this.  Is that a sort of preparation for you sculpture?  Have you been doing sculpture in --

DM:  
Well, it, I had always had an interest in sculpture, but I’d never thought of them as, as interchangeable, though I used, you know, the same subjects many times.  I’ve got a Joseph’s coat in silkscreen, I got a Joseph’s coat in bronze, I’ve got a, you know, and I’ve got one in intaglio.  Um, but I was thinking about this and anticipating some of these -- if there is any logic in your life, you try to run it down.  But there was a transition.  I did these paper pieces, which are, uh, higher.  They almost, you could say they’re emerging off of the paper and into the room.  And that, of course, was the next step.  I spend two years doing paper.  And you see them all up there on those racks.  One, I’m, I love the, the relief, but I, I miss the color.  And unless I went ahead and painted them or used dyes and get up in a lot of cosmetic coloring, I didn’t see the reason.  They are hard to make, uh, you can’t sell them for a great deal.  They’re hard to store and impossible to ship and expensive to frame.  That takes care of that.  I moved on.

WC:  
Pretty negative.

DM:  
Yeah.

AH:  
Were you making your own paper?

DM:  
Yeah, yeah.  

AH:  
[Words unclear].

DM:  
Right, well, you buy linters and beat them up, and, oh, yeah, I was, I was gung ho.  I had students out here laying up these papers, and I was, I had that whole end there filled with those pieces, and the mice were, they loved them.  And they shit on them and chewed up the corners and everything.  And I finally said, enough is enough.  I’d been working with bronze, and before, and the projects -- I built this sculpture studio three years after I was in this one.  
00:12:29


A print studio in my mind has to be a place of some order.  It has to be clean, it has to be, the sinks have to be clean to, uh, soak the paper.  You, it’s a generally a clean-hands thing, except, of course, for putting the ink into the, rubbing the ink into the intaglio.  But, uh, I used to wear white gloves.  I would, instead of washing my hands 15 times a day, I would put the ink in and then wipe off the excess and don white gloves for the handling of the paper and so on.  But, uh, there was too, I was wondering this morning, you know, if my life would’ve been simpler if I’d have stayed with prints.  I think there was a time, uh, and I speak only in my own thinking about this, that this studio was built with prints.  I did not build this as a result of my salary increment at the university.  As a matter of fact, I, you know, this was a supplement all the time.  Prints have been very good to me.  They have, uh, gotten -- the thing about prints is that you can get them all over, uh, quickly.  You’re in a national show, it gets a little prize, you’re out of the edition, and you’re on to another -- it’s truly, uh, negotiable art.  And, uh, it’s quite a different -- and the people, I would say, I don’t want to go into a sociological thing here, but printmaking people are quite different than sculpture people.  And the print, they either like it, or they don’t.  They think it’s too much or, but they acquire them if they want them.  And they are, you know, I’m surprised now that people come back and want prints from the ‘50s.  There’s, there are ‘50s print collectors now.  And they are spooky because they are $500 a print on prints that I used to give away to babysitters.  You know, I mean --

WC: 
 $1,000 a print.

DM:  
Yeah, right, and, uh, you know, I think, when I’m piling up something out in the garage, and you ask logically, where does this go?  You think, well, if I’d done an edition of prints in that time, I might know where it was going.  Uh, but I have, I also have been -- and this is in tune with the times.  There used to be a time when you couldn’t give away sculpture.  And now, there is a tremendous interest in it, and it comes at a time, it’s almost too late.  I wish I’d been, you know, I wonder why I wasn’t doing this sooner.  
00:15:44


But, uh, in kind of summary on the printmaking, I, I always think of Paul Klee’s statement, that art is process.  And I’ve always been interested in process.  The newer the process, or the more experimental the process, uh, finding out if you can weld an object into the shape of a horn has been, was a very exciting process.  And I’m hung up with this.  If I, I have a new machine now, a plasma cutter.  I don’t even know the theory behind it.  It cuts with air and electricity.  There’s no gas.  I don’t [Strange noise], you know, you can do wonderful things with that.  And that, essentially, interests me.  And, you know, I’m at a time now where I’ve sold enough sculpture, I can indulge in all the machinery, tools, a lot of tools I buy, I don’t even know what they do.  But – 

00:16:57

AH:  
There’s a great, looking around, there’s a great sense of, uh, the human form in a lot of your work.  Did you have any training in anatomy?

DM:  
Oh, yeah, yeah.

AH:  
The study of the form, and how did that evolve in what you were doing?

DM:  
Well, life drawing at the art institute and by, it must be said, by Boris Anisfeld, was a high priority.  You had to draw the figure.  It was understood that you had to draw the figure before you drew the rest of the world.  And, uh, so I got very interested in it, and actually did plates and had my own Thompson’s Anatomy book, and we got really involved in this.  And then, uh, I was here at the university, and it was one of the few things that you’re always looking for things that you can tell people about.  And that was one of them.  I could, although, we’ve had people teaching anatomy, I mean, life drawing, who didn’t have that kind of background, that did very well.  I mean, I don’t, I don’t think it’s an absolute by any means.  It just, I happened to get interested in it, I thought I was reasonably, uh, good at it, and I could teach it.  And, of course, anything that you teach, I bless the people that can teach things that they don’t get involved with.  But when I, and as late as the two years before, or the year that I retired, I got a figure modeling class again.  I’d taught it way back in the dark ages.  But, uh, I had a figure modeling class, and I had everybody in the place doing up these 36-inch models.  And that’s how all these last ones developed.  Uh, after you correct 12 students on proportion and everything else from a model, you just carry this home in your head.  And so I started putting these things together out of Styrofoam.  They’re fast, they’re cheap, it doesn’t make any real difference whether they are great statements, but they feed an interest of mine that I’ve always had in, in humanist subject matter.  Um, I would say --

AH:  
There’s a great deal of, uh, classical tune to your work.

DM:  
Oh, yeah, yeah.

AH: 
 Is that -- does that go back to the kid from Montana --

DM: 
Going to Greece.  Yeah, I’ve been, and I come home from Greece, of course, it was only slightly worse than coming back from Mexico though.  I spent a year in Mexico --

AH:  
One night.

DM:  
Pardon?

AH:  
One night, you spent a year in Mexico one night.

DM:  
Right.  Uh, no, I was there for, I guess 11 months.  But that, the Maya got me.  I can show you examples of -- it just, and also again, their interpretation of the figure.  The figure comes in and out of history, uh, like a cork.  It used to bother me except that I finally found an explanation of it, that someone at Northwestern described the pendulum of humanism swings back and forth.  And rather than being, uh, a lineal thing, it’s a pendular thing.  And the figure comes and goes in artwork.  In the past ten years, what, in the ‘50s, during abstract expressionism, you’d rather be caught dead than trying to do a figure, you know.  That was out or anything identifiable, how to do a painting without anything identifiable in it, and that had a -- I loved those guys.  You know, in Paris, when I was living there, we had the Americans came there, and Pollock and all these guys.  And I was, you know, first time abroad, I could say, yeah, that’s one of our boys.  But I’ve always been interested in the figure.  And it swings back and forth.  There are things, you know, that Styrofoam splat has nothing to do with, with the figure.  But there is usually some element of, uh, humanist interest whether it be landscape or figure.

00:21:50

AH:  
How much do you work with, uh, found objects or things that you pick up in salvage yards, I would guess?

DM:  
I am very interested in that to find -- this, uh, this first Medusa over there, with the hames knobs on her head, the trouble with found objects is that there are a lot of people around collecting these things that don’t use them.  They collect, the antiquers, you know.  They’re the bane of every artist’s existence.  And the next time I went, I thought, boy, those hames knobs are, you know, the hames on the horse’s harness, I thought, those are good.  And the next time I found some, I bought those, two boxes full of them for $12.  And the next time I find them, they’re $100 apiece, you know, so they -- collecting stuff is a hazard.  You -- but to come by these various -- I have a guy that’s interested in salvage, and he’s interested in steel.  And I’m interested in any red or any red metal.  So he gets a lot of these things.  That piece right there has a wing on it.  That was a propeller off of a boat.  And I had it around here for five years, and I finally cut it out and made an organic piece after I’d been to Hawaii.  So, uh, found objects, of course, are of great interest to me.  But there’s, like I say, there is the, it’s better to get a lot of flat material and exert yourself on them, uh, like that piece that you looked at with the glass.  Those are scraps from doing figurative, that big minotaur that’s up there.  When you cut that figure out, minotaur and -- you have pieces left over.  Okay.  What to do with the pieces, and so then you put them together in some other context.  You use up this wonderful material.  I just love bronze.  And it’s a kind of recycling and reenergizing process.  But, uh, the finding of objects specifically, it’s -- I knew a fellow in Rome that used to go to the flea market at Borghese and he would go early in the morning, [Brogosian?], do you remember him?

WC:  
I remember him.

DM:  
Tasteful things he put together, they were gorgeous.  But he spent 90% of his time in pursuit of these things.  And, you know, the other 10% was assembling them and sending them off to a dealer, where he was very successful.  So his creative process was almost coming to him at 5:00 in the morning at the flea market.  He’d get over there to get the objects that he needed, and it’s a wonderful way to go after things, but it has its hazards and disadvantages.

WC:  
It’s a wonderful flea market.

DM:  
Yeah, right.

AH:  
Where did you --

WC:  
The world’s best.

00:25:08

AH:  
When did you begin to leave then printmaking and go towards the next stage?  And when did you feel that you had exhausted, for the moment anyway, the [words unclear].

DM:  
Well, I’ve always taught silkscreen.  Uh, and I don’t know.  I accused myself many times of teaching it while I was doing sculpture and other things because I had a great deal of experience with it.  I even hired out, uh, a year to, you know, many professors in science and whatnot get picked up by industry.  And I was picked up to, by Metalcraft Corporation in Chicago to put in their, to put in an image.  They were in frames, and they did pictures to put in the frames.  And, uh, so I set up a big shop, and installed all their --And meanwhile, all of the equipment that’s now with the polycomps and the, the silkscreen itself has gone through a technical evolution that allows for the copying of color, watercolors.  I did some watercolors of Moti’s for this company, with his permission.  Uh, and the technocracy, the technology of this has, has advanced so far, and I found this mostly from going out into industry.  

AH:   
But that’s mostly photo process, isn’t it?

DM:  
Yeah, right.

AH:  
As opposed to your cutting the film and things like that.

DM:  
Right, right, but you can be as creative on a piece of acetate as you can on a piece of paper.  So that, that is not a limitation.  It’s just these kids don’t know about glue and, uh, cutting profilm and all that.  They don’t need to.  They now do it on a piece of acetate, we shoot it on the polycomp, and we wash it out, and they’re printing in 20 minutes.  But I learned, you know, I suffered some, some criticism from my colleagues, as I have many times, for going out to industry.  But it was an industry, I’d been away for 20 years.  This is when I found out what was going on and brought it back to school again, so that I don’t -- and that was the final thrust on getting this place up, that year I spent going back and forth while teaching.  So it not only brought all this modern technology, the kids go out of there with, absolutely equipped, you know, as far as the technology.  

AH:  
State of the art.

00:28:15
DM:  
So I went ahead and, uh, was teaching that when I retired, as a matter of fact.  Uh, there’s been one other development that I think maybe I did out of -- the whole philosophy now is changed.  I used to try to get them to do editions, at least have technical control so that they could do editions, uh, to repeat the piece.  And now, it’s anything goes.  You print it, and if you don’t like it, you paint on it, or you do monotypes now, that you only do one with silkscreen as well as etching.  But we found some wonderful techniques on, uh, on monotypes with silkscreen.  And so, and also with this water base, it did it very well, the monotype.  So --

AH:  
Anybody writing this down and, uh, sort of having a lab notebook as to how you achieve these effects or anything?

DM:  
Not me, I have twice been approached by companies to do how-to-do-it books.  How-to-do-it books are all over, and they want to give me an advance.  But, um, I just, if it’s a choice between that and doing something on my own, I just couldn’t get around to it.  I --

WC: 
 It’s usually the people who are not productive that write the how-to-do-it books.  I mean with, there are some exceptions.  But --

DM:  
Well, this book of Ross and --

WC:  
Romano.

DM:  
Romano, that’s pretty good, you know, they’ve got a couple of my pieces in there, so I’m forced to think of it as a, as a valuable book.  But their own work, I didn’t think --

WC:  
Have you ever has a problem and gone to their book and found a solution?

DM:  
No, no.

WC: 
 I never have.

DM:  
No.  I guess that’s the test.  I hadn’t thought of that.

WC:  
Right.  It doesn’t have solutions for complicated problems.  

DM:  
Uh-huh, right.

WC: 
 I guess.

DM:  
Well, it’s like silkscreen books.  Have you ever seen a really good silkscreen book?  
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DM:
--know nothing about it.  They put something where there was nothing.

WC:  
Yeah, for beginners, right?

DM:  
Yeah, right, I recommend them.

WC:  
Well, I do too.  They still use, that is still being produced, and it still has two of my prints from 1952 in that.  You can get it at Border’s Bookstore.

AH:  
What is the name?

WC:  
Well, it’s Bigelow and Kohn?

DM:  
Kohn and Bigelow, yeah, [Bigalison?].

WC:  
Bigalison, yeah.  And it’s Basic Silkscreen or some [word unclear].

DM:  
Actually, one of my students, you remember Lois Johnson?

WC:  
Yeah, oh, sure.

DM:  
I think she did just a, um, it’s just a, what do you call a small book?  But she did this, and it’s just about the most valuable book I’ve seen on the subject of silkscreen.  I could be biased because she’s a former student, but she just as head of the department there, she put this little, it’s about a ten-pager, and it’s wonderful.  I talked to her, and said she ought to put out -- and she said, no, no, no.  You didn’t write one.  I know, that’s why you should.

WC:  
And Beth Grabowski, who was a student of about, uh, five or six years, oh, more than that because she worked with me some.  And she has a workbook on litho and etching primarily from Daimer and my class notes.  And it’s been very successful.  It’s going to be, I mean, eventually, it will be a book.  But that’s the way these books are written.

DM:  
Yeah, or you remember Sister, what’s her name?

WC:  
Sister, yeah.

DM:  
And she got, she kicked the habit while she was in our [word unclear].  She put together big, raw abstractions, wonderful pieces.  And then she, she used to come to class dressed in bright greens and magentas.  And then she married a hairy engineer.  And he just came over and measured my press, you know, and set to work doing one.  But she was in a collagraph, or calligraphy book in which she used her class prints for the examples.  I thought that was hitting it pretty strong, but, and many of those, she was a little thing, and we had many of the night, we had to help her print them.  And so she’s busted out with this book and that’s fine, you know.  The more books, the better.  But it’s something I never could warm to.

WC:  
Yeah, the only exception, probably Hayter, who, as soon as he got the technique going, would write a book about it.

DM:  
Well, he was also capable of putting out a book to set the record straight.  You know, he, on the subject of viscosity, I particular, which I have some reason to believe he did not invent.  But, boy, it’s in the book, and Moti didn’t write one.  So that’s the way history will --

WC:  
Although now, Krishna Reddy --

DM:  
Krishna Reddy

WC: 
 -- has written a book in which he claims --

DM:  
He did it?  Well –
00:34:14

BT: 
 I’d like to ask one question, if I could follow up to one that Art asked earlier before.  You talked about, you mentioned in your biographical sketch that I got of you that you started out in painting.  And you mentioned that.  Whatever happened to painting?

DM:  
I just sold, I just sold one.  You can see it, see the square there?  Um, well, there, and there they are of -- I did a lot of painting.  The first two years I was here, I competed.  I got medals at the Milwaukee Art Institute.  Oh, and then, after two years, uh, it occurred to me that I was in possession of all my paintings, all of them.  And, uh, that tells you something.  And I had, I was living at university houses, and I was getting little kids by two’s and one’s, and I had four kids, and, uh, I thought, and the first edition of prints I did, I sold.  Well, it doesn’t take a genius to figure out, uh, that you should, as the New York artist says, appeal to a broader base.  I have some, I can’t, as long as I’m on my tether, I would like to show you a couple of prints and some things that I think have to do with my development as well as printmaking development in general.  And if we could do that, or if I could get loose from this and bring them back.

00:36:10

AH:  
Do that, and then we can pick up next time, if you’re willing to continue the dialogue.

DM:  
Oh, yeah.

AH:  
Using the examples and go from there.

DM:  
Fine, I thought this was a one-shot deal.

AH:  
No.

WC:  
Well, you know, it’s sort of evolving.

AH:  
Yeah.

DM: 
Yeah.

WC:  
With Ray, Ray started slow, but once he got going --

DM:  
We talked about this.

WC:  
-- we went for two sessions.

DM:  
Well, that’s great.

WC:  
And, you know, fascinating, even as you are.

AH:  
Why don’t you say whatever you feel you need to say in whatever time it takes?

DM:  
Oh, okay.

AH:  
Obviously, you’re just getting warmed up, so --

DM:  
Well, yeah, I’d hoped by going over this stuff this morning, that I would, uh, this is a summer’s talking into one of these machines is why I -- and also to check some of the things and put down some people.  But I would very much -- I’ve got in my collection, I have Moti’s and Hayter’s, and, uh, and early Colescott’s, and --

WC:  
They’re going to be worth more money.

DM:  
Well, you know, let me know, and I’ll let you know.  We threaten each other.

WC:  
Yeah, I’ve got, uh, you know, your, we traded quite equally.

DM:  
Oh, yeah.  And every time I threaten him with showing some of his early pieces, he says, you show my early pieces, and I’ll show your early pieces.

BT:  
Well, maybe next time, we could come out and look at those.

DM: 
 I’d love to set up over there.  

WC:  
Yeah.

AH:  
Yeah.

DM:  
And to discuss -- also your, the development of the serigraph is all in that drawer over there, and we wouldn’t have to do the whole thing, but just a few isolated examples.

AH:  
Yeah, well --

WC:  
That’s, uh, with Ray on the second session, he brought work, and we got into, uh, his talking about specifics.

DM:  
Yeah.

WC:  
And it was really very interesting.

DM:  
He’s such a sweet guy, but I -- when you said you were going to interview him, I said, you know, Ray don’t give anything away at the beginning.  But then as soon --

WC:  
He was very wary.

DM:  
Yeah.

WC:  
He was wary.  But he warmed up, yeah.

DM: 
 He is so great.

WC:  
Yeah, so good.  Another session, could we perhaps set a time?

AH:  
Yeah, if we can.

WC:  
If we can, and then check calendars and so forth, no, no --
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BT:  
This is Barry Teicher of the Oral History project.  I’m with Art Hove and Warrington Colescott, and we’re in Dean Meeker’s studio.  And today is October 14th, 1994.  This is a continuation of an interview started last month.  Warrington, you had a first question.

WC:  
Okay.  To diverge just a little before we, uh, go back to talking about your work, Dean, and looking at some of your work, I thought the one person that we won’t be able to interview in this, uh, project is Alfred Sessler.  And so instead of an interview, to get some reactions from the people that we are able to talk to about Al, and your relationship to him and various thoughts, you know, observations because I think you knew him very well.

DM:  
Yeah.

BT:  
A relatively short time, but an important time.

DM:  
Yes, I, uh, departments, this is the end of the war, and they hadn’t built anything in Madison but petitions for years.  And so places to live were hard to get, and studios were even harder.  So Al and I had my first year here, Al and I had shared a studio in the old YMCA, which was at that time next to the Red Gym.  It was between the Red Gym and the Union.  And so I had an opportunity to get to know Al very well.  And I must say, he was also in some ways, a guide to my, uh, to my thoughts about teaching.  I thought that he did an excellent job with the students.  He would, I mean, meetings could go by, and dinners could be missed if some student had engaged him in an inquiry about anything.   But he was, I thought, a very good teacher and an interesting man.  He painted mostly in the studio we shared.  Then later, we shared, we moved kind of uptown from the YMCA over to the Quonset huts that were on the campus at that time.  We shared a studio there.  And two different types of working people you couldn’t find.  He was a straightener and he used to line up his brushes and leave the studio just immaculate.  And, of course, I was inclined to spread all over the place and so I used to move one if his brushes just to -- and he’d come in, and he’d say, has anybody been in here?  
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But in all justice to him, he was a terrific teacher and I had occasion ‑‑ do you remember his show in just the past few years that the academy had?

WC:  
Yes.

DM: 
 I had occasion to think about him in retrospect, uh, at that time because I gave a little talk about his work and he, of course, introduced lithography and etching.  And I think, well, it would seem to me that his biggest contribution in the, in the graphics field would be in woodcut.  He developed a way of reduction printing, which was really, you had to think about it.  It is a little like block out and silkscreen, but you would get the design onto the block and cut out part of it, and you had to really think ahead.  You would start with light colors, and then the last key block, of course, would be the block with the most detail, and the same block many times. Sometimes he would use alternate blocks, but the idea was to reduce the, the surface of, the relief surface that was being inked each time.  And it occurred to me then that, uh, this kind of technical challenge was very interesting to students.  Students got hooked in on this because he had examples, of course, and sequence developments.  And, uh, staying out of his subject matter, although, that was very interesting, is his technical forte I think was communicating these things to students.
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He had, and they had, he got the first litho presses, and the first that big, uh, iron number, what is that?  The Sturgis, right.

WC:  
The Sturgis Press, yeah.

DM:  
The Sturgis Press.

WC:  
Two of those, I think he got.

DM:  
And he had all those in a little room over in the old Education Building.  And there were considerable debates among the people who, who were teaching, that the importance of this.  And I must say, uh, Al just hung in there, and we got our first then major graphics studio when we moved to the, to the Education Building out of the old Engineering Building.  And, uh, by being early in the rush, he was able to, uh, lay out someplace in the basement.  In those days, uh, graphic studios always had to be in the basement because of the weight of the presses.  You couldn’t have them, big heavy presses, on the fifth floor or something, at least not in an old building.  And so it was the same fate at Iowa and many other universities that I had visited that they were always on the ground floor or lower because of the old heavies that they depended on for printing.  

00:07:12

WC: 
 Was he supportive when you opened your serigraphy studio?

DM:  
I would say so, yeah.  He, uh, I always had the feeling he was a little bit like, uh, well, many people thought about serigraphy at the that time as not quite art.  Uh, it had been a poster invention, and there were many, as I said last time, there were many shows.  I remember being stung by this, that would say boldly in their circulating material for a show that no silkscreens or monotypes.  

WC:  
Or photographs.

DM:  
Yeah, or photographs too, so that, and how that has changed, of course, is amazing.  Yes, I would say Al was supportive.  But like I say, that was something that didn’t happen in the same room with the etchings certainly.  Our needs were different.  Our equipment was lighter.  

WC:  
And you could go on the fourth floor.

00:08:38

DM:  
Right, and so I went up to the fourth floor, and that was fine too except that, uh, toxic fumes and whatnot, we had to always take little packages with us out of the building at night, so they -- because it not only is toxic paint, but you have to use turpentine and --

WC:  
Flammable.

DM:  
-- so on, flammable, and so we always had students carrying out little bundles to the dumpster.  Because if you left them in there, you’d come in Monday morning, and they’d be [Booming sound], you know, smoking.  So we were very careful about that.

WC:  
I remember many smoking trashcans.

DM:  
Yes.  Yes, that was -- and I got a room that was, in those days, everybody had a pet project, the jewelers, the sculptors, and ceramic people, and it was like land grabs, you know.  If you got notice that something was coming up, there would be an immediate move to get this for your own discipline.  But, uh, the one on fourth floor, because -- I was sort of, I could reasonably equip it, except for air extractors.  We had nothing in the way of safe air.  I don’t know how, I was thinking yesterday when I was using that nitric on for patinas, I spent my whole life in toxic materials, and I just, uh, I don’t know how I’ve escaped it.

WC:  
Well, at least in the, in the, in the summer, you had these big windows.

DM:  
Yes.  Yeah, now, and you got --

WC:  
Of course, then winter would close you down, and you were in the fumes.

DM:  
Right, well, you took your choice.  You either stayed warm, or you had fresh air.  And depending on how intense it got, you’d make the choice accordingly.  

BT:  
This is becoming a recurrent theme.  Have you noticed that, circulation?

WC:  
It’s very real, yes.

AH:  
To be honest with you, the art environment --

DM:  
Well, I think it’s over -- 

AH:  
-- social and technical.  

DM:  
I think it’s somehow overdone now.  Uh, I see they have a book now that, about the materials of art and what is dangerous and what -- and when you start warning students about walnut chips, you know, they’re going to get so afraid to touch anything, you know.

WC:  
But, you know, the good things that have come out of all of this is that there are standards and products are labeled, so that, you know, you can guard yourself.  If it says, you know, don’t eat it, don’t breath it, or --

DM: 
Don’t have small -- 

WC:  
-- uh, you know not to do that, whereas, initially, these cans and solvents and lacquer thinners and poisonous stuff that we use, uh, they were just in the public domain.

DM:  
I, I painted with lacquer in this studio I shared with Al, and, uh, it -- we just couldn’t be in the studio at the same time.  Fortunately, we had, uh, alternating programs.  So, but he’d come in, and he’d smell that stuff, and he’d open all the windows.  
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But Al was, I think, a very, uh, very good teacher.  He was a dedicated teacher, uh, I have some of his lithos.  They were interesting in their reflection that in a way, they were social statements, but they were, he, I think, used social statements much as I use mythology.  It’s a structure to hang what you want to do on it, and go from there.

AH: 
Would some of that relate to his, uh, Milwaukee experience?  Santo, of course, talks about their mutual involvement in some of these causes.

DM:  
Right.  And, of course, Al was, I think he thought about these things, but he was a go-along personality.  He loved, he would go to the picture shows with people and then sleep through the whole thing, you know.  He just liked, he loved to be with people.  He disliked being alone, and he would -- that’s what I’ve always thought about his political activities in Milwaukee.  I wasn’t there, but it seems that Al would, you know, they’re going to a meeting.  Well, he’d go too.  You know, and it wasn’t a matter of political conviction.  It was a matter of being social.  

WC:  
Yeah, he was a very warm person, and he was a warm, social person.  He truly liked people, and he liked to kind of explore them, explore their minds.  And that’s one reason he was so good with students.

DM:  
Right, he would --

BT:  
You said he was a good teacher.  What were his strengths as a teacher?

DM:  
I don’t know, an infinite capacity to take, to entertain their ideas and, uh, discuss it with them.  He had, of course, a whole background of technical things that he knew, and -- but his, uh, his feeling about this was, again, it was social.  He was with people.  But he was with people for a purpose, and he could, he did indeed teach etching, and he did teach lithography.  And all having a lot of technical, uh, know-how, technical material to learn, I should say.  
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And this, the wood block and its development I think were mainly, to me at least, his strongest contribution to graphics.  I was very impressed and seeing them at the time I spoke of him at the academy.  Seeing them again after 25 years, I was re-reminded that these are pretty, pretty comprehensive and, uh, technically superb pieces.  

WC:  
He still looks very good, which reminded me, at one of the College Art Association meetings about four years ago in Houston, Sylvia Solichek gave a presentation, I mean, she was one of his students, and she is now, I think she’s dean at the San Francisco State University.  And, uh, and also a prominent printmaker, using the same techniques that Sessler, the wood relief prints.  And so she was looking at this period, you know, the ‘60s, and she gave a talk on it with slides.  And there was Leonard Baskin and people whose prints you haven’t seen for a little while.  And, my God, they looked strong.  I mean, she gave, you know, these prints, by slides, looked magnificent, and there was a Sessler.  And it was, you know, it really looked great.  It looked better than my memory.

DM:  
Right.  Well, big too, it helps.

WC:  
Yeah, the light and things, but it really stood right up there with Baskin and people that had, uh, continued their reputation on longer.

DM:  
Particularly in his work with color, I thought was very impressive.

00:17:12

BT:  
Okay.  We’re back.  I listened to most of your interview from about a month ago, and you were talking about your background and your trip to Chicago and your education there.  And the first part is a little bit, still a little bit of a blank for me.  You said that you started out as a sign painter, working with a sign painter, who had a drinking problem.  And then your principal wrote you this really nice letter and helped you get into the Art Institute.  When did you, what you didn’t talk about is when you first started realizing you had artistic talent or it started, it first started to develop within you.  Did you have anybody in your family or anyone who encouraged you, or did you just sort of discover this on your own?

DM:  
Well, this is a theory I have that may not have any real validity, but when you don’t spell well, and you can’t add a column of figures, you look to the things that you can do.  And that was more or less, I had made a mess of high school, and, uh, and it was my misfortune to have been, I was six foot and pretty heavy.  And my algebra teacher just straight out told me if I didn’t go out for football, I was going to flunk algebra.  And, I mean, he was straight out about it.  So I tried, but, all those dirty uniforms and, uh, I decided against this.  And I actually didn’t graduate from high school.  I’m one of the few full professors I know that doesn’t have a high school diploma.  I was thinking about going back and getting the equivalency, but -- but that was what made it, uh, so interesting, at least in retrospect, that my high school principal, in spite of all the things that, uh, I was variously accused of, and was literally thrown out.  In spite of this, there’s nothing like a reformed student, you know.  They, you know, it’s, they are almost better than students who paid attention all along.  And so he wrote around to art schools all over the country, and, one, he wanted to get a good art school for me, and two, he wanted them not to require me to have a high school diploma.  So, uh, he was very important in this, and I was working in a sign company, and -- but I just couldn’t see myself being a sign painter the rest of my life.  And my master, the master sign maker was, if he was my goal, I wasn’t quite sure -- I could see myself doing it, but I didn’t want to.  So I sold my car, quit my girl, and hitchhiked to Chicago.

WC: 
 There had to have been an art class in your high school.

DM:  
Yes, yes, there was --

WC:  
An art teacher --

DM:  
-- an art teacher that, uh, he held forth in the fourth floor again, and there was a part of that that was undeveloped, and I used to hide in there and do art while other classes were going on.  And, uh, Mr. Bailey, he was -- he did kind of interesting watercolors or something.  But he was a good teacher, and in that he protected me from the realities of high school, I suppose contributed to my downfall, but -- 

WC:  
Did you do any like, uh, publication work in the school, like the school yearbook and --

DM:  
No, I was remote from the spirit of the high school, I guess.  No, I didn’t do any of that until I got to the -- I guess, you could say that the -- we used to do the outdoor bulletins, paper bulletins on companies that would do, say, editions of eight for outdoor signs.  You can’t set up an offset litho, not like national beer ads or something.  So I remember we had one, Laurel Leaf Gasoline, and so we would have the master on a big window like this.  And then we would pull paper across it and copy these.  And I got very good at that very fast actually.  And so I suppose if there is -- when I became very good at this, I suppose that kind of clued me in, and I was making $2 an hour when $.50 was the going rate for somebody my age and education.  So, uh, I got pretty good at that.  But, you know, what’s to do but follow what’s under there, you know.
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WC:  
I’m curious about, uh, the printmaking experience at the Chicago Art Institute.  I feel I was influenced by the Chicago Art Institute in that at Berkeley, there were no prints.  You know, I never had any instruction in prints.  But when I was working with Fred Heidel and his wife in Long Beach, they were products of the Art Institute, and I know you knew them.

DM:  
Right.

WC:  
And they were both doing prints.  Fred was doing silkscreens, and his wife was doing relief prints.  And I picked up doing prints from them.  Fred showed me how to make screens, how to stretch the silk and all that and got me going.

DM:  
Well, I, my experience was different.  The, uh, Graphics Department was, well, they had litho stuck in a little room, and they had etching stuck in a little room.  And I didn’t know that there was anything at the school to do with silkscreen.  Uh, etchings were things you did mostly, I thought of at the time, as something you did if you wanted to illustrate books.  You know, they were all, everybody had a small portfolio that they carried them in.  But, no, I would say that I was more interesting in the bombast of painting at that time and inadvertently got involved in silkscreen by putting myself through school with it.  I worked in commercial shops and did a lot of more printing than I’d care to think of at night.

DM:  
I worked in a shop that ran from 4:00 until 10:00 or 12:00, and there too, we gassed ourselves every night.  But, uh, my only silkscreen experience was outside of school.  And I didn’t see anything, of course, they, I should back up a little.  [Schnelin?], who was the curator of the graphics collection, was --

WC:  
At the Art Institute.

DM:  
Yes, was very, he got me interested.  And then later, after I’d been here for a few years, he had the first silkscreen show that they’d had in the Art Institute with my prints.  So that was -- the graphics, I would say, came through their collection.  And I can remember as a student seeing Goyas and Rembrandt self-portraits ad infinitum.  I used to get out the whole box and -- uh, that was a, but that was a kind of unique thing.  That wasn’t trendy.  I mean, graphics weren’t something that you, that the cafeteria was alive with talk about.  It was the romance of painting and keeping a steady eye on the horizon.

WC:  
Yeah, this wonderful resource out there, the collection --

DM:  
Yeah, right, the collection.

WC:  
-- which was very strong in prints.

DM:  
Right, and then [Joaquim?], I guess --

WC:  
Yeah, Joaquim.

DM:  
Joaquim was later.  But Schnelin, at the time I showed him my silkscreen prints that I had done, he said, I’ve just never seen anything like this.  I’ve never -- of course, that may speak to the limitation of his interest, but he just -- he had a show, which I thought would be -- that’s what really got me to thinking about graphics.  I had a show, and I thought, wow, you come back to your own institute or your own school and have a show, that’s wonderful.  I thought of it strictly as, you know, some kind of an honor, which it was.  But, uh, I also sold about half the show, and the, they have a graphics club, and they commissioned the first, I mean, they do 100 prints for members, the print members.  And so did, I did the first silkscreen that they had, their membership had acquired.  So that was a real kick.

WC:  
Kind of a breakthrough.

00:27:44

DM:  
Yeah.  But, uh, the silkscreen, as I said before, I wanted nothing more than to forget about the whole experience of commercial silkscreen.  I just, it was headachy, I was working late at night, and, uh, that’s when the students found this out somehow, and I denied it.  But we did set up a silkscreen class and at first, a non-credit course.  I thought maybe I could take a few of these people and just, you know, teach them silkscreen, and we -- but they got, the classes got to 15, and, uh, Logan said you better write up a description on this because you’re using heat, light, gas, whatnot, to teach these courses.  They should be, uh, described.  And so we made it official.  We had the, we described it and put it into the curriculum.

WC:  
Your other teaching, were you teaching painting?

DM:  
Painting, uh, life drawing, occupational therapy, whatever was left over.  In the ‘50s --

WC:  
A four-class load.

DM:  
Yeah, right, anything that was left over, the younger people got and as you say, four classes sometimes. 
00:29:18


Yeah.  Design too, I was talking about this to my helper, and, because a friend of his had gotten, uh, to teach design.  And I said, has anyone ever clearly defined what design is.  I remember, I was doing one thing, and Warrington was having the, showing them the, I guess the relationship of form and function.  And they built kites.  And if they didn’t fly, they didn’t get a grade.

WC:  
Right.

DM:  
Which I was, I was impressed with that because --

WC:  
A clear standard.

DM:  
-- it was, right, it was --

WC:  
You know, it was a kite.

DM:  
The wind did the critique, you know.  

BT:  
Did the higher one get the best grade?

DM:  
Right, right, naturally.  But I’d never seen a successful course in design because we were all grappling for what to teach in design.  But that, that was a good out.  We were all seeking various solutions.  And then we also were teaching, Zingale and I had never had courses in perspective, and we were teaching—
00:30:36
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DM:
--we would study this almost together and quiz each other about the rules of perspective.  And we managed to stay a couple of jumps ahead of the students.  But it, I think it changed both our lives.

WC: 
 It was an interesting mix of people in the early days of the department because that, right, I mean, you were struggling with perspective, and I know I struggled with it too when I taught drawing because I had never seen people, who were so obsessed with perspective.  And some of the other staff members, such as John Wilde --

DM:  
Yeah.

WC:  
-- who in many aspects of his drawing class, it was like engineering drawing.

DM:  
Right, right.

WC:  
You know, he would set up these elaborate projects in perspective.  His students would go to the Historical Society and have to draw a stairway in God knows how many point perspective that was.  But, and so, you know, you were conscious of the sort of the diversity of background of the people that you were studying.

DM:  
John was, we agreed, and it keeps them busy.  But I had a, uh, of course, at that time, we had this -- I spoke of before, we had this influx of GIs and so on one of these perspective problems, you know, this kid comes into me.  Oh, I thought he was a, he was my age.  And he looked around and left.  And I thought, oh, boy, you know, I saw that.  The next morning, he throws the whole thing on my desk and says, what’s next, professor?  You know, he’s a -- it turned out that he’d been on a war restorations team and could move in and do a cathedral and what happened to it in 20 minutes, you know.  I said, perhaps we can get other problems for you.   And the final thing in this was, and I studied it out, and it was, I suppose that’s why I have always been affectionate about spiral staircases.  I got the formula for, uh, you know, and worked out the formula on spiral staircase.  And any students that became troublesome by getting ahead of everybody else, I would throw them the spiral -- and that would take care of them because it’s very complicated.  You project a circle down, so that you can find out exactly where the steps come.  But you don’t coach them on this.  You just give them the problem.  Yeah, those were great -- the early days here, and speaking, we were speaking of Moore a minute ago. 
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I once taught -- well, I guess I taught everything but jewelry.  But I taught sculpture and figure modeling, and then we had the OTs, which we called odd types, which were the occupational therapy people.  And Della Wilson was at one table, and I was at another table with the same, we had 40 of these people.  And she was having them pull, take the clay and pull the doggy legs out and the tail, and I thought, you know, how simple-minded.  And I was showing them slides of Henry Moore and all these great sculptors. Well, the plain fact was that she was getting a better product than I was.  And so I modified my teaching approach.  In those days, you thought that you were going to turn everybody into professional sculptors or artists.  And I was so -- it took a few years to become, you know, disillusioned enough to know that at least, they would -- well, at best, they would become functioning, uh, teachers on an elementary or a secondary level.  That was part of the function of the school.  And I remember my interview, Mrs. Annen said, well, did you ever take education courses?  And I, as though being accused of wasting my time said, certainly not.  You know, and then as I went out of the building, I see across the top, Art Education, and I thought, well, there’s another interview that’s gone. 

WC:  
And the occupational therapy was one of the great successes too.

DM:  
Yeah, yeah.  

WC:  
I think that developed into a great area of study.

DM:  
Right.

WC:  
I think that it washed back all kinds of credit on the school of education.

DM:  
Right, and we got, there was in enrollment that just, boy, 60 little girls wanting to know how to amuse, uh, therapy, occupational therapy people, and it was a problem.  But I got better at it.  Finally, we had them carving salt and, uh --

WC:  
Fly tying.

DM:  
No, nothing as directly functional as -- you did fly tying?

WC:  
We did fly tying, yes.

AH:  
Did you have to catch a fish to pass the course?

WC:  
No, those were flies that never saw the water.  But they were fantastic.

DM:  
And if they had have, they’d have just laid there.

WC:
Yeah, I found the teaching was very much like the teaching that I’d done in the Army, where, you know, always, basically, the Army, I taught.  And I taught things I knew nothing about. 

DM:  
Right.

WC:  
I would read my manual at night, and then I would teach, you know, 50-caliber machine gun --

DM:  
Right, right.

WC:  
And so it was the, teaching the occupational therapy people was the same.

DM:  
Well, and simple materials though, materials that are readily gotten a hold of, that’s why this rock salt project went over so well, that and the fact that if they washed it enough, let the water run over it enough, that it would begin to look indeed like a Henry Moore.

WC:  
Yeah, no, I didn’t hear about the rock salt.

DM:  
Well, that was, we were trying to think of materials that they could get, that they wouldn’t have to go to an art store.  And cardboard and many glues and putting structures together in 3D, uh, it was all, it was all a, it was helpful to me because, uh, it was a constant -- I used to get so tired from teaching and just this constant involvement.  I used to have to take a nap like I do now.  I would go home and take a nap and come back because you were so, uh, busy with your figuring out how you were going to get these things across.  And –
00:38:38

WC:  
Did you have graduate students from early on?  When did you begin to get graduates?

DM:  
I guess when I got the specialization of silkscreen.  You didn’t get many in beginning drawing and painting, and I would say that probably the first graduate students I had were in graphics and some sculpture. 

BT:  
What year was that about?

DM:  
Well, uh, I have a chronology here.  Maybe I’d better look at it to establish, uh, exactly where -- some of these are surprisingly early, I was startled to find.  I have a friend who’s interested, a very close friend, who’s interested in stained glass. So we’re doing two stained glass windows of the print, Joseph’s Coat, which is perfect for stained glass.  But I hadn’t realized that it was back in the ‘70s when I did this.  You know, this print is older, yes, began noncredit instruction in silkscreen, 1949.  What was your question?  

BT:  
When did you start the, I think you just answered.  When did you start having graduate students?

DM:  
Right, right, began in ’49, and ’50, in ’54 was I got the grant awarded to a member in the studio art by the graduate school.  And that was related to silkscreen.  I simply thought at that time that the methods that I had were mostly, uh, profilm and things that I knew from commercial art, and I knew there must be better ways to do it than that.  So I had a semester to work out some of the techniques, transferring things to the silk by, uh, we learned a new very fancy word, [fromontage?], rubbing, doing rubbings on the silk and various resist techniques, that is you put litho crayon or ordinary kids’ crayons onto the silk.  We worked directly because we didn’t have -- there was some photo silk screen, but not a lot.  So there were various techniques that would seem to, uh, represent more of a graphic interest in silkscreen rather than a poster.  That, of course, was all turned around by [Whirl?].  But, uh, we strived to not so much to look like silkscreen as to look like the more, the better-thought-of etching and other techniques.  As a matter of fact, some of them looked kind of like etchings, you know, which I –
00:42:26

AH:  
Probably a good time to [words unclear].

DM:  
Yeah, I have some early and middle and development work that might --

BT:  
I’m going to start out by taking this off, and then we’ll, you guys move over there, and I’ll figure out a way to bring this over.

DM:  
Hayter was here and stayed at the studio, and I had a party.  Were you at the party at the house that I had for him?

WC:  
I think maybe I was away.  I think we were in Paris.

DM:  
Because you were probably, a lot of years, we didn’t see each other here.

WC:  
I know.  But I think I was traveling. 

DM:  
But he came here, and Bill taught me some things, and one of them was that you should always have your prints with you.  You know, he came to this party that was given for him with a roll of prints under his arm, and by gosh, if he didn’t sell two or three while he was there.  I’m not sure, I may have gotten this at the time.  I don’t know, I had in mind working at Hayter’s because that was the, it was a very well known if not famous, Atelier 17 in Paris, where again, a lot of the GIs had, uh, studied and a first kind of attitude towards graphics.  And also I think I got a lot from him and, uh, technical facilities.  Earlier on, he had experimented, and I have one of these experiments that takes it outside of his usual work in that, uh, it is, when I told him what I was doing in combining silkscreen with intaglio, he says, yes, we did that many years ago.  And he’s English, and, uh, he’s very aware of his prerogatives.  So this is, in fact, a print of his, where this color green and the red were put on not on the paper, but on the plate.  He silkscreened onto the plate, and I said, how did you do that since silkscreen paint dries almost immediately because it goes through such a fine sieve.  And he said, well, we had to put extenders in it, and that meant some non-drying oil, you know.  And lord knows technically what happened.  But I thought it was interesting.  He did, in fact, and you get resultant colors, uh, running purple over green, you get this deep color, and the orange here.  And then the, uh, press, the plate that was deeply bitten, and I think it was the process of printing.  He used to line up the students and have them each do, with viscosity printing too, he would have them all handle one, be responsible for one color.  And they would go along, and then they would run it out.  And that’s when he, he had all these viscosity rollers out that he offered me the opportunity of trying them and cleaning up.  So, uh, that’s --
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This is a, this is -- I found the Atelier to be somewhat limited in, uh, they had no aquatint, their presses were in bad shape, the plumbing had all been eaten out by the putting nitric acid in the sinks.  And so I found that I was living on the same, uh, street with Keiko Moti, who was Keiko Bud Moti Wama was his complete name.  And he had been a Hayter massier, helper, runner of the shop.  And he, this, of course, predates some of Hayter’s viscosity prints.  But it’s clearly, Moti had worked this out, and, uh, it remains to the historians of printmaking to figure out who did it first.  But I’d be inclined, since Moti was given to complicated printing, I would, of course, they both were.  So, but as you can see, this is the deepest part, which, of course, registers at the highest part here.  But the deepest part of the plate was put, had red in it and then white.  In other words, a deep intaglio was filled with red.  It was then removed, and two rollers, one tan and then the last one in blue, and they, he would go across these with big rollers and in order not to lift the tan, you put just a little bit more oil.  When you put out the colors and mix them, you put, Hayter used to say $1 worth.  Well --

WC:  
In size.

DM:  
-- the size of $1, right.  And so if you do the tan with the $1, you would do the blue, which went over it, and you can tell the procession here, would have $2.  And that way, if these two sticky inks are not of the same viscosity, they don’t stick to each other.  One is more fluid, and you keep, if you go on with this, you finally get so that it’s so fluid, that it won’t stick to any of it.  But this is just an example of a three-stage viscosity print.  Well, I found Keiko to be less restricting, and so I sort of insinuated myself into his studio.  I didn’t insinuate myself.  I had to teach him, uh, silkscreen.  So we traded on this, and later, well, I’ll talk about that another time.  At the same time I was in Paris, I -- did you meet Friedlander?

WC:  
Yes, yes, I did.  I didn’t know him well, but I --

DM:  
I didn’t know him well either, but aquatint came to my attention, and, uh, so that was in, I at least found out about it, and that was something that if you did in Hayter’s studio, only got you a lot of difficulty because they had no aquatint box.  So you were left to take a bag and shake it.  And, of course, this stuff will settle down all over the shop.  I wasn’t run out, but there were some strong suggestions that I should do it elsewhere.  So that was one of the things that --

WC:  
Now was this on your Guggenheim year?

DM:  
Yeah.

WC:  
Right.

DM:  
Yeah, that was, uh, ’59-’60.  
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And there’s a buildup in chronology.  Before I had gone to Paris, I had worked with Misch Kohn.  We, uh, Al, getting back to Al again, was inclined to be covetous of the, uh, shop to other faculty members.  It was a little, uh -- so the way we worked around that was that we suggested to him that any number of faculty members by that time had had a grant, and that he should apply for one.  So he applied for one and got it.  And we got him out of the shop a whole summer.  And that summer, uh, they got in to do the teaching, they got in Misch Kohn.  And we not only got, really, he had a whole vocabulary of technical things that I was very interested in.  This is a sugar lift, but printed on the relief rather than the intaglio.  He would do them both ways.  He would put, in other words, this with the whites here would be black if you reversed the printing.  But, you know, the whole idea of playing with the topography of a plate began to come through with me, to me, and he was just wonderful.  And also his [chicole?] experiments that he was working on that summer, it was a great summer.  We had classes in the morning, and then threw everybody out, and then he and I worked in that room every afternoon during the summer.  And it was, it was a marvelous experience.  So that then, uh, these are student prints that you’ve got.  I’ll get back to those.  Ah.

WC:  
Watch the art.

DM:  
Watch the art.  
00:52:51


This is, I’d mentioned before, Bob Hodgell, and, uh, he was doing watercolors.  I see now, he’s doing some ceramic sculpture that I was a little disappointed in, knowing his abilities.  But maybe he’s just -- but he called me on the telephone one time from Florida and said, how do you do a silkscreen?  So his call, you know, it took about a half an hour to tell him about it.  And in two weeks time, he sent me this, and -- he was, as I pointed out earlier, the assistant to Curry, and a very, very I thought good artist.  He could just -- he did watercolors.  He did big paintings, he -- I was just --

WC:  
He did a lot of relief prints too.

DM:  
Right.  I had the one of Moses and the burning bush that --

WC:  
Yeah, quite big, black and whites.

DM:  
Right.

WC:  
They are, with a little red or something on them.

DM:  
Right.  These are some, uh, I’ve got some big Nelsons, but and some litho.  As a matter of fact, we tried to hire him.  Remember he was here, and, uh, something happened to that.  But --

WC:  
I think it was the girl he brought.

DM:  
Maybe.

WC:  
I think, yeah.

DM: 
 I didn’t know that one.

WC:  
Well, I don’t know.  My memory gets dim in this.  But I remember, there was a party.  And essentially, we invited all these people to meet him.  And he came kind of in costume, western costume.

DM:  
Oh, yeah, right.

WC:  
And he was traveling with this young girl.  I think that a lot of people had a negative --

DM:  
Right, his student or ours?

WC:  
Well, it was his.

00:55:02

DM:  
Well, these are -- this is a bit disjointed, but, uh, I got this in Mexico.  All through the Mayan ruins, I lusted to do a rubbing.  And I was even trying to figure out how I could carry a rolled-up piece of paper in a hollow cane and get in there because I knew they would object to it.  But at Chichen Itza, this guy had all kinds of these.  And I said, how did you do that?  I mean, how did you get in to do that?  He says, my brother-in-law is a guard.  But they’re kind of nice.

WC:  
Yeah.

DM:  
I got a bunch of them.  
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And then a sort of a flip-back in the ‘60s, in ‘70s, in ’72, I was a consultant.  I touched on that before.  I was a consultant to a firm in Chicago that manufactured pictures.  They were really selling frames.  But, uh, they had to put pictures in them, and I showed them how to do it.  So -- and in turn, learned a great deal about photographic methods.  But I had them buy some of Moti’s things outright, and then I guaranteed him that I would see that they were produced properly.  And this is a watercolor.  This is, I mean, of a watercolor, and it’s a silkscreen that we developed in Chicago here at [words unclear] reading on what exposures to use.  And this is two, two colors, blue and brown, and, uh, and then print a transparency, the transparent [Noise obliterates words] to, uh, look really right, oh, that’s the same, very proud of that – 
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anyway, while we were in, this gets a little back to Moti again, in order to work in his, uh, studio, we had to, we alternated days with being master.  He says to my master, that was on the off day when I taught him silkscreen.  And then he would teach -- and, of course, we abused each other on the days that we were the master by having him clean up, and I always had to clean up after him on the days I was the student.  But this was a simple -- I knew I had to do this quickly because I wanted to find out a lot about printing.  And he just had a kind of peripheral interest in silkscreen.  So I just had him take a screen and do a painting and [tush?] on it, which he did in ten minutes.  And that was the way that we did this.  That was the resist.  This tush was a resist, and you pulled glue [Noise] do Lepage’s Animal Glue.  And then you would wash out the tush with turpentine so that you kept the two of them apart, and you then print the brown through the openings.  Is that follow?  And then I took that screen and pulled lacquer across it, filling in the brown, but then I washed the background out with water.  And the lacquer, of course, the whole game was to keep one chemical from dissolving another or relying on it dissolving another.  So I then printed the green.  So it’s a two-color, one-drawing arrangement.  And so that was the sort of thing that we planned.

WC:  
It’s a marvelous example, creating with the process.  

DM:  
Right, yeah.

WC:  
It’s not exactly drawing, but you make an image through your manipulation of the process itself.

DM:  
Right.  Yeah, and, well, those were awe-inspiring days, between Hayter and the whole of Paris print scene, Friedlander, and also knew --

WC:  
Krishna.

DM:  
Krishna Reddy, and, uh, it was a very, very exciting –
00:59:48
WC:  
How were Moti’s relationships to Hayter?  Did he, uh, he had left.  He was no longer working for Hayter, but did he have a good relationship with him?

DM:  
No, no, you see, when they both claimed viscosity as their own, uh, Hayter threw him out.  So by the time I came there, uh, Reddy was his new massier, and Kiko wasn’t allowed near the place.  And so Hayter was writing his book, and he simply stated that he invented it, and that’s the way, you know, when you write a book about it, it’s --

WC:  
‘Nuf said.

DM:  
-- it must be true.

WC:  
Yeah, it was in place.  And then, of course, Krishna also claimed that he invented it.  But his claim --

DM:  
Right, but he was an artist.

WC:  
Yeah, that he invented it with Moti, he always gave Moti some credit.

DM:  
Right, right.

WC:  
But he maintained a close relationship with Hayter even so.

DM:  
Right.

WC:  
He was a little cautious with his claims.  

DM:  
Well, they were great days.  Uh, upon return, in the development of the --
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DM:  
Well, this is not the -- I did this plate, are we on?

BT:  
Yeah, we’re on.

DM:  
I did this plate in Paris and, uh, a number of things come to mind about it.  It was not the first but the second polymer plate, uh, and also I’m using viscosity, using, uh viscosity printing in that this is tan and yellow below and then green over.  As a matter of fact, there’s a layer on, and then you clean out some of it and then go across with yellow.  And it makes a very nice kind of an amalgam pressed-together color, and it also kind of, it puts the discipline of the -- I had done the copperplates, the subtractive plates.  I had, the first, I see by my notes there, that the first combination of silkscreen and the plate was done before I left for, uh, to study in Paris.  But, uh, many of these things came together when I came back.  And also, I had invested by that time in some big rollers.  

AH:  
Is this intaglio or relief here, or is it just -- how do you get this third dimensional?

DM:  
Well, that’s the, that’s the trick.  And in this case, I exposed higher spots.  I went back in and picked them out.  Those are, I put a veil down, and then I would pick these out to amplify, as I pointed out last time, these plates are not all that thick because you can’t have between the lowest low and the highest high, you can’t have more than a sixteenth.  And, uh, so you develop the illusion of thickness, and then by going back through the veil and picking these things out, the whole, my whole thrust at the time was to try to make them sculptural, more dimensional.  

BT:  
For the record, that was called Fossil Fish, the print.

DM:  
Yeah, right, 
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--and here we had a, I don’t know if you remember this fellow.

WC:  
Oh, yeah.

DM:  
He came one summer, and he was doing --

WC:  
From California.

DM:  
Right, and there were stirrings in the collagraph area.  He was gluing pieces of paper down, and also using rollers.  So this was not a personal invention, but there were many people interested in those things.  I was thinking our friend down at, the man and wife --

WC:  
Ginsel.

DM:  
Ginsel is the first one I ever saw to run real forks through the press.  And I thought, wow, you know, I mean, there are so many bugaboos about these disciplines that, when you see somebody that just absolutely doesn’t pay any attention, and, you know, Warrington uses a cut plate.  I never heard of a cut plate, and I just, you just can put anything through that press if you really think about it.  And later on, I was visited by Hugh Townley because the press has an inch and a quarter travel, that is, it will go, the roller will go type high, we actually did some of his sculptures.  This is one of the, it’s not the same one, but we -- you can actually print that.

WC:  
You put this through the press?

DM:  
Through the press, but I didn’t quite get across to him the need for not overdoing, you know.  I got the best, and we really reached for this.  You can see, it -- uh, so we could print actual -- and I think it was the release from some of the breath-holding techniques that I had been exposed to, and particularly lithography always seemed to me ominous in its chemistry like if you didn’t, if you breathed on the stone at the wrong time, that everything would go to hell.  And I like this, and particularly after I got my own press and started putting, uh, things together, three-dimensionally, I really got in it.  
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This is some early silkscreens.  And I spoke of picking up, this is, I got two awards from the Milwaukee Art Center, and instead of -- I got the first prize, which was a plaque.  And the second prize was $500.  And, of course, I would’ve much rather had the second prize.  And I never discovered what to do with those until this technique came out.  And I used watch parts.  And this was, I never did an edition of these, but simply did these things so that you could teach them.  And this is, this is sort of an overlap.  This is a silkscreen of a sculpture.  The sculpture is still over on this wall, I took a photo of -- but back in the, uh, in the ‘60s, no, we’re talking ‘50s.  These were done in the ‘50s because, yes, this was a, this was a print that I had in my Paris show.  So it had to be done pre-‘60s.  So this is ‘50s.  

BT: 
 Isn’t that similar to what the university –

AH:  
Yeah, it looks like, probably is --

BT:  
The University Club has three prints --

DM:  
Yes, right.

BT:  
-- on the way down the stairs.

DM:  
Yeah, badly framed, but what do you do?  This is kind of interesting.  This was in, that’s the old minotaur again, of course, and --

BT:  
Could you hold the mike?

DM:  
-- of 25 years after that, then I did that, the big, bronze minotaurs.  If it don’t work the first three times, bring it out, and do it again.

WC:  
Right, change the material.

DM:  
Right.  That’s a very, that’s a ‘40s print.

WC:  
A very successful print though, isn’t it?

DM:  
Yes, it --

WC:  
It was a good show print.

DM:  
Right, it’s, I spoke the other day.  You only had to do one good one a year.  And, because you could hit every show in the country, and sometimes that’d be seven, eight different shows.

BT:  
This is Don Quixote we’re looking at.

DM:  
Yes, it’s --

BT:  
How do you pick, how did you decide to do Don Quixote, this particular point in time or any of your --

DM:  
I think, we touched on that a little before.

BT: 
 Just the mythological, uh --

DM:  
Yeah, I think that you get an idea about something you want to do, and you look for a subject matter that might entertain that technique, uh, which is, shouldn’t be the way it goes, I guess.  So you should have this great God-sent idea, and then find a way to do it.  But, uh, it’s, many times, these were technical experiments.  Don Quixote, you know, another thing, in print, I’m afraid many of them were travel prints.  And, you know, if you go to Greece and do a lot of prints on Greece, everybody that’s been to Greece buy those prints.  So, and there are certain things people that I admired, Houdini, people, you know, it’s something that they recognize and identify with maybe.  Who don’t identify with Don Quixote, you know?  And this is the king’s joke, which is a variant in technical pursuits.  I just wanted -- and this is gold leaf.  I printed the gold leaf varnish and laid 11 sheets on each one.  And a yeoman effort, but I’m not sure it was worth it.  

WC:  
Didn’t you also do a chess set?

DM:  
Yes.

WC:  
It seems to me this was kind of related to the --

DM:  
Right, I printed those, I got lazy about laying gold, so I printed the whole print on gold paper.  And, uh, that, this is the print I did for the Art Institute print membership, that I described before.  This is after getting back from Spain, and this is a Picadora, another type of Don Quixote, uh, although much maligned.  

00:09:54


Also at this time, I was cutting up old prints, this is, and using them, uh, to -- it wasn’t a collage.  I actually printed the old -- I would take these and rub them and recreate those sections.  But the idea of making up a total with parts, which I’m still doing in bronze, has been a preoccupation of mine.  So I kind of [words unclear].  
00:10:31


And then to have people respond to them, you know, artists can say what they want.  It’s nice to be loved.  And, you know, if you do 30 or 40 prints, you, doing 50.  Fifty was, seemed to me, for me, the right number.  You didn’t get embarrassed with getting stuck with 49 of them, and you would, because you could get them around to dealers.  I was usually able to, well, all of these, I have only one.  And, uh, that’s sort of a tribute.  

WC:  
So the edition sold out.

DM:  
Yeah, all of these things are in a drawer that I just take out.  There were times, I don’t know if I took out the sample of that or not.  But I had, uh, there were times when I was trying to be a gestural artist.  I would do these things and then finally I’d run out of gas and turn then over and print horses on them [words unclear].  

WC:  
You were always a good horse drawer.

DM:  
Oh, yeah, this is a --

WC:  
Speaking as a bad horse drawer --

DM:  
Well, you have to want to, you know.

WC:  
No, I, you know, I put horses in, but, you know, they don’t look like your horses.

DM:  
This is kind of interesting, that even back in the ‘60s, I was, uh, lusting to do sculpture, and, of course, prints, I could do them much bigger than I could actually afford to do them.  
00:12:17


And this was a variation, uh, the suck machine, which was a squeegee-less printer, and I found it charming.  This is all done in one air draw.  You, you put the paint on the screen and put it down, and it has a suction pump.  And you know what pressure to take it to, and it goes [Snap], and that’s it.  This was, I got this not to do this sort of thing.  But for the backgrounds, for the intaglios, I could do 10 and 12 colors at once by putting them around, and I could just about run through 50, and then I’d press the plate on top of it.  So it was a facility for putting color.  Also the drawing action seemed to take the color into the paper rather than a squeegee leaving it on top.  
00:13:17


So that -- these are some single, uh, printing with -- I don’t know if the story is worth telling, but I had applied for the Guggenheim one year and been turned down.  And so I, all that year, I did the, the big mural in Milwaukee.  It was 12 by 24, which at that time, was the biggest silkscreen mural.  And since then, of course, there have been a lot of them done big.  But I was doing that all the year, and so I applied for the Guggenheim again, you know.  And I sent in my prints, and they said, wow, we’ve seen, we are interested in your prints, but we’ve seen all these before.  I said, oh.  I said, well, when does your committee meet again?  And they said, in seven days.  I said, oh, okay.  So I very, out of necessity, invented a method very quick.  This is wrinkled China paper or we, I also used, remember the old airplane paper that was porous?

WC:  
Oh, yes, yeah.

DM:  
I would cut these out, and then these are double.  And then one stroke, bang, you either made it, or you didn’t.  So then sometimes you did that over old prints.  But I cobbled together a half a dozen prints and got them off to New York.

WC:  
And you got the Guggenheim.

DM:  
And I got the Guggenheim. 

WC:  
That’s a wonderful Guggenheim story.

DM:  
Yeah, well, it --

BT:  
One of the better ones I’ve heard.

WC:  
Yeah.

00:15:10

DM:  
It’s -- these are [words unclear] development of this polymer plate, we pretty well covered it.  This is where the roller -- it had several advantages.  Uh [Noise obliterates the words].

WC:  
[word unclear] the plate.

DM:  
And I also have, I think, I should have.  Well, no, I have another -- these are silkscreen, um [words unclear] which gives a clear idea of the things that you could do, uh, and, of course, the silkscreen has to be printed with the paper dry.  And it’s printed with the intaglio wet.  So you have to have a, let’s see, this has to be smaller, so that when it goes bigger, it stretches out, and you get reasonable registration on the color.  That’s the one that I’m doing that we, uh --

WC:  
Well, it’s a good, uh, a good example of the fact that the day-glow colors don’t fade if they’re properly displayed.

DM:  
Yeah.

WC:  
This, what’s the date on this about?

DM:  
Well, this is ’70.  The work is 25 years old, and, uh, yeah, I think it’s probably less fugitive than some of the things we put on with rollers.  I’m not sure –
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--and I’ve had silkscreens just, pure silkscreens just absolutely fade out.  I had a lady just bring one back.  She says, this faded.  And I fortunately found a copy that was in, tucked away, had not been exposed to the air, and I says, have another one.  

WC:  
I’ve had a, uh, a magic marker drawing that was bought by John Wilde.  He had it hanging in his house in a sunny hallway, maybe on purpose, I don’t know.

DM:  
Yeah.

WC:  
And it was very embarrassing because every, I would go out there every now and then, and I noticed that it was a little fainter [words unclear].

DM:  
You should bring your marker with you and touch it up.

WC:  
Right, and then finally, one day, there it is, you know, blank.  It faded away completely.

AH:  
Is that the reduction process?

WC:  
Yeah, it’s reduction.

AH:  
Exactly.

WC:  
But, you know, the day-glows have such a bad name for fading, but my experience is that they don’t if they’re properly handled.

DM:  
Well, I borrowed this one back from my daughter, and it’s framed.  That’s a, and that’s, uh, 25 years old and has been out, and it doesn’t, it hasn’t, uh, faded one bit.  

WC:  
Yeah, anything will fade in direct sunlight.  But if you, you know, in and interior space.

00:18:44

DM:  
Another thing I was able to do with the plate not only in surface, but this was, you know, sculptured, of sculptured velvet?

AH:  
Brocade?

DM:  
You know, I don’t know how they do it, but I just glued this to a plate and then lacquered it repeatedly.  And, of course, lacquer assumes the --

AH:  
Contour.

DM:  
-- the contours and so I was able to underprint it with red, and it’s another kind of plate.  Another thing you could do was that, well, that’s kind of available to you in etching, but you could do split fountain.  And thereby, if you had a giant form here that you wanted to, uh -- boy, that’s rather phallic when you look at it.  But anyway --

AH:  
Depends on which is the top.

WC:  
Yeah, right.

WC:  
Right, if you ever had it upside down --

DM:  
Well, anyway, you can do split fountain in it so that you get, uh, the facility of, I don’t know if that’s a viable use.  But, uh, and there is another one on this print.  That’s with the day‑glow, and that thing has hung on.  I don’t know if it’s because you isolate it under ink, under printing ink or what.  

AH:  
What kind of paper is this you’re using?

DM: 
This is all French, uh, 100% rag.  Uh, what do they call it, Reeves’ Heavyweight is exactly, and I used it simply because I can get it in large sizes, and it seemed to do everything I wanted a silkscreen as well as, uh, intaglio.  There are some cut plates, which sometimes I used sewing.  And Ulysses, he, he returns in his own coat.  And they’ve been doing man stuff around the world, and I was thinking of the coat that he had sewn back together himself.  And so I had this sort of clumsy sewing, and I had, Lois Johnson was my assistant.  And she said, would you like me to help you with that sewing?  And I said, no, no, I want this to be man sewing.

00:21:34

WC:  
That’s showing a close relationship between your prints and your sculpture. 

DM:  
Oh, well, sometimes it’s direct, in the case of the horseman and the, uh, it usually, that was sometimes decided, I have to admit, by the fact if you sold the whole edition, then you didn’t want to do another edition, you’d do a sculpture.  And then it got so I was editioning the sculpture.  So switched to something else, you know.  This is my one and only lithograph.  Uh, that was done, actually, from the drawing, and on metal plate.  And I was going to have it run off for me, but because I’m inclined to get confused with lithography.  But it never went into edition.  I don’t know.  I lost enthusiasm about it or something.  This was another one of, uh, Associated American commissioned that one.  That was done with just a simple veil.  We’re talking about the viscosity again.  And then I just picked these out, take the veil out, so it [word unclear].  But I had to do, in order to get a 50-commission edition, I had to do, well, 150, I guess, because it varies so wildly, and when you get them all at once, they tend to look at them, you know.  So --

WC:  
Was that for [Sylvan Cole?]?

DM:  
Yeah.

WC:  
Right, he would look closely.

DM:  
Yes.  And here are some, there again is a gold paint, which is silkscreened on, and then I’ve never had, been able to use a gold, uh, etching ink.  But you could sure silkscreen it.  
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That was my first, that’s the one I did with, uh, Kohn that summer, and I learned about aquatint.  He was doing lions, and I was doing surgeons.

BT:  
Yeah, good aquatints.

DM:  
Yeah, it’s some control.  It’s interesting titles.  I put this up.  I had six eye operations, and it would always seem to me that the doctor would stop and reassess all of his thinking about it and then start.  So I called this Hesitation.  Well, nobody wants their doctor to be hesitant, you know.  So, and I noticed, I didn’t sell anything.  So I changed it to The Surgeon, and, of course, sold them all.  So don’t overlook the value of a title, right, Warrington?

WC:  
Right, it’s very important.

00:24:43

DM:  
Yeah, this is one, the only Paris etching I did.  I learned to run a [drabure?] and control aquatint to an extent.  And this was the, I was always struck by the clochards, who lived after the subway closes at 12:00, would in the wintertime, would get down against the grates because all the warm air from the, uh, subway would come, from the Metro would come up.  And so they were always camped around in these places with their packs and I suppose a comment on the homeless.  But there were some humorous things about, you know, they once had a party.  Some society person gave a party on the, on the, whatever it was a clochard party.  And everybody dressed up as clochards, which was really cute except the clochards heard about this and saw a great opportunity to get a lively drink.  So you couldn’t tell who was who, and -- there was also the time that they passed a law against these fellows.  And they took them all out of, they took them out to the provinces.  They thought that they were gathering too much in Paris, and so it took them about 24 hours to get back.  Some of them, they said, came by taxi. 
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 Well, these are some student prints that I’m not sure are -- I had some ‘60s stuff.  We had a young man here, [Falana?], that I thought did some pretty gutsy ‘60s prints.  Matter of fact, I tried to get him to replace me here and didn’t get to first base.  They don’t, they’re not sure about blacks, and they’re sure about angry blacks, so, but he was a good -- he printed for me for three years.

WC:  
A long time.

DM:  
And the trouble was, you know, he’d been teaching school in the South, and he taught black.  And, you know, we’d rather have somebody that, if they called you on the phone, you wouldn’t know, you know.  And anyway --

BT:  
When you look at a print, can you tell, I mean, obviously, in this case, the subject matter.  But can you tell by the technique and everything approximately when that print was made?

DM:  
Yeah, and I can also put it into, with the student prints, I know, going through those, I’ve got 200, uh, slides.  Uh, I remember, I don’t know if this answers your question.  I think it’s more I identify the person who did it, and then I remember at what period they were in the school.  But, uh, I can tell from a work that the person’s image comes up to me immediately.  That’s a peculiar kind of, sometimes I can’t summon up their name quite that fast, but, uh, yeah, and, you know, when they were here, and sometimes by the subject, not always, you know.  They’re still doing, we have a new sweep on still lives, and then you don’t know when it was done.  But, uh, many of the subjects are, especially, you know, during the ‘60s, when everybody was, you know, all pants-off on subject matter, and -- but, yeah, you can in a way.  You can’t [word unclear] exact, but you can come close.  Well, have you seen enough?

WC:  
Well, I think we’ve had a thorough, we’ve had a thorough look, Dean.

DM:  
Well, if you --

WC:  
We’ve had a very good look, and, uh, let me think.

DM:  
I was trying to think of things that would be relevant to you, and I certainly don’t know what those would be, you know.  If you would have questions, they’re big gaps in here, ten-year gaps. 

00:29:11

WC:  
Well, it’s been a, you know, really a fascinating look because we’re looking at themes, thematic material.  We’re looking at process.  We’re looking at your career, you know, the way the process evolved for you.

BT:  
Yeah, that’s what fascinates me, how you just go from one technique and you build on it, and you keep moving along.

DM:  
Well, that’s served me right into sculpture, you know.  That’s a, uh, I, I, the best way for an artist, I was -- I went to a, in New York, I was there this week, last week.  And I was looking at some Chamberlain sculpture.  And I was thinking, the way to succeed as an artist is to take one theme and just keep with it.  You know, Chamberlain sculpture, he’s doing exactly the same thing he did 20 years ago.  He’s got a building with seven floors of car bodies, and he’s crunching, there are only so many ways that you can crunch a car body.  But he’s done them all, and now I see he is painting them before they’re crunched.  He does fancy stuff on them, they are crunched, and then you can –
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DM:
 --but every time something comes up that is a technical challenge, I just, you know, I just fall out of a tree and start pursuing a lot more things that I don’t know anything about.  It’s wonderful.

WC:  
Yeah, you really couldn’t have followed --

AH:  
No, you were --

WC:  
-- that way, you know, I mean, it might look desirable, but you couldn’t do it.  You wouldn’t be happy, nor would most artists, I think.  

DM:  
Well, you could rationalize and say that you might be richer if you picked out the right thing.

WC:  
Yeah, right.  In art, you have a whole studio full of the same thing.  

AH:  
Well, but I think the incredible dimensional exploration here is what’s so impressive.

WC:  
Right.

AH:  
And it is the transfer of ideas from one for to the next and pursuit of new expression with new technology.  And that’s what art presumably is, is growing because you, experiences changes and the availability of material.

WC:  
Consistency too, I mean, really the ideas are so consistent, and the themes, the return to themes that, enlarging on the themes.  

DM:  
Changing them into a different medium.

WC:  
Well, they get very different, Dean.

BT:  
It’s certainly the search, you know.

WC:  
Yeah.

BT:  
It keeps going on and on, and now it’s getting bigger with the sculpture.

00:32:07

DM:  
Well, I’ve thought this is true, and it’s very exciting, and I’ve often, though, on the other side, thinking that, you know, that it might be your return to all these subjects again and again, it would be a simple poverty of ideas, but, uh, it’s just that you see another way.  I mean, just Joseph’s Coat, it’s just enough to, I had a Jewish gentleman come up to me at an exhibition and put his hand on my arm, and he says, I don’t know how as a gentile you should have such feeling for the Old Testament.  Well, I was barely aware that it was an Old Testament, and I said, but I’m not going to take anything from him.  And I said, it’s a very profound book.  

WC:  
Right, it’s won a lot of prizes.

DM:  
Yeah, right, a lot of people involved.

WC:  
Yeah, it’s done all right.  It caused a little trouble here and there too.

BT:  
Well, should we shut her down?

WC:  
I think we better.  I think – 
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