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INTRODUCTION 

Earl Stendahl was born in Menomonie, Wisconsin, in 
1888. He studied at schools there, possibly including 
Stout Institute, and learned the family confectionery 
business- He traveled frequently to county fairs, selling 
cakes and candies. A family story is that Stendahl even 
invented the ice-cream cone when he served a waffle wrapped 
around a scoop of ice cream. 

After his marriage to Enid Isaacson, Earl Stendahl 
moved to San Diego, California, the farthest point he could 
find in the continental United States away from his birth-
place. He later settled in Los Angeles, where he opened 
the Black Cat restaurant on Main Street. After remarking 
to some art dealers eating in the restaurant that he could 
sell paintings as well as they could, he was launched on an 
art selling career. He worked briefly for the Cannell and 
Chaffin decorating firm as a salesman. 

At the invitation of the Ambassador Hotel, Earl 
Stendahl opened his own gallery there in 1921. Initially 
a partner with Dalzell Hatfield, Stendahl eventually became, 
with Hatfield and Alexander Cowie, one of the three major 
art dealers in Los Angeles. He exhibited California land-
scapes by such artists as Hanson Puthuff and Nicolai Fechin 
and maintained friendships with them. Before the Depression, 
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Stendahl operated galleries in three Pasadena hotels, where 
he catered to vacationing easterners and midwesterners. 

In 1931, Stendahl moved his gallery to 3006 Wilshire 
Boulevard, adjacent to Bullock's Wilshire department store. 
He began to show European avant-garde artists, including the 
impressionists and postimpressionists as well as more contem-
porary innovators. He also presented museum-organized 
exhibitions of modern art when there was no museum in Los 
Angeles able or willing to do so. His presentation of 
Picasso's Guernica for charitable purposes is an outstanding 
example. 

In order to survive the Depression, however, Stendahl 
returned to his family business. In rooms above the galleries, 
he produced Stendahl Chocolates and later jigsaw puzzles made 
from reproductions of his artists' paintings. At one point 
he even produced combination chocolate-jigsaw boxes. In 
order to make ends meet, Stendahl also rented space to 
artists and artists' groups for temporary exhibitions. How-
ever, the gallery was not put on a firm financial basis 
until it withdrew altogether from operating public spaces. 

In 1946, Stendahl opened a gallery in his home at 
7055 Hillside Avenue in Hollywood, near Franklin and La Brea. 
Stendahl became the invited neighbor of Walter Arensberg, 
who possessed the outstanding collection of avant-garde art 
in Los Angeles, one of the best in the country. 
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Through Arensberg, a highly eccentric individual, 
Earl Stendahl developed an initial interest in pre-
Columbian art; and through Stendahl, Arensberg also 
developed an important collection in this field. Stendahl 
made frequent trips to Mexico and Central America, and he 
eventually became one of America's leading promoters of 
pre-Columbian art. He also promoted pre-Columbian art in 
several European countries, and in 1958, he organized an 
exhibition that for three years traveled to major museums. 
Earl Stendahl was preparing a book based on the series of 
exhibitions when he died in 1966. (It was later published 
by Abrams.) Stendahl was active in the gallery until the 
time of his death; in fact, he died in Morocco while about to 
embark on a selling trip through Europe; he was buried there. 

Alfred Stendahl, born in 1915, has been involved in the 
gallery business since childhood. With his father, he 
visited landscape painters on Sunday excursions throughout 
Southern California, and he ran errands for the artists 
who worked in the family-owned studio-apartments. He also 
helped make chocolates and jigsaw puzzles, and he traveled 
abroad. He attended Fairfax High School, Los Angeles City 
College, and the University of California at Berkeley. 

The family gallery has helped establish major museum 
collections of pre-Columbian and ethnic art throughout the 
United States. In addition to the Arensberg collection in 
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Philadelphia and the Robert Woods Bliss collection in 
Washington, D.C., there are public collections in Denver, 
Minneapolis, Richmond, St. Louis, Tulsa, and Worcester. 
Frequently the gallery has sold entire collections to these 
museums or to other dealers, practically on a wholesale 
basis. A good example of this is the Rasmussen collection, 
which was bought from a collector in Skagway, Alaska, and 
then sold to the Portland (Oregon) Art Museum. The entire 
collection was sold for $25,000, the cost of one fine 
object in today's market. 

A1 Stendahl's brother-in-law, Joe Dammann, was active 
in the gallery's operation until his death. Now, his two 
sons, Ronald and Rocklan, are learning the business. Ronald 
however, is the first family member to have any formal train 
ing in archaeology. 

Despite an abundance of problems, Stendahl is not 
pessimistic about the future of the gallery. He thinks that 
the present era is as good as any in the past to buy or sell 
ethnic art. What would most surprise his father, however, 
is the astronomical rise in prices. 

George M. Goodwin 

Los Angeles, California 

Winter, 1977 
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INTERVIEW HISTORY 

INTERVIEWER: Geroge M. Goodwin, Interviewer-Editor, 
UCLA Oral History Program (for "L.A. Art Community: 
Group Portrait"). BA, Art History, Lake Forest 
College; MA, Art History, Columbia University; 
PhD, Art Education, Stanford University. Acting 
Curator of Education, Los Angeles County Museum 
of Art, 1975-1976. 

TIME AND SETTING OF INTERVIEW: 
Place: The Stendahl Gallery, 7055 Hillside Avenue, 
Hollywood, California. 
Dates: August 26, September 2, 8, November 11 [video 
session], 1976. 
Time of day, length of sessions, and total number of 
recording hours: The interviews took place in the 
morning, and sessions averaged two hours in length. 
Approximately five and a half hours were recorded. 
Persons present during the interview: Stendahl 
and Goodwin. Nancy Olexo and Joel Gardner were 
present November 11 to operate video equipment. 

CONDUCT OF THE INTERVIEW: 
The interviewer hoped to pursue a full biographical 
study but was frustrated in his attempt. Consequently, 
the interviews dealt with general topics, such as 
museums, dealers, and collectors. An effort was 
made to study the problems of art dealers in general 
and those of ethnic art specialists in particular. 
Due to personal matters, many issues were not discussed 
in depth. 

EDITING: 
Editing was done by the interviewer. The verbatim 
transcript of the interview was checked against the 
original tape recordings and edited for punctuation, 
paragraphing, correct spelling, and verification of 
proper and place names. This final manuscript remains 
in the same order as the original taped material. 
Words and phrases added by the editor appear in 
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brackets. 
Mr. Stendahl reviewed and approved the edited 
transcript. He made few corrections, fewer 
deletions, and he supplied spellings of names 
not previously verified. 
The interviewer wrote the introduction. The 
index was prepared by Lawrence Weschler, Assistant 
Editor, Oral History Program. Other front matter 
was prepared by the Program staff. 

SUPPORTING DOCUMENTS: 
The original tape recordings, video tape, and 
edited transcript are in the University Archives 
and are available under the regulations governing 
the use of permanent noncurrent records of the 
University. 
Records relating to the interview are located in 
the office of the UCLA Oral History Program. 
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TAPE NUMBER: I, SIDE ONE 
AUGUST 26, 1976 

GOODWIN: We're going to devote this session to talking 
about Mr. Stendahl's father. Earl Stendahl, and about the 
beginning of the gallery in Los Angeles. Let me ask you 
about your family's background. 
STENDAHL: Yes, well, he was born in a family of confec-
tioners. They had a bakery shop and a sweet shop and a 
soda fountain in Wisconsin. And he also played music—he 
was a clarinetist and a violinist—and did the county 
fairs with, merchandise. In fact, he claims—and there 
was a little article years ago—that he had invented the 
ice cream cone. Somebody had ice cream bu,t they had no 
cups, and so he was making these waffles, and he just 
curled the waffle around and made a cone. 
GOODWIN: I've heard that story. 

STENDAHL: Yeah. And his sister [Vernice Thomas] claims 
that, but we don't have any documentary proof. But then 
he got tired of being in a small town, and he wanted to 
get as far away as possible; so he looked on a map and 
measured it and found it was San Diego in the United 
States. So he came to San Diego. In the meantime, his 
wife's parents [Isaacsons] had moved to Los Angeles in 
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the teens. So eventually he wound up in Los Angeles, and 
they stayed with his family for many, many years. 
GOODWIN: Let me stop here and try and back up and pick 
up some more details. Where did your ancestors come from? 
STENDAHL: Oh, they came from Norway, partially Norway and 
some Sweden. 
GOODWIN: And do you know when they came to this country? 
STENDAHL: No, his parents and my grandmother's parents 
both came originally. My father and mother [Enid Isaacson 
Stendahl] were first-generation United States. All of 
their predecessors had lived in Norway or Sweden. But 
there's no dating on when they came over. 
GOODWIN: How did they wind up in Wisconsin? 
STENDAHL: That's where all the Norwegians wound up. 
GOODWIN: So they went directly there, do you think? 
STENDAHL: Well, a lot of them came through Canada, too. 
And my grandmother [Sophie Olsen] went out to Montana with 
a covered wagon-type of an operation, and she married a 
druggist [Alfred Olsen]who had come from Sweden. But 
my father's parents came from Trondheim in Norway. 
GOODWIN: And what was your grandfather's business? 
STENDAHL: They were apparently in the confectionery 
business, and then they kind of retired in a way. They 
went out to California to Los Altos and had a little 
fruit farm. 
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GOODWIN: Did they always live in Menomonie, Wisconsin? 
STENDAHL: Well, as far as I know, they lived there until 
they came out to Palo Alto. 
GOODWIN: What kind of town was Menomonie? 
STENDAHL: Menomonie was an old Indian town, located on a 
lake. Nice little town. They have Stout Institute [later 
Stout State University] there, where everyone went to 
school. It specialized in woodshop teachers, sloyd, and 
things like that. 
GOODWIN: When was your father born? 
STENDAHL: Oh, we'd have to look that up. December 11, 188 8. 
GOODWIN: Did he have brothers and sisters? 
STENDAHL: Yes, he had two sisters and three brothers. 
His sister survives today. 
GOODWIN: What's her name? 
STENDAHL: Vernice Thomas. None of those were at any time 
ever associated with the gallery, except when they needed 
work. And one brother was a frame maker for some time, a 
Victor Stendahl, and he made frames for William Wendt and 
some of the early landscape artists in California. 
GOODWIN: Is it possible to describe what life was like 
growing up in Menomonie, Wisconsin? Was it a very rural 
atmosphere? 
STENDAHL: Yes, strictly small-town. I don't think it was 
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that different from any other place. From what I hear, 
everybody got into the same type of mischief, and every-
body tried to make a living one way or another. 
GOODWIN: Is it near a larger town or city? 
STENDAHL: No, there's no such thing as a large city in 
Wisconsin, I believe. Madison and something like that. 
GOODWIN: So your father went to school at the Stout 
Institute? 
STENDAHL: He might have had something to do with it, but 
he claims he got kicked out of high school. 
GOODWIN: He went to the public schools? 
STENDAHL: Yes, I guess so. His wife also went to Stout, 
and apparently my father had something to do with it, but 
he claimed to have been kicked out of high school, so 
that we don't really know what that means. 
GOODWIN: Did his brothers and sisters graduate from high 
school? 
STENDAHL: I don't know that. I don't think it was neces-
sary, one of the big things in those days, but I've never 
heard them speak of it. He was on the football team and 
the track team. I have pictures of that. And the whole 
family played in bands, 

GOODWIN: Did he have some art interests? 
STENDAHL: No, he had no art interests. His art interest 
came up much later. 
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GOODWIN: Do you know what he was planning to become? 
STENDAHL: He knew how to run a restaurant. He knew how 
to bake bread and make candy. 
GOODWIN: So he thought that would be his life's work. 
STENDAHL: Well, I don't think he thought about that one 
way or another, because what he's tried in the course of 
his years, he's been essentially a salesman. And when you 
make candy you have to sell it. When he came to Los 
Angeles, he established a restaurant on Main Street called 
the Black Cat. 
GOODWIN: Where on Main Street? 
STENDAHL: Well, I don't know, probably close to Fifth or 
Sixth and Main. Some art dealers used to come in there 
to eat lunch., and he listened to them, talked to them. 
And I think at one time he looked at these paintings and 
said, "Hey, I can sell thesethings," so they gave him some 
paintings. He went out and stuck his foot in a few doors 
and sold some paintings and then got into the art business. 
GOODWIN: So that's essentially how he got started? 
STENDAHL: Yes. That's what he claimed. I don't see any 
reason for disbelieving him. Then he got a job with 
Cannell and Chaffin, and they had a gallery on Seventh 
Street. 
GOODWIN: About how old was he at this time? 
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STENDAHL: Well, I have no idea. From 1888 to 1915 or 1913 
or '14. But he also sold white trucks and sold automobiles 
for a time—check-protecting machines. And the restaurant 
didn't last; I mean, he quit that after a while. I was 
just born about that time, 1915. 
GOODWIN: Do you have brothers and sisters? 
STENDAHL: I have one sister, yes [Eleanor Dammann]. She 
was born in '23, I guess. 
GOODWIN: Did your mother come from Wisconsin? 
STENDAHL: Yes, she came from Wisconsin, St. Croix Falls, 
which is not far from Menomonie. Her father was a druggist 
there. And he came from Sweden, and his wife came from 
Norway. 
GOODWIN: Do you know how old your father was when he was 
married? 
STENDAHL: No, I don't. Do you want to go into the art 
business? 
GOODWIN: Do I? 
STENDAHL: No, into a discussion of the art? 
GOODWIN: Yeah, sure. When did he get seriously interested 
in the art business? 
STENDAHL: Well, he got seriously interested probably in 
about 1917 or '18, when he worked for the Cannell and 
Chaffin gallery. And then the Ambassador Hotel was about 
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to open, and they wanted an art gallery in there—a little 
prestige. So he worked his way into signing a lease and 
having them design and make a gallery. So when the Ambassador 
Hotel opened, the Stendahl Art Galleries opened. And that 
was,VI believe, in "21. And everything seems to date from 
that time. And he handled mostly the contemporary local 
artist in the American landscape school at that time. 
GOODWIN: Who would some of those artists be? 
STENDAHL: Well, there was Edgar Payne and William Wendt, 
Carl Oscar' -Borg and Martin Bogart. The list is easy to 
come by of the type of shows. We'd give all of that 
information of the shows to the Smithsonian.* It kind of 
was a tradition that these fellows would have their annual; 
every artist seems to want an annual show. There were very 
few galleries, and our gallery was used for that reason. 
Then there would be Eastern artists come through, like 
National Academicians such as Gardner Simons and Elmer 
Schofield of the Eastern landscape and portrait schools. 
We also at that time took up an artist, Nicolai Fechin, 
who became about the most famous of the local artists 
that we handled. During the time that we had what you 
would call a stable of artists there, a number of the 

*Mr. Stendahl has donated the gallery's records to the 
Archives of American Art. 
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artists broke off, which was led by Jack Wilkinson Smith 
and, I think, Hanson Puthuff. I'm not sure about the names, 

but they formed the Biltmore Gallery. And they hired Mr. 
Cowie, who is now dead, to take over the running of that. 
And it later became the Cowie-Biltmore Gallery. And these 
artists made the statement that they were going to put 
Stendahl out of business. But he survived. 
GOODWIN: You're still here. 
STENDAHL: Yeah, it's one of the problems that you have. 
You have a bunch of artists, and you can't give them all 
the same amount of attention. So it was to their advan-
tage to get together and form a gallery that would just 
handle their works. Then in '31, we moved to another 
gallery. It was built for us next to Bullock's Wilshire 
on 3006 Wilshire Boulevard. There again, it was somebody 
building a building, and they were happy to have a gallery 
in it. 
GOODWIN: Did you need more space? Was that the idea? 
STENDAHL: Yes, there was like 10,000 feet. At that time 
we put a candy factory on top, in one of the rooms, because 
this was the Depression and there was a crash. Art was not 
selling—nothing was selling—so we manufactured candy and 
sold it to Bullock's Wilshire and things like that. It 
was very fine candy, and we used to take the prints, the 
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color prints that had been made from paintings that we had 
handled, and paste those on top of the boxes, so that they 
could cut it out and frame the box top. 
GOODWIN: What was the name of the candy? 
STENDAHL: The Stendahl Chocolates. Then we also took 
these color prints, and we pasted them on plywood and cut 
them up as jigsaw puzzles. So we had a jigsaw factory 
going in there, and that was the big thing. Then we had 
two shifts of five men each making jigsaw puzzles when 
the jigsaw craze went on. So you tried everything. In 
fact, they had one thing: they had half a box of chocolates 
and then the other half would be a jigsaw puzzle. These are 
the prints right here. 
GOODWIN: I just noticed that. 
STENDAHL: Yeah, we still have many left over. When some 
advertiser would come in and they'd want to have a color 
reproduction for some reason or other of some painting, 
we'd say fine. Union Oil used to do that. And also the 
Rowan & Company used a painting on their Christmas card. 
Whenever they'd do that, we would run off a couple of 
thousand color prints for us. So we ended up with thousands 
of color prints, and I still haven't gotten rid of them, 
[laughter] Can't find any organization. And they have 
some value, you know, I suppose. And I also have the 
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color plates that I'm going to give to a printing company 
in Pasadena, the Logan Printing [and Binding Company], 
because they did most of our things. So I said, "You 
store them and do what you want with them; you have them. 
You throw them away." 
GOODWIN: How long did the candy business continue? 
STENDAHL: Well, the candy business just continued for a 
couple of years. It became just a Christmas business. At 
Christmas we'd make this candy. But if you could make—any-
thing that one could make during the thirties was essential 
because art was not selling, and you'd get more for a 
Fechin thali you would for a Renoir. 
GOODWIN: Who was buying art previous to the Depression? 
STENDAHL: Well, I'd say that the art business in Southern 
California was based a lot on Eastern visitors who came 
out for the winter. And for that reason we had the gallery 
at one time at the Vista del Arroyo Hotel and the Maryland 
Hotel and the Huntington Hotel, because the people from the 
East, like Chicago and Cleveland, would come here. And 
they were the ones that had the interest in art, more so 
than the local residents. 

GOODWIN: All those hotels were in Pasadena? 
STENDAHL: Yeah, the Maryland Hotel was there and the Vista 
del Arroyo and the Huntington. 
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GOODWIN: And there were galleries in each one of them 
simultaneously? 
STENDAHL: Yeah, at the same time. 
GOODWIN: So business must have been good? 
STENDAHL: Well, in the twenties business was good, and 
that's how we had a boom. My father went to Europe several 
times to buy works of art, but we didn't really handle any-
thing like that. All he'd end up with was a couple of fake 
Renoirs, fake.van Goghs. In de la Faille's book* even, 
they were reproduced. And he bought a large Beauvais 
tapestry that was a marvelous thing that he tried to sell 
to Hearst for $50,000. When the crash came, he sold it at 
Parke Bernet for $1,200; and later on, then it became 
valuable again, you know. 
GOODWIN: Hearst may have gotten it later? [laughter] 
STENDAHL: No, I don't think he did. There was a lot of 
businesses I recall—not a lot, but there were probably 
more art associations and little groups scattered through 
Southern California during the twenties than at any time. 
There's a record of all of the little artist groups, and 
there was a lot of interest, although it didn't have much 
money attached to it. Schools were buying art. You know, 

*J.B. de la Faille. L'Oeuvre de Vincent van Gogh. 4 vols. 
Paris and Brussels: Les Editions G. van Oest, 1928. 
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the senior class would spend a couple of hundred dollars and 
then have a banquet. The museums were not buying any art to 
speak of. And it was just rich, retired people. Much of 
the art of this state was sold to go over the mantle or to 
go over the piano or something like that. It was based 
more on the decorative quality of the landscape or the 
flowers. We didn't have any serious schools of art. At 
that time it was called the "academic" school. Everybody 
painted things as they saw them. It was kind of impres-
sionistic in a way, you'd have to call it. Some would 
paint their paintings outdoors, and you could see that 
they were getting the real color of California. So that 
was impressionism, painting in the clear air, not behind 
a closet door. Or they would do their sketches out in the 
open. And it was interesting when some artist, a fine 
artist from England, would come and he would paint California 
landscapes, but it would still be the English air and the 
English green. Whereas a man like William Wendt—you see 
a Wendt, and you know you're in California. You see an 
Edgar Payne, and you know you're on the eastern slopes of 
the Sierras. Nobody caught the color as well. 
GOODWIN: Did your father socialize with artists? Did he 
like them as friends? 

STENDAHL: Yes, the ones that he'd do business with. Well, 
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I think that I spent most of my time and recreation going 
with the family to visit artists. On Sunday we'd go to 
some place and, you know, have dinner at artists' places. 
They were spread from Laguna Beach to Fillmore and all 
that. Everybody became friends. The artists might be a 
little jealous of one another, but when you worked with 
these artists, you tried to arrange exhibitions for them. 
And you also bring the people who are interested in art in 
contact with the artists because it's a very personal thing. 
Many artists don't need dealers if they have a personality. 
They go out and sell that personality, and the people buy 
their art because art is easy to look at. 
GOODWIN: Do you remember any of the names of the more 
active customers? 
STENDAHL: Well, there was Mrs. L.V. Montgomery; they owned 
Simi Valley at one time, the Montgomerys. And that was a 
family that supported us through the early part of the 
Depression. -There was a cartoonist, Jim Williams. His 
cartoons are "Out Our Way," "Out Wickenburg Way," "Why 
Mothers Grow Grey." He was from Cleveland, came out here 
in Arizona. He was a very good client, but that was a 
cartoonist who understood art. And Merrill Blosser was 
a cartoonist who did "Freckles and his Friends." He was 
also a good customer. They understood and appreciated 
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and had the money, too. But in order to think back to 
any big clients of the California school, I'd have to 
do a little research. The clientele that bought modern 
art, we know all of those, but that was at a later time. 
That started in the late thirties. 
GOODWIN: How did that start? 
STENDAHL: Well, I would think that people who were inter-
ested in art for art's sake, people who started to read 
books and go to museums in Europe and in the East Coast 
of the United States, became interested in collecting. 
It didn't start in Los Angeles. It started in Paris and 
then got to New York. Arthur Jerome Eddy gave a wing in 
paintings to the Chicago Art Institute at the time. And 
then [Walter] Arensberg, who lived in the house next 
door . . . . They were all Eastern people who had dis-
covered art for some reason or another, discovered modern 
art. So when we say the appreciation of modern art was 
first in Europe, that's not exactly true. Some of the 
biggest buyers, like Jerome Eddy, bought and wrote books 
in the fifteens about these people and brought their work 
over—and the Steins and great families like that. But 
we had the Arensbergs, who came out here, I don't know, 
in the twenties perhaps; he brought with him a tradition 
of collecting modern art. And it was a matter, I think, 
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in our section of people believing that this was the thing 
to do. There's a little bit of faddism and then a desire 
to make, you know, a secondary name for yourself. Eddie 
[Edward G.J Robinson collected because it would give him 
entree, whereas being a gangster-actor did not give him 
entree. Then he also learned at the same time to under-
stand and enjoy his art, so it was a two-way trip. And 
several in the movie colony, yes, they were the ones who 
started buying more modern art because they'd get around, 
and they were more hep to what's going on. 
GOODWIN: How did your father, though, become more inter-
ested in the so-called "avant-garde" as opposed to the 
traditional art? 
STENDAHL: Well, he'd done a little traveling, and he 
associated with people who were trying to shove it down 
his throat. So when we moved into our new place in 1931, 
I remember, we had an upstairs gallery, and we had a show 
of modern art. And they were ready to ride him out of 
town on a rail. We didn't exactly lose them, but none 
of the old collectors that we had, that had been respon-
sible for our livelihood, followed us into modern art. 
GOODWIN: Who were some of those early modern artists you 
showed at that time? 
STENDAHL: The whole gang. What would you say, from Monet 
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to Henry Moore? We had one artist here, Guy Rose, one of 
our artists in our stable, and he painted with Monet in 
Giverny. In fact, we have a painting he did paint—oh, I 
guess somebody else has it now—in the garden in Giverny. 
So there was a contact. And then, as I say, in the late 
twenties, my father did buy two Van Goghs—which were 
reproduced in this book, and they turned out to be no 
good. But I mean, that was a start. So he did have this 
feeling. So as his eye advanced, and not being an art 
student, just by being with the material, he realized that 
there was something to men like Kandinsky and Klee and 
Feininger. So he was receptive when the art came to this 
region. We still kept up the other art, but we more and 
more drifted into the other, avant-garde material. 

And then in the thirties we had the WPA, and many of 
the artists went into that who in many cases more or less 
became avant-garde—Feitelson, and then we had a man 
running it for a time, S. MacDonald-Wright, who made his 
name in cubism and synchronism, in that they all had 
painted in Paris. How they got out here I don't know, but 
they did, and they brought a little bit of knowledge and 
art appreciation with them. So our gallery many times 
was used for a WPA show or this show or that show. It 
was a large space, and when something would come up at 
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the local museum, the Los Angeles County Museum was not 
really an art museum. It was half and half. And they 
were not interested in the show of modern art that the 
Modern Museum [Museum of Modern Art, New York] would be 
circulating, so we would take it in our place, and then 
it would go on to some other museums. 
GOODWIN: What were some of these shows? 
STENDAHL: Well, there's a record of some of those things. 
The Guernica was one of them, Picasso's Guernica. Oh, I 
don't remember the names, but they were shows from them 
that would be started from the Modern Museum. There would 
be, maybe, modern graphics, or they would have even the 
primitive artists from the United States. But I don't 
remember any of the specific names, and I don't know how 
long that association lasted. And then finally UCLA and 
Pasadena Galleries [Pasadena Art Museum] decided that 
there was something to all of this. I remember a big 
Orozco show that would have been in our place, but we 
handed it over to Pasadena. It was a case where our local 
museum would not do anything about this material. I think 
we had one director in there that was there for ages, Mr. 
[William A.]" Bryan, and art was not an interesting thing to 
them. You know, "Let's have a show, have the local boys 
come in." And then we got a director named Roland McKinney, 
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and he had done the show up at San Francisco. He was from 
Baltimore, and he knew something about art, and that started 
the split between the natural history museum and the County 
Museum of Art. 
GOODWIN: Who were some of the other dealers in the twenties 
and thirties? 
STENDAHL: Well, as I mentioned, there was this Mr. [John 
F.] Kanst, and Cannell and Chaffin continued to have a 
gallery. Then they moved next to us, and they stopped 
the gallery in the thirties. And Dalzell Hatfield had 
a gallery. 
GOODWIN: He was also in the Ambassador? 
STENDAHL: Well, yes. A gallery by Ainslie, probably in 
this period, took over our space, and then Dalzell Hatfield 
had a gallery downstairs. But Hatfield Gallery was on 
Seventh Street to begin with, and then he operated 
privately. In fact, there was a Hatfield-Stendahl Gallery 
for the period of a year or so. 
GOODWIN: When was that? 
STENDAHL: This was in the thirties, early thirties. I 
mean, he came in with us, and there was stationery to that 
effect. And then he went on, after a short time, to the 
Ambassador Hotel. And then: Jake Zeitlin had a nice 
gallery, even though he was handling books. A woman 
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named Warner had a gallery on the Strip, the Sunset Strip, 
when it first started out, in modern art. Then later on. 
Prank Perls started out there. There were the associations. 
There was an Association of Western Artists or Western 
Artists Association [Academy of Western Painters] that had 
a gallery. There was quite a group of galleries around 
Westlake Park, Lafayette Park area. It was kind of an art 
center in a way. You had Hatfield and then ourselves and 
then the--Los Angeles Art Association and this. Then 
Chouinard [Art Institute] started up. 
GOODWIN: Did that have anything to do with the proximity 
of the Otis Art Institute? 
STENDAHL: Well, I don't know who would have started that. 
Chouinard was not far, then you need art supplies. We had 
several art supplier stores down there that were quite 
good, and I think that all had something to do with it. 
GOODWIN: So there was an early La-Cienega-Boulevard-type 
atmosphere? 
STENDAHL: Yeah, in a way. 
GOODWIN: Do you remember what Dalzell Hatfield's back-
ground was? 
STENDAHL: No, ask Mrs. Hatfield. She's alive. 
GOODWIN: Right. 
STENDAHL: No, I don't. He used to eat many dinners at 
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our place, and we did feed quite a few artists also. There 
was always artists at the table. 
GOODWIN: Where was your home? 
STENDAHL: It was on Bronson Avenue, a little bungalow. 
Then when we moved into Wilshire Boulevard, we had several 
studios, artists' studios there. 
GOODWIN: You mean places where the artists could work? 
STENDAHL: Yes, they could rent the studio. There were 
cooking facilities, ice box, things like that. I don't 
know if anybody famous ever used them. John Davidson was 
a sculptor who used it. Then we had also a studio for 
Fechin. That was in the Ambassador Hotel. McClellan 
Barkley, the illustrator, used the studio for a while. 
Fritz Werner, a portrait artist, went to Arizona. Then 
that became a center because we had cooking facilities, 
and so everybody would gather for lunch, you see. 
[laughter] Then I had to go out and get ten cents for 
this person, fifteen cents for that, and at that time it 
would buy quite a bit of material when milk was ten cents 
a quart. There would be my uncle or one of my father's 
cousins [who] was the custodian, and he would use this 
and cook it and everybody would be around there eating. 
And he made home brew and stuff like that. During the 
Depression it was headquarters for all sorts of art activity, 
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because we had the room and we were there. And we had the 
"Sanity in Art" shows, and then we'd have a modern art show, 
and then there'd be this controversy in the newspaper, and 
it's good publicity. 
GOODWIN: Who were some of the critics? 
STENDAHL: Well, the critics are well known. There was 
Elizabeth Bingham for the Times; Antony Anderson; after 
that it was Arthur Millier, who held out the longest. 
And of course any information about art is in his columns 
over the years. 
GOODWIN: Were any of them particularly sympathetic to the 
shows of modern art? 
STENDAHL: Oh, well, it didn't appear on the scene until 
Arthur Millier was the critic, and he was certainly 
sympathetic. Yes, he was a good etcher in his own right. 
GOODWIN: Did you represent him? 
STENDAHL: No, we had a lot of his etchings, but that was 
something we'd buy to help things along or something like 
that. They had to be sympathetic. There was nothing else 
to write about. [laughter] You have to make it an inter-
esting column. At that time there was very little you 
could do museumwise because the museum was, in the early 
thirties and the late thirties, relatively inactive as far 
as having exciting exhibitions or anything like that. 
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GOODWIN: When did the gallery start becoming prosperous 
and able to hold its own? 
STENDAHL: As soon as we moved out. That was in the for-
ties, the middle forties; we moved out after fifteen years. 
But at no time during that time was it ever what you would 
call really prosperous in any respect. We had quite an 
overhead, and when they tripled the rent, we should have 
bought the building. But instead we moved out and moved 
into a residence. Let's see, in the middle forties things 
were starting, right after the war, picked up quite well 
as far as modern art is concerned. And even though prices 
were nothing as to what they are today, still you could buy 
something for $1,000 and sell it for $1,500 or something 
like that. I'd have to say that during the thirties I 
remember going to the war and making some money, coming 
back and trying to buy a $350 little Kandinsky watercolor, 
but it was out of my reach right after the war. Still, by 
today's standard, by any standard, the prices were still 
very low. However, things were moving. Nobody was getting 
rich because your price level was low, and you'd have to 
sell quite a bit. If you bought something in the thirties, 
yes, and you held it till the forties it would have been a 
good investment. I think Hatfield was doing quite well, 
and the Cowie Galleries were doing quite well. 
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GOODWIN: Was Cowie located in the . . . ? 
STENDAHL: In the Biltmore. And he later moved up to where 
we were near Bullock's Wilshire, but we were long gone by 
that time. But I think the art business started to pick 
up right after the war. 
GOODWIN: Were you showing American artists or still mostly 
Europeans? 
STENDAHL: Well, there has always been a question of who's 
modern in America. 
GOODWIN: Right. MacDonald-Wright is an example. 
STENDAHL: Yes, they all considered themselves modern. We 
got into the pre-Columbian art in the middle thirties. 
What we did, I'll tell you. We rented out, in many cases, 
rented our gallery space to artists or to associations for 
exhibitions. When our artists all died, the ones in the 
twenties, we didn't take on anyone else. But if they wanted 
to show, they could rent gallery one, two, three, four, the 
patio or something for twenty-five dollars a week or some-
thing like that. And that's the way, I would say, we were 
able to pay the rent during the Depression. It wasn't a 
matter of going out and finding some great artist and then 
saying we want to handle you. We were busy with other 
things. Of course, this didn't do the local artists any 
good, but by that time there were a hundred galleries 
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around. So if they wanted to show, if they wanted to be 
taken up by somebody, they had to tackle somebody else 
besides the Stendahls. To survive in art, you had to buy 
or sell Picassos, Renoirs, Monets, and things like that. 
You couldn't survive on flower painting or the landscape 
painting of California. I mean, Hatfield and Perls, any 
dealers in the thirties, the late thirties, early forties— 
they didn't survive by having a show of some local fellow, 
unless he became really hot. And we did have a school. 
Yes, we had the [Howard] Warshaw and Billy Brice and 
Channing Peake. And then in Claremont they had the Millard 
Sheets and a group of painters there that became popular. 
GOODWIN: Did you represent any of those artists? 
STENDAHL: No, when Hatfield was associated with us, we had 
a Millard Sheets show. So he was not, you know, considered 
avant-garde. He just had a very popular and pleasing style. 
And I would say that Perls was the gallery that was really 
promoting modern art, but that would follow from his Paris 
and New York connections. And then Hatfield also. So 
Hatfield was having shows of Rouault and Vlaminck and 
things like that. Then he would have his local artists, 
but Hatfield liked to refer to himself as a Vollard of Los 
Angeles or America, you know. [laughter] Everybody wants 
to have discovered all of these artists. We never did form 
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a dealer group in town. We tried to at one time, 
nothing. I think they have one now, don't they? 
GOODWIN: Right. 
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TAPE NUMBER: I, SIDE TWO 
AUGUST 26, 1976 

GOODWIN: How did the gallery's interest in pre-Columbian 
art come about? 
STENDAHL: There was a man who came up here to sell the 
first printing press that was ever used in the New World, 
from Mexico. It was a wooden type of press with all the 
equipment that was with it. And for some reason or another 
he got in touch with my father, who knew people at the 
Grabhorn Press and clients like that who might have had 
some historical interest in getting something like this 
or selling it to an institution. And at that time Walter 
Arensberg was here in Los Angeles and collecting modern 
paintings, and also he had a few pre-Columbian things that 
I think he bought in New York. And my father had seen 
these, and he might have taken this fellow up to see Mr. 
Arensberg, and he said, "Oh, I can get things like this." 
And my father said, "Well, get some." [laughter] It was 
as simple as that because nobody knew what it all was. So 
as a result of it, this man, who lived in Mexico City and 
had a bookstore—he haiidled ancient books—he and my father 
started exporting and importing this material. 
GOODWIN: Did you buy the press? 
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STENDAHL: No, I think the Mexican government did. It never 
came up here. They just had photographs. But this man 
later on built two big buildings with the money that he 
received from his pre-Columbian sales. 
GOODWIN: What was his name? 
STENDHAL: His name was Guillermo Echaniz. And at that 
time the Brummer Gallery in New York handled ancient art, 
mostly classic, but they had some pre-Columbian. That was 
about the only commercial gallery. The printing press 
ended up in a building that we financed for him down there. 
It's on his property. And then later on he sold it to the 
Mexican government. But I'd have to say he was one of the 
first to be involved in any big way in the pre-Columbian 
down there. There were all the little dealers; there was 
a little bit going on. The only activity at the time we 
came into the pre-Columbian business were the Europeans. 
Naturally, they were the first real contact with pre-
Columbian art and knew what it was all about and were 
interested. The interest that the United States had was 
through institutional interest. And for a long time, 
institutions had been going down there and doing work, 
but nothing was on a commercial level. Most of the 
collections that they had were stored in the basement. 
GOODWIN: What do you think your father saw in the 
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pre-Columbian material? What appealed to him? 
STENDAHL: Well, I think what appealed to him was the new 
modern-art concept regarding form. The only people that 
ever bought pre-Columbian art from us were those that were 
interested in modern art. None of the people that were 
interested in so-called "academic" art were interested in 
this. According to one eye, it would be crude. It would 
be out of proportion. It's not a Dresden figurine, you 
know. It's a lot different. 
GOODWIN: It wasn't art. Isn't that what they said? 
STENDAHL: Yeah, well, they've been fighting the battle for 
a long time to get this art into major museums, up in the 
first floor, you see—to have it considered art along with 
the Egyptian, early Chinese, and all that. And we finally, 
I guess, made it. But it was a long struggle and over 100 
exhibitions. 

GOODWIN: What were some of the objects that you first 
displayed here that you first sold? 
STENDAHL: Well, the first thing was a bunch of fake 
Zapotecan urns. I think that was one of the first ship-
ments, barrels of material that turned out probably to be 
no good. [laughter] And a number of those things were 
sold, I think later we gave the rest of them to the Los 
Angeles County museum, of art and natural history. And 
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then years later they wanted to get rid of them, so they 
gave us what they had left. I took them back, and then 
some guy bought the bunch for—I don't know what it was, 
a couple of dollars apiece. And then he shot himself. He 
also bought an old Cadillac from us. He was some dealer. 
I would have to say that that was the first big thing. 
It's a good way to get a start, you know. 
GOODWIN: Then what followed? 
STENDAHL: Well, we were buying things made in west Mexico— 
figure culture in the states on the west coast of Mexico. 
That was the bulk of the material. 
GOODWIN: How did you obtain these objects? 
STENDAHL: We'd buy them. You buy them from someone who 
deals with them down in Mexico, you see. 
GOODWIN: Yeah, but where does that dealer get them? 
STENDAHL: He gets them from somebody who digs them up, if 
he doesn't do it himself. Oh, there's a chain of command, 
a line of procurement in all this business, just like there 
would be in all antiquities business. Somebody finds some-
thing in a field, they bring it to the local grocer—usually 
he's a Chinaman, even down there—and then they sell it to 
somebody else. 

The first time I was in Mexico was in 1946. I was 
staying with Mr. Echaniz, and he got a call from the museum. 
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They said there was somebody down here that's got the whole 
floor covered with these figures, figurines from Nayarit, I 
guess. He says, "Come and get them out of here. We don't 
want them. We don't want to confiscate them and take them 
away." [laughter] So we come down there in a couple of 
cars and load all this stuff up, bring it to his house. He 
wanted me to buy them, but I didn't have any money at the 
time. My father wasn't involved. The fact is, I knew the 
guy that had brought them down because I had met him. He 
was one of the group of brothers in Guadalajara that were 
the biggest dealers in this. So I knew his brothers. 
GOODWIN: Who were they? 
STENDAHL: It was the Zaragozas. It was a family, about 
three of them, and they handled this art; they were the big 
dealers. So when Echaniz got them, I knew that if I was 
really interested, I could get them cheaper. And then that 
group was later sold, a lot of them to John Huston, [who 
has] an important collection. 

GOODWIN: When did your father first go to Mexico? 
STENDAHL: I don't know—sometime in the mid-thirties, 
because things started trickling in about that time. Also 
from South America and Costa Rica. I^remember the univer-
sity of Tulane had the Middle American Research [Institute] 
down there. They have a little museum and they have things, 

30 



and they've done a lot of work down there in Mexico and 
Central America. There was a collection down there all 
in crates, and they didn't have the money to buy it, so 
they called my father, and he went down and just bought 
the crates. [laughter] You know, just bought them, sent 
them up here, and then we unpacked them to see what we had. 
Then he became interested in Costa Rica. There was a museum 
director in Costa Rica that had a big collection, so he sold 
us his collection, the whole house, and we brought it up 
here and displayed it at Scripps College. I remember we 
had a big show. So these things gradually developed. The 
district attorney in Panama was a friend of ours, and he 
knew these people that were digging. So you know, when 
you get a reputation from some shows, then people more or 
less come and search you out. 
GOODWIN: Were there always legal problems? 
STENDAHL: Well, we didn't know that. If you don't ask any 
questions, you don't know. For many years when you wanted 
to ship anything here, it had to go through the U.S. con-
sulate, so you had to get consular invoices. In the early 
days, up until probably sometime in the fifties, everything 
was imported with a U.S. consulate invoice. So you know, 
that was as legal as you could get. Then our customs 
decided that you didn't need all that monkey business. 
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Our only concern was the legality of import into the United 
States. 
GOODWIN: Who was buying the pre-Columbian art here? 
STENDAHL: Modern collectors, mostly—Walter Arensberg, 
Robert Woods Bliss of Dumbarton Oaks [Washington, D.C.] 
had a big collection, Minneapolis museum, Seattle museum, 
Worcester museum. Movie actors: Charles Laughton, Vincent 
Price. Of course, when you talk about museums, many times 
these museums are individuals, you know. When the museum 
wants something, they go to one of their individuals to get 
the money for it. But it was something that was coming 
along slowly. Just about every major museum today has its 
pre-Columbian collection or room or something like that. 
GOODWIN: I can think of one that doesn't. 
STENDAHL: You can think of one that doesn't? 
GOODWIN: Yeah, it's not too far from here. 
STENDAHL: Well, the County Museum of Art, they've given 
the Ethnic Art Council a display place. 

GOODWIN: Right, they have space, but they don't have a 
collection. 
STENDAHL: Well, nobody wants to give anything to the 
museum until they have some permanent place. What we 
started out doing, when the museum split, the County 
Museum of Natural History took the pre-Columbian, African, 
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and Oceanic departments. And then one of our first projects 
and the project of the Ethnic Art Council of Los Angeles was 
to make this pre-Columbian hall and to supply it with 
materials, either by loan or gift. And the same thing was 
true of the African hall, although nothing much has been 
done about that. And then the Oceanic hall: the Oceanic 
hall at the Museum of Natural History is basically our 
material that we sold them the collection of 600 pieces 
that we had bought in Australia. And that started that 
hall, but nobody's been too active. We haven't had an 
active curator in those fields to go around and try to get 
more gifts. People would rather give to the museum of art 
because it's chic. And if they ever got more space, then I 
think we could arrange for more gifts to them. 
GOODWIN: Do you think it's more fitting that the objects 
belong in one museum rather than the other? 
STENDAHL: It doesn't make a bit of difference. It doesn't 
mean a thing, all that. We have some groups that feel that 
it should only be in an art museum. But if it is in the 
natural history museum and it's displayed nicely, it serves 
its purpose even more so. You may say, let's have the 
secondary pieces in a museum of natural history that is 
trying to teach the background history of these people. 
That's what everybody would like, if you have the 
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masterpieces in the art gallery along with the Egyptian and 
the rest of the things. No, you can't criticize the County 
Museum of Art for not having a pre-Columbian room or an 
African room. There's just no room, to begin with. They 
didn't design it that way. [laughter] 
GOODWIN: That seems like a mistake. 
STENDAHL: Well, of course it's a mistake. 
GOODWIN: Let's talk about the Arensbergs a little while. 
STENDAHL: Yeah, there's somebody back there who's doing a 
paper on them. They want to make a publication on the 
Arensbergs and the Arensberg collection. 
GOODWIN: Somebody in the East? 

STENDAHL: Yeah, he is in New York now. He was asking me 
a lot of questions. He seems to have a great deal of 
material already compiled. At the Baconian Library out in 
Claremont, at Scripps College, they have x-amount of infor-
mation on Arensberg. So the Arensberg saga will readily be 
available to researchers before too long. 
GOODWIN: Is that person a journalist or a graduate student? 
STENDAHL: I suppose he's a graduate student like everybody 
else. I didn't really get going through what credentials 
he wanted. What he wanted chiefly was photographs of the 
house. And when he tried to photograph it, it was covered 
with trees. At that time I was just in the process of 
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having large eucalyptus trees removed, so I'm glad you 
reminded me. I've got to take pictures now and send them 
for his dissertation. But the only things about Arensberg 
would be anecdotal, concerning his eccentricities or things 
like that. 

GOODWIN: That's fine. 
STENDAHL: A funny thing is, he really came into more 
prominence when he decided he wanted to give his collection 
away. And then the various funny things that would happen 
that would alienate him from an institution, outside of the 
fact that maybe they couldn't supply the space and follow 
his ideas of time—keeping it together. His idea was, he 
wanted the cubist collection of his kept together for, say, 
fifteen years—maybe it was twenty, I don't know. The other 
material, which is mostly pre-Columbian, I don't believe he 
had any desires one way or the other, except that he did 
want to prove that the cubists were a significant period. 
He wanted it kept together for that reason. But he was 
prejudiced against the South for their black attitudes, so 
he didn't want to give it to any Southern museum. He made, 
I believe, an agreement with UCLA, and they didn't follow 
through. That's well known, that their time limit went out. 
Los Angeles County Museum could have been a possibility, 
except we had a man named [James H.] Breasted [Jr.] down 
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there. And Breasted would make some statements that would 
be, you know, unbelievable. And Arensberg would say, "No 
way." Also Roland McKinney divorced himself, by attitude 
and things that he would say at the wrong time. And 
Arensberg was a very sensitive person. And he was a little 
childish about things like that, because museums are 
museums: the directors come and go like musical chairs. 
So we shouldn't have lost it. Fiske Kimball came here to 
try to get the collection. He was staying, and he said, 
"I'm not going to leave until I get that." And he kept 
after him and gave him what he wanted. The director of 
the Metropolitan, who's director of Worcester . . . 
GOODWIN: Taylor. 

STENDAHL: . . . yeah, Francis Taylor came out here. At 
one time we had a big show, a pre-Columbian show, in the 
Pasadena museum, and he was trying to get the collection 
for the Metropolitan, which would have pleased Arensberg 
very much. And Taylor said to us that he wanted to get 
the collection not so much for the paintings but for the 
pre-Columbian. Then if he got this pre-Columbian collec-
tion, Arensberg's collection, they could call in the 
pre-Columbian material that they had that was out on 
loan to other institutions, mostly to the natural history 
museum across the park [American Museum of Natural History], 
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They could start a room, and this would be the beginning. 
But what he said was that he could only get about five or 
ten years out of his trustees to keep the collection intact. 
So that's how that fell through because of the time. And 
Francis Taylor, although he was kind of a dynamic man—but 
not as dynamic as Kimball—was still afraid of his trustees, 
his board. And he admitted it, you know, "I can't tell 
these people where to get off, no sirree." And Chicago Art 
Institute was after the show. And that was when Katharine 
Kuh made this fine catalog of the paintings and of the 
African things. And we shipped those things back to 
Chicago. And Arensberg came back there, and he didn't 
like the display. He thought that the walls were shabby, 
the walls looked shabby, which is one thing. And then, I 
think at the dinner, he got up to make his statements, or 
something like that, and then Katharine Kuh—I guess he 
might have said something maybe derogatory or I don't know 
what it was—but she said, "What Mr. Arensberg means," you 
know, and then goes on. And you don't tell Mr. Arensberg 
what Mr. Arensberg means. [laughter] 
GOODWIN: So that was the end of Chicago. 
STENDAHL: That was the end of it. Little things like 
that built up. There could have been other problems, but 
it was little things that really turned the tables. When 
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we had Breasted here, we lost the Barnsdall collection. 
Clifford Odets was up here one time, and Breasted came in 
and looked at a modern painting and said, "Oh, you could 
hang this one way or the other." Odets was sitting there. 
"Who was that guy?" "He's our director." "Oh, no!" [laughter] 
The Odets collection ended up in Providence, Rhode Island, 
or something. And the same thing happened when the heir 
of Aline Barnsdall, who had a fine collection of modern 
art. It was at some opening down at the museum. Breasted 
was introduced to Barnsdall and had this great big Picasso 
and some things that were hanging there, and he says, "Oh, 
I've been wanting to meet you," you know, and "We've got 
to get rid of a couple of these paintings. Could you take 
them? Because we need the space." They were just going 
to give us something, and that one little word deprived us 
of a couple of very fine paintings. And we've been blessed 
with directors like that until recently, until [Richard] 
Brown took over. And so there's never been a real sane 
operation. 

You have the Beverly Hills museum [Modern Institute 
of Art in Beverly Hills] started up. And I remember we 
gave $500 to incorporate the thing. And there was Vincent 
Price and Arensberg and all the collectors and interested 
people—the [Leslie M.] Maitlands--but when you get a group 
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of people like that together, they're not exactly the best 
board. I mean it was just a bunch of prima donnas, with a 
fine director [Karl With], and it should have gone over, 
but the timing was wrong. And they couldn't get Eddie 
Robinson interested because he had his own little gallery 
there and his own museum. So it didn't last too long, but 
it's due to the fact that the personality clashes were too 
apparent in this region. It happens in all regions, my 
goodness. It's interesting when you see it all under your 
own roof, and you get very disappointed—because, there 
again, people come and go, but the art and the museums, 
they're going to be here. And if you're going to do some-
thing for your city, dont' get mad at them because you don't 
X ik.G a curator. 
GOODWIN: Which house did the Arensbergs live in? 
STENDAHL: They lived in 7065 [Hillside Avenue, Hollywood]. 
GOODWIN: Next door? 
STENDAHL: Yeah. They owned some footage on one side and 
then some footage on this side. No, these people were 
going to sell this house where we are now, and Arensberg 
wanted someone to buy it that wouldn't build an apartment 
house. So he arranged that we would buy it, and he took 
fifteen feet into our property so it would be a deterrent. 
This actually comes right up to a bedrom, so there's no 
room. 
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GOODWIN: When did you move here? 
STENDAHL: Oh, about '45 or '6. 
GOODWIN: And how long had he already been here? 
STENDAHL: Oh, he must have been here ten years prior to 
that. I guess they found out when Arensberg first came 
here, but it's very difficult, not the easiest thing in 
the world to figure out. It would have to be sometime in 
the late twenties or early thirties. 
GOODWIN: Well, were you socially very close? 
STENDAHL: No, Arensberg wasn't a very social person. He 
was a very generous person as far as showing his collection, 
but they didn't go out in the evenings. They had small 
dinners, but our social contact was merely as his neigh-
bors and his dealer. 
GOODWIN: So it was mostly a business relationship? 
STENDAHL: Yeah, sometimes they'd come to dinner or some-
thing like that. When you were entertaining somebody, then 
people would jump back and forth over the fence. They were 
in to see the Arensberg collection, and then he'd bring 
them over here, or vice versa, you see. They'd come in 
here to get in there. So there was always a lot of 
activity in that respect. I think we built something that 
looked a little bit unsightly in the backyard on his prop-
erty, and he was mad about that for a while. [laughter] 
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Then one minute he'd want a gate, and the next minute he 
wouldn't want a gate. I don't think there ever was a gate 
to get over there because he wanted privacy. When we 
packed his collection up, little by little, you know, he 
finally just slowly died. His wife was gone; his collection 
was now going. 

GOODWIN: Did he have children? 
STENDAHL: No, he had no children as far as we knew. He had 
one suit and one automobile. He never spent any money on 
himself. 
GOODWIN: Really? 
STENDAHL: Yeah, just about. He had an old Cadillac that 
was, you know, 500 years old. [laughter] But he had this 
Baconian Society going in the back of the house, so that 
took a lot of money with three secretaries working. He had 
to stop collecting because the prices went up so high and 
his income was more or less stable. He was getting income 
from whatever securities or whatever business that she had. 
A lot of it was her money—something they use in making 
rugs, I don't know. 
GOODWIN: Is it possible to say how wealthy they were? 
STENDAHL: I don't know. 
GOODWIN: Were they millionaires, multimillionaires? 
STENDAHL: No, I don't. No, you'll have to ask the Baconian 
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Society over there. Naturally, they came out with more than 
one thought, but their income was quite limited, and I would 
be surprised if it was much. It would be wrong to make a 
statement, you know, because it could be too misleading. 
GOODWIN: And most of both collections—the paintings and 
sculpture and the pre-Columbian art—were housed next door? 
Was there enough room? 
STENDAHL: Oh, yes. Well, he'd use every space. I used 
to say, "There's a little space over there." He said, 
"Well, find a painting for it." 
GOODWIN: Well, I'm thinking of the Philadelphia museum, 
where there must be thirty galleries. 
STENDAHL: Well, I don't know, there's a lot of niches. 
It wasn't that large, really. The pre-Columbian that he 
was able to get at that time was not as significant as 
what came out later on. 
GOODWIN: How fine a collection is the collection? 
STENDAHL: It's modest, I'd have to say. I mean, he had 
some fine stone things, but he had his own feeling. He 
liked certain types of things, and he stayed away from 
other things. 
GOODWIN: What did he like? 
STENDAHL: He liked stone pieces. He had very little clay 
in his collection and no gold that I know of. So he stayed 
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away from those things, and he was interested in kind of 
basic rough form. So that when you see the collection 
today and compare it, it's not the great Arensberg collec-
tion as you imagined it years ago. 
GOODWIN: How widely was it acknowledged in his day as a 
great collection? 
STENDAHL: Well, being one of the only private ones to 
speak of, it got x-amount of publicity. It was never dis-
played as a collection, as a pre-Columbian collection, until 
it got back to Philadelphia. And even then, I think it's 
spread around so you can't get any impact, I don't believe, 
which could be just as well. 
GOODWIN: That's the way I remember it. Well, did he have 
visitors frequently from foreign countries? 
STENDAHL: Oh, everybody that came to town would want to 
get in to see his collection for one reason or another.. 
GOODWIN: Well, was that because of just the mystery of it, 
or were there scholarly types who came here to study the 
collection, to appreciate it on a very serious level? 
STENDAHL: Well, I don't know what we had. There were no 
pre-Columbian scholars at that time. But everybody in the 
field, in the art field or the museum field, was conscious 
of that. Word of mouth, too. 
GOODWIN: What kind of financial investment was he making 
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to build a pre-Columbian art collection? 
STENDAHL: None. He didn't think in those terms. 
GOODWIN: What did it cost? 
STENDAHL: I don't know. He's got the figures. Philadelphia 
has the figures. Ask them. 
GOODWIN: They never say. They probably don't know. 
STENDAHL: No, I believe there might have been a card file 
that I helped get together. I can't even remember whether 
we put the cost figures on those. There was never any 
appraisal made. Actually, he didn't spend too much money 
that I can think of. Everything was good then, but I mean, 
you could sell probably one piece today that would be very' 
important, and it would be worth more than his total invest-
ment. 
GOODWIN: Well, was it several hundred thousand dollars? 
STENDAHL: I would be surprised if it went up that high. 
I'm just trying to think. Oh, a $2,500 purchase or a 
$5,000 purchase was a big thing and included a lot of 
material. 
GOODWIN: What would it cost today? 
STENDAHL: Oh, you'd have to look it over. 
GOODWIN: Piece by piece? 

STENDAHL: Yes, there's no sense in getting involved in 
newspaper figures. One could go over and say, "What would 
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a thing cost, if it was available?" That would be another 
factor. Then you could put ridiculous figures on objects. 
I've seen people pay $150,000, $125,000 for a $25,000 object. 
Well, they say, "Find me another one like it." Well, if you 
want to grab it now and pay that kind of a premium, that's 
fine, but values are difficult things to talk about in art. 
Even though you have it in an auction calendar, it doesn't 
always mean that that's the true value one way or another. 
GOODWIN: Would Arensberg have a particular piece in mind 
that he'd want you to obtain for him? Or would he sort of 
shop for things? 
STENDAHL: No. Very seldom do you run into a collector in 
those days that had any thing in mind. You looked at what 
was available at the time and you either bought it or you 
didn't. But he never made any statement at all, and usually 
a collector doesn't have to. It's up to the dealers to know 
what you think they need for something, and they're all 
different. So somebody will say, "I'm going to buy."': They 
buy a pot, and that's the last pot they'll buy. I have 
maybe one or two people like that, that feel they have a 
limited space. But Arensberg was never like that, you 
know—"Get me this" or "Get me that." In paintings, yes, 
but Arensberg knew nothing about pre-Columbian art. He 
didn't care where it came from or what it was, just put 
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it in the car. He was not a student, and he didn't make 
any attempt to be a student. He was buying it for the art 
content, not for the curiosity, historical, or this. Yes, 
he understood naturally the period and what was created at 
a certain time and hoped that what he got would be genuine 
and just let it go at that. I find that Charles Laughton 
was much the same way. And many collectors today have not 
bought pre-Columbian art or [don't] buy any ancient art 
because of any necessary knowledge of the whole history 
and all that business. 

GOODWIN: Did Arensberg buy pre-Columbian art exclusively 
from your gallery? 
STENDAHL: Not necessarily, but usually what he did—he'd 
say, "Go over and sell it to Stendahl. If he'll buy it, 
then I'll buy it from him." [laughter] Then he knew if 
anything was wrong with it he could just reach over the 
fence. [laughter] I think that that probably has some-
thing to do with it. Also, if we thought it was signif-
icant in one way . . . . So I mean, that happened. I 
know a number of cases where that did happen. And he also 
realized that he was going to get first choice. 
GOODWIN: Which he had? 

STENDAHL: Yes. Then you just can't go wrong. But there 
wasn't that much opportunity. He didn't go out shopping. 
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I imagine people offered him things, but there weren't that 
many galleries outside of ours. They were all in New York, 
and most of those bought much of their material from us at 
one time. And I didn't see any carpetbaggers come back with 
anything. 
GOODWIN: Did Arensberg ever travel in Latin America? 
STENDAHL: I don't believe so. Neither did Frank Lloyd 
Wright, when he designed his Maya buildings up here. He 
never went down to Mexico. He bought things, and he 
enjoyed them, and he liked them, and he would design; but 
I don't think he ever saw a Maya temple. His son, Lloyd 
Wright, did the interior for this place in the beginning. 
Frank Lloyd Wright hated palm trees. "Cut these things 
down. They're not artistic at all." Hated palm trees. 
GOODWIN: Was Robert Bliss a client? 
STENDAHL: Yes, he and Arensberg. One time there were some 
masks, some objects that were for sale down there, that cost 
so much. At that time my father let them know that it took 
so much money, so he told them about this. And then they 
said, "Okay, here's the money, go get them." And then 
they would divide them. I don't know which one would flip 
and got first choice, and then the other one would get two, 
three, and then divide it off in that way. That was just a 
handful of objects, but Bliss liked highly polished stone; 
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He liked painted pots, Maya painted pots, and he liked 
figurines, the Jaina figurines, which were like the Greek 
Tanagra figurines. And he wasn't really in competition 
with Arensberg for the type of material that Arensberg 
wanted. Arensberg liked West Coast, you know, rugged, 
nonpretty things, and he'd take rough stone. Bliss never 
bought any of these. It would have to be a high degree of 
perfectionism. 
GOODWIN: Did Bliss come to Los Angeles occasionally? 
STENDAHL: He'd come and stay in Santa Barbara occasionally. 
GOODWIN: And visit here? 
STENDAHL: Yeah. But most of the time we did business with 
him back in Washington. 
GOODWIN: By today's standards, is the Bliss collection 
superior to Arensberg's? 
STENDAHL: Today? Oh, yes. More masterpieces. I'm not 
going to argue about it as to aesthetics so much—that's 
neither here nor there—but what's recognized is a piece 
that has a lot of value and a lot of importance, which you 
can stick up on your main shelf. 
GOODWIN: Was that because of his personal taste or the 
advice he received? 
STENDAHL: Yes, I think it was his personal taste and the 
fact that he was receiving advice on authenticity from 
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people like [M.W.] Sterling and [Samuel K.] Lothrop, who 
were archaeologists at the time and lived back there. Yes, 
Bliss liked the jade things, highly polished, and he liked 
gold. So you've got things that have an intrinsic value to 
begin with, that through the ages has had this value, and 
they've made beautiful objects out of it. And Bliss was 
very interested in the Near East, the Byzantine and the 
Mediterranean. He was, you know, weaned on the classical 
school, so his taste went to the more classical objects in 
pre-Columbian art. 
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TAPE NUMBER: II, SIDE ONE 
SEPTEMBER 2, 1976 

GOODWIN: Last week we ended with a discussion of some of 
the clients of the gallery. And we spoke in some detail 
about Walter Arensberg and then also about Robert Bliss. 
I'd like to continue this morning discussing some of the 
other major clients over the years. 
STENDAHL: Well, that of course should take a little more 
research than just sitting down. Locally, we had the 
Charles Laughton collection that was quite significant in 
the pre-Columbian field. 
GOODWIN: How did he get started? 
STENDAHL: Well, he just liked the figures, the forms. He 
especially liked clay figures that were bulbous, that kind 
of reflected his figure. And he related the pre-Columbian 
to the expression that you would get in modern art. I 
think he just happened to see the things maybe at Aresnberg's 
one day and then decided he'd like these objects. And he 
collected on a very personal basis. Later on, when he 
died, his wife then sold the collection at Parke Bernet. 
GOODWIN: So it was broken up? 

STENDAHL: Yes, his whole pre-Columbian collection was 
broken up. She kept a few pieces. 
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GOODWIN: Did any other collector obtain a large part of 
the collection? 
STENDAHL: Well, no. That all just went all over the place. 
And Irving Stone—he started buying these things at an early 
date. You would have to ask him what caused his interests, 
[laughter] 
GOODWIN: Is he still collecting? 

STENDAHL: No, not that I know of. There was William Wright, 
who was a producer at MGM, who started a collection. Ruth 
Maitland—she was involved in the art scene for some time. 
Her collection of pre-Columbian was very modest. And then 
Wright Ludington started doing a little. He was the driving 
force in Santa Barbara. And Buel Hammet was the [president] 
the Santa Barbara museum for some time. He had a modest 
interest in things. He finally shot himself. 

The San Francisco area, there was very little activity 
in pre-Columbian art until Jerry MacAgy was involved in San 
Francisco, the [California Palace of the] Legion of Honor. 
And they had a nice show up there. We had connections with 
dealers there, but there was very little collecting there. 

Most of the activity was museumwise. We sold to the 
Minneapolis [Institute of Arts], mainly because many of 
their board of trustees lived in the summer in La Jolla. 
Searle and Post [actually Pillsbury] and all of the cereal 
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people. The nucleus of their collection was bought here one 
afternoon. And we also sold them the Peruvian collection 
that we bought from the retired director of the Los Angeles 
County Museum. 
GOODWIN: Who was that? 
STENDAHL: That was Mr. [William A.] Bryan. I think it was 
Bryan. The museum wasn't interested in the collection, so 
we bought it for $1,000 and sold most of it to Minneapolis 
for $2,500. So L.A. missed a big collection because they 
couldn't afford it. [laughter] That's the story of our 
life. 

The Worcester irtuseum was a client of ours, but that's 
not locally except that a Mr. Aldus Higgins was a trustee 
there, and he would come out here. When they were on 
vacation, they would spend some money. But the material 
usually ended up in a museum, which is true in a number of 
cases. And then Fred Fuller, who ran the Seattle Art Museum, 
he was a constant buyer on the coast. 
GOODWIN: What kind of relationship would you like to 
develop with a client? Would you hope to work with a 
client closely over many years or is that usually impos-
sible? Do you try and sell a large number of objects at 
one time? 
STENDAHL: One of the big clients was the [Thomas] Gilcrease 
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[Institute of American History and Art] in Tulsa, Oklahoma. 
And there was a man who would come and buy $100,000 worth 
of pieces. And he also had one of the great Western painting 
collections. It's sad. He overbought to the extent of a 
couple of million and later went broke—oil money. Being 
part Indian himself, he was interested in all of these cul-
tures. We used to take a truck and fill it with objects and 
go back to Tulsa and set up an exhibition. He'd buy the 
whole thing. That was the ideal client. 
GOODWIN: Right. 
STENDAHL: But I found that you just don't really go in and 
tell anybody what they should do in the way of collecting. 
Even though somebody may come to you and ask you, they will 
do just the opposite, usually. It's strange that people act 
that way, but it is a personal matter, art collecting. 
GOODWIN: Is that because the collectors are looking for 
bargains and they don't want to pay big prices? 
STENDAHL: Well, some are, yes. The ones that are collecting 
it because they're friends of somebody that's leading in the 
community. We used to have people come out from Chicago, 
and Mr. Culberg was a leader in modern art. And when he 
started buying pre-Columbian, then people in Chicago—many 
of them wintered here—would come in and they'd want some-
thing just like Mr. Culberg had, and naturally as cheap as 
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they could get it. For instance, you will find some object 
and you will know more or less which one of the collectors 
would be interested in it because of their past collecting. 
You couldn't sell Mr. Bliss a certain type of thing, but Mr. 
Arensberg would be interested in it, and vice versa. Some-
body would like highly polished jades, and they wouldn't go 
for rough stone. You'd get a piece, "This is a Laughton 
piece." Or, "This is an Arensberg piece." And occasionally 
there are museums that need a certain thing, but we haven't 
found people who say, "That's what I'm looking for now." I 
think that the reason why they haven't is because there are 
very few people that have gone into collecting the ancient 
cultures of America with the idea of making a composite, a 
story-telling collection. That's a museum job more or less, 
which our local museum does. 

GOODWIN: Well, it sounds like collectors' interests in the 
pre-Columbian field don't change very much. Once they find 
an area they like, they stick to it. 
STENDAHL: Well, that was true in the older collectors, but 
collectors today, they change with the fashion of the objects. 
They will become interested in it because they like this 
type of thing, and then they'll have that for a while. And 
then they become a little bit tired or their tastes will 
either improve or widen, and then they will widen their 
collection. 
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GOODWIN: What have some of the fashions been in pre-
Columbian art? 
STENDAHL: Fashions? 
GOODWIN: I mean, at one time one kind of art is more 
popular than another, and then ten years later it's a 
different kind of object. 
STENDAHL: I think that depends a little bit on the material 
that's coming in at the time. The West Coast material from 
the states of Colima, Nayarit, and Jalisco, these things are 
one of the first things that came out. Zapotecan pieces 
from Monte Alban were one of the really first, but they were 
a little bit over ornate, and nobody liked them very well, 
so there was never a Zapotec period. 

GOODWIN: When was this popular, the west Mexican material? 
STENDAHL: Well, when we first started bringing it in, 
because that was more or less available. That was the 
first collection we got from the National Museum [National 
Museum of Anthropology] in Mexico City. 
GOODWIN: What years? 
STENDAHL: Between '35 and '45. So that was what was 
available, and people got that. And then there was 
material that came from Veracruz that was very interesting, 
and people were all excited about the material, figures, 
clay figures from Veracruz. Then the Maya field came up 
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and is always one of the top fields, and is always very 
popular. 
GOODWIN; When did that get going? 
STENDAHL: Well, that's always been with us, but I would say 
the Maya material is what is most collectible. They have a 
more naturalistic approach. And highly painted bowls—• 
there's been a lot of publicity. Then there's the Olmec. 
That's the rarest and probably the most dear of the objects 
in that there are polished jades in beautiful forms and 
sculptures, very sculpturesque. That's popular today. Then 
there was a period where the preclassic—Olmec is preclassic 
but this is the material prior to the time of Christ which 
became very popular. Even very simple material—that was 
more of a New York fad. Then we had Mezcala forms in stone 
and related that to abstract art. It was more abstract than 
the clay figures from western Mexico. And there was a time 
when they said, "Well, you can't sell a west Mexican piece 
on Madison Avenue." They're beyond that, you see. 
GOODWIN: Is the supply of these various objects exhausted 
or do dealers simply look for something new? Do they try 
and establish a new trend? 
STENDAHL: Well, if you get something that's unusual and 
you want to popularize it, it's a good idea to put on a 
show to feature it. 
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GOODWIN: Right. But who's creating the interest or the 
need for a new style: the natural supply of the objects? 
or the dealer who is able to provide the objects to the 
collectors? 
STENDAHL: Well, first the dealer has to have them. I 
mean, the idea wouldn't come into anybody's head until they 
could see them. One doesn't do that anymore, I don't think. 
We tried for years promoting, but our promoting was being 
involved in over 100 exhibitions, throughout the United 
States and in Europe. [phone rings; tape recorder turned 
off] 
GOODWIN: We were talking about the various trends in col-
lecting and whether dealers helped to promote those trends. 
STENDAHL: Well, that's the whole thing. If it wasn't for 
dealers, there wouldn't be any material. Somebody's got to 
go out and get it from the source and bring it in—put it 
up for the public. It's the same way in paintings, too. 
An artist, if he doesn't get a showing—you might have a 
lot of great artists, but that's one of the problems with 
the art business in Los Angeles. There's just a couple of 
galleries for many years and thousands of artists that were 
calling themselves artists. They're all painters, but 
maybe there's a half a dozen artists. And if they couldn't 
get exposure, they may be as good as an Eastern artist, but 
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without the exposure there was no chance for them to get 
write-ups in the major magazines and things like that. 
So you had to have, say, a New York show or a Paris show. 
I don't know if anybody's ever made it with a Los Angeles 
show. [laughter] 
GOODWIN: I don't think so. Well, when a new trend emerges 
in the pre-Columbian field, does that mean that the previous 
trend is exhausted because the supply of objects is depleted 
STENDAHL: No, customer interest. 
GOODWIN: The customers lose interest in the previous trend 
and are looking for something new? 

STENDAHL: That's right. They need stimulation. I would 
think art would be especially that way. If you stand 
still, if the collector stands still, his collection is 
not going to reflect much of anything. Of course, there 
are as many reasons for collecting as there are collections, 
I think. And after all these years, I can't figure out why 
anybody would buy anything in the first place. 
GOODWIN: Really? 
STENDAHL: If you said, "Make a formula: what would 
influence somebody to buy an object of art?" I would 
say there is no formula. 
GOODWIN: Well, one reason you've suggested was keeping 
up with the Joneses. 
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STENDAHL: Yes, that's a reason. And I've often fought 
that. I mean, I think there's no such thing as a faddism. 
People approach you with that idea. They say, "What's the 
fad now?" But I have to admit that it is true and to a 
great extent. We'd like to keep art pure, but I'm afraid 
we can't do it. 
GOODWIN: What are some of the other reasons people collect? 
STENDAHL: Well, I think that their eye is the most 
sensitive object: if it comes back at you and says 
something. You know, people will collect just for the 
art sake. And there's an investment possibility, too. 
GOODWIN: How prevalent is that in the pre-Columbian field, 
people trying to speculate? 
STENDAHL: Well, I don't think it's very prevalent when you 
talk about investment in the way of pre-Columbian collec-
tors. However, with paintings, many of our collectors have 
been the best, smartest dealers in paintings: Walter 
Chrysler, Stanley Barbee, and a lot of early names, here. 
Those who bought in the thirties made a killing in the 
forties and fifties and would have really done something 
in the sixties. However, the auction market was respon-
sible for that, mostly. You could put your paintings up 
for auction, and we've got thousands of people throughout 
the world who'll be getting Parke Bejrnet catalogs and 
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bidding. Well, if you put up pre-Columbian, there's only 
five people who are interested. So there was no real way 
for anybody to buy pre-Columbian and expect to sell it in 
an easy manner. But what, of course, has happened is that 
people have bought hoping that they could then give it away 
at a later time and there would be an appreciation in value. 
GOODWIN: A tax advantage? 

STENDAHL: Yes. And that's responsible for many of our 
museums collections and UCLA today. So that is an invest-
ment thing. I think that people look at it, in a way, from 
that standpoint. 
GOODWIN: How have prices risen over the years? What would 
be some examples? 
STENDAHL: Well, I would say that they've at least tripled 
in ten years. When you talk about prices at the source and 
the price that we get . . . . A lot of things stand still, 
so you can't make a sweeping statement. You have to pick a 
certain field. 
GOODWIN: What kinds of things stand still? 
STENDAHL: Well, things of which there are an ample supply. 
The West Coast stood still, for instance. A $1,0 00 figure 
had been a $1,000 figure for a long time. And it depends 
upon the quality of the figure whether you pull it out of 
that. But now I would say that what we were selling five 
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years ago for $1,000 we're paying today $1,000. So then 
you would have to decide on your old merchandise or your 
new merchandise what you're going to come up with. It's 
just been a constant increase, and in some forms of pre-
Columbian art the increase has been tremendous. 
GOODWIN: What are some of those, what areas? 
STENDAHL: The Olmec and Maya field. There's been a big 
jump in prices, and yet they've always been expensive 
things. However, there was a day when the best masks, 
for instance—pre-Columbian masks of the Olmec—would sell 
for $2,000, and today the best one might be priced at 
$150,000. And that's a pretty good jump. But that is a 
matter of rarity, and in the highest form of their art. 
You can take something that doesn't have an art content, 
or even though it's old, it doesn't mean it's of value or 
gone up in value even. 
GOODWIN: How rare is a high-quality object among a large 
number of objects that are generally available? 
STENDAHL: Well, it's the quality within the rarity. Just 
because something is rare doesn't mean necessarily that 
it's going to demand a great price or be sought after. It 
has to have something beyond that rarity. I mean, you can 
get an Olmec mask, for instance, as the basis for talking 
about these things, and an Olmec mask can be a wreck. It 
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just doesn't have it. Just because it's Olmec, at the same 
time, it won't have the quality of a fine one. Then you'll 
grade down. You grade up depending upon the piece itself. 
But naturally the pieces that bring a high value are both 
rare in number and rare in quality. 
GOODWIN: So you have to search pretty hard to find a fine-
quality item? 
STENDAHL: Yeah, you have to do that. They made hundreds 
of thousands of objects, and you can dig down twenty feet 
and come upon a couple of old bean pots. They could be as 
old as the hills but absolutely no value for the art market, 
for the collector market. There are many persons today who 
will come in with material, and 1 out of 100 will have 
something that has real value. 
GOODWIN: Do you try to stock objects of varying quality 
for various levels of customers? 
STENDAHL: Yes, that's true. Yeah, we get what we like. 
I don't give too much of a thought to that, but if we like 
it, we'll get it, not thinking of a client or anything 
like that. 
GOODWIN: How has the market for pre-Columbian art grown 
in terms of numbers of collectors? At one time you sug-
gested that there were maybe five top collectors. What's 
the situation today? 
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STENDAHL: Well, there's still five top collectors. There's 
a lot in between. When we speak within the field ourselves, 
we say, well, there's between five .and ten people that really 

have got the money. And then there would be hundreds that 
have an interest, yes, but your top collectors are still the 
same people. They die, and then they get filled, or maybe 
they want to sell or give their collection to a museum, and 
then they stop collecting. Or they run out of rooms. [tape 
recorder turned off] 
GOODWIN: You were mentioning that there was only a small 
number of top collectors of pre-Columbian art. Who are 
some of those people, whether they're your clients or not? 

STENDAHL: Well, I don't know. That's something I'd have 
to work out a list. Some names you put out and some names 
you wouldn't. I was just called by John Charnay, who wants 
to do an article on small, fine collections that are unknown. 
Usually if they're unknown, they've got a damn good reason 
for wanting to be unknown, so that I don't think that one 
would put out who the top collectors would be without asking 
them if they wanted to be named, you see. 
GOODWIN: Are there some people who are generally known 
whose anonymity wouldn't be threatened? 
STENDAHL: I don't know. If you have somebody that would 
be buying, maybe he's buying today and not tomorrow, or 
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this and that. Maybe there's only one person who can get 
to him, you see. And I'm sure that anybody who loans 
material anonymously today to museums does so for any 
number of reasons. UCLA put out a big thing: the problems 
of theft, possible theft of collections. I think they 
notified a lot of collectors at one time. Maybe it wasn't 
UCLA, but I had that feeling. If a collector's name is on 
an object, then you can take it from there. 
GOODWIN: Is that the primary reason that collectors want 
anonymity—because they're worried about theft? 
STENDAHL: Yeah, I think that is important, yes. 
GOODWIN: Or is it they just want to protect their privacy 
and don't want to be bothered by museum curators who want 
to borrow their art? 

STENDAHL: No, it's a combination of reasons. If their name 
gets out that they're buying this, people come down here and 
look through our museum—dealers or runners or anything—and 
see names, then they'll call these people up. Well, if 
you've got something good, but nine times out of ten it's 
a waste of time. And today you don't know who's canvassing 
your property for what reason. And the insurance rates are 
so difficult. I'm waiting for a phone call to buy something 
back from a collector—not really a collector, but somebody 
who had a few pieces. They got their insurance bill, and 

64 



he says, "The hell with it. We want to sell." 
GOODWIN: Is there one person today, or several people, 
collectors who would be of the stature of Robert Bliss? 
STENDAHL: No, I don't think so. There may be museums, and 
as I said, museums are people. If a museum wants to make a 
collection, or they're influenced in some way or another, 
they will go out and try to find someone to back their 
purchase. Again, in the case of the Dallas Museum [of 
Fine Arts], it has a fine pre-Columbian collection. But 
the people that gave the money for the collection are not 
necessarily people that have collections themselves. The 
same way with the Houston Museum [of Fine Arts]. I don't 
believe there are any big collectors in Houston, but there 
are people that supported the museum. The de Menils, you 
know, big money families. And so you can't call the people 
collectors who have been supporting the museum collections. 
There's an Ernest Erickson. He would only buy certain 
things for Brooklyn and certain things for the American 
Museum of Natural History. Really, he has not given a lot 
of these things either, but they are there, and when he 
dies it will belong to them. 

GOODWIN: Is the reason that there's no collector today 
with the same stature as Bliss that the objects are too 
scarce, they're not available, or that nobody is spending 
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enough money to obtain such a large and distinguished 
collection? 
STENDAHL: No, the material is available. Some of the 
material has disappeared, I'd have to say, but the material 
is available from other collectors. There's a collector 
that I know that stopped collecting. He's willing to sell 
his collection for several million dollars. There's no-
body that has come up with that. It's very difficult to 
sell a complete collection, so he's now going to give it 
to a museum. 
GOODWIN: So in other words, there's no Norton Simon in the 
pre-Columbian field? 
STENDAHL: No, there might be some people in Europe. I 
know of several secret people there. I don't know their 
names, but they buy in antiquities through an agent, for 
what reason I don't know, but they're after top material. 
There's more activity going on in Europe today than in the 
United States. 
GOODWIN: Have you ever had any contact with Norton Simon? 
STENDAHL: No. 
GOODWIN: He's never been interested in the pre-Columbian 
field? 
STENDAHL: No. 
GOODWIN: Because I've never seen any indication of that. 
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STENDAHL: Oh, he's got his hands full. 
GOODWIN: What percentage of the pre-Columbian market is 
based in America in terms of collectors? 
STENDAHL: Well, I'd say probably 7 5 percent. 
GOODWIN: In the United States? 
STENDAHL: In the United States, yes. Now this may change. 
GOODWIN: Has it changed already? 
STENDAHL: I think it's leaning towards a change. But I 
have no idea how many collectors there are in Europe or 
how active they are. I just know that a good deal of 
material is being sold over there. 
GOODWIN: Well, has the United States always been the 
center for the market? 
STENDAHL: Yeah. The European museums, I know, there were 
some collectors there who were the first ones to get pre-
Columbian objects because they were more in contact with 
Mexico on an international basis. And their research—the 
German, French, and English, and Spain itself--had objects 
in museums before anybody here had heard of pre-Columbian 
art. We did have our Smithsonian and the Peabody [Museum 
at Harvard] and some long-established institutions in the 
East that were interested in man in America. But they went 
so far and then a lot of the interest kind of died out. I 
think they stopped collecting. Philadelphia [Museum of 
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Art]—they had their collections. Now that they have their 
collections, they want to stop collecting. The Peabody and 
the University Museum in Philadelphia—of course Philadelphia 
has probably been most active in the pre-Columbian field in 
supporting digs in Guatemala. And a lot of the money for 
actions in Mexico, like the Maya region, used to come from 
United States funds, various institutions now and then. But 
this was mostly after the European institutions had done 
their collecting, some as early as the 18 00s--I mean, the 
late 1800s—when actually the English, [Frederick] Catherwood 
and [John Lloyd] Stephens, kind of discovered pre-Columbian 
art along with a few French archaeologists. And then their 
books caused the interest from 1850 on to increase. Then it 
kind of died down apparently in a way. [phone rings; tape 
recorder turned off] 
GOODWIN: Among the Europeans who are collecting today, are 
there certain nationalities that are more active than others— 
say, the Germans? 
STENDAHL: That are collecting today? 
GOODWIN: Yeah. 
STENDAHL: Nationalities? 
GOODWIN: Yeah. 
STENDAHL: Well, that's hard to say. The Germans and the 
Swiss. There's been an x-amount of Italian activity. 
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GOODWIN: So it's fairly evenly spread? 
STENDAHL: Yeah, I would think so. Belgium has a couple of 
very active collectors, and Switzerland, and Germany. 
Apparently, one of the big collectors is in France today. 
And Italian collectors have been bothered by the financial 
crisis, so that things have slowed down there quite a bit. 
GOODWIN: Do you have many international clients? 
STENDAHL: Well, most of my international clients now are 
dealers, European dealers. I let them fight the battle. 
I'll sell to them, then they can fight. We had an exhibition 
that ran there for three years. 
GOODWIN: What was that called? 
STENDAHL: Called "Pre-Columbian Art in Mexico and Central 
America." And the show ran in conjunction with the Mexican 
government exhibition. 
GOODWIN: What year did it open? 
STENDAHL: It opened in '58 in Munich. Then the Mexican 
government joined our exhibition in Zurich and also in The 
Hague, the Gemeente Museum. And they joined us in Berlin, 
West Berlin, and then they split off and made their own 
exhibition that went all over. But we had exhibitions in 
Munich, Zurich, Paris, Holland, West Berlin, Vienna, 
Frankfurt, and then ended in Rome. And that was in 1960. 
So it was quite a time. And at that time, we did sell to 
several European collectors. 
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GOODWIN: Was the purpose of that exhibition to sell those 
works, or was it to establish an interest in the field, or 
both? 
STENDAHL: Well, these museums that I spoke of have an 
exhibition program. About every year they organize an 
exhibition, and they send it around to these various 
museums, and then they charge admission. And what they 

/ 

did with us was to pay us a fee to get this material to-
gether, both borrowed material and our material, and send 
it over there. It was kind of a flat-rate deal, and at 
the end we had sold x-amount. You know, people became 
interested. We didn't follow around; we were just there 
occasionally. But there was this museum interest, so at 
the end of the show some of the things were left, stayed 
in Europe. But it wasn't a sales exhibition. But it did 
create a lot of interest, which resulted in us doing a 
little bit of business there. 
GOODWIN: Was that a peak period for European interest in 
pre-Columbian art? 
STENDAHL: No, I think that this was one of the beginnings. 
They were interested prior to that, but I think it was 
helped a great deal—the fact that the Mexican government 
then took their show and they went to Russia, 
Czechoslovakia, Yugoslavia. Then it came back to this 
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country, and I think it went to London. Just kept going 
and going. 
GOODWIN: Did it come to Los Angeles? 
STENDAHL: Yes. When we joined them, our material just 
had an S behind it (you see, for Stendahl), and there was 
a little note or something. They didn't want Stendahl 
Galleries staring them in the face, but they saw a good 
thing and they came in, which was nice of us to let them 

GOODWIN: What kind of market is there in Latin America for 
pre-Columbian art among private collectors? 
STENDAHL: Well, Mexico City has a lot of collectors. 
GOODWIN: Are they Mexicans? 
STENDAHL: Yes, most of them, yes. There are foreign people 
there that have collections, but what their status is, I 
don't know. Then in Peru they have some fine collections, 
and I'm sure in Argentina and Caracas in Venezuela. I 
don't know about Colombia—the best collector in Colombia 
is the museum. That's usually the best collector in each 
one of these countries. 

GOODWIN: Is there some reason to explain why there aren't 
more collectors of pre-Columbian art in the native countries 
in comparison to the number of collectors in the United 
States? 
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STENDAHL: Well, we're still talking about partially tea 
cups. You see, there's only one city in Mexico—that's 
Mexico City. Guadalajara, yes, but there's just nobody 
there to speak of. You don't have a collector class as 
much. 

GOODWIN: Is it because of the money or the interest? 
STENDAHL: Interest, interest. Since they built that new 
museum [National Museum of Anthropology] and all that, 
Mexico's become very active. And a lot of the activity 
has to do with the diplomatic corps—the German-Mexicans, 
the French-Mexicans—I mean, the people that had come over 
there and were doing business. I don't know about their 
citizenship, but probably had dual citizenship. And then 
Mexico made it tough so everybody sent their collection 
out. So there's not much left there anymore, as far as I 
understand. They have discouraged collecting. 
GOODWIN: Would you say the situation is somewhat compar-
able to Americans' interest, or lack of interest, in 
American art? It doesn't seem that American art is a 
high priority among the best American museums. 
STENDAHL: You mean contemporary? 
GOODWIN: No, say, eighteenth or nineteenth century. 
STENDAHL: American art has been going through a big come-
back, and that's interesting to see. One of the reasons 

72 



is something to do. It's a faddism. People are going 
around paying thousands of dollars for a painting that 
hasn't got the aesthetic, hasn't got twenty-five dollars' 
worth of aesthetic value. Because if it had, people 
would have done something about it. But it's a nostalgic 
thing, which is nifty. That's fine, they're discovering 
a lot of artists that never could paint, but they painted 
at a certain time. Charlie Russell painted pretty good, 
but he says, "That painting isn't worth $10,000." [laughter] 
I'm referring to my,, father's sale, of a painting of his for 
$10,000. 
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TAPE NUMBER: II, SIDE TWO 
SEPTEMBER 2, 1976 

GOODWIN: Is there any interest in pre-Columbian art among 
non-Americans (meaning North and South America) and non-
Europeans (say, the Japanese)? 
STENDAHL: That's the next step. 
GOODWIN: Is it beginning to take place? 
STENDAHL: Well, their potters—the "national treasures," 
they call them, you know—their artists and artisans have 
been interested and have bought, you know, a little bit 
here and there in the pre-Columbian. Weavers have bought 
things, Peruvian textiles. And the institutions over there 
have been interested, but I don't know about acquiring. We 
were supposed to have an exhibition that would travel through 
Japan sponsored by the department stdres and the newspapers. 
But after a year's correspondence, we just couldn't get 
together. They wouldn't answer the letters. You know, 
it would be six months between letters. [laughter] 
GOODWIN: It fell through? 

STENDAHL: Yeah, it fell through. Australia was interested, 
too, in running a series of shows, so I was going to make up 
a big exhibition to go over there, but I got impatient with 
the Japanese. 
GOODWIN: Is there a major Japanese collector? 
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STENDAHL: Not that I know of. I believe there is. Some-
body's trying to influence me to send some material over 
there. But the Japanese are tough, tough buyers, as I 
understand it. And if a buyer isn't a national treasure, 
then I don't want to do business with him. 
GOODWIN: What about the Arab countries? 
STENDAHL: Well, that would be fine, but we haven't seen a 
turbaned man show up yet. I think that it would be very 
unusual, if a country decided—like in Persia, for instance, 
a friend of mine thought he would get an advisory position 
regarding ancient art of the Americas. In fact, he has a 
photograph or something that he has supposedly offered to 
them. But I haven't heard anything about it, and in the 
meantime the object has been sold. But there is this 
feeling that there might be a thing for them to do. But 
I can't imagine any Arabs. First you have to get a museum. 
GOODWIN: It sounds exotic but fascinating. 
STENDAHL: Well, what Arab oil country has a museum yet? 
None that I know of. 

GOODWIN: What about art collecting in the communist coun-
tries? Is there any interest in ancient art? 
STENDAHL: Oh, I think there certainly is. There has been 
trading done between museums behind the Iron Curtain and 
pre-Columbian dealers. They have traded for objects of 
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South Sea and Northwest Coast, things like that. It hasn't 
been, as far as I know, a cash deal. A few enterprising 
dealers have gone in, and they've wanted me to go in, but 
I hadn't that confidence in the dealers to give my material 
for the trade. There's some good trades that they made with 
Hungary. There may be an East German museum, Dresden or 
Leipzig. Trades have been made. I know one dealer that's 
now looking—I got a postcard from Russia, so he's probably 
over there seeing what he can do. So these are all things 
that have been tried and been successful to a small degree, 
but there's no real trade going back and forth. 
GOODWIN: Is there any activity in Cuba regarding pre-
Columbian art? 

STENDAHL: No, there wouldn't be any. They have the art of 
the Antilles, which is a similar art. And the university 
in Havana, they have a nice collection of the local mater-
ials. Nothing spectacular. Puerto Rico—they were doing 
some work. Usually it is one person, and this person was 
making a collection in a museum. I don't know who he was, 
but I've known people who have gone down there to try to 
sell him and also to appraise his collection. But those 
are the only two. I don't know if Jamaica has been involved. 
GOODWIN: I was wondering if any of the communist countries 
or the so-called Third World countries were interested in 
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developing these kinds of collections because of their uses 
in terms of propaganda. But it seems these Third World 
countries are too poor to develop the collections. Or 
simply don't care. 

STENDAHL: Well, I don't think they would be thinking in 
that direction. I'm sure that professional museum people 
in places like Czechoslovakia and all that would love to 
have a room of this sculpture and that sculpture and all 
that. But as you say, it's probably a low priority, budget-
wise. And it's just to show their own people. It's going 
to educate their people. I don't know what the propaganda 
value would be at all. You've got to influence the people 
from whom you're collecting, you know. 

GOODWIN: Right. At the moment it does sound frustrating 
to be a curator in a communist country. 
STENDAHL: Well, as far as all forms of art, I think. 
GOODWIN: Right. 

STENDAHL: Unless it's from their own soil. Now China is 
doing a marvelous job in excavating and, you know, working 
the fields. We got their collection out of them to travel. 
That was propaganda for China. But for them to collect 
Mexican art or something like that, I don't think it would 
work, unless they had enough so they could make a trade 
with the Mexican government, you see. Now, the Mexican 
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government made a trade with the Field Museum years ago, and 
the Field Museum got stung. But that's their fault, you see. 
GOODWIN: What did they trade? 
STENDAHL: They traded better material than the material 
they got, according to the consensus of opinion. So trading 
can be worked with a museum in Colombia, for instance. They 
can trade their basement material for basement material some-
place else. So there's a good possibility for that, but 
it's a long, hard pull. I think museums many times—in 
these Latin American countries, for instance—are connected 
with the administration. I mean, they have seven years or 
four years, and then when this turns over, your whole policy 
turns over; so you can't deal with any long-term personnel, 
as far as those that have to make the decisions. We tried 
to do that with our local museum here, had exchange exhibi-
tions or do something with a Central American republic, but 
outside of Guatemala, where the museum fell down, even 
before the earthquake, and they've sent out quite a few 
exhibitions to Japan and to Europe. They had some fine 
shows. And Colombia sent out their gold show all over the 
world, and Ecuador is doing a little bit. So there is 
progress in the countries that have money. But Honduras 
and Costa Rica—-I doubt if anything can happen to these 
smaller places. 
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GOODWIN: What kinds of collectors do artists make in the 
pre-Columbian field? 
STENDAHL: Oh, very selective. They see the art content. 
GOODWIN: Who have been some of the active collectors? 
STENDAHL: Locally, a name would be Millard Sheets, who has 
a fine collection. 
GOODWIN: Is it still growing? 
STENDAHL: Yes. One minute he'll try to do something with 
it; the next minute he's buying more. 
GOODWIN: So he's been a client over the years? 
STENDAHL: Yes. Well, they had a show of artists collecting. 
The show was held at Newport [Harbor] Art Museum, and the 
names of the artists who collect in the primitive field 
were brought up in that. There's—I can't remember— 
[Emerson] Woelffer. And then we have a very fine, nice 
collection in the Bay Area, Erie Loran. Lee Mullican 
locally. 

GOODWIN: Is it rewarding dealing with artists or is it a 
pain in the neck? [laughter] 
STENDAHL: Well, no, that depends on the person. The 
business that we've done has been fine but relatively 
small. 
GOODWIN: Right, assuming they don't have too much money 
to spend. 
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STENDAHL: Yeah, I don't know of any artists actively doing 
anything today outside of Sheets, who is doing a little bit. 
The money is certainly an important thing. 
GOODWIN: What about artists outside of the local area? 
STENDAHL: I don't know of any artists outside of [Jacques] 
Lipchitz. 
GOODWIN: He was interested in pre-Columbian? 
STENDAHL: Yes, he has quite a collection. I haven't seen 
the whole thing, but his collection takes in a lot of areas, 
not just pre-Columbian. 
GOODWIN: Henry Moore? 
STENDAHL: Well, Henry Moore started, only I don't know what 
ever happened. He was in Italy when I was and showed a group 
of things to be exhibited at Marlborough Gallery. But then 
the stuff got to England and Marlborough Gallery wanted the 
British Museum to back this show. And they weren't about to 
back a commercial enterprise, so that ended that. We never 
followed that through to find out if there was anything 
that Moore would be interested in, so we never did contact 
him outside of that one time in Italy. A German artist 
bought things from us, but through a dealer in Germany. 
GOODWIN: Who were they? 
STENDAHL: I don't know who they might have been, but they 
were the ones that had the greatest appreciation. They 
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were drawing things in the basement that the curator wanted 
to throw out of the show because they didn't think they were 
art or this and that. So the artists would bring up these 
drawings, these magnificent abstract forms and things like 
that. 
GOODWIN: What about Mexican artists? 
STENDAHL: Well, Tamayo has a great collection, and he gave 
it to the city of Oaxaca, and they built a museum for it. 
And Diego Rivera built his own museum. I would have to say 
that Diego Rivera was the first pre-Columbian collector of 
any note. He was interested mostly in west Mexico, too. 
So he was one of the granddaddies of the collecting. I don't 
think Siqueiros or any of the other fellows that I know of, 
Orozco, they didn't collect. In fact, they had such a 
heated kind of an existence I'm sure they had no time to 
even think about collecting. [Roberto] Montenegro had 
some little Maya things, but not much of a collection. 
GOODWIN: Is it reassuring to think that great artists 
collect this material? 
STENDAHL: That's their problem. 

GOODWIN: It doesn't confirm for you the . . . ? 
STENDAHL: Well, nobody has to confirm one's convictions. 
Once you get an eye, you don't care if anybody likes it or 
not. 
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GOODWIN: How do you get an eye? 
STENDAHL: Well, by being born and growing up and looking 
at things, you know. I don't know how the interest starts, 
but some people have better eyes than others. But that's 
not the point. Some people can live without looking at 
things, and others we have to have things to look at. And 
we don't care if somebody likes it or not, you know. There's 
some people that may be worried about that, but I don't. 
The fact that the artist is interested is a credit to the 
artist, I think. 
GOODWIN: How did you develop your eye? 
STENDAHL: Just by looking—that's all. My eye isn't so 
hot. 
GOODWIN: When did you start looking? Has it always been 
a part of your life? 
STENDAHL: Yes, since the twenties, I guess. Since the 
Ambassador Hotel was built. What you thought was great 
then, you don't think is so great now. 
GOODWIN: How important is reading? 
STENDAHL: I don't know. I think that reading was important 
to everybody in understanding the big switch we made from 
academic art to modern art. I believe it is something that 
was hard for the people to see with their own eyes. They 
have to be led by teachings one way or another. You realize 
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how long it took, even in the higher echelons of art 
criticism for this art, even El Greco, to be appreciated. 
And I believe in my case, in many cases, I think reading 
and this vast amount of literature that did come out and 
was popular as everybody was discovering this marvelous 
thing had a lot to do with it. Now, if you've grown up 
with it in other generations, X believe reading wouldn't 
be that necessary. You're going to get that in your art 
appreciation in schooling. 
GOODWIN: So the key to developing a sensitive eye is the 
experience of looking? 
STENDAHL: Yes, you have to like to look. I don't know 
how you bring up society to like to look. You put out a 
certain amount of propaganda, but then they have to come 
and exercise their eyes. 
GOODWIN: Do you think some people have it and some people 
don't, and not everyone is capable of developing a sensitive 
eye? In other words, is it a mysterious quality? 
STENDAHL: No, it's not hereditary. It's just the drive 
inside of a person. It's not a hereditary thing. 
GOODWIN: Is everybody capable of developing an eye? 
STENDAHL: I don't know. Ask the medical profession that 
question. 
GOODWIN: Well . . . . 
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STENDAHL: I'm sure that everybody that puts their mind to 
something can end up doing it. I think it's a desire to 
put your mind to something. I say why bother educating? 
I think it's a waste of time. You put it before them—if 
they like it . . . . Don't try to shove it down their 
throat. 
GOODWIN: Well, do you think art history should be taught 
to college students and high school students, and everyone 
should be exposed? 
STENDAHL: Yes, I think so. The eye is the most sensitive 
part of your body and the greatest source of appreciation, 
I think, through the years. So they should try to develop 
it as much as possible. 
GOODWIN: Why don't you think we have more sensitive col-
lectors? Why isn't the art world bigger than it is? I 
think it's growing, but if you just look at a few numerical 
examples—say there are 30,000 people in Los Angeles County 
who are members of the art museum, that doesn't seem to be 
enough. 
STENDAHL: Oh, it seems to be more than enough. I think 
it's an awful lot. You can't service that many people, 
really. 

GOODWIN: But don't you think there are many more people? 
STENDAHL: Why should they join? It's there. They can go 
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in and see it, you know, anytime they want. Joining is just 
a matter of giving x-amount of support. Actually, only a 
few out of that 30,000 really help support it. Your twenty, 
fifteen-dollar-membership—it costs you more than that to 
process it. 
GOODWIN: Well, assuming that the larger levels of member-
ship go toward acquisitions, wouldn't it be nice for there 
to be many more generous supporters? 
STENDAHL: Oh, yes. [phone rings; tape recorder turned off] 
I was going to say if one small fraction of 1 percent of 
the people in the world were interested in buying art, 
there wouldn't be any available, you know. One could con-
sume all of the ancient art in very short order. Contem-
porary art is another thing. People always have prints, 
you know, in their homes. 
GOODWIN: Do you consider yourself to some extent an 
educator, in terms of trying to sensitize the eyes of 
your clients? 
STENDAHL: Not as far as the clients go, but we did have a 
big program of exhibitions. And as an exhibitor, you're an 
educator and that's the only reason you can figure out for 
doing it. I don't know, we have organized exhibitions and 
send them around the country or locally; we wouldn't follow 
them around. We would charge the institution $500 or 
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something like that to defray the expenses of the catalog 
and packing and organizing. So that the only excuse you 
could give yourself is you're trying to provide museums 
with exhibitions that they need badly, and [you're] hopeful 
that people would see this and get some pleasure out of it. 
You don't expect any clients to evolve in Stockton, 
California, or Schenectady or something like that. 
GOODWIN: Why not? 
STENDAHL: I don't know. Well, we've tried. We've had 
exhibits all over, but you know the amount of sales increase 
that have resulted have been very, very small. But it would 
have to be done at some level, and we enjoyed it very much 
during the forties and part of the fifties. And our local 
organization, the Ethnic Arts Council, we organized a num-
ber of fine shows. But we only hope that the kids get in 
to see them; that's about it. 
GOODWIN: Does a dealer have to have a great deal of 
patience to work with clients? 
STENDAHL: The client? What do you mean? 
GOODWIN: Do you have to hold them by the hand and baby 
them? 
STENDAHL: No, I don't think so. 
GOODWIN: Does it help? 
STENDAHL: No, the only thing you do with clients is you 
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wait till they have the money to pay you. The only babying, 
you might say, is just patience. But I haven't found any-
body that needs his hand held. 
GOODWIN: Well, if you see a client who seems to have greater 
potential thaii he's currently fulfilling, how do you get him 
to become a better collector? How do you move him from one 
level to the next level? Or is that impossible? 
STENDAHL: Oh, I don't think you even try, outside of general 
conversation, you know. I don't think you set about to 
make somebody's collection great unless they say, "Make 
my collection great—here's the money." 
GOODWIN: So you're not necessarily trying to continually 
upgrade? 
STENDAHL: No, I'd rather that everybody bought low-grade 
stuff and save the high-class stuff . . . . 
GOODWIN: People who want it? 
STENDAHL: [laughter] No, as I said, you can tell collec-
tors what they should do, but only 1 in 1,00 0 is going to 
do it. For instance, I have one case in which somebody is 
making a collection for an institution, and we haven't had 
to hold their hand, but they will take advice. I think 
that's marvelous. But usually if you get an object, you 
call a collector and say, "I've got this," and then you 
get a photograph, you bring it to them, and then they make 
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up their minds. You know what collectors are trying to do. 
You don't influence them to do that usually. They come and 
make up their minds some way. There's many ways of collec-
ting, so you can't tell a person that they should do this 
or that. You can't tell Arensberg what he should do or 
Bliss what he should do or Vincent Price. 
GOODWIN: Do you like to socialize with clients? Is that 
part of the business? 
STENDAHL: Well, it's not a matter of liking. It's a 
matter of what one does. [phone rings; tape recorder 
turned off] 
GOODWIN: I was asking about socializing with clients. Is 
it necessary in order to . . . ? 
STENDAHL: I don't think it's necessary at all. It just 
always seems to happen in a certain way, in that you seem 
to run with a group of people that are interested. So when 
you come to town or they come to town, you do this and that 
together with them. And you introduce them to people that 
have collections. It's got kind of, you know, a dinner 
type of a socialization. And a few of us formed this 
Ethnic Arts Council, which has 100 members. 
GOODWIN: How did that come about? 
STENDAHL: Well, we were trying to get material for a pre-
Columbian hall that the County Museum of Natural History 
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was going to construct. So in order to help this whole 
project, a number of us got together and started this 
business, which was connected with the museum for a while, 
and then we broke off from the museum. 
GOODWIN: Who were some of the other founders? 
STENDAHL: Well, there was George Kennedy and Ginnie Weaver. 
Both of them have been on the board, I think. And there was 
a Helen Kuhn, who was a fine collector. But the whole list 
of the Ethnic Arts Council is available. My brother-in-law 
and myself [were in it]. 
GOODWIN: Who is your brother-in-law? 
STENDAHL: Joe Dammann. There's a few that I can't remember 
right now. 
GOODWIN: How does a person become a member? 
STENDAHL: By giving us $100. 
GOODWIN: That's all? 
STENDAHL: That's all. 
GOODWIN: He didn't have to be a collector? 
STENDAHL: No. All we wanted was $100. 
GOODWIN: Was it tough getting members? 

STENDAHL: No, not after a while. Now we have to restrict 

GOODWIN: How is it restricted? STENDAHL: Well, we try to keep the number down, that's all. 

89 



We like to meet in houses, and it's too big to do that. 
GOODWIN: So are most of the members now collectors? 
STENDAHL: Not necessarily. They all have art in their 
home in one form or another, but I wouldn't say that 
they're collectors. 
GOODWIN: That's an interesting question. When does a 
person become a collector? 
STENDAHL: Yeah, that is an interesting question. [laughter] 
When he sells his first piece. [laughter] Or trades a 
piece. Oh, I think you have to have a roomful of stuff, 
you know. I think you have to have a direction. 
GOODWIN: Can you have a roomful of junk and be a collector? 
STENDAHL: Yes, absolutely. You could collect spindle 
whorls or things, not spend over a dollar apiece, and 
get a collection. 
GOODWIN: Do you think that feeling is in almost all 
collectors, even the best collectors? They love being 
around objects? They have a pack rat instinct? 
STENDAHL: Yes, I think so. Somebody who's buying art to 
decorate their place is one thing, yet they have a collec-
tion. When they're through and they have all their walls 
filled, they've got a collection, even though they just 
want to get something nice to have to look at and furnish 
their home. You find that that kind of a collector loses 
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interest after a while. They're naturally not active 
buying. And when you're not out buying things, a lot of 
the fun, X would say, would be gone. But there is as many 
reasons for somebody buying art as there are people who 
buy the art. I couldn't derive any formulas out of the 
people of the Ethnic Arts Council. They're all different. 
GOODWIN: What is the goal of the council at this point? 
STENDAHL: I don't know yet. I think we ought to fold up. 
GOODWIN: Really? Why? 
STENDAHL: Because there's nothing more. We've run out of 
gas. We've been thinking about this and talking about it 
for some time, the hard core. We get the people that were 
enthusiastic, and then they've had it. And it's hard to 
get other people who are going to take over and really 
drive and work on it. If people like that show up, that's 
fine. We're waiting. 
GOODWIN: But isn't the need for the council greater than 
ever in terms of building local museum collections? 
STENDAHL: Oh, the need will always be there, but there's 
no way. I mean, we've abandoned the County Museum of 
Natural History's collection. Nobody's working on those. 
And the County Museum of Art doesn't have a room, so, as 
we mentioned, nobody's going to give them anything impor-
tant. And they just want masterpieces. Yeah, there will 
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always be a good reason for a council, but sometimes things 
can die of lack of interest if nothing is going on. 
GOODWIN: It sounds like a sad situation. 
STENDAHL: Well, it might be. I don't know. You'd have to 
talk to the board. 1 

GOODWIN: Do you think if the council were less exclusive 
in terms of taking in more members, then it might be more 
successful? 
STENDAHL: Well, it takes somebody to administer all this. 
See, we're just a bunch of people. Who wants to do all 
that work? Some of us used to, you-know, Work our ass off. 
Now those people are—forget it. But if a new group comes 
up and wants to do something . . . . But there again, when 
you're limiting yourself to try to keep it small, so you 
can have an annual party at some of these places, to expand 
to a 1,000 members is another ballgame. So there's a lot 
of little factors. Maybe the council ought to attach itself 
to something like the County Museum, one museum, and then 
dissolve itself and become a council of that. This has 
been brought up time and again, but nobody wanted to do 
that because we have our independence. And we're the only 
council that has that. 
GOODWIN: Right. 

STENDAHL: And everybody wants to find out how we do it, 
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you know. Well, you get ten people together, and they love 
each other, and then are willing to work, and then you can 
go from there. 
GOODWIN: Has it been easier working with one museum as 
opposed to some of the others? 
STENDAHL: No, that wouldn't make any difference. 
GOODWIN: Say, is the County Museum of Natural History very 
cooperative? 
STENDAHL: Oh, they're easy, yeah. They give you the key. 
They don't care. 
GOODWIN: What about the County Art Museum? 
STENDAHL: Oh, they want to have a very tight control so 
that if somebody in our group is on their board and is 
going to run something, that's easy. But if we're not, 
we've found that there has been difficulties because they 
have no curator. Sometimes you throw up your hands. 
GOODWIN: Why don't they have a curator? 
STENDAHL: Because they don't have any collection. Why 
should they have one? 
GOODWIN: Well, if they want to build a collection, they 
need a curator. 
STENDAHL: Well, you can do a lot of stuff without a curator. 
You have to have a gallery, really. They have, you know, 
hundreds of employees. I don't know what they do, but it's 
unbelievable. 
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GOODWIN: Well, it sounds like the longer they wait, the 
worse the situation is going to get. Aren't prices just 
going to keep climbing? 
STENDAHL: The fine things are going to climb, yes, but 
they're depending upon gifts. They tried to get a couple 
of people to buy things from me for their permanent col-
lection, but they were unsuccessful. They couldn't raise 
the money. But they'd like masterpieces in this field. 
GOODWIN: Well, it sounds like the trustees or whoever is 
responsible have a distorted view of the situation. 
STENDAHL: Well, there's not that much money. You've just 
got a very few trustees that are willing to part with good 
sums of money to buy top things. Poor Anna Bing [Arnold] 
can't buy everything. 
GOODWIN: Right. [laughter] 
STENDAHL: I mean, Jesus. 
GOODWIN: One would think that they would try and build a 
fine art museum and collect actively in many different 
areas. 
STENDAHL: They haven't got the room to begin with. Be-
sides, I think one of the problems is, you've got space, 
and you've got a lot of the moneyed people in the Costume 
Council. Then you have the furniture [Decorative Arts 
Council], and they don't have too much. I mean, these 
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are all legitimate things, but if another council had the 
money that seems to be behind the Costume Council, they'd 
do well, and that doesn't seem to be the case. 
GOODWIN: Well, it sounds like kind of a Mickey Mouse 
operation. 
STENDAHL: They can't have period rooms because there 1s 
not enough space, right? 
GOODWIN: Well, either they want a good collection or they 
don't want to be a museum. 
STENDAHL: Well, we could argue with that from here to 
breakfast. 
GOODWIN: Right. But it seems they're not doing anything. 
STENDAHL: Well, they had a series of some of the greatest 
traveling exhibitions. They spent enough money on those. 
We think that the permanent collection should have been, 
with the $80,000 and $100,000 that goes into a three-month 
or a two-month or one-month show, could have well gone to 
purchases in some form or another. These traveling shows, 
it's for the public, and if you're going to educate the 
public—which is one of their jobs—-you've got to show 
them what's going on in the world. It's just too bad that 
you can't have it both ways. 

GOODWIN: Well, I've enjoyed many of their great exhibitions, 
but it seems lopsided. 
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STENDAHL: Yeah, we all felt it was lopsided. A one-month 
show isn't going to do it. A two-month show—you just hear 
about it and then it's gone. 
GOODWIN: In the meantime, people aren't coming to see the 
permanent collection because there's not much to see. 
STENDAHL: Well, the permanent collection, of course, varies 
as it goes up and down. I think one of the problems there 
is that most of the museums in the world you can say, "Yes, 
you remember that picture on the second wall, that Vlaminck 
or Van Dyck or Vermeer." But here, every month it seems 
that they change something or move something, which is 
neither here nor there. 
GOODWIN: There's not much permanence. 
STENDAHL: You don't get that. I mean, I'd like to give 
something to the museum that I know I can go down there 
and see. First it's got to be good enough. But they'll 
change the Islamic section. It will be great now to make 
somebody happy, and then it will be cut down. No, I think 
they've done a fantastic job of getting the Indian 
[Heeramaneck] collection that they have and these various 
things, and they were very lucky, and I think they did the 
right thing. They just need much more room. 
GOODWIN: They just can't stop now. 
STENDAHL: They've got that whole park, I guess. We were 
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trying to get them to buy the Japanese building, the depart-
ment store [Seibu], which would have been a swell place, you 
know, to take on other collections. Our group was willing 
to support a primitive museum, more or less. We could have 
gotten good money together probably to do something, but you 
have to have a room. And it has to be in a fashionable place 
People are not interested in going down to the Museum of 
Natural History. 
GOODWIN: It's too far. 
STENDAHL: Well, it's too far. It's not too far, but it's 
just not the place. 
GOODWIN: It's a mess. 
STENDAHL: Yeah, we want to be closer to Beverly Hills. In 
fact, who's going over to Pasadena? Now people go over to 
Pasadena, and they should. After you've gone over there a 
couple of times on the wrong days at the wrong hours, that's 
bad. Thursday, Friday, Saturday, Sunday, from one to four. 
It's just a little bit too much. They finally got Getty to 
go public, but that was difficult, too, you know. You could 
always get an appointment. 
GOODWIN: How did Vincent Price get into pre-Columbian 
art? 
STENDAHL: Well, he had a gallery then, a little gallery 
in Beverly Hills of modern art. He used to drift down. 
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You'll have to ask him. He came from St. Louis. They 
have a fine museum there and not too much pre-Columbian 
art, but he was an art major. 
GOODWIN: He's been a client? 
STENDAHL: Yes, he was a client at the beginning in all 
forms of art. In fact, he sold his expensive, popular 
paintings, like Paul Klee and things like that, and bought 
contemporary art. That was supporting Diebenkorn and the 
rest of these guys. So he had a real feeling for it, a 
real feeling for the artists and the whole bit. A very 
healthy situation. 

GOODWIN: Is he still collecting pre-Columbian? 
STENDAHL: No, I don't think he's collecting anything. 
He's separated from his last wife and married again, and 
the collection was broken up at that time. Whether he's 
continuing, I don't know. 
GOODWIN: Last week you also mentioned John Huston as being 
a collector of pre-Columbian. 
STENDAHL: Yeah, he got himself a very nice collection, and 
the collection was taken to Ireland. And I think it's in 
the process of being broken up. 
GOODWIN: Is he getting divorced? 
STENDAHL: Well, that has nothing to do with it. [laughter] 
He gave his last wife some very nice things, bought them 
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for her—gold objects that she would like to sell at a very 
fantastic price. I know that some of his objects were in 
the hands of other dealers, say, in New York, up for sale. 
Billy Pearson had sold him a lot of things—he's a dealer— 
but whether he's handling any of them I don't know. Billy's 
up in San Francisco. 
GOODWIN: How about Robert Rowan? [tape recorder turned 
off] 
STENDAHL: Yeah, he started out as a modern painting col-
lector. At one time for a short period he did buy a number 
of pre-Columbian things that were very fine and top quality, 
and then that was it. We're talking about maybe a dozen 
pieces. 
GOODWIN: Oh, so his collection stopped. 
STENDAHL: Not only that, but when he recently divorced, it 
was necessary to sell some of these things. Now, he got an 
excellent price out of one object, I understand, which 
was like the difference between $5,000 and $70,000. So 
that was a good investment. 
GOODWIN: He did very nicely. 
STENDAHL: But he also bought Dufys from us for $200 apiece 
that he was always very happy for. 

99 



TAPE NUMBER: III, SIDE ONE 
SEPTEMBER 8, 1976 

GOODWIN: Last week, Mr. Stendahl, we were continuing a 
discussion of collectors, people with whom you've dealt 
and also other collectors in the business. I'd like to 
continue for a while that discussion. You mentioned Dr. 
George Kennedy as a leader in the Ethnic Arts Council. 
STENDAHL: Yeah. 

GOODWIN: Is he a collector of pre-Columbian material? 
STENDAHL: Yeah, he is a collector of pre-Columbian and 
also the Northwest Coast—Eskimo and Indian art—and the 
art of New Guinea. He did a tremendous amount of collecting 
down in New Guinea. 

GOODWIN: How did he become involved in that aspect? 
STENDAHL: Well, he became involved because of his interest 
in orchids, and he has this great orchid collection. And 
he goes all over the world to collect specimens. And in 
his travels, he comes across;both pre-Columbian—not much 
Northwest, but much of the material from New Guinea came 
from these expeditions of his. He was also very active as 
a geophysicist. 
GOODWIN: So he's not a medical doctor? 
STENDAHL: No, he's a geophysicist, but he's consulted 
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quite a bit on how to dispose of atomic waste and geothermal 
power, but that1s another thing. 
GOODWIN: Does he have a growing collection? Or is it 
static? 
STENDAHL: Well, he's filled his house, but he's always 
looking for things, always hoping to upgrade his collection 
or something like that. 
GOODWIN: One collector we have to mention is Proctor 
Stafford. 
STENDAHL: Yes, well, Proctor Stafford concentrated his 
efforts in the early days in Mexico. He lived in Mexico 
City for a while and was considering becoming a Mexican 
citizen, an "inmigrante," and I think he took out some 
papers, but he never followed it through. And during that 
time, he started amassing his collection of pre-Columbian 
art, which leans towards west Mexico, the states of Colima, 
Nayarit, and Jalisco. Then when he came to the United 
States again, permanently, he added to this, and then he 
culled his collection and concentrated just on the west 
Mexico, and at the same time became interested in Northwest 
Coast art, of which he had some fine examples. Then cur-
rently, in the last ten years, he's been most active in the 
fields of southwest United States: Indian art, the Zuni, 
Pueblo, Navajo material from that region. And he has made 
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many trips over there and become friends with many of the 
Indians, and that's been one of his prime interests. 
GOODWIN: Was he originally from Los Angeles? 
STENDAHL: Yes, he's originally from Los Angeles. His 
family is the Inglewood Cemetery. 
GOODWIN: I was going to ask what business he was in. 
STENDAHL: He's in the real estate business, more or less— 
buildings and things like that. 
GOODWIN: Do you know how he got started as a collector? 
STENDAHL: No, I think he got started by being exposed to 
some of this material in and around Los Angeles and col-
lectors. We first met him as a collector. We knew the 
family, I guess, when he bought a Northwest Coast mask 
from us. 
GOODWIN: When was that? 
STENDAHL: Oh, that must have been fifteen, twenty years 
ago. The mask belonged to Max Ernst, the painter. I think 
he started slowly, but it's hard to say. You'll just have 
to ask him. 
GOODWIN: How did you get hold of that mask? 
STENDAHL: We bought it from Max Ernst when he was in 
Sedona, Arizona. We came through one time, and he had 
this mask, and he had a Calder stabile and a few other 
things, and he wanted to sell everything that he had. 
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He had a nice kachina doll collection and then moved, I 
guess. Where he was moving, X don't know. So we bought 
the mask for peanuts and the Calder for $300. That was 
all it was worth at the time. I don't remember whether 
Max was married to Dorothea Tanning at the time, but when 
they did get married, he and Dorothea Tanning and Man Ray 
and his girlfriend were all married in Tijuana. And after 
they got married, they came and knocked on the door here 
at this house at about eight o'clock in the morning, and 
we had some champagne on ice. Then they went over to 
Arensberg's. That was quite a morning. 
GOODWIN: I bet Arensberg wasn't very happy. 
STENDAHL: Oh, no, he was delighted. Something like this 
would amuse him greatly. 
GOODWIN: How significant a collection does Stafford have? 
STENDAHL: Well, he has the best collection of West Coast 
material that I think exists today. There will always be 
arguments between collectors and critics about who has the 
best piece or pieces, but I'd say for the overall uniform 
quality and scope that he would have that. Another friend 
of his, Bill Palmer, lives back in Portland, Maine, who is 
a good friend of Proctor's and was partially influenced in 
collecting through his association with Proctor. Palmer 
had started collecting before he met Proctor, but Proctor 
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had a good influence on him as far as Northwest Coast. He 
claims to have, you know, just as good and more exciting 
pieces. And then [George] Kennedy would claim to have a 
better collection. [laughter] 
GOODWIN: I know that the Stafford collection was on 
display at the County Art Museum a few years ago.* 
STENDAHL: That was the first time that so-called primitive 
art had broken into the art museum sphere. And this was 
very important to Proctor because one of his goals was to 
make pre-Columbian art, put it on the level of the ancient 
arts of all the other civilizations. 
GOODWIN: Do you know how that show came about, what the 
impetus was that finally led the art museum to get involved 
STENDAHL: Well, he was a good friend of Rex Stead, who was 
assistant director at the time and still is. I don't know 
what strings were pulled, but I think that the museum felt 
that if they did put on a show, put out a nice catalog, 
maybe Proctor would give them the collection at some time. 
GOODWIN: Is that still a possibility? 
STENDAHL: A very remote possibility. 
GOODWIN: You mean Stafford may never have had such an 
interest? 

*"Sculpture of Ancient West Mexico: Nayarit, Jalisco, 
Colima: The Proctor Stafford Collection." July 7-
August 30, 1970. 

104 



STENDAHL: I doubt if he did. I think that the only way 
to get a collection like that would be the way they tried 
to get the Arensberg collection. Somebody would have to 
dedicate a certain wing, you know—the Proctor Stafford 
wing or hall—and have these things on display for an 
agreed limit of time. That was one of Arensberg's problems. 
GOODWIN: Well, don't you think that would be a worthy goal 
for the County Museum to get behind, a project to bring the 
collection to the museum? 

STENDAHL: You'd need a lot more room than that. It would 
be nice to have a small section for this and a section for 
that, but I think it's not a very practical thought. 
GOODWIN: Would Stafford be inclined to give the collection 
to any institution? 
STENDAHL: Well, I haven't the slightest idea what he'd be 
inclined to do. I'm just certain that he would love to 
have some institution purchase it and then exhibit it. 
GOODWIN: Is that because of a financial situation, where 
he would need the money? 
STENDAHL: Well, he's not a philanthropist. He doesn't 
have that much capital. He has to work for a living, so 
there's no point in him giving anything away. He's not 
a Rockefeller, you know. You can't write it off. One's 
income would have to be tremendous to write off something 
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that one could value in the millions. 
GOODWIN: Is there any way to estimate the value of his 
collection? 
STENDAHL: Oh, it would be very simple to go piece by piece 
and estimate the value, yes, but I don't know anybody who's 
done that. I'm sure that he has a figure in his mind. All 
collectors have their ideas of value. 
GOODWIN: What's a kind of ballpark figure? 

STENDAHL: I'm not going to get involved in that. [laughter] 
GOODWIN: Several million dollars? 
STENDAHL: No, I wouldn't say that because it can be so far 
off, and there's no point in being a long way off because 
it's a misleading statement. You read in the newspaper 
every day when somebody has a collection that's priceless, 
and you look at it, and you know that you couldn't sell it 
on the market for $500. You get this constantly in art, 
and it's very misleading all the way around. 
GOODWIN: Has he received advice from experts over the 
years? 
STENDAHL: No, his expertise is usually his own, as far as 
west Mexico is concerned. When there are people around him 
who are his gang, like in Mexico, he would, I'm sure, learn 
and get advice from them. Locally, I don't think he goes 
to anybody today for advice. The advice would be mainly 
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whether an object was genuine or false. It wouldn't be 
aesthetic or whether it was important for his collection. 
After all these years, he was going to make up his own 
mind. He always did. 
GOODWIN: It sounds like it would be a great loss for Los 
Angeles if at least part of his collection didn't wind up 
in one of the local museums. 
STENDAHL: Oh, yes, it would be a loss, but I think that 
the only way local institutions are going to get things is 
by—as we mentioned before, they have to have an acceptable 
place to display them. And you see, Proctor Stafford won't 
give any of his things to the County Museum of Natural 
History because he doesn't think that that's the place? that 
the.natural history museum is the place for fine arts. So 
I don't know what we'd do about his collection. I don't 
know about anybody who's collecting in this area that has 
the amount of capital that they could profit by giving away 
their fine collections. Bit by bit, UCLA is getting a fine 
collection. 
GOODWIN: From where? 

STENDAHL: From people around here that buy cheap and give 
high. You know, that's what our Congress says. ''You can 
do this, and that's how we'll get collections, and that's 
how we're getting collections. Now they're cutting down 
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on this, so we ain't going to get any collections no more. 
People are not going to give away something if they can't, 
you know, make a little profit. 
GOODWIN: What is the effect on the art market when a fine 
collection does wind up in an art museum? Is the effect 
in some sense disadvantageous because those items are no 
longer in circulation? 
STENDAHL: No, I think that it's something that you can't 
measure, because you have benefits on both sides. A fine 
collection will stimulate possibly new collectors, people 
that will find that this material is good enough for the 
museum: "Well, that's nifty. I know where I can get 
some." So that helps a great deal. If the museum is a 
museum that spends money annually on things and somebody 
gives them a bunch of stuff, then the dealers are wondering; 
you know, they've lost a source of revenue. But it's not 
really that critical in the Los Angeles area. UCLA is not 
going to buy much of anything. The County Museum of Natural 
History has very little money for this, and when they do, 
we try to get them to get things that they'll say, "I'd 
like to buy this from you." And I say, "Well, don't buy 
this from me because I think we can get one. So-and-so 
has one; we can get them to donate it," you see. Spend 
your money on things that are not going to be donated in 
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the near future. That's just peanuts. 
GOODWIN: Is that often a certain kind of object? 
STENDAHL: Yes, the County Museum of Natural History is 
looking for objects to fill a collection that tells a story 
UCLA—I don't know what their idea is. They take anything 
they can get, of course; they all do. And we have a South-
west Museum that's also an institution to which people have 
given things. So we have a fairly good representation of 
pre-Columbian things in the local area, but no great master 
pieces that one would hope that the museum of art would be 
to just con out of some local people. And you see, people 
will give something to an art museum because it's more 
prestigious. 
GOODWIN: Right. Do you think it would make a difference 
in Proctor Stafford's case if he were made a trustee of 
the museum? Isn't that a way of flattering a prospective 
donor? 
STENDAHL: Well, that might have been thought of at one 
time. Phil Berg became a trustee, and then he gave his 
collection over a period of years, and some money. And 
the Berg collection was on display and cataloged. But 
then later on, he argued with the board, and stood up and 
said if they didn't do this or that he would resign* And 
they accepted his resignation. 
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GOODWIN: Do you know what he was unhappy about? 
STENDAHL: No, I haven't the slightest idea. It could be 
anything. Phil tried to make his own museum out in Beverly 
Hills at one time. 
GOODWIN: When was that? 
STENDAHL: Oh, in the last ten years, five or ten years. 
There was an effort, a second effort, I would say, to 
establish a museum in Beverly Hills. There was one at one 
time, as you know. But Phil Berg is quite a character. 
There's always a lot of Phil Berg stories, but he's been 
an active participant in the field and a very significant 
collector in the region. But there again, he's not a col-
lector of any specific form of art. He likes art from all 
over the world. So he has a little bit from here, a little 
bit from there to tell the story of man's accomplishments 
in the art field. 
GOODWIN: But his interest is primarily ancient art? 
STENDAHL: Yes. His is a varied collection, as you see his 
catalogs* would indicate. 
GOODWIN: Yes, I remember it now. Do you think it's better 
for a collector to become a specialist at some point? 

*"Man Came This Way: Objects from the Phil Berg Collection. 
March 9-May 30, 1971. 
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STENDAHL: A collector had better do what he pleases and 
amuse himself, actually. I don't think it's anything that's 
better or anything worse. I think that's a kind of ridicu-
lous way to look at it. Certainly somebody can take advice 
when they're dabbling around. People will say, "Well, which 
way shall I go?" They can go in one direction for a year 
and then change. That's what a lot of people do. They 
never know what they're going to do. They should try. 
It's a matter of getting their feet wet. 
GOODWIN: Is it easier or more difficult to work with a 
collector who thinks he's an expert than with a collector 
who has very broad interests? 
STENDAHL: Oh, I think it's easy to work with somebody who 
seems to know what they want and has some definite thing 
in mind. 

GOODWIN: Do you know of any instance where a collector 
has been active in the pre-Columbian field and then gone 
on to something else entirely different? 
STENDAHL: Hundreds. 
GOODWIN: Really? 
STENDAHL: Oh, yeah, not entirely different. 
GOODWIN: But some brand-new area? 
STENDAHL: Well, the local collectors in "the gang," I 
should say, have gone from pre-Columbian to African. And 
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the thing that's even more in style today, but very hard 
to get is Northwest Coast. And another person is going 
to Indian art of a certain form. 
GOODWIN: American Indian art? 
STENDAHL: Nepalese, Indian Indian. 
GOODWIN: Why is the Northwest Coast material so rare? 
STENDAHL: Well, I think it's a certain amount of publicity 
that was given to it over the years, and there1s been some 
fine shows and some fine books written on it. And it's just 
hard to say why one person may be influenced by this. It 
was gradual, and then it really blossomed out in the last 
ten years. And I think people are also influenced by looking 
at, say, an auction catalog of Parke Bernet and seeing that 
a Northwest Coast mask sells for $20,000. "Wow, I know where 
I can get one for $500." And they get into the field. I 
think the whole collecting thing is something that people 
do as a stimulant. To always be interested in the same 
thing {you know, looking for the coins from 1860 to 18 70) 
would be, you know—life just passes you by. This fellow 
[William] Palmer woke up one morning and sold his whole 
stamp collection. He was sick of it. He had been collecting 
stamps from a certain period to a certain period. And he 
woke up one morning and called a big dealer and said, "I'm 
selling." So it was just something that came up in his mind 
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overnight. As I say, you can't put a formula to collectors 
and I don't think one should try. 
GOODWIN: You mentioned how collectors' interests change 
over the years or from one field to another, and I was 
just thinking of one possible factor in collectors' 
changing interests. There's a series on TV which I enjoyed 
but I don't know if it was enjoyed on a more serious level. 
That was "The Tribal Eye." 
STENDAHL: Yes. 
GOODWIN: Did you watch that? 
STENDAHL: Occasionally. 
GOODWIN: What did you think of it? 
STENDAHL: I thought it was fine. 
GOODWIN: Do you think something like that has an influence 
on collectors or potential collectors? 
STENDAHL: I don't know. I don't think you can there again 
put your finger on any one thing. I think it's just a com-
bination of the whole bit. And the more people travel, the 
more people that get around to see exhibition shows, exhib-
itions here and there in museums throughout the world. So 
much traveling has been done in the last thirty years since 
the war that it's a matter of awareness. And then somebody 
finds that something is available, and they would be very 
delighted. 
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GOODWIN: I think that was one of the first attempts that 
I was aware of to reach a large audience with the subject 
of so-called "primitive" art. 

STENDAHL: Well, we've had art programs. Lorser Fietelson 
used to have a program, "Feitelson on Art." And there's 
been various things. But these are obscure stations in a 
way. I don't remember what "Tribal Eye" was on. And then 
we had "Where in the World?" or some show back East where 
they'd show objects and then try to identify the source of 
the objects. That was a very interesting program. You run 
out of tribes and you run out of objects before too long. 
GOODWIN: I was interested by your reference to local col-
lectors as a "gang." I know what you mean even though I 
don't know who the people are. 

STENDAHL: Well, it's a handful in comparison to the amount 
of people. You know, the art circle would be a gang, too. 
If you go to an opening, an art opening anyplace in Los 
Angeles, you'll find the same people there all the time. 
That would be people that are on the councils in all the 
museums here. They're always the same people: the UCLA Art 
Council, the L.A. County Art Museum—the various councils there. 

You can make a mailing list out of them, and it won't be too 
big. The 20,000 or 3 0,000 members are not a gang. It's the 
doers, the people you call on when any institution wants 
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something done. The pre-Columbian gang is naturally a 
small part of the whole gang. 
GOODWIN: Is the pre-Columbian gang essentially an element 
within the Ethnic Arts Council? 
STENDAHL: Yes, I would have to say that. There are those 
on the outside, the periphery, that usually live maybe out-
side of the city or they're not too social or join and then 
drop out or something like that. 
GOODWIN: Another collector we might mention, but one not 
living in Los Angeles, is Morton May. 
STENDAHL: Yes, well, he's had an interest in art, I guess, 
since the war. I'd say his primary interest was in modern 
art, and his primary field within that became German 
expressionism. I think that through this art interest he 
also became interested in the so-called primitive arts and 
slowly made a collection that now consists of pre-Columbian, 
Oceanic, Northwest Coast. But then he was of the motivation 
outside of his own personal collection. At one time he 
organized a whole series of art exhibitions that were put 
on for sale exhibitions at the May Company. So he covers 
all parts of the world in which there were material avail-
able for sale. So the May collection was gigantic at one 
time, and what he didn't sell is the May collection today. 
He has just put on a show of south Oceanic material in the 
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St. Louis museum with a nice catalog. And they're redoing 
the pre-Columbian hall and weeding out and trying to build 
up the quality of the collection in the St. Louis museum, 
the City Art Museum in St. Louis. So he's always had his 
hand in there one way or the other, either buying or selling 
or collecting or building a collection. We bought the whole 
Northwest Coast collection. We found a buyer for it. It 
had one show here in the May Company, and then after that 
it was put in storage. We found somebody to buy it, all 
that was left over. Then we supplied the Mexican material 
in his pre-Columbian show that went around the various May 
Company stores. 
GOODWIN: Did he have any success in selling works while 
they were displayed at the May Companies? 
STENDAHL: Oh, I guess so. They moved things. 
GOODWIN: Were they quality pieces? 
STENDAHL: Well, it ran the gamut. Quality pieces, if 
anybody knew, would go first, you see. 
GOODWIN: What was the price range? 
STENDAHL: I don't know. Thei price range I know was up to 
$15,000 in the Northwest Coast show, and the best bargains 
seemed to be gotten from that show. 
GOODWIN: Where did the prices begin? 
STENDAHL: I don't know. Maybe arrowheads or something 
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like that. [laughter] They'd be $5. 

GOODWIN: Did any other department store try and merchandise 
art? 
STENDAHL: Well, I think Macy's, Gimbel's, Bloomingdale1s 
back East have tried selling art of various forms. 
Bloomingdale had a department of pre-Columbian for quite 
some time. And Vincent Price, at the same time—who also 
came from St. Louis and is a good friend of Buster's [Morton 
May]—was making the art collections for Sears and Roebuck. 
But he stayed out of the primitive art and let Buster do 
that. He was thinking about it, but it's a tremendous job 
of moving this material. It's much easier to move prints 
and little paintings and things like that. And Millard 
Sheets started something for Bullock's. Bullock's Pasadena 
wanted to do something along art lines. So I remember an 
exhibition in which Millard had gone around in Europe and 
all that, and gathered together a group of things, and had 
an opening at, I guess, Bullock's Pasadena. I think it 
was only one show. So, I say, a lot of department stores 
and things have thought about this, both for prestige and 
to bring people in. The cost of handling and collecting 
this material, insuring, is something else. It's not 
pillowcases. 
GOODWIN: A funny image comes to my mind with the May 
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Company located adjacent to the County Museum. 
STENDAHL: Well, because of Buster's interest in art, they 
allow the County Museum to use their parking lot free, on 
the lower levels. So that's very convenient. Also the 
museum usually runs its big sales in the May Company depart 
ment store parking lot. Our big annual thieves market type 
of sales were run there for a long time. 
GOODWIN: Well, I'm thinking that here was the May Company, 
a department store, selling art, and the County Museum next 
door didn't want to get near it. 
STENDAHL: You can be sure that none of the officials from 
there went over to see the May Company show. 
GOODWIN: Right. [laughter] They didn't know it was there 
most likely. 
STENDAHL: Oh, they did, but they passed up some great 
bargains. 
GOODWIN: Did you get anything? 
STENDAHL: Oh, I got a few things. I still have things. 
Those totem poles still are from that show. 
GOODWIN: Oh, really? The ones outside? 
STENDAHL: We were very much involved in the May Company 
activity. 

GOODWIN: There's a collection that I'm somewhat aware of, 
like most consumers, but I don't know anything about it. 
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That's the Kahlua collection. 
STENDAHL: Well, that's practically all dispersed. 
GOODWIN: How did it come about? 
STENDAHL: Well, it came about through the fact that Jules 
Berraan had gotten a concession for Kahlua for the United 
States. So the factory was down there. Just how he got 
interested in the objects, I don't know. I'll ask him next 
time I see him. It could be that maybe his advertising 
department or promotional department, I don't know who, 
thought of the idea of involving these objects in adver-
tising. But then from that he became a serious collector 
of pre-Columbian. Then at some point in time, he only had 
a small house, and this place was just bulging with material. 
GOODWIN: How many objects were there? 
STENDAHL: Oh, there were hundreds, maybe a couple of 
thousand. He had his own curator. They had shows through-
out. He's had shows at San Diego. He had a show here in 
Los Angeles at the Municipal Art Department in Barnsdall 
[Park], and the Fine Arts Gallery or someplace down there 
in San Diego. So he built up publicity for his collection, 
and then he tried to sell it, and he's been selling it over 
the years. So he's no longer collecting, just a few objects 
that, you know, will go through his house. Nobody can have 
a collection of 2,000 objects in a house unless it's 
specially designed. 
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GOODWIN: Right. How significant a collection was it? 
STENDAHL: Well, it varied continually. He continued buying 
even though he wasn't thinking about doing anything in the 
advertising. In fact, he then sold the business, but he 
still was dealing, trying to get things that he liked and 
get rid of the bulky materials. But I'll have to say that 
as of this date, he is not interested. He has modern art, 
and he would only probably get something if it was for 
trade—get rid of something he didn't want, to pick up 
something he liked. 
GOODWIN: Has anybody ever come to you [who was] a total 
novice in the field of pre-Columbian, and said, "I saw 
something in a Kahlua ad that interests me. Can you get 
me one of those?" Has that ever happened? 
STENDAHL: Oh, yeah. Just once or twice. We supply the 
material for Kahlua ads now, so some of the material is 
here. We don't advertise on it. We just say, "Give us a 
case of Kahlua." Nobody will drink the stuff. 
GOODWIN: When I think more about it, it was certainly a 
clever way of popularizing people's awareness that the 
material existed. 
STENDAHL: Well, I don't think that any sales resulted 
out of this, just the Kahlua collection itself, through 
friends of Mr. Berman who were impressed by him and would 
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like to have things like he has and who have subsequently, 
in many cases, bought things from him. So it has stimulated 
people in his circle, and it certainly has amused everybody, 
but I don't think it started any rush towards west Mexican 
figurines. 
GOODWIN: What about your own collection? Do you have a 
collection that's separate? 
STENDAHL: No, I don't have. You're surrounded by materials, 
so you have things that are yours. You may never sell them, 
but I don't consciously collect. The only thing I would be 
interested in is plain pots, plain ceramics, very simple 
design, things like abstract. And these have no special 
value, so you might as well enjoy them. So I have a house 
full of everything—Japanese, all sorts of just simple 
forms that I like. I don't try to make a collection of 
important items. That's unfair. You're in competition 
with your clients. They're paying for your livelihood and 
expect to get a crack at the best material. You can't put 
it on your shelf and say, "Well, this is not for sale." A 
lot of people do. They put it away for their old age. I 
would say it's a smart thing, it would be a smarts thing to 
do, but hide it. If you have something that you don't want 
to sell now, hide it. Don't put it up in your house and 
say to your collector, "You can't have this." I can collect 
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things out of my line and say, "No, you can't buy that 
Etruscan urn because I will never sell that unless I have 
to get bread on the table." But I can't do that with pre-
Columbian objects. 
GOODWIN: Do you know some pre-Columbian dealers who . . . 
STENDAHL: I know just a couple. 
GOODWIN: . . . who do have their personal collections? 
STENDAHL: Yeah, that's one way of investing, too. 
GOODWIN: Right. 
STENDAHL: But there are not that many dealers. We'll all 
be buried with most of our material, we feel. 
GOODWIN: How many pre-Columbian dealers are there? In the 
United States and elsewhere? 
STENDAHL: Well, I don't think that there is anybody that 
is specifically, exclusively. There's only maybe a handful 
of people that are exclusively pre-Columbian. 
GOODWIN: Who would they be? 
STENDAHL: And even then, well, everybody that I know, if 
not exclusively, their major field would be pre-Columbian. 
That is just a handful. And we all have, as you see around 
here, many other things. But there's nobody in this town— 
myself and David Stuart, I would have to say, are the only 
[ones]. There are people that handle things, say, out of 
their house or occasionally . . . . 



GOODWIN: So-called "private" dealers? 
STENDAHL: Well, I don't know. They may have been collectors 
at one time. Then they decide to sell their collection and 
then deal a little bit on the side. But they're not in any 
phone book. You really wouldn't classify them. And in New 
York there used to be quite a few, but today there's an Ed 
Merrin Gallery, but he's trying to get away from specializing 
because it's just—it ain't the same. There are a lot of 
little galleries spread throughout the United States that 
have an occasional, you know, a room with pre-Columbian. 
It's not like saying, "What is an art gallery?" I just 
really would be hard put to come up with any list, and it 
would be a list that would have, you know, question marks. 
GOODWIN: What about in the wider field of so-called 
primitive art? How many dealers are there? 
STENDAHL: I'm not sure. I imagine you would run into 
several hundred in the United States that would consider 
themselves in that position. You can't count the little 
Indian stores, but you may have a handful in this town, 
three or four in San Francisco, a couple here and there, 
and then the majority would be in New York. But the Parke 
Bernet sales that they have of this type of material, 
primitive material, are attended by a lot of out-of-town 
dealers. So you know that there is activity in here and 

123 



here and here and maybe a couple in St. Louis. So you add 
them all together, and I think you'd come to several hundred. 
GOODWIN: When did Parke Bernet get into the primitive field? 
Is that just a recent development? 

STENDAHL: It is recent as far as having specialized sales. 
Well, when I say "recent," I'm talking about fifteen, twenty 
years. They had sales that go way back, you know—little 
things I see of pre-Columbian occasionally will go back to 
maybe the forties or fifties—but they didn't really 
specialize and worry about this. 
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TAPE NUMBER: III, SIDE TWO 
SEPTEMBER 8, 1976 

GOODWIN: Has there been any specific effect of the auction 
houses' involvement in the primitive field? 
STENDAHL: Yes, I think there's been quite an effect, 
especially in the African field. The pre-Columbian field 
has been noticeable, but there have been very few auctions 
in which there have been top material offered. We dealers 
talk about getting together and offering good things, but 
you then, have a handful of people as the audience, and 
you'd have to support your own prices. You'd have to work 
like the French dealers and the art dealers used to work, 
building up a name. But then you'd have tens of thousands 
of clients, and we can count ours on our hand. So that's 
not the best way to sell. Most of the buying in the pre-
Columbian auctions has been done by dealers or a dealer 
buying for a client. It's been very uneven. You will 
usually find that if you lose a thing that you want, it's 
some joker that's come in from off the street and doesn't 
know anything or else some sharp collector who comes in 
there and two-bits the dealers. He bids a dollar more, 
you know. You know you're going to be all right as long 
as the dealers are following, you know, are taking. You 
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hit them another fifty dollars, and if they then give, the 
value is there. And that's a typical ploy of a so-called 
collector who might be interested. But many times a col-
lector will be there, and he'll say, "Well, I'm interested 
in this." I said, "Well, hell, you're not going to get 
that. I'm going to get that." And I would, you see. But 
I would have to say that our problem in the auction market 
is that there are so many auctions with the stuff that's 
just junk. So it's a question whether you are spoiling the 
market or the interest. And then also when you sell junk, 
you get a lousy price for it. So a person that goes to the 
auction book and says, "Well, this thing sold for $200. 
What are you asking $2,000 for a similar thing?" It's 
playing both sides of the game there. 
GOODWIN: So an auction can bring prices down, can have 
that effect? 
STENDAHL: Oh, yeah. But I will buy something at auction, 
and I don't care what anybody thinks or what the price is 
or anything about it. And I will ask my price, and if 
somebody says—well, like the other day, somebody wanted 
something. I said, "Well, we paid $1,900 for this. Now 
we want $5,000." "That's too big a jump." And I said, 
"Well, the thing is worth $5,000." But it was too much 
for him. So he bought something else that I paid $2,500 
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for, and he paid $7,500. But by not knowing the price, he 
was happy giving me a $5,000 profit instead of giving me a 
$2,500 profit, you see. Some dealers will not buy at auc-
tion because then the price is always known and they can 
hit you. "Well, you only spent so much for this, so why 
are you asking so much? That's too much of a profit." 
In their minds. 
GOODWIN: Well, let's just speculate for a moment. What 
if Proctor Stafford didn't find an institutional buyer for 
his collection, and he wanted to sell it to make the most 
money. How would he do it? Would he go to an auction 
house? 
STENDAHL: Well, I'm asked this question by people all the 
time that have a collection of objects. And there's just 
no answer. The problem of trying to get someone to buy a 
collection intact is very difficult. That doesn't mean 
that it can't happen. Then if you don't do that, then you 
have to sell either individually or put them in a dealer's 
hands or advertise it yourself, or you can throw them on 
auction. The Laughton collection went up for auction, the 
Charles Laughton collection, when he died, and I thought 
it did quite well. Of course, Mrs. Laughton didn't think 

GOODWIN: Where was it auctioned? 
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STENDAHL: At Parke Bernet. I thought it did quite well, 
considering that there wasn't that much material. I would 
say if you had a great amount of material and a limited 
audience, they just can't, you know, take up all of this. 
You can have it in a series, and it would be to an advan-
tage if P.B. was having a sale to have a known collection. 
They love that. If there's a catalog of the thing, you can 
refer to this catalog. I mean, the time, I hope, will come 
that he can put them up at auction and there will be a big 
enough audience in the world and the United States to take 
it up at a fair price. You reach more people that way. 
There's no question about that. 
GOODWIN: When the Laughton collection was sold, was it 
totally dispersed? Or was a large part of it purchased 
by one collector? 
STENDAHL: No, I think it was dispersed. It wasn't that 
large or special at the time, and some of the better things 
had gone, perhaps. I wasn't interested in buying at auction 
at that time, so we didn't go back there and participate 
because there was plenty of supply. But I enjoy going now. 
You might pick up a sleeper. 

GOODWIN: Right. Are there ever big sales in London? 
STENDAHL: London, P.B. in London, Sotheby's believes that 
there is a good market now. They claim to have great success 

128 



in a recent show in which they had pre-Columbian. I was 
asked to contact them about maybe offering some materials 
for their next auction. But I haven't seen the catalog. 
X don't know what they call success. So there is a general 
feeling that Europe is becoming quite active in this respect 
GOODWIN: Is there a successful auction house anywhere in 
Mexico or Latin America? 
STENDAHL: No, they don't have such animals, I don't believe 
Paris brought off several pre-Columbian auctions there that 
have been of varied success. It's hard to know. Somebody 
will come to me and say, "There was a lot of things sold." 
Another person will be there and say, "Oh, very little 
things were sold." So it's hard to know the truth, even 
about Sotheby's, to know whether a thing was sold—whether 
it was sold back to the owner, whether it was a buy-back. 
And this has been the case in many of the better things in 
Parke Bernet. You can sit there, and you know that this 
was bought back, and this was bought back, and you know 
that pretty soon, if you're the next to the highest bidder, 
they'll be calling you. [laughter] That was the case in 
one of our last big pre-Columbian auctions. The best 
things were reserved at a price higher than anybody was 
willing to pay for them that was at the auction. So you 
will believe that this thing sold for $9,000, yet it was 
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reserved for $18,000 or $20,000. Of course, then when the 
prices do come out, that is deleted. That's something they 
started the last few years to try to be a little bit honest. 
GOODWIN: What kind of expertise does Sotheby's have? 
STENDAHL: Well, they have available the boys in New York, 
if they want to call on them to look at the material, and 
they usually try to do that. If they have in their own mind 
a question about an object, they will call in somebody. If 
they have no question about it in their own mind, they may 
let it go, and it may still be no good. But they're not 
spending the expertise fees to go over every object. 
GOODWIN: Does that mean they call in a dealer or, say, a 
curator? 
STENDAHL: More of a curator or a self-styled expert that 
would charge, rather than a curator that won't charge. In 
fact, they were trying to get the discharged museum director 
from one of our national museums to act as their expert as 
far as lining up these things and expediting and all that. 
GOODWIN: Who are the experts in the pre-Columbian field? 
STENDAHL: Gordon Ekholm is the acknowledged expert on 
Mexico to Central America. And then Junius Bird also is. 
He's usually called in on South American material, mostly 
gold. And Michael Coe who has written a number of books 
on the Maya and the Olmec. And [Peter D.] Jeroleman, who's 

130 



an expert on Olmec styles and all that. But there's no 
such an animal to me as an expert. Nobody knows it all, 
and everybody has their own field. What you do when you 
get an object is you don't show it to so-and-so. You show 
it to somebody who has had experience, more experience in 
the field than another person. You know, there's a Rembrandt 
expert and there's a Renoir expert. Being such a small 
field, so few people involved in the pre-Columbian and the 
rest of the native arts, there's just been a limited amount 
of expertise available. Ekholm was supposed to know every-
thing about everything. Well, he doesn't. But he's called 
upon for that, and of course there are many people that are 
supposedly anthropologists, this and that, who will self-
style themselves. But their word would mean nothing in the 
field, which is rather small. And usually we'll go to some-
body who has been a director or a curator of an institution, 
also somebody who has published seems to help. But there's 
a certain amount of scientific investigation that can go 
into the expertise of this material, and it requires more 
than someone's eye today. 

GOODWIN: So what would hypothetically happen if you take 
an object to Ekholm? 

STENDAHL: Well, if he says it's good, it's good. If he 
says it's bad, it's bad. 
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GOODWIN: Does he just look at it or does he have to do 
chemical analysis? 
STENDAHL: Well, he's essentially a surface man, so he will 
examine the surface with his microscope and through the use 
of various solutions, you see. And of course you can solve 
it all with thermoluminescence today if you've got good 
equipment, which they don't. So the clay thing is not much 
of a problem, except that some things will not respond to 
the thermoluminescence. The problem is you can't take 
everything there because the cost would be prohibitive. 
And he's a good man on stone, but still he's going on his 
opinion, whether an object has modern tools or ancient 
tools. The best man for that was a Mr. [Jose Luis] Franco, 
in Mexico City, who had a very good feeling for the material 
They all argue among themselves, especially over things like 
jade and things like that, highly polished stones. And we 
have another fellow coming up that's quite good. I can't 
think of his name. Right now he is working with the 
[American] Museum of Natural History for some time, and he's 
more of the scientific mind. He's very good on gold. Bob 
Sonen is his name. But there are areas of things that he 
only has a passing interest. I notice that we have here 
today a Comitsky {?] group or something out of UCLA. There' 
some guy that's not at UCLA now but advertised as an expert 
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at all these things and having all this equipment. They 
haven't seen me, and I've seen some of the results, 
[laughter] and they don't know their posterior from second 
base. 
GOODWIN: Does an expert have to have an eye? Is that part 
of his expertise? 

STENDAHL: Yes. You have to have an eye that remembers. 
I think that largely 90 percent of the material, you can 
pick up in three seconds. It's the 10 percent. If you 
have an eye to begin with, you can eliminate 90 percent of 
the problem. And as we say, "Yes, bring in this painting. 
Bring in this thing. We'll look at it and see if there's 
a chance for it to be good. And if there is that chance, 
then we will submit it to carbon 14, thermoluminescence, 
or send it back to Ekholm, see what he thinks about it, 
see what Coe thinks about it." And that's the same way 
it would be on paintings. If somebody brings in a Renoir, 
you say, "Well, yeah, Renoir painted it. I was there. I 
saw him paint it. But if this guy in Paris doesn't put 
his okay on it, forget it. You're not going to sell it 
today." 

GOODWIN: What kind of fee does Ekholm charge? 
STENDAHL: Well, a public servant who's working for an 
institution with public support cannot charge any fees. 
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If you're a nice guy, you will donate something to the 
museum, you see. But when you retire, then you can take 
a fee, or when you're not connected with an institution 
that has this policy. 
GOODWIN: I want to get back to dealers for a moment. How 
did David Stuart get into the pre-Columbian field? 
STENDAHL: Better ask him. He was promoting records and 
music to begin with. He was in Paris, I think. He probably 
hobnobbed with people in the art field and got interested. 
Then he went into serious business with Ed Primus, who was 
one of the first pre-Columbian runners and then dealers. 
And they had a gallery together and they didn't get along, 
so they split, and that became the David Stuart Gallery. 
So I think probably his pre-Columbian interest came through 
his contact with Ed Primus. 
GOODWIN: What's the difference between a runner and a 
dealer? 
STENDAHL: Well, a runner is somebody who goes down and 
gets a load of material and comes up and sells it all, 
goes down and gets another load of material. We have 
African runners all the time here, who run over there 
and get some stuff and come over to the United States 
and sell it in motel rooms and things like that. I mean, 
a runner sells everything he has. A dealer will have a 
storehouse. 
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GOODWIN: Does it imply, though, that a runner is doing 
something illegal? 
STENDAHL: No, not necessarily. Everything's illegal. I 
walk out this door here on Sunday and I turn to the left, 
there's a law that says I can only turn to the right on 
Sundays in Los Angeles. A runner is a derogatory term, 
but if somebody called me a runner I wouldn't mind, as 
long as I was making a living. 

GOODWIN: Have, there always been runners? 
STENDAHL: Oh, it's a necessity. In New York, we have 
runners that go and run between dealers, you see. They'll 
find something at this dealer, and they'll go over and try 
to sell it to another dealer, because a dealer's not going 
to. So they call those fellows runners, too. 
GOODWIN: Do runners survive? 

STENDAHL: Some do, some don't. They all want to become 
dealers at some time, you see. They would all like to 
establish themselves. But actually what people are doing 
today is operating privately even though you advertise. 
But when you want to sell, you run out to some other city 
and try to do your business. So it's just a matter of 
degree in running. 
GOODWIN: To what extent are you and Stuart competitors? 
STENDAHL: Oh, I don't know. Just like any other gallery. 
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GOODWIN: Do you offer similar merchandise? 
STENDAHL: Yes, similar merchandise, yes. 
GOODWIN: Or do you tend to specialize in something that 
he doesn't or vice versa? 
STENDAHL: No, we would only be competitors. If somebody 
comes into his place, they'll price something; maybe they'll 
come over here and price something, you know. 
GOODWIN: But you're not competitors unless you have similar 
items? 
STENDAHL: Oh, we have similar items. They might buy it 
from me, they might buy it from him. So it is like two 
drugstores, maybe. 

GOODWIN: Right. Was Ralph Altman a so-called competitor 
while he had his gallery? 
STENDAHL: I don't think we consider that competition. 
Ralph dealt in many things in the primitive field; I think 
he was instrumental in getting a lot of people interested 
in this field. And it was a great loss, for theIwhole 
business, when he went into UCLA as a professorship. We 
could use him. You see, the more dealers you have the 
better the business. 
GOODWIN: Really? 
STENDAHL: Oh, yeah. 
GOODWIN: Because they help develop clients? 
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STENDAHL: It's the interest. Oh, yeah. 
GOODWIN: Where did he come from? Or how long had he been 
in Los Angeles? 
STENDAHL: Well, I think that his family was displaced from 
Europe at one time. I think his father was a Viennese doc-
tor. So I think they came from Austria. His father had a 
fine collection of Northwest Coast masks and things. Then 
Ralph's interests went more to that than becoming a doctor, 
so he opened a shop. 
GOODWIN: Where was it? 

STENDAHL: It was on La Cienega. You don't want galleries 
going out of business on La Cienega. That row is very 
important to the artists and for everybody. You might have 
a dealer that is operating from that area that is not liked. 
You could do away with him. The competition field is not 
something that consumes the mind of any dealer, that I know 
locally, except maybe you get one person. You know, you get 
one out of a bunch. And in New York there was vile compe-
tition between a number of dealers, [Julius] Carlebach and 
[J.J.] Klejman and some others. They used to have a running 
fight, but everybody was amused. But that hasn't happened 
here, and I don't see it happening in New York at the 
present. 

GOODWIN: When did Altman close up his gallery? 
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STENDAHL: I would say in the late fifties. Ask Pat—she1 

out at UCLA. Pat Altman would have some good information, 
I think. 
GOODWIN: How did he wind up at UCLA? 
STENDAHL: Well, he was more of a scholar than a business-
man, and he liked the scholarship aspect of this, having 
had doctor training and having a good head on his shoulder 
This was more or less his bent. And also he didn't like 
this effort and the work of going out to the source, 
fighting to get this material, and then the constant 
running around that one has to do from city to city and 
country to country to sell it. He's more of a sedentary 
sort of fellow. Also, in order to keep the home fires 
burning, I feel that he could have done lecturing or some 
things like that with museum extension courses and things 
like that. But he found his niche, I'd have to say. 
GOODWIN: Does Harry Franklin do any work in the pre-
Columbian field? 

STENDAHL: He used to, but very little—if something comes 
along that he likes. He kind of phased out of that, and 
he's been essentially of the African, the best African 
gallery, and then has the best South Sea material, also. 
Also he's gotten good Northwest Coast material. 
GOODWIN: How did he get into art dealing? 
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STENDAHL: Well, he was handling fabrics and things from 
Thailand, whatever, the Near East. And then he got involved 
with the art objects from that region, I believe. And then 
he went into business with Oscar Mayer, and Oscar Mayer 
probably got him involved in more primitive arts. And then 
they parted company with vehemence, and then Harry kind of 
settled down to do the more fine arts. You'll have to ask 
him. I think he'll remember. 

GOODWIN: I was walking by his gallery just the other day, 
and I noticed something then that I couldn't have noticed 
before (it was probably a result of doing this series of 
interviews). But here was his shop, with presumably authen-
tic primitive artifacts and art objects, the real thing, 
and then just down the street was the Luau Restaurant. And 
in the front there were all kinds of carvings and decora-
tions, which were all obviously fabrications, and yet they 
both fulfill some kind of need. They were both, it seemed, 
catering to a kind of fantasy world, but on different 
levels. Somehow, it just seemed to be very amusing at 
that moment, to make the realization. 
STENDAHL: Well, Trader Vic used to handle genuine objects. 
GOODWIN: Really? 
STENDAHL: Yes. Of course, he was buying a lot; he would 
buy genuine objects to begin with. In fact, he was issued 
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a trading license up in Berkeley when he owned a place 
called Trader Vic's after it was Hinky Dink's. Then there 
was a murder in another place called Hinky Dink's, so he 
changed the name and opened Trader Vic's, and he used to 
have a trading license. Sometimes we'd bring in fishing 
nets and this and that and the other thing to decorate, 
and we'd get a free drink, things like that. And then 
later on he had two cases of pre-Columbian art, but you 
don't sell art at Chasen's, so he ended up by buying most 
of the stuff himself. 

GOODWIN: I noticed that even—is it Bernard Lewin, who 
sells? 
STENDAHL: What, the gallery? 
GOODWIN: Yes. 
STENDAHL: Yes, well, he specializes in Mexican artists and 
so he has had, oh, yeah, cases of little things, nothing 
too important. I've sent people out there occasionally 
that had stuff they wanted to really give away, you know. 
But he's never considered himself or tried to be noted as 
a gallery for ancient art. 
GOODWIN: Just a sideline? 
STENDAHL: Yeah, but maybe somebody that buys little things 
from him will come on later. I haven't seen too much of 
that, so . . . . 
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GOODWIN: Which museum in this country has the greatest 
collection of pre-Columbian art? 
STENDAHL: Well, probably the most significant is the 
Dumbarton Oaks collection in Washington, connected with 
Harvard. That's selective material. Then the Peabody 
Museum is probably not as great as it used to be because 
they stopped collecting a long time ago. 
GOODWIN: I read just last week or so in the Calendar 
section of the paper [Los Angeles Times] the Peabody 
Museum returned . . . . 
STENDAHL: They were returning some of the gold, the jades 
the things they got from the cenote, the sacred well. I 
understand they're not the best, just making a token. It 
might as well be there in drawers in the Peabody. But any 
way, the University Museum in Philadelphia has done a vast 
amount of work, and they have, as I recall, a fine collec-
tion. The Brooklyn Museum has a fine collection, and the 
Metropolitan now, with the Primitive Museum, has an excep-
tional collection. They might have, oh, it's hard to say 
whether they have the most significant one. The Bliss is 
a specialized thing. The Dallas museum bought a nice 
collection recently. They're right up there. Worcester 
has a few things. St. Louis has. Cleveland Museum [of 
Art] has a fine small collection. 
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GOODWIN: You mentioned Tulsa. 
STENDAHL: Yes, Tulsa, Oklahoma, the Gilcrease Foundation, 
had a large amount of material, both in Northwest Coast, 
Plains Indian, American Indian, and an extensive collection 
of things from Mexico and Central America. There again, 
they stopped years ago, so that the collection becomes less 
significant in comparison to other collections that have 
gone on. Seattle [Art] Museum has a little collection. 
Portland museum has a small collection. 
GOODWIN: But there's really nothing of major importance 
on the West Coast? 
STENDAHL: No.. Private collections would out do the museum 
collections at the present time. Seattle museum has a 
modest collection, not very much. The Denver museum has 
probably the best overall collection in the West, as far 
as museums are concerned—the Denver Art Museum. 
GOODWIN: Doesn't it seem ironic that your family business 
has been in Los Angeles for so long, specializing in pre-
Columbian art and helping to create a national and inter-
national market for it, and there's no public institution 
here which reflects your presence? 
STENDAHL: Well, the only thing we can say is the natural 
history museum. 
GOODWIN: But not on a grand scale. 
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STENDAHL: It's grand for us, for Los Angeles, but it was 
a little late. 
GOODWIN: But Los Angeles seems to have missed the boat. 
STENDAHL: Well, I think that we have not been an institu-
tional type of a city, whereas San Francisco, the public 
there has supported three or four institutions. They have 
the civic art museum [San Francisco Museum of Modern Art] 
in the Civic Center. The De Young [Memorial Museum], the 
Legion of Honor, all before we had an art museum. We had 
an art and history museum, you know, and nobody supported 
that. The other institutions that we had here were 
private—the Huntington and very few on that order. So 
whereas we could support dozens of art galleries and San 
Francisco could support one or two, yet they could support 
three institutions, and we could not support one. It's an 
important factor in the development and in the history of, 
say, California, when you consider the civic-mindedness of 
the population and of the city and county boards. And of 
course this now has been shifting, which is a good thing 
to see, but in many cases it has been too late to ensnare 
some of the fine collections that we've had here or to 
even start on new collections. It costs an arm and a leg 
now. The Heeramaneck collection—Heeramaneck was a dealer; 
his wife is still a dealer—-they were able to sell, you 
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know, a million-dollar collection to our local museum in 
Indian art. Now, they could just as well have spent them-
selves a million or two in pre-Columbian art or in any 
other form. But then again, where are you going to get 
another collection like the Heeramaneck collection? Even 
though it had been skimmed, yet it was the right thing to 
do because this was a good move for our city. So people 
will say, "Why didn't they do this?" Well, they did a 
good thing. It's too bad that they didn't do it in some 
other field, if you're interested in that field. 
GOODWIN: Right. 
STENDAHL: We bought the Skagway museum. We bought it, 
lock, stock, and barrel, brought it down here, and exhibited 
it at the County Museum of Natural History. I don't know 
how many objects there were. Now, the county didn't want 
it, and they couldn't raise $25,000 or something like that. 
It went up to the De Young Museum and then went to Portland 
[Art] Museum. And the Portland board realized, because they 
were close to the Northwest, that this was an important 
collection. You could buy a whole museum for 27,000 bucks, 
how about that? And now the collection is, you know, out of 
sight. Portland split up the collection into four parts, 
sold three of them for more than they paid for the initial 
lot, and they were fools. But there was a marvelous chance 
to buy a whole museum. 
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GOODWIN: Why did Skagway give up its museum? 
STENDAHL: It wasn't their museum. It was an estate matter, 
I should say. 

GOODWIN: I see. 
STENDAHL: And it was housed in this wood building in this 
wind tunnel. One good fire could have wiped it out. It 
was the [Axel] Rasmussen collection. He collected it. He 
made his own museum, and when he died it was an estate 
matter. So we bought it. 

GOODWIN: It seems though that Los Angeles is such a likely 
place to have a great public collection of pre-Columbian 
art because it's the largest city on the West Coast and 
it's geographically close to that part of the world. 
STENDAHL: If you can influence people to give them stuff, 
if they will spend the money, well, they can still do 
something. But it's getting more expensive all the time. 
GOODWIN: Every day. 
STENDAHL: Somebody wanted to buy something important and 
give it, and I priced an object that would have been very 
significant, you know. It's something like $16,000 to them. 
And fortunately they didn't buy it, and I sold it for 
$22,000. But I was sitting there, you know—I would love 
my city to have this, but, you know. [laughter] It's 
going to cost me $5,000. Well, if it was a nice Renaissance 
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bronze. In the meantime, in a matter of a month, the interest 
went from maybe a pre-Columbian thing to a Renaissance bronze. 
GOODWIN: It went backwards. It regressed. 
STENDAHL: Then in African art we have some fine collections 
in Los Angeles, and the County Museum of Natural History has 
a hall now, and I think they're going to try to do something 
with it. And I hope people will try to cooperate. And try 
to get Harry Franklin. "Harry, you take this thing, and you 
make it something." But he was too lazy. But then we've 
got a good curator down there, so I think he will be able 
to influence some local collectors to give their tax dona-
tions and maybe make a significant, good teaching collection. 
And then perhaps the County Museum of Art will then buy or 
be given the more important things. I think there's room 
for the two of them to act independently, and still we can 
become a center that will have something to show. 
GOODWIN: How good is the collection of the Cultural History 
Museum at UCLA? 

STENDAHL: It would be hard to say because you'd have to go 
through the stacks, and just how many pieces they have that 
you could call "great" would be the measure of the collec-
tion. There's a lot of material, being a study collection, 
you know. People will give, you know, 5,000 arrowheads or 
5,000 unpainted pots. And then they were given the Wellcome 
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collection, and that's when the Africans stopped warring 
because they bought up all the spears so they couldn't 
fight. 
GOODWIN: How did the Wellcome collection come to Los 
Angeles, to UCLA? 
STENDAHL: The person that owned that, whatever his name 
was, was given some sort of a job there in the curatorial 
manner, I believe. Now, whether or not any money was 
involved, there might have been. I'm sure there might have 
been. But that's easy to find out. 

GOODWIN: Is the Wellcome collection much stronger than 
anything else.belonging to the Cultural History Museum? 
STENDAHL: I think probably that would be a true statement 
today. The Natalie Wood collection was interesting in its 
specialization. 
GOODWIN: What's that, what specialization? 
STENDAHL: That was from Chupicuaro, a certain little region 
in Mexico. So they have a fine representation from this one 
little area that might encompass twenty kilometers in 
diameter. 
GOODWIN: Was she a . . . ? 
STENDAHL: No, she just bought it for tax purposes. I don't 
think she ever saw it before. It was a nice collection, and 
[Franklin D.}, Murphy knew about it. Apparently at a cocktail 

147 



party or something, she evidenced interest to do something, 
you know—what can she buy that the museum would like? And 
so he said, "Here's something." So zingo, off they went. 
GOODWIN: Isn't it strange, though, that a portion of the 
Cultural History Museum's collection isn't on regular 
display? 
STENDAHL: Well, there are two galleries out there now, the 
art gallery and then the other one. So there's just limited 
space. You have the other gallery that they use for ethnic 
materials is for exhibitions. If you had enough room, you 
could have a gallery which would be an example of all 
these—you could tell a story—which I think would be some 
reason for people to go out there continually and take 
their kids. 
GOODWIN: Nobody can enjoy it this way. I think it's sad. 
STENDAHL: Yeah, it would be nice to have a hall in which 
you could expect to see the same thing every time you went 
or some similar object, you know, interchanged. 

148 



TAPE NUMBER: IV [video session] 
NOVEMBER 12, 1976 

GOODWIN: Today is November 12, 1976, and this is George 
Goodwin continuing the oral history with Al Stendahl. And 
today we're visiting his gallery at 7065 Hillside in 
Hollywood. This was formerly the home of Walter Arensberg, 
who's known as a great collector of avant-garde art and 
also ethnic art, pre-Columbian art, too. We're looking 
at the outside of the Arensberg home, which is today the 
Stendahl Gallery. And it's been here in this building for 
thirty years. When we go inside we'll survey its contents 
with Mr. Stendahl. 

* * * 

GOODWIN: Mr. Stendahl, I'd like you to identify some of 
the objects in your gallery for us, please. 
STENDAHL: Well, this is a piece from the Remojadas region 
of Veracruz. It's a standing woman with a very elaborate 
cape. These are very naturalistic figures that come from 
this special region. In fact, we had a big show of just 
those pieces in the Los Angeles museum not too long ago. 
These three figures are from Ecuador. They are recently 
found, and all three of them have now been reproduced in 
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a new book. They are highly polychromed. That fellow is 
eating kind of a—cocaine is what they use as a drug down 
there. These are very reminiscent of our figures from 
Nayarit in Mexico, and we believe there was a connection 
between these two civilizations. You can't see this very 
well, but this is a lion head, Romanesque, from southern 
Italy. And next to that is a wooden figure used on burial 
markers in Madagascar. There was a big article some years 
ago in National Geographic with these painted figures. In 
the center of the picture now is a black figure from Ecuador, 
found near those other polychromed figures. This is a 
burial piece from the state of Jalisco near Guadalajara in 
Mexico. They come from tomb burials, shaft tombs about 
thirty feet deep with chambers. This is a Vishnu, a god 
stone figure from India, about tenth century. Above is a 
door from the Senufo region of Africa. They use that for 
their granaries. And we're coming in on three figures 
that were found together in a tomb burial in the state 
of Nayarit. These are polychromed, and they illustrate 
the nose, ear, neck, and hair ornaments, and the clothing 
that was worn, and body paint. They're hollow clay. 
They're about 2,000 years old. This is a figure from 
Tibet. It's made out of burnished, lacquered wood. It's 
the largest figure, about fourteenth century, we know now. 
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I don't own that. The person that owned it found it was the 
largest one that exists, and now his price went from $30,000 
to $100,000. This is a kind of a chimney. It's a hollow 
piece from the Maya region, and we think it was used as a 
guardian for tombs. There's this god-like figure on the 
front with his headdress that also is some sort of an 
animal. This is a fire-spitter mask from Africa, with the 
long horns and a long beak. The one in the foreground is 
Japanese, Haniwa period. The two wooden things on the end 
are parts of houses in Afghanistan. Coming down on one 
side there is a Khmer figure from Cambodia. This is an 
Indian relief, one of LeRoy Davidson's favorites. He had 
this in a UCLA show some years ago, a highly stylized piece 
from about the twelfth century. This is an urn, a burial 
urn, which the back of it has a container for the remains, 
either bones or ashes. It was found in the Zapotecan region 
of the state of Oaxaca. This is a Maya pot from Yucatan 
and a typical Teotihuacan stone mask. They did not wear 
these but they could be affixed to the front of their cos-
tume, but they were used for burial purposes. It was their 
ideal of beauty, and the masks all look about the same. 
This is what we call a Guatemala cookie jar. The top 
comes off, and it's in two parts. Now an old man god 
from Veracruz. This is an angel; it's Indian. It's a 
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kind of a celestial figure that the Indians use in their 
sculpture quite a bit. It's now sprouted wings because in 
Christian times, they found such a thing as angels that 
could support themselves with wings. Up to that time, 
these figures were just going around in the sky in Indian 
sculpture, sans wings. So there is the Christian influence 
in this, although it is about seventeenth century. 
GOODWIN: It's not flying now. 
STENDAHL: No, the wings are folded. This is a companion 
piece to another Indian relief that was on the floor. 
That's a Gandhara piece from Pakistan, about third century 
A.D. It has the Roman and Greek influence that came about 
after Alexander's armies conquered that region. This is a 
fragment of an animal head from Veracruz. This is another 
cookie jar with the top removable. The bird, the large 
bird beak, is on the cover. Those were found in the Peten 
region of Guatemala. This is a guardian figure, a Haniwa 
figure from Japan—a very early piece. They were found 
sitting around in tombs, usually warriors, and considered 
as a guardian of the tomb. This is an Aztec carved-stone 
god holding several ears of corn, probably a manifestation 
of the maize god. On the center table there's a series of 
Maya painted plates and pots. And now we're coming in on 
a back-bend figure with a pot on its belly. The figure 
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was found in a shaft tomb in the state of Jalisco in Mexico. 
The exact significance, of course, no one knows, but they 
do have offering pots, figures with the receptacle on the 
belly. This is another Jalisco figure with elongated face. 
Figures like these have a very modern look. We find that 
it relates more to modern art than it does to the ancient 
art, and that's why the modern art collectors went into 
pre-Columbian art, whereas the collectors of the academic 
school and old masters never got into this. There's another 
Veracruz figure which is very lifelike. Some people would 
consider it very Egyptian. In fact, they try to make com-
parisons between the Egyptian and these figures, but they're 
about a thousand years apart, so that the influence could 
not have come at that time. The earrings are usually made 
out of jade. 

* * * 

GOODWIN: This is the fourth in our series of discussions, 
although our last meeting was almost two months ago, so I 
just want to review briefly a few of the topics that we 
covered. We talked about your father, Earl Stendahl, and 
his birth in Wisconsin, and the family's background in the 
confectionery business, and his eventual move as far away 
from Menominee, Wisconsin as he could get, which was San 
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Diego, and he eventually came to Los Angeles. And after 
other businesses, he became an art dealer. We talked about 
some of his notable clients, including Walter Arensberg, in 
whose former home we're sitting. And we talked about other 
major clients, including Robert Woods Bliss. We also dis-
cussed the Ethnic Arts Council of Los Angeles and its 
relationship to some of the local museums, particularly 
the Los Angeles County Museum of Natural History and also 
the art museum. We talked about some other museums around 
the United States, for which the Stendahl Gallery was very 
important in supplying collections of ethnic material. We 
talked a little about experts in the pre-Columbian field 
and then some about dealers, in New York, the West Coast, 
and Los Angeles. Today I want to pick up some loose ends 
and also try and pull some of those together. 

I'd like to speak now a little more about Earl Stendahl, 
and we have some good visual references to show. Here is a 
portrait of Mr. Stendahl. When was this painted, do you 
think? 
STENDAHL: That was painted in the late thirties by an 
artist named Fritz Werner. He's an Austrian. He came out 
here looking for work, and we got him several portrait jobs. 
And he later settled in Arizona, where he was quite success-
ful for some time. This is just something he dashed off. 
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GOODWIN: There's another portrait of Earl Stendahl which 
is quite fascinating, this photograph. What does this show 
STENDAHL: Well, this is a group of art people, mostly 
artists. I don't see a client in the lot. Also, the two 
art critics of the Los Angeles Times, Antony Anderson and 
Fred Hogue. Rob Wagner of the Rob Wagner Script is there, 
and one of our bishops, and a series of local artists. 
They're honoring Edgar Payne, one of our artists at the 
time. But the interesting thing about it is that the 
banquet is being held in a room where Charlie Russell had 
his first exhibition in our gallery and the first big 
exhibition that he ever had. So the pictures around the 
participants are early Charlie Russells. 

GOODWIN: You mentioned that your father can be identified 
in a very easy way. 
STENDAHL: Yeah, he's the one that couldn't afford a tuxedo 
so he has a light suit on. Or maybe he did that for a 
reason. I never asked him. 
GOODWIN: Was he actively involved in the gallery up until 
the time of his death? 
STENDAHL: Yes, he was. I buried him in Morocco, and he 
had a trunk full of treasures there that he was going to 
try to peddle in Europe. And he had a heart attack. And 
so, as they say, he died with his boots on. 
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GOODWIN: Have you always been part of the gallery? Or were 
you ever involved in some other work? 
STENDAHL: Well, during the Depression we were making candy, 
chocolates, Stendahl Chocolates. Then we were manufacturing 
jigsaw puzzles. We had many, many color reproductions of 
paintings, and then we pasted those on wood and cut them up. 
So I was naturally always involved in the packing or cleaning, 
and stamping the envelopes and addressing envelopes, announcing 
new exhibitions; so everybody in the family was involved in 
some way since the 1920s. Then I went away to see if there 
was something else I'd rather do, took a lot of courses in 
various things, and found out that the art business was just 
fine. 
GOODWIN: Did you attend local schools in Los Angeles? 
STENDAHL: Well, I went to Fairfax High School and then to 
Los Angeles Junior College and then to the University of 
California at Berkeley. 
GOODWIN: Well, at this time there's a third generation 
involved in the gallery. 
STENDAHL: Yes, my father's grandson—he has two of them— 
and one of them went to the University of Arizona and studied 
archaeology. He's the only one with the so-called higher 
education, and he's actively involved. 
GOODWIN: That's Ronald? 
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STENDAHL: That's Ronald Dammann, and then his brother 
Rocklan Dammann. 
GOODWIN: Was their father, your brother-in-law, involved 
in the gallery, too? 
STENDAHL: Yes. He came in. It looked like a good business 
to him when he married my sister after the war, so my father 
asked him to stay in, and he did. He was very active, mostly 
in the field of the archaeology in Mexico and Costa Rica and 
things like that. He took many trips. In fact, he was the 
only man that I ever knew that actually dug for gold treasure 
and found it. 
GOODWIN: Where? 
STENDAHL: Yeah, that was in southern Mexico, and somebody 
there—a woman, a kind of a soothsayer—said, "You're going 
to find the treasure of the queen tomorrow." And he did 
find some very interesting gold pieces. At the time, he 
knew that he was coming across something good. He sent all 
the workers away to get some more water or some more beer. 
Then he gathered these ornaments—they were gold ornaments— 
together and hid them, and then left the next day. He had 
also a lot of pottery from the region, but they talk about, 
you know, finding treasures, buried treasures. I think the 
thing sold for $25,0 00, which in that day was a lot of money. 
GOODWIN: But Mr. Dammann is no longer living? 
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STENDAHL: No. Joe, he died about five years ago, I guess. 
GOODWIN: One aspect of your work we haven't discussed is 
publishing. Well, we have discussed it in terms of many 
exhibition catalogs, but I know you were involved in the 
production of this book called, Pre-Columbian Art of Mexico 
and Central America, which was published by Abrams in 1968. 
STENDAHL: Yes, we had an exhibition that ran for three 
years in Europe in various museums. They contracted with 
us to form this exhibition, for which they charged admis-
sion. And we also designed a catalog for the exhibition 
that they did not use. So my father sold the Abrams people 
the idea of putting out a pre-Columbian book with objects 
that were not already reproduced, not using the same ones 
over and over, as you find so often in other books. Then 
I got busy, and after changing it around, adding and sub-
tracting, in three years we did come out with a publication. 
My father died in the meantime, so he never did see the 
completion of something that he always wanted to be identified 
with. Abrams just put out a sequel to this book, on South 
America, using another dealer. And that dealer died before 
he saw his work completed. So I wouldn't advise a dealer 
to publish. 

GOODWIN: Don't get near Abrams. 
STENDAHL: Yes. 
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GOODWIN: Can you tell me about Mr. Von Winning? 
STENDAHL: Well, Hasso Von Winning is a student of Mexican 
archaeology, and he is also the associate curator in the 
Southwest Museum here in Los Angeles. We needed somebody 
who had a professional standing, so I turned over the 
writing and the titles and the technical part to Hasso, so 
we put the book out in his name and let the Stendahl name 
just come. We're in the introduction, explaining why the 
book was published, and I made the selections and the photog-
raphy. So it's really Hasso's book, in a way. And he lives 
in Los Angeles today and is involved in archaeological 
research. 
GOODWIN: He's also in the Ethnic Arts Council? 
STENDAHL: Yes, he's one of the gang. 
GOODWIN: I'd like to discuss now some of the problems that 
dealers in ethnic art are encountering. I assume there are 
several. What is happening to the supply of materials from 
abroad? 
STENDAHL: Well, when you say "abroad," you say the whole 
world. Every country is now becoming highly nationalistic, 
and they want to keep their national treasures, so that 
although there have been restrictions for many, many years, 
they have not been rigorously enforced. So we are in a 
period now where these various countries that at one time 
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thought nothing of their treasures, now we publish books 
and we put on exhibitions and then they look at their 
stuff, and say, "Gee, we've got something here. Let's 
protect it." So at the same time we have been helping 
the appreciation of all this material, we've been cutting 
our own throats, in a way, as far as getting more material. 
Naturally there's many sides to this question. A lot of 
the things that you saw here, if they were left in their 
natural state, they would no longer be in existence. And 
you see what's happening in Athens today. If the British 
Museum hadn't taken the Elgin Marbles and stored them, they 
would be in a ruinous state. So now they're going to take 
all sculpture out and put it in museums and put replicas up. 
So this is, we say, a leg that the museums and collectors 
and dealers have to stand on in that we feel that we've done 
a good job in protecting material and increasing the 
appreciation and understanding. 
GOODWIN: Is there a flow of items out of foreign countries 
into the United States or has it all but stopped? 
STENDAHL: No, there will always be a way. As long as 
there's five cents in it, people will dig under a machine 
gun to get it. But it's not easy. Whereas the United 
States, our government, has entered into some agreements 
with other governments, and the UNESCO treaties are being 
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activated—and the United States will be part, as a signator 
of that~-of course, no European, no Iron Curtain country, 
and no Oriental country is signing this. So all the material 
that goes from these other countries will now go to Europe 
and Russia and Japan. 

GOODWIN: Wouldn't the governments of some of these foreign 
countries say that one of the problems with preserving their 
national treasures is that the museums themselves create or 
promote illegal traffic? If they weren't so greedy or so 
competitive, then they wouldn't have to go into the jungles 
and ruin unstudied sites. Are the museums at all to blame 
for the plundering of archaeological sites, do you think? 
STENDAHL: Well, the plundering of archaeological sites went 
on thousands of years ago in Egypt. No sooner than some-
body's buried, then everybody goes in and takes out the stuff 
that they buried with them. So I don't know where you put 
your blame. We get it out today and distribute it through 
the country. One of the biggest shows in Paris was this 
Ramses II show, and that show had lines of people around 
the block every day. And this was the Egyptians robbing 
their own tombs to put it on display. Whether some other 
country has it or not is really a moot question. If they 
want to, if the Egyptians want to allow us to have some 
material now, they can do that. They have plenty. Mexico 
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has plenty. I find that the educated people in the countries 
involved are only too happy to have examples of the art of 
their country exported as long as they have an example of 
that work of art. Now we have some pretty good art that was 
created by the early people in our country, and we don't put 
any restrictions on that. But the time could come when we 
won't let any Navajo blankets leave the country. We can say, 
"No Confederate money can now leave." 
GOODWIN: Is there any way to approximate how much undis-
covered artistic and archaeological materials remain? 
STENDAHL: Well, they've always said 10 percent has been 
discovered in Mexico. See, most of the things come from 
burials and graveyards. I don't believe you'll find any 
buried temples. Every temple that was ever built is known. 
There's no such a thing as a lost city—that's just something 
that somebody conjures up. We know where the cities are. 
Somebody that doesn't know can discover it. But there are 
many burial sites that have not been discovered. And in a 
place like Mexico City, when the Spaniards leveled that 
city, well, you can dig down there and find plenty, but 
you'd have to eliminate Mexico City. If the smog doesn't 
get it first. 

GOODWIN: Is there a problem you encounter with fakes? 
STENDAHL: Well, that's a problem that's not only with the 
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ethnic arts and the ancient arts. It happens with the old 
masters and modern artists, too. So it's just a question 
of trying to keep one jump ahead of the fakers, so you'll 
know what the boys are doing today. In fact, I made a phone 
call to New York this morning and found out that something 
that had been offered me had been judged fake by so-and-so, 
and fake by so-and-so. But the faking was so good that it 
was up to the high level of determination. So now we know 
this new faker's style. 
GOODWIN: What kind of materials are frequently faked? 
STENDAHL: Well, metal, stone, and clay. The good fakers 
have no one metier. They work in all fields. And the 
Persian field, they're excellent fakers over there in their 
ancient material. The Egyptians have been doing it for 
centuries. It's difficult. The thing in paintings, you 
get a copy of a painting done of a Renaissance artist, done 
at the time of the Renaissance by some king in an adjoining 
country—say an Austrian sending a painter down to copy this 
and that—and you've got the same material, you've got the 
same paint, and it's always a tough problem. Science is 
slowly beating that game. We have found outl methods—the 
thermoluminescent method of determining the age of fired 
clay. They have all sorts of spectroanalysis work that 
they're doing and have done on metals, but still that's 
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very difficult. I think gold is one of the difficult things 
to determine, and so is a hard stone, because if you use a 
stone abrasive on stone, there's no tool marks. I have in 
the mail today a photo of three gold objects and one stone 
object that people have written to me from Atlanta. Some-
body wants to know if they are genuine, if they're worth 
$5,0 00. And you can't tell that by a photo, but you can 
tell quite a bit. And what we try to do is to say, well, 
if there is a possibility, let's investigate it farther. 
If not, let's throw it out now and don't waste the money. 
And UCLA has been one of the institutions that has done 
quite a bit with the thermoluminescence. They had one of 
the first machines that Dr. George Kennedy helped develop. 
Then we have Willard Libby, who is the carbon 14 man. And 
today at the Los Angeles County Museum of Art they've got 
hundreds of thousands of dollars worth of art-testing equip-
ment. It's quite a lab they have there now. And Ben 
Johnson does a fine job. He's the head of that lab. They 
have good people working. 
GOODWIN: Do you know who makes the best fakes? Are they 
Europeans, Americans, Mexicans? Can you recognize styles 
or trends? 
STENDAHL: I think that right now, my latest experience is 
the Persians, the Iranians, have done the best job in the 
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ancient material. Of course, the Egyptian fakes are 
unbelievable, but X don't know who was responsible for that. 
It's not the Egyptians. The Egyptians couldn't make a fake, 
I don't think. They're not that bright, you see. You have 
to get an Armenian or someone like. [laughter] They often 
say, "Well, how can these people do this? How can a Mexican 
make a thing this beautiful?" But the fact is that they 
can. 
GOODWIN: And have been. 
STENDAHL: The Mexican artists, in the time when they made 
these things, many people could do the same thing. You had 
maybe one master craftsman, but the people in the tribe, in 
the community, could all, you know, work quite well. And 
When they made these temples and all that, you had, you know, 
thousands of workmen working on it, just like you had in 
Egypt. Of course, some of the people themselves had been 
brought up in a tradition of art and were creating at that 
time. And it's this creativeness that makes it attractive 
to us today. If they were just doing something according 
to, you know, according to some . . . 
GOODWIN: . . . formula? 
STENDAHL: . . . yes, with no instinct behind it, I think 
we would feel that in the pieces. And that's why sometimes 
people say, "Well, the Egyptian art is too staid, is too 
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formulized." Well, you can say that, and that's true to a 
point, but it's really fantastically beautiful at the same 
time. It's like when we discover forms of art, which art 
dealers are constantly doing. In order to keep alive, the 
museums and people that write about art, they're going back 
in time and finding people that painted with the impres-
sionists and dragging up some of the third- and fourth-rate 
and then discovering the pre-Raphaelites or some school that 
at one time we'd say, "Oh, this is not art, this is terrible. 
But we're finding an art in everything today, which I think 
is healthy, in a way. And I find that also the modern 
artists are sometimes the greatest collectors. The abstract 
artists have a feeling of appreciation for arts of all times 
and all epochs. 
GOODWIN: How would you evaluate a successful dealer? 
STENDAHL: Well, I think it is money in the bank, I'd have 
to say. 
GOODWIN: Is that the only criterion? 
STENDAHL: Money is the criterion for everything, isn't it? 
You can buy everything with it. The successful dealer is 
one that can survive. If you have made great collections, 
you can certainly take a lot of satisfaction at having done 
this or having done that. Everybody can't be a Vollard and 
discover the modern artists. For instance, I don't think 
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that anybody gives a thought to who's successful and not 
successful. It's notoriety, I would say. If you were a 
Petrides French dealer, like Paul Petrides or something, 
he puts out books on Utrillo. So his name, you'll know 
that. And [Sir Joseph] Duveen, he had his reputation, you 
know, this way or that way. But as far as ethnic art 
dealers, I don't know how you would evaluate them. 
GOODWIN: Is dealing an art? 
STENDAHL: Yeah, well, you asked a question. What was it? 
Is it successful? 
GOODWIN: How would you define a successful dealer? 
STENDAHL: Well, you can only do it by the stock that's 
gone through his hands, I think, and that has to do with 
luck. We bought a museum and sold a museum. We bought a 
museum and then sold it to another museum. Yeah, that was 
great, except that we sold it for the price of one piece 
today. So we were successful in bringing this, saving this 
collection from a wooden building in Alaska and putting it 
in Portland. At the same time, we were stupid for selling 
it for so little. So I don't know how . . . . [laughter] 
GOODWIN: You mentioned once that you weren't sure whether 
the family business was going to last indefinitely. 
STENDAHL: Well, that had to do with the matter of supply. 
If you boil the supply down to one little teacup, and you 
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have everybody going after that, you have a little different 
situation than one had in the freedom of movement in the 
past. 
GOODWIN: Would you encourage people to get into the 
business at this point, or is the boom over? 
STENDAHL: Well, let's say, who is the successful dealer? 
It's the guy that has sold his business, manufacturing 
business, for $5 million and gone into the art business 
because he enjoys it, see. So he kind of outbids the rest 
of us little fellows. But there's numerous cases where 
that has happened, because, you know, it's a nice business. 
It's certainly fun and interesting to have your cake and 
eat it too, in a way. It's better than selling shoes—not 
that there's anything wrong with boots. 
GOODWIN: Do you have any reservations about treating art 
objects like any other commodities? Do you think that 
makes sense? In an ideal situation, are art pieces no 
better or worse than shoes? Do you think they really have 
a price tag? 

STENDAHL: Well, as we were discussing with this collector 
that was here, you know, nothing is worth more or less than 
somebody's willing to pay for it. And one buys something 
for one reason or another, either to get an aesthetic 
pleasure out of it, or you think that it's a good investment 
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out of it, or they realize it's a fine example of a certain 
period of a certain civilization that they enjoy collecting 
at the present time. There are people that have to have 
something around to look at and are willing to pay something 
for it. Also people that can live their whole life—you 
know, 99 and nine-tenths of the people can live without 
having any object of art around, even a reproduction. So 
X think you can't treat them like any other object. There's 
also this collector motive, but there's hardly a person that 
you know that hasn't collected something at sometime, whether 
it's postage stamps, bottle tops, cigar bands. I think it's 
inherent in many people. 
GOODWIN: Human instinct? 
STENDAHL: Yeah, it is some sort, but as we say . . . . I 
was talking to another dealer yesterday. I said, "We've 
got all of this material." (We were talking about buying 
a collection.) "Now, here we have this, this and this. 
Now, supposing you had to go out and sell it to somebody 
in Los Angeles today, where would you go? I don't know." 
So here we are in a city of umpteen million, yet we might 
not know where to go tomorrow to get $50 0 for a $2,000 or 
a $1,000 piece. That's why I say there are just very few 
people that are involved in this, and it's a relative 
handful of people that are interested in ethnic arts. 
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There's a greater number of people interested in paintings 
because they've been propagandized over the world. You may 
have five people that are interested in a pre-Columbian 
figure. If you have a Renoir painting, you might have 
100,000 people interested in bidding for it. So you can't 
treat art like any other commodity, unless it's Rolls Royces. 
Somebody likes to collect those or something. That's another 
field. 
GOODWIN: Right. If you were planning your business knowing 
what you know now, would Los Angeles be a good place to 
establish a gallery of ethnic art? 
STENDAHL: Well, there would be no special point. We have 
London, Paris, New York, and maybe we can say Los Angeles 
as major art centers today. So you'd have to be in one of 
those places to be available to your clientele. In the 
field of, say, ancient art and primitive art, it doesn't 
make any difference where you are because you will soon 
find out those people that are interested, and you would 
go to them., You wouldn't need a gallery is what I'm 
saying. If you are promoting contemporary art and living 
artists, then you need a gallery. And that's what we did 
for many years. And then, you know, every week is a new 
exhibition. So Los Angeles is as good as any town. 
GOODWIN: But it's not particularly advantageous, either? 
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STENDAHL: No, I wouldn't say that, now. New York is the 
art center, sales center. There's no question about that. 
GOODWIN: Would you say Los Angeles is in some sense 
provineial? 
STENDAHL: Well, every town is provincial in its own way. 
New York is provincial, too, you know. 
GOODWIN: Given the size and wealth and sophistication of 
Los Angeles, should it have a greater interest in art in 
general and ethnic arts in particular thah it has at the 
moment? 
STENDAHL: Well, I think we might have talked about this 
before when you consider San Francisco as the more cultured 
center and the fact that they were able to keep three museums 
going and no art galleries. And yet we were able to keep 
fifty art galleries going and no museums for a time, you 
see. Now it's changing a little bit, so Los Angeles is 
growing up, in leaps and bounds, I'd have to say. But 
that's been due to a tremendous amount of work by a lot 
of people, and it's paying off. 

GOODWIN: Do you think there was ever a golden age in Los 
Angeles art? 
STENDAHL: Well, the golden age is today. 
GOODWIN: Really? 
STENDAHL: There's no golden age. When [Henry E.] Huntington 
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bought his collection from Duveen, that was a golden age for 
Huntington; and of course, it's come to us, and there are 
some fine paintings there. But in between Huntington and 
the building up of the new Los Angeles County Museum, there 
was nothing to speak of. We've got [Jean Paul] Getty now. 
He finally bought a few decent things when he was going to 
open and make a big thing out of it. But prior to that, he 
had nothing of very great quality. And then when Arensberg 
was here, yes—you can't call him a Californian in a way— 
and his collection then left the state. A number of collec-
tions have been formed here and have left the state for other 
institutions that were willing to give space to them, whereas 
our local institution at the time was not willing to do so. 
GOODWIN: So today is no better or worse than . . . . 
STENDAHL: No, I'd say today was the best, yeah. The only 
problem now is for the institutions to find things of 
quality to buy, because in the painting field and in the 
sculpture field most of the great works are already in 
collections in museums. So it's not an easy thing to come 
by a fine example of an old master today. And when they 
sell Jackson Pollock for $2 million, it takes a lot of 
collecting to pay that for an artist that we wouldn't 
consider at one time. 

GOODWIN: So the supply of excellent art objects may be 
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available, but what is especially necessary is the avail-
ability of donors or money? 
STENDAHL: No, what I'm saying is if you wanted to find a 
Velasquez painting or a Goya painting, where would you get 
it today? It's not available. So if a museum starts today, 
our local museum, where would they get something like that, 
even though you had all the money in the world? 
GOODWIN: Right. But as far as an excellent collection of, 
say, pre-Columbian art, that might be available? 
STENDAHL: There are a few fields in which that might be 
possible, yes. I'd have to say that, yeah, or else I'd 
quit tomorrow. [laughter] 

GOODWIN: Do you think there is an art community in Los 
Angeles? 
STENDAHL: Well, we have a number of art communities. Oh, 
you mean of artists? 
GOODWIN: How would you define an art community? 
STENDAHL: Well, usually they talk about artists. They 
don't consider an art community collectors, I don't think. 
An art community is made up of artists, like Greenwich 
Village. I think they're spread out too much. There used 
to be little schools, I mean groups of artists that would 
join together and form associations. This happened more 
in the past than I think at the present time. I don't 
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think the contemporary artist today is a joiner or gets 
together to fight society or fight this or fight that. No, 
I don't think we have an art community here as far as art-
ists. As far as people that are interested in the arts, 
your various institutions all have their art councils, and 
these councils are formed for the contemporary arts, for 
the ancient arts, for this and that and the other thing to 
get friends for the museum so that they can buy things or 
put on various events to raise money and all that. So you 
can call that an art community, yes. 

GOODWIN: Do you think your father would be surprised by 
the state of the arts in Los Angeles today? 
STENDAHL: Yes, I think so. He would be quite surprised, 
yes. He was around when they formed the new Los Angeles 
County Museum of Art, but they decided not to involve any 
dealers in this whole business. The dealers got together 
and we would have the idea we could supply donations to 
form a better art library or something like that. Oh, 
some dealers gave a few things, but they treated this in' 
a way as bribery. So, you know, the dealers and the artists, 
too, were left out of the formation of the new museum. And 
my father had been involved in the Beverly Hills museum of 
modern art [Modern Institute of Art] there and in various 
things because actually, when you're in the art business, 
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it's just a small group of people in the museums, and we're 
all connected one way or another. But I think what he would 
be amazed at is the rise in prices since 1966. And then 
he'd get sick. [laughter] We bought the house, I believe, 
on the sale of a Matisse painting for about $30,000 or 
$33,000. The painting was just given to the County Museum 
for a million dollars. So there's a little difference there, 
you know. All you can do is say, "Look at all the work we 
did. We had Klee, Kandinsky, Jawlensky, Picasso. Everybody 
spit on us in the thirties. Now the artists have made it." 
[laughter] So you can take solace in the fact that you were 
part of the rise. 

GOODWIN: Do you think he was a genius? 
STENDAHL: Who? 

GOODWIN: Your dad. As far as being such an early supporter 
and successful dealer in pre-Columbian and ethnic art? 
STENDAHL: Well, he had an eye, you see. And he didn't 
exactly really know too much about art, because he never 
was involved in art history. But he also was a pretty good 
painter. He could paint a painting as good as that without 
any trouble. So he was a natural-born craftsman. He could 
do anything with his hands. He could appreciate craft in 
something else. But we said he was more of a carnival man 
in that he had great ideas for publicity. He could visualize 
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a campaign to promote these artists that he had to promote 
so that they could live. So he was always up to something. 
He never was idle. He was a hard-working man. He worked 
Sundays always. But I don't think that you'd put a "genius" 
thing on him. I haven't run into any geniuses in our 
business, you know. A genius is a man who we all dislike, 
a fellow who's one of the dealers that made a $2 million 
sale of something that a friend of mine bought for $10,0 00 
and we thought he was crazy. Now, that's a genius. Strictly 
business, you see. Some of the people that had the greatest 
feeling for art have been the least successful, I'd have to 
say, too—which is many times a sad thing. 

UCLA has been one of the catalytic elements that has 
caused art to come a long way, you know, in Los Angeles. 
There was a time when we used to have exhibitions by Paul 
Klee, Kandinsky, Jawlensky, all these people nobody heard 
about—Picasso, Henry Moore. And you had an art department 
out at UCLA, and I'd say to—oh, I forget who it was at the 
time; it was a fellow and a man and Annita Delano. And I said 
"Have you sent your students down to see the Picasso?" 
"No." You'd go to all this trouble, and the art department 
doesn't even know we're here. Now, today, they'd be 
handling the exhibition, you see. But that's how far 
back in the thirties our whole art community was. I 



talked to one of the artists that we used to handle. He 
was a eucalyptus painter, you know. I was over at his 
place one day, and he said, "What's doing?" And I said, 
"Well, Paul Klee just broke all records up at the San 
Francisco Art Museum." He said, "Who's Paul Klee?" 
[laughter] That's just too much. But he was teaching art, 
you see. That's what the poor kids in Los Angeles grew up 
to. I got an A in art history because my name was Stendahl, 
but that was the only reason. The teacher, you know, she 
put back the appreciation of art, say, twenty-five years 
in her course in art appreciation. 

GOODWIN: Let me ask you one final question. Are you 
surprised that UCLA finally caught up with you, and we're 
here today, interviewing? 
STENDAHL: Well, no, I'm not surprised because I guess I've 
been too closely connected with it and have seen it come 
along. I would have been surprised twenty, thirty years 
ago, after the war, sure, would have been very surprised. 
But I've noted during the time, since that time, you know— 
I'm acquainted with all the fellows that have been involved 
in the art department, so you're all kind of growing up 
together. And you're all friends, so you don't even think 
of this. You're just happy that it's happening, and you 
expect the most out of them. 
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GOODWIN: I'm glad we had this opportunity, and I've 
enjoyed the interviews. Thank you very much. 
STENDAHL: Okay. 
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