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Dan Fox talks 
to Michael Smith about 
minimalism, comedy 
and failure 

H 

Let me tell you about my friend Mike Smith. 
Mike once ente red the USA Frecslyle D isco 
Dancing Championship at the Copacabana night
club in New York City. T he year was 1979; punk 
was in and disco was on the way out. Mike took 
the competition serious ly; he even went to the 
club before it opened lo assess the lighting syste m 
and sprung dance floor. The night of the competi
t ion, he wore a baby blue tux and black shirt, and 
danced alone to Thelma Houston's 'Don't Leave 
Me This Way'. He came 12th. 

Mike's twirl under the mirrorball might 
be the saddest performance I've ever seen. Or one 
of the funni est. That's the thing with Mikej you 
find yourse lfl aughing at him , but also wanting to 
buy him a beer and tell him that it's going to be 
OK. Ilis life is spent behind the cu rve, forever try
ing to fit in . Ile's tried his hand at everything. He 
hosted a pub lic access TV show called Interstitial, 
on which he'd interview artists from New York's 
downtown scene about their work. (Mike's awk
ward to-camera introduct ion ran: 'Interstitial: the 
place between two places, where ideas and 
dialogue and opinio ns come together, int ersect 
or overlap.') He once built him self a Government 
Approved Fallout Shelter and fitted it with a snack 
bar. Mike has run a concert lightingcompany 
and tried to start an artist's colony and 'well-
ness cent re' . He has take n photography lessons 
with William Weg man, attempted to memo-
rize two words from the dictiona11' every night to 
improve his vocabulary, and invented a new game 
for kids called 'Take Off Your Pants!' I call him 
'my friend', but Mike's almost always alone. Mike 
is one of life's innocents, approaching the wor ld 
with since rit y and optim ism. He's a born loser. 

But Mike Smit h, you mu st understand, is not 
the same as Michael Smith. Michael Smith is a 
New York-based artist and master of tragicomedy . 
For the last 40 years, Smit h has been making video 
and performance work that uses alter egos such as 
Mike, and the disturbingly overgrown Baby Ikki, 
to explore the absurdities of consurnerism and 
the insecurities of creative life. Working in collab
oration with art ists and directors such as Mark 
Fischer, Mike Kelley, Doug Skin ner and Joshua 
White, Smith plays with sitcoms, TV chat shows, 
documentary film, performance art, puppet 
shows and promotional business videos to create 
a vision of the modern world that is sad, poignant 
and downright hilarious. 

I visited Smith at his New York stud io 
as he prepared for his first UK solo exhibition at 
Tramway, as part of Glasgow International, 
in Ap ril. He asked that I make him sound good, 
so I suggested describing the trophies and 
photographs of him posing alongs ide celebr ities 
and world leaders that line his studio walls. I also 
suggested telling readers that his studio is a 
pent house apartment on the Upper East Side and 
that, throughout the interview, he drank 
champagne in a hot tub, whilst taking calls from 
his financial advisor about the large profits netted 
fro m his latest sales. Unsurpris ingly, for an 
art ist whose work describes loneliness, failure 
and disappointment, he didn't go for it. 
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DAH FOX 

H01v did iL all begin? 
MICHAEL SMITH 

I got into art through my brother, Howard, 
who is an abstract painter. I took a class with 
him and jumped right into painting. I didn't 
have a conceptual background, but l had 1 

1979 USA FrHstyle 
a real sense orspace and balance. I started Disco Chompiomhip 
to nrnke abstract expressionist painting s and (detaiD, 1979/2003, performance, 

I was kind of precocious. I was accepted into slide installation, video 

the Whitney Ind ependent Studio Program 
in New York City when I was still 18. Michael Smith and 

A few years later, when I was living in Title TK, 2011, documentation 
of performance atChicago, my painting hit a dead end. It got 

Numina Lente, New York 
so reductive that I didn't know what to paint 
any more. There was an empty canvas in 

Michael Smith andmy studio and it was terrifying. So I started 
Joshua White , Interstit ial, 1999,

going to a lot of events, primarily dance TV still 
and performance; it was also a good way 
to meet people. While in New York, I'd seen 
work by the playwright / director Richard 
Foreman, who was a huge influence on me. 
So was Wegman; his work was so dumb 
and so smart at the same time, it was great! 
Seeing art and laughing in a museum was 
a totally new experience. 

Vito Acconci was also an influence. 
In 197,., because l happened to have a car at 
the time, a friend asked me to help out with 
Acconci's performance at the Museum of 
Contemporary Art in Chicago. I think it was 
billed as his last live performance . Acconci's 
use oflanguage and his voice intrigued me. 
Around the same time, I sta rted going to this 
comedy club and was fascinated by stand
up. One day a friend said, 'Why don't you do 
a routine?' I thought, 'Why not?' Su, I began 
working with audiotapes, listening to my 
voice. I had no material, so I looked out of my 
window and talked about what was in front 
or me . Often, it was me talking about getting 
the tape recorder to work. Eventually, I got 
the sense or my voice, the tone, the rhythm 
and my timing. So, I put together something 
for the club I'd frequented. Fortunately, 
it closed down before I was able to perform 
it, as I'm sure I would have bombed. 
D F Whal appealed Lo yo11 about comedy? 

MS The tone in the art world can be so sombre. 
I'd go to these long events that were inter· 
esting up to a point, then I'd get incredibly 
antsy and bored; often, I'd find myself 
laughing. Sometimes, what I was seeing was 
funny, but more often I didn 't understand 
what I was laughing about; I didn't know if 
it was out or discomfort or just the absurdity 
of the situation, given the reverence that 
a lot of the work would get. I was intrigued 
by the idea of going against the grain. 
I also liked the fact that when I was at a party 
and someone asked, 'What do you do?' 
I could say, 'I'm a comic.' It sounded good. 
Then they'd say: 'You're not funny.' And I'd 
reply, 'Well, I didn't say I was a good comic.' 
o F Did you nolice a difference behi,een Lhe 

may your 117ork117asreceivedby arl 
audiences and by people in comedyc/11bs? 

MS Art audiences will watch paint dry. They'll 
read meaning into it, which allows you to 
take incredibly laborious material and make 
something ofit. Also, they're very patient, 
so I was allowed to experiment with time -
slow, plodding time. It was always a slow 
build and, usually, very deadpan . There was 
one comic in particular frorn my youth who 
made a big impression on me: Jackie Vernon. 
He had a monotone voice and a slow, very 
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'Ifsomeoneasked, "What do 
you do?" I could say, "I'm a comic." 
It sounded good. Then they'd 
say, "Butyou'renotfunny." And I'd 
reply, "Well, I didn't say I was 
a good comic."' 

4 
It Starts at Home, 1982, 

video sti ll 

Mike Kelley and Michael Smith, 
A Voyage of Growth 

and Discovery (detail), 2009, 
video still 

Down in the Rec Room, 
1979, documentation of performance 

at Kansas City Art Inst itute 

deadpan delivery. Ile was also self-deprecating. 
Wegman's delivery is very deadpan, too. I was 
also very much into Buster Keaton and Jacques 
Tati. Maybe it's a midwestern thing, but I liked 
a delivery that didn't have the loudness and 
antagonism of other art strategies used around 
the time of punk. Everybody was being bad or 
doing someth ing loud with bells and whistles. 
I saw my work as other than that. I think some 
of our targets were the same - the homogcnous 
middle class or absurdities in our culture - but 
I tried to attack it from the inside. 
D F Did your btterest in timing relate 

to minimalism? 
MS WelJ, I use repetition and extended time. I like 

to create a sense of tension, hopefully without 
going too long or too far, when it becomes 
boring. It' s a matter of timing, 
D F You'V'e mentionedAcconci, Foreman and 

Ulegman. Who else ivere you looking at? 
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'Laughter is a good emotion to have. In a way, I play a kind of clown or j ester as a means 
to elicit laughter and to make comment or critique.' 

MS I'd go to a lot of minimal and pedestrian 
movement da nce perfo rma nces - basically 
what everyone else was looking at. I was 
also interested in many of the performers 
who were included in the recenl show at 
the Whitney Museum, 'Rituals of Rented 
Island', in partic ular Stuart Sherman and 
John Zorn. I felt very connected to their 
object performances. I'd see a lot of things, 
all very d ifferent from the Clement 
Greenberg stuff I was looking at before 
I moved to New York - although r still like 
looking at that kind of painting. 
DF Do you feel J'OU're 1vorkb1g in tlmt 

Greenbergian lineage today? [Laughs] 
MS Definitely! I'm part of that trajectory. 

[Laughs] 
DF Baby Ikki reminds me of Ted Post's 1973 

horror mo1'ie The Baby, about a family 
that keeps agroivn man in a slate of 
perpetual infancy. When did Baby Ikki 
first appear in your mork? 

MS In 1975. In my first performances I would 
refer to myself as Mike, but the character, 
the persona, of'M ike' didn't appear until 
Do1vnin the Rec Room in 1979, when 
I put him into a narrat ive structure, gave 
him an outfit and a voice. The baby was 
a reaction to a lot of feminist activity and 
discussion about gender at the time . I started 
thinking about what it would be like to have 
a character without gender, and I thought 
of an infant. People may take offence at this 
but, with babies, I don't think of them as 
a little boy or girl, they all look the same to 
me. The name Ikki plays on ickincss, and the 
paJindro,nic name made me think of Alfred 
Jarry's Ubu the Ki11g[1896],which I was 
reading at the time. l had in mind an image 
of this baby walking and going through 
a gamut of experiences. Ikki talked at first, 
and lhcn I eliminated the language and it 
just became about movement. 
DF What hlls Baby Ikki allo,ved you 

to explore? 
MS It allowed for direct interaction with the 

audience, and it was a crowd-pleaser. 
I do it well. It's weird and eerie, and it gets 
at people. With the Mike character there 
is pathos, but the baby elicits a combination 
of repulsion and concern. Currently, I'm 
working with the theme of the fountain of 
youth, bringing the baby and Mike together 
in a loop: Mike feeds into lkki and lkki 
feeds into Mike. 1 go from one character 
to the next, like a life cycle. 
DF T/,e babyisgenerallyfl figure people 

want to care for, even though thep might 
be repulsed by Ikki. Normally, a baby 
is indulged for making mistakes or 
blundering into situations. To111/tatextent 
do you think Baby Ikki is a reflection of 
ivhat an artist is? Someone 1vlto is indulged 
for their tramt,rressii,e behaviour? 

MS I like that analogy. I mean, I haven't had 
the baby playing with his shit or anything -
that frightens me - but there's definitely 
an indulgence with artists, and some ofmy 

work satirizes things that go on in the art 
world . I'm not real b ig on art about art, but 
I somehow continue to make it. 
DF In A Voyage of Growth and Discovery 

(2009), ivltich you made with Kelley. 
Ikki goes to the Burning Man festirml, 
and mixes miLlt festi1?a!-goers1vho are in 
search of personal liberation. And in The 
QuinQuag Arts and Wellness Centre 
Touring Exhib it ion (2OO1),)'oucreate 
a fake rvne,vs segment about Mike 
starting an artisl colonp-cum-1vellness 
centre. 71,ere seems to be a theme of self 
improuement that rims tlrrouglt lite 11,ork. 

MS Well, I would like to improve! [Laughs] 
We're constantly trying to improve, being 
sold the idea that we can . Within our society, 
there is an idea that everyone has potential, 
but in reality this hope of a meritocracy is 
usually false. With ~1i11~1llg... 1 invented 
an art colony that was basically the hobby 
of a rich woman. Sure, everyone had great 
intentions and creativity was at the centre 
ofit all, but the artists attached to the colony 
knew they had a good thing, so they played 
along with their host in order not to lose their 
summer vacation spot . Mike happened to 
buy a parcel ofland where the colony was 
situated. He also had his ulterior mot ives 
and was looking to fold in the cache of an arts 
colony with his wellness enterprise. As for 
Burn ing Man, it's a corporate entity. It's a 
place with 60,000 people sharing a common 
ethos, each looking for self-expression, many 
of them dressed like extras for a sequel to 
Mad Max [19801. I was both impressed and 
baffied that all the 'freaks' happened to look 
the same and sported a similar style. Burning 
Man was not my beach. I was there to work 
and I worked my ass off. But I don't want to 
sound like I'm saying, 'Oh, it was better back 
in my day.' Probably older generations 
looking at mine thought the same, whilst 
I sometimes thought I was inventing the 
wheel or making the world a better place. 
DF 7V plays a big role i11 your 1110rk-

in t/Je game sho,v 1/ra1 the spooks make 
Mike pl"Y in Secret Horror [1980], 
for i11stm1ce,or lnterstitial/1999],your 
note-perfect parody of public access 7V 

and tire do1vnto1v11 Neir, York art scene 
of the 1980s. 

MS For many years, when I was making video, 
I had a TV, but I didn't have cable because 
I couldn't afford it. On the rare occasions 
when I watched network TV, I'd get stuff that 
was in syndication, programmes that were 
older, years out of date. In a way, it echoed 
the Mike character - getting ideas, fashion 
and everything late . Public access seemed 
to be this kind of utopian space and artists 
talked about it as ifit was this place they 
could inhabit and improve. Some did, but 
usually after 3am. Maybe I'm a little cynical, 
and it's possible l'd be more positive if 
I actually had cable TV. 

I made Interstitial with Joshua White. 
We shot a lot of clips in one day at the same 
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studio where many public access TV 

programmes were produced in the 1980s. 
It definitely helped to give Interstitial the 
look and feel of the period. I wore ridiculous 
wigs and horrible make-up, and artist 
friends would play the artist interviewees 
in the show. I gave them topics suitable 
to the period, such as the 7ilted Arc pub lic 
sculpture controversy or the representation 
of women in the Whitney Biennial or even 
President Reagan. The title, fnlerstitial, 
I just find it so funny. It's one of those words 
that was band ied about in the art wor ld 30 
years ago and still crops up in art conversa-
lions today. I really liked that video . I was 
never big on improvisation, but almost the 
entire film is improvised . Some people think 
it is the funniest piece I've ever done. 
DF I really enjoyed the segment featuring 
an arlist called Zandra, 1r,lro talks earnestly 
about making a performance piece called 
Flying, ivhich e110/,ed into Soaring. [Laughs] 

MS Zandra was played by the artist Alix 
Pearlstein. She came in for the shoot with 
that kind of'artiste' look. She was great. 
I think I requested she do that piece. 
DF You once talked in an intervieJv about 

'using TV to approximate T'V!ls this idea 
of approximation app!imble to your 1110rk 
in general? 

MS Yeah, that's a good word to use. A work 
might have the look of TV, or an industry 
information film, but it's not perfect; there's 
always something a little off. In my early 
performances, I'd try to do some things with 
a certain degree of skill - like tap dancing 
or flipping forks and catching them in a hat 
or twirling a baton; nothing great, but just 
enough to show you that I could do it. lt's 
sort of an acknowledgement, a way of paying 
lip-service to how a prop functions . 
DF So, approximation is also about the basic 

amount of i11formalio11 needed for us 10 
recog11izebaton t1virli11g or tap dancinx? 

MS Yeah, maybe those skills are amateurish, 
but my timing is usually pretty good, which 
adds some charm and pizzazz to what is 
really an ordinary performance. 
DF Your timing is highly effective. I remembtr 

seeing lite performance you did as Mike 
ir,itlr tire baud Title TK, in 1vhic/1 you 
stood off-stage, trying to pl,011e up tl,e 
baud members to ask tltem whether 
or 1101 )'OU sltollld bringyour drum stool 
to the practice. No11e of them picks up 
lite phone, and tire audience just hears 
Mike's intental monologue 1vondering 
Ol?erand O1?er again 1uhy thep 1vo11't 
pick up the phone. It ,vas pt1inf11! and, at 
the same lime, inexplicably fimny. The 
performance had strong echoes of Andy 
Kaufman, 111itlr the repetitions, dra,rn· 
out pauses and mvk1vard silences. 

MS I modelled it after a famous joke by Danni 
Thomas called 'The Jack Story'. He was 
Lebanese but worked the Borscht Belt 
circuit and people thought he was Jewish. 
The joke is that this guy is driving along 
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Michael Smith 
and Mark Fischer, Secret Horror, 

1980, video still 

in the pouring rain and he gets a flat tyre. 
He's a mile away from the nearest gas station 
and he needs to get a jack. So, he starts 
walking to the gas station, and the whole 
time he's thinking about getting the jack. 
He's getting wetter and wetter, and 
brooding more and more about what the 
person is going to charge him for the jack. 
'What can they charge me? Five bucks? 
Ten bucks?' After walking a mile in the rain, 
he's working himself up into a state where 
he thinks the guy is going to charge him so 
bucks, and he's so outraged that when he 
gets to the gas station and the guy asks, 'Sir, 
may I help you"/' He says, 'Yeah, take your 
fuckin' jack and shove it up your ass!' 
[Laughs] That's the model for the perfor 
mance with Title TK. It's a slow, slow bu ild. 
D F When I s0111your zvork in the exhibition 

'Rituals of Rented Island' al the 
Whitney Museum last year, I llad such 
a pleasurable experience ivalchingyour 
video Secret Horror. The scene in 
ivlzich Llze Mike character is singing 
"l11e Lion Sleeps Tonil{ht' [1961/ by 71,e 
Kingston Trio, surrounded by dancing 
ghosts, had me giggling like an idiot. 
IL made me very aivare ofltoiv, wit/tin 
an art context, people can be allergic 
to the idea of entertainment or comedy, 
as ifio admit to being entertained might 
undermine their identity as being 
critically minded. Ho,v do you re/ote 
to entertainment? 

I S I like to be entertained. I also like being 
manipulated. It's great when you can be 
transported by someone or something to 
some unknown place. Laughter can do that, 
and it can be pleasurable. It is a good 
emotion to have. In a way, I play a kind of 
clown or jester as a means to elicit laughter 
and to make comment or critique. 
D F Comedy has run through art since 

the dadaist.,, but all too often it gets 
academicfaed. Critics and curators ,vant 
to break the first rule of comedy; they 
tvant to explain tlte joke. br tire same 
,vay that art 'about' sex is rarely sexy, 
artists who make ivork 'about' comedy 
are usually the least fimny artists you 
can imagine. 

i i Right, and there is only so much room 
forhumour in art. Every three to four 
years they'll have a humour show. 'Strictly 
forLaughs', 'Not Just for Laughs', 'Laughing 
Matters',you know - there's a lot of them. 
1think I've been in a good five or six! 
D F A big theme of yours is obsolescence. 71ze 

artist Dan Graham once described your 
ivork as being about the 'just past! Mike 
arrives at things just 1vhen they're on 
the way out,fadingfrom vieiv. What 
interests you about this? 

IS It gives you distance. What I'm critiquing 
becomes clear; it's dealing with something 
that's already been assessed, evaluated and 
discarded- whether it's a fashion or a TV 
showor an idea. And so you wonder why it's 
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been discarded. Is it because we need 
to make room for something else that is, 
basically, similar'! It's a way of illustrating 
how things work . 
D F Mike illustrates what's happening 

to all of us in the immediate present. 
You buy the latest iPhone; then, not so fi,r 
doum the lbze,you realif;:e that everyone 
else has a neiv phone and yours looks 
dated. Even though it still functions 
perfectly well, you feel compelled to keep 
up ,uith the cro1vd. 71zis absurd process 
of consumer seduction is so close that 1.1,e 
can't see it, but Mike's inability to catch 
up brings it into focus. 

Ms Right. The same things that drive us in the 
present happened in the past. My work 
allows people to gel some distance from 
those impulses, because they can recognize 
those same drives in Mike. 
D F Do you think this relates lo the idea of 

fitting in versus being an outsider? Mike 
wants lo fit in, but people don't turn up 
to his parties, /tis business ventures seem 
doomed, he dances alone and is never as 
cool as the otlterartists on his rvshom ... 

Ms He's constantly trying to fit in ... 
o F ls your work about loneliness? 

MS Yeah, a lot ofit. Mike's just in th is world 
of objects. It's him and these objects and 
even when he's around other people - in 
the disco-dancing piece, for instance, or 
as the host of Interstitial - ultimately he's 
alone. Even Baby lkki out in the street is 
alone . It probably has something to do with 
my interest in stand-up comedy. 
o F Because it ~s-a lone, terrifying pursuit? 

MS It's to do with being alienated from what's 
going on - from family and so on. A lot 
of comics are deeply depressed people . 
For me, it comes out of a lone studio 
practice. With performance you get an 
immediate response; you get to hear laughter 
and you know if something works or not. 

D F Your 1vork is.frequently set in domestic 
enviromnents - kitchens, living rooms. Mike 
is often seen doing household chores and your 
installation at 'Rituals of Rented Island' 
featured a baby-c/1angingstationfor lkki. 
Where does that interest come from? 
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Ms It's funny that you mention loneliness. 
In 1982, I did this audio piece called 
It Starts at /Jome about living alone with 
all these domestic appliances and wanting 
them to respond in some way. There's 
a certain weight to these objects; they 
almost become characters. These 
appliances are useful, but we don't just 
engage with them; they offer us hope 
and a comrorting familiarity because they 
might have company some day. Something 
happens to us when we use them, but 
we never feel completely fulfiUed by them, 
so we're always left thinking, 'Maybe 
it'll be better with the next one.' 
D F So, it's also tied 11p,uith disappointment 

and self-improvement? 
MS Perhaps. I'm interested in failure, and 

Pm also not very disciplined. So, the idea 
of self•improvement is difficuJt; it's hard 
to stay on track and it's very easy to fail 
- you can always move on to something 
else, to little things. Every year I make New 
Year's resolutions. One year, 1 thought 
I should dr ink more fluids, but I didn't. 
This year, I'm trying not to make as many 
sounds; you know, like sighs and moans 
for every physical movement - groaning 
whilst getting up out of chair or manifest
ing a feeling with a sound, whether it's 
disgust, pain, impatience. I don't need 
to vocalize everything. It's like talking 
out loud. Maybe that's like loneliness too, 
you have to put it out there so you can hear 
it, and then hopefu lly someone else will 
hear it. There's a phrase that keeps coming 
back to me: when this friend's father was 
wished a happy birthday, he responded: 
'It only gets worse.' ,0. 

Dan Fox is co-editor o/frieze and lives in 
Nerv YiJrk, USA. 

Michael Smith is based btNen, Y"ork, USA, 

and Austin, USA. l,z 2013, he had a solo sho1v 
at Hales Gallery, London, UK, and partici 
pated in Performa 13, Ne1v York. 71zis year, 
his work mas included in 'Rituals of Rented 
Island'at tlte Whitney Museum, Neiv York, 
and in Glasgo,v lnlernational, Glasgow, UK. 

London, 7 Bethnal Green Road, El 6LA. + 44 (0)20 7033 1938 
New York, 547 West 20th Street, NY 10011. + 1 646 590 0776 
www.halesgallery.com f '# I!!! @halesgallery 

www.halesgallery.com



Accessibility Report


		Filename: 

		Dan Fox, Only the Lonely, Frieze, 2014.pdf




		Report created by: 

		Eilidh Watson

		Organization: 

		




 [Personal and organization information from the Preferences > Identity dialog.]


Summary


The checker found no problems in this document.


		Needs manual check: 2

		Passed manually: 0

		Failed manually: 0

		Skipped: 1

		Passed: 29

		Failed: 0




Detailed Report


		Document



		Rule Name		Status		Description

		Accessibility permission flag		Passed		Accessibility permission flag must be set

		Image-only PDF		Passed		Document is not image-only PDF

		Tagged PDF		Passed		Document is tagged PDF

		Logical Reading Order		Needs manual check		Document structure provides a logical reading order

		Primary language		Passed		Text language is specified

		Title		Passed		Document title is showing in title bar

		Bookmarks		Passed		Bookmarks are present in large documents

		Color contrast		Needs manual check		Document has appropriate color contrast

		Page Content



		Rule Name		Status		Description

		Tagged content		Passed		All page content is tagged

		Tagged annotations		Passed		All annotations are tagged

		Tab order		Passed		Tab order is consistent with structure order

		Character encoding		Passed		Reliable character encoding is provided

		Tagged multimedia		Passed		All multimedia objects are tagged

		Screen flicker		Passed		Page will not cause screen flicker

		Scripts		Passed		No inaccessible scripts

		Timed responses		Passed		Page does not require timed responses

		Navigation links		Passed		Navigation links are not repetitive

		Forms



		Rule Name		Status		Description

		Tagged form fields		Passed		All form fields are tagged

		Field descriptions		Passed		All form fields have description

		Alternate Text



		Rule Name		Status		Description

		Figures alternate text		Passed		Figures require alternate text

		Nested alternate text		Passed		Alternate text that will never be read

		Associated with content		Passed		Alternate text must be associated with some content

		Hides annotation		Passed		Alternate text should not hide annotation

		Other elements alternate text		Passed		Other elements that require alternate text

		Tables



		Rule Name		Status		Description

		Rows		Passed		TR must be a child of Table, THead, TBody, or TFoot

		TH and TD		Passed		TH and TD must be children of TR

		Headers		Passed		Tables should have headers

		Regularity		Passed		Tables must contain the same number of columns in each row and rows in each column

		Summary		Skipped		Tables must have a summary

		Lists



		Rule Name		Status		Description

		List items		Passed		LI must be a child of L

		Lbl and LBody		Passed		Lbl and LBody must be children of LI

		Headings



		Rule Name		Status		Description

		Appropriate nesting		Passed		Appropriate nesting
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