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1.1. TAPE NUMBER: I, Side One (April 20, 1988) 

RATNER 

Today is Wednesday, April 20, 1988, and we are at the home of Mrs. Elizabeth 

Hanson in Pasadena, California. Before we begin our discussion on the 

Pasadena Art Museum, I was hoping you might tell me a little something 

about your family background, where they're from, and when and where you 

were born and educated. 

HANSON 

I was born, believe it or not, in Burnt Corn, Alabama, the oldest of seven. My 

parents [Samuel H. Gibbons and Laura Johnson Gibbons] were teachers, 

boarding in a farmhouse halfway between Burnt Corn and Skinnerton. I was 

interested, I've been interested in art since birth, as I can remember. But we 

were impoverished. You know, schoolteachers didn't make any money at all, 

especially in Alabama. My parents had eloped from college, so they had no 

credentials. So we never had any money. My father went back to college when 

I was ten and the oldest of five at that time. He went to Auburn [University] 

and we lived on the experimental farm. It was adventurous; it was wonderful. 

But I took art lessons when he finished college and became a member of the 

teaching staff of the college. But I really didn't blossom until I got to college. 

We had a wonderful art department at [the University of Montevallo]. 
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RATNER 

Where was that? 

HANSON 

It's just outside of Birmingham. It's a small liberal arts school, and 

unfortunately in my department you had to take a science major and an art 

minor, or vice versa. At any rate, you had to cut up frogs and pigs, you know. 

You had to prove, I guess, to the board of trustees that you were a serious 

student. You'd go through this formaldehyde and not be able to faint! 

[laughter] We had a marvelous staff there. We had instructors who were, for 

that time, in the early thirties, extremely flexible, free. One I remember 

especially was named Edith Mae Brissac. She's unforgettable. I never drive at 

twilight that I don't think of her saying how dangerous it is, in the gray light of 

twilight, when we have no perspective, no third dimension. It's true, you 

know; it is a bad time to drive. She would give us lessons to music, eyes open, 

eyes closed, with pastel or some kind of chalk in hand, and we, with great 

emotion, would feel this out across the paper. She was instrumental, she 

encouraged me to do what I wanted to do, which was, instead of being a 

teacher in the Alabama school system teaching art and science, to go to New 

York and study fashion illustration. But this is the middle of the Depression 

[and] a lot of kids behind me have to be college educated. But my father's 

youngest sister, whom he'd helped get through college, said, "Send Elizabeth 

up to us if she'll sleep on the living room couch. " And I did that. He died 

suddenly, so that instead of going to school, I had to go to work. And I got 

jobs— Can I just ramble on like this? Is this what you wanted? 

RATNER 

Yes! It's great! 

HANSON 

I got jobs that were slightly art-related until I got a job as a salesperson 

representing the artists in a studio. They had one photographer. This is in 

1936. The studio owner and the photographer decided they ought to throw 

the hat in the ring on fashion photography, which was just becoming popular 

and displacing illustration. This photographer was just a hack photographer so 

that he— I didn't see how he could ever be a fashion photographer, but I was 



fascinated with the fact that we were going to see [John Robert] Powers 

models. I was the only sales rep and I volunteered to be the wardrobe 

mistress and so forth. The owner had borrowed and rented all the newest 

spring clothes that he could get his hands on and he had booked four of 

Powers's top fashion models for six o'clock for the evening. It was a blizzard 

night and only one girl showed up. She happened to be a girl that I knew, I had 

just met [Isabel Johnson]. She had just come back from a year or two posing in 

London and Paris, so she was tops, and we liked each other. This is all in my 

book: of her insisting that I get into makeup, because she knew these girls 

weren't going to show after, say, thirty minutes, the other three. So I was 

talked into posing. She gave me all the— This old hack photographer didn't 

know anything anyway, and she said, "For these kind of—" What do you call—

? Well, hack photographers. "[For them] we just do the cliches, hand on hip, 

toe pointed in front and hips away." She did the makeup, showed me what to 

do for my—I don't know—big nose, little chin. I had never put eye makeup 

on—well, maybe a little mascara, but even then we were doing eyeliner and, 

you know, eye shadow up this way, and lining the lips. We worked until after 

midnight, and I fainted because I hadn't had any dinner! [laughter] But the 

photographs turned out well. The thing that spurred me into action was 

coming back to work and overhearing the owner, the studio boss, and the 

photographer talking about me in the photographs. And the photographer 

said I was a natural and, look, there was not a bad one here. I had run down to 

look at the results, and they were talking before I reached them. And the 

owner, whom I thought was my buddy and big supporter, talked me into 

paying my own cab fares when the weather was so bad, for me to go around 

showing these, you know, lugging these great big portfolios! I was betrayed by 

this, because he said yes, I was good, but for God's sake not to let me know 

that. I would get ideas about leaving them and going to John Robert Powers. 

(Powers was the only model agency in the world then. ) And he was brutal. He 

was really mean about, "She's a workhorse, and she does it for nothing, and 

she's dumb enough to pay her own cab fares. " I was so outraged that I— This 

model who had helped me— (Her name was actually Isabel Johnson. I had to 

change her name because I give her a lot of quotes. ) She had said, "You ought 

to get out of this dumb job and go to Powers. You know, you're a natural. " I 

was very tall and very skinny, and I photographed well. I didn't think I did, but 

it's different in snapshots. At any rate, I was extremely lucky. I went over to— I 



had friends who grubstaked me to buy clothes and to live on until I got 

started. I rode up on the elevator with Powers, and he said, "Are you coming 

to see me?" And I said yes; I was embarrassed to death, but I was coming to 

see him. And, as luck would have it, that afternoon he called Vogue and 

asked— At that time Vogue and Harper's [Bazaar] were the only fashion 

magazines, really. And they were marvelous. They were 11 by 13 [inches in 

size] and glossy papered and divine. And fashion was fashion, gloves and 

hats. Vogue and Harper's each had their own exclusive models; nobody 

wanted to be mixed up with anybody else. Powers had his girl call Vogue and 

ask when I could get a test shot, and they said, "We could use her right away if 

Beaton likes her. " Cecil Beaton was photographing groups and one of the girls 

hadn't made her train in. So I went tripping down a few blocks to Vogue from 

Powers's office. Beaton was doing— Great balls of tissue were his clouds. 

These guys were all crushing tissues together to make clouds, and we were 

posing in full-length garden dresses and great big hats with silk roses around 

them and long gloves up to the elbow and arms full of peonies and roses, an 

early Beaton. I had a tragic result in that the hat I wore dipped down over my 

face! And the camera— He was shooting from above, so that I was the girl 

under the hat. 

RATNER 

Oh, no! 

HANSON 

Didn't do me a bit of good! But Louise Dahl-Wolfe—do you know her work?—

she was just beginning with Harper's Bazaar, and she liked me. I was her first 

model. And she promoted me with the Bazaar, and I was one of their top 

models from '37 to 1940 when the Germans took Paris. Suddenly 

the Bazaar needed a large New York staff, and I was asked to come on as a 

fashion editor, sort of an apprentice. I could still model to make a living 

because they didn't pay the editors anything much. Oh, I forgot, the main part 

of this whole thing is that the minute I got to New York, I was an immediate 

and addicted museum and gallery goer. It was wonderful to have the 

Metropolitan Museum of Art and the Modern Museum [Museum of Modern 

Art]. 

RATNER 



Oh, yes! 

HANSON 

And all those galleries. There were loads of galleries then, even then. And 

when I became an editor, I learned I could get a lot of ideas from— Not only 

did I enjoy going, I could glean a lot of inspirations and ideas from what was 

shown in museums. Want to stop me? 

RATNER 

No, keep going. 

HANSON 

Well, I interrupted my fashion career in 1943 by signing on with Red Cross to 

go into the war as an overseas volunteer, so I was in the South Pacific until—in 

'45 I came back. And I went back into the fashion business with Glamour, 

which was Condé Nast. Through meeting his brother, Tom Hanson, in the 

Philippines, I met Dr. Paul [J.] Hanson, who was on a fellowship in Lahey Clinic 

in Boston. Within a year we got married, and I moved to California. And the 

first thing I did, almost, was sign us up as members of Pasadena Art Museum. 

And I told you about our going to openings. I don't remember anybody ever 

greeting us or welcoming us. I never met anybody at these openings. I think 

most of those people knew each other because they were older than we, the 

other visitors, spectators. I used to laugh about it when we began to have the 

real wild openings at the museum. When would it be, in the fifties, sixties? 

Sixties, I guess. When people would come over from the other side of town. 

You know, this was an event to come to Pasadena openings and wild and 

weird, Dennis Hopper and all those people, in contrast to the openings that 

Paul and I attended where these people who were much older than we, 

sedate, formal. The men wore dark suits and black tie and the women wore 

long, dark dresses, and whispering as they went around. They had a punch 

bowl on the table in the center. They whispered around that. Henry Dreyfus, 

the industrial designer, was on the board of the museum about this time, and 

a woman named Abigail von Schlegell was chairman of the board. She did an 

awful lot for the museum. Big, generous, capable woman. But Henry, 

storywise, Henry stomped out of a meeting because they had wasted his time 

for an hour. He was a very successful, busy, industrial designer. For hours they 



had argued about pros and cons of spiking the punch! [laughter] As far as we 

made out, it was never spiked. But these things were so repressed and 

repressive that you'd get— Paul and I would get the giggles. We would have to 

whip out into the garden for a minute and get over it, you know, like you do in 

church when you're not supposed to— But the first kind of momentous event 

was when a member of the board named Mary Louise Crowe, Mrs. Arthur 

Crowe, called me and asked if we would be willing— She was canvassing 

members to find who would be willing to donate ten dollars each to pay for 

the cost of having the José Clemente Orozco show come from UCLA to be 

exhibited at Pasadena Art Museum. Regents at UCLA had discovered he was 

communist and therefore unacceptable to the walls of the exhibit areas at 

UCLA! But somehow it never bothered [laughter] the Pasadena Art Museum 

board that Orozco was a commie. So up went the show. It was a bunch of 

prints. They were wonderful, unforgettable. And I guess they were 

lithographs, I don't know. I can't remember. 

RATNER 

So this is the very early fifties? 

HANSON 

And I don't think the show created much of a stir. It should have. But then 

Mary Louise Crowe called me again with a friend of mine, she and this friend 

of mine, Estelle Schleuter, Mrs. Francis Schleuter, she was, is, were members 

of the Junior League of Pasadena, which had sponsored the Junior Art 

Workshop at the museum. Their practice was to establish something, get it 

running, then move on to a new project. And that was happening with the 

Junior Art Workshop. It was running well and they had other things to do. So 

they were calling together women that they thought would be interested in 

helping run the Junior Art Workshop. In their conferences with Joe [W. 

Joseph] Fulton, who was then the director, they learned that the museum was 

desperately in need of more than help on the Junior Art Workshop. It was 

really teetering. It needed members and money. Joe Fulton evidently, well, 

obviously, detailed all the departments in which a support group could help 

the museum keep from failing, and I was one of about fifty women called to 

meet one rainy morning I remember. I remember Mary Jones's bright parrot-

green raincoat, so I know it was raining. I think it was, yes, it was early in 1953, 



I'm sure it was. It took us a year to get the Art Alliance [of the Pasadena Art 

Museum] organized. At this meeting with Joe Fulton, giving us all these 

departmental needs, he mentioned the rental gallery. I was one of about a 

dozen women who formed a little nucleus over in the rental gallery spot. And 

we began meeting. This actually was the beginning of the Art Alliance, that 

little rental gallery group. We began meeting all summer at the Annandale 

Golf Club. I don't know who paid for the lunches, wonderful lunches, every 

week. We dwindled down to half a dozen, and we were going to be the rental 

gallery people. I don't know why it took us all summer to really get organized 

on how we were going to run this rental gallery. It was going to be works from 

the permanent collection that were not all that valuable and works from the 

community artists, Southern California artists, who were willing to let their 

paintings be rented out. And because I had come from the working world, it 

was my job to, well, I just took it on to send a report of each of the meetings 

to Joe Fulton and to the board. Well, the board of trustees adored us. Now, 

here was one healthy sign of hope. The board was full of wealthy, influential 

people; I don't know why they hadn't had ideas on how they could salvage the 

museum and really help it. At any rate, Joe kept reporting that these memos 

were encouraging. Finally, in September, we thought we were ready to roll. 

There were two women on the museum board whom we knew that we 

thought ought to be in on this, so we asked them to come to a meeting in the 

museum in Joe's office to hear what we planned to do and to see whether 

they agreed and approved and so forth and whether they might want to be 

participants. Mary Dunbaugh, who lives in Carmel now—no, she's moved 

somewhere else—she said, "My God, what this museum needs is members 

and money! A rental gallery is the silliest thing I ever heard of!" She just had 

no use for this. She made us feel like idiots. So that began us thinking about 

how we needed a really general support group. We needed fifty members 

minimum. I think the Art Alliance has many more than fifty members now, but 

it has been kept so that it was wieldy. And then we began our meetings from 

September '53. I never had been in a women's thing, and I hated the idea of a 

gavel and Robert's Rules of Order, and I said, "I'm not going to, I cannot 

function that way. I just won't. " So Estelle Schleuter, my friend, and I had a 

friend named Eudorah Moore, who had a new baby (I think he was born in 

October), and she had been—she's a Smith [College] graduate—and she had 

been, I knew that she would know how to do this thing better than I. So I think 



that I was made chairman because I was the only person of this nucleus group 

that didn't have a job in another organization, and I was willing to do it 

because I cared about it, but I knew my limitations. So I got permission to call 

and ask Eudie if she would co-chair this with me. I talked her into it. She 

brought her son, Acey [Anson Churchill Moore] the newborn, to every meeting 

in a great, big basket. Finally it was her idea that we should— That was at the 

time of the Galka Scheyer bequest coming to the Pasadena Art Museum— 

RATNER 

I think this must be '54, because I don't think Joe Fulton came till '54. 

HANSON 

I was not sure whether it was '53 or '54. 

RATNER 

I think it might be '54. 

HANSON 

Let me see. We always go by whose son was born when. My son Mike [John 

M. Hanson] was born in September of '52; yes, he was over a year old, so it 

was '54. Our first tea party opening was '55, wasn't it? 

RATNER 

Yes, because I think in the minutes that I looked at, the first meeting is early in 

'55, so your planning must have been '54. 

HANSON 

Yes. It was Eudie's idea to go to Abigail von Schlegell as a courtesy and tell her 

what we were up to. Her term was almost up for the chairmanship of the 

board. I guess Eudie knew her through her garden club stuff. Eudie and I went 

together. Abigail said, "You ought to do something to celebrate the Galka 

Scheyer [Blue Four] Collection coming to the museum. You should, you know, 

make a big thing of it. " We didn't, I didn't, know much about the Galka 

Scheyer thing. I guess I knew nothing, and Eudie didn't know either. But we 

had our first meeting in March, ladies in hats and gloves, and I think we 

introduced the idea—I think it was Abigail's idea—to have a May wine festival. 

She said, "You have two months to put this thing together, " which is not very 



much time, and I must say we didn't make any money. I think we made about 

sixty-six dollars. But it was a marvelous party, and it was one of the first 

parties, benefits, put on inside a museum in the United States. I had 

connections with Town and Country, and they covered events like that at that 

time. I knew John Engstead, the photographer, and I talked everybody into 

covering this party. He was really— It was terribly pretty, and we went to— 

Again, Abigail von Schlegell's idea was to go to [Harold] Jurgensen. They 

[California vintners] had just started wine tastings. They were mostly 

professional. They were not general and public parties; they were where men 

washed their mouths with wine and spit it out. But we inveigled Jurgensen to 

put this on with wineries in California. He was very enthusiastic about it. They 

were. And we just had cheese and crackers and wine, and then we had a 

dinner. We must have had a catered dinner, because I remember people 

seated at tables. And tablecloths, pink tablecloths! Now ask me some 

questions. 

HANSON 

[laughter] Well, that was great! Who was eligible for membership in the Art 

Alliance? 

RATNER 

Well, it was very elegant. There was a gal in that original group, or she came 

on soon after the original group. I remember someone being suggested—shall 

I name the names? Does it matter? 

RATNER 

Whatever you want to do. 

HANSON 

She was an Irvine heiress, and she was suggested. I don't know what her art 

interests were. I can't remember anything about her background except she 

was rich and social. And this gal who was already on the thing said, "We 

certainly don't want her; she posed in very little clothing on a tiger rug!" or 

something. I can't remember what. I just remember I was so entertained at 

this prissy attitude: "We can't have this girl because she—" She hadn't posed 

nude because that would really have been a sensation, but she had been 



risque. She didn't make it because none of us really knew her enough to go to 

bat for her. But mostly we asked people we thought would be creative, fun to 

have around and to work with, attractive, so that they could intrigue other 

members, so it could be "the thing" to belong. It was snobbish. I remember 

Vesta [Orlick] Hutchins—the man who was head of the University of Chicago, 

that Hutchins, I can't remember his first name [Robert M.], he started that 

think tank up in Santa Barbara but they lived here before they moved up 

there—was one of our first members. She was tiny and charming. It bothered 

her a lot that we didn't have black members. None of us knew many black 

people, girls, women. It had nothing to do with prejudice. They would have 

been welcome. And it bothered Vesta. As a matter of fact, we said to her, 

"Why don't you do something about it?" And she never did. But we did want 

to keep the group, I remember, we wanted to keep it to no more than fifty 

and we wouldn't take new members unless other members moved on, moved 

out for some reason. And I think we finally decided we needed more than that 

to get the jobs done that needed doing. We started doing the treasure sale 

[Treasure Chest] that Abigail had started with a little tiny vitrine left on the 

desk in the museum entrance that contained little bibelots and jewels and 

coffee spoons, whatever the ladies, the friends of the ladies on the board 

would donate. I think it was Eudie who decided that this could really be 

something. And it indeed grew into a big money-making thing. Then we began 

to have these benefits once a year. And then twice a year. Besides the 

treasure sale. Parties. 

RATNER 

Let me just back up a minute and ask you, when you first started having these 

meetings, I noticed from reviewing the minutes that— 

HANSON 

Whose minutes were these? Art Alliance minutes? 

RATNER 

[Yes]. They xeroxed them for me, so I have them. 

HANSON 

I didn't know they existed. 



RATNER 

They do. Not consistently, but fairly consistently from '55 until, I guess, '74, till 

the museum closed. There were a few gaps. But it seemed like there was a 

real effort, especially at the beginning, to have it kind of educational, that you 

had a lot of interesting speakers and you went on some outings and things like 

that. What was the idea behind that? 

HANSON 

We were there to, not only to— We knew we wouldn't survive if we didn't 

provide an art interest to members. It wasn't just to work. It was to learn and 

to stimulate. I mean, it had to be fun to get all these people to work that hard! 

We had classes. Bill [William] Brace lived here then. He's now teaching in 

Hawaii, has for years. He was the first hippie we knew. He wore robes and 

sandals and had a beard, and he taught us all kinds of things, stained glass and 

working with everything. We had somebody's guest house, and everybody in 

the Art Alliance went to these classes. And then we had the Junior Art 

Workshop, [which] grew into kind of a general workshop. So there were adult 

classes, too, and lectures. It was healthy. It was really a healthy museum, I 

think, and it was in the black, thanks to Eudie when she got on the board. She 

a was very smart chairman of the board. And then came the big idea to use 

the property that belonged to the museum, always could be the museum, 

Carmelita Park. It seemed too bad not to take advantage of it. The museum 

was bursting at the seams. It was fascinating, really, that the Pasadena Art 

Museum should grow into such a contemporary institution, shall we say, in a 

town that was so conservative. 

RATNER 

What was the feeling about that? 

HANSON 

I think there were a lot of people in Pasadena who really resented the 

museum and who resented what was shown there, resented the direction, the 

point of view. You know, we were very avant-garde for this community. 

RATNER 

How did the Art Alliance feel about the contemporary direction? 



HANSON 

We were young and healthy and adventurous and we wanted it. The Art 

Alliance, I think it's an amazing group. It always has fascinated me that a town 

this size can have so many women who are really able— They are good cooks, 

they are well-traveled, they're knowledgeable—I mean, this is early. And 

through the Art Alliance there's been a tremendous development of interest 

and knowledge in what's going on in the art world. You know, it became an 

intriguing museum to the art world all over the United States and, I'm sure, in 

Europe because it was a contradiction, an anomaly. And parties, after we 

moved to the Norton Simon [Museum], to the big museum, the parties were 

just unbelievable. Terrific! Just terrific. 

RATNER 

The opening parties? 

HANSON 

Yes. Just wonderful. Now you want to ask me something specific? 

RATNER 

I do. I want to back up a little bit and ask you about just a little bit more about 

those very early years. When you and Mrs. Moore decided to serve as co-

chairs, you did that for one year. And then, as far as I can tell, you were both 

elected to the board of trustees of the museum. How did that come about? 

HANSON 

Because Joe Fulton wanted Eudie to come on the board, and she said she 

wouldn't do it without me. I'm not a board person. I didn't want to do it. But 

she absolutely refused to do it because she had got there because I had asked 

her to co-chair with me. And I hated being on that board. I was a non-board 

member, except behind the scenes. I was effective there. That answers you, 

doesn't it? 

RATNER 

So you just did that for, I guess, one term on the board of trustees? I couldn't 

tell how long you stayed on. 

HANSON 



I think we stayed for two terms. 

RATNER 

Two terms? 

HANSON 

Yes, I think so. Because I remember I belonged to something called the 

Colleagues across town, but they met on the same Wednesday afternoon or 

something, Wednesday—I couldn't do both. And Eudie absolutely wouldn't 

release me. She put me in a funny kind of a spot so that I would have to make 

an issue of not being on the board. And believe me, that was a sacrifice 

because, as I say, I'm just not a board person. I don't know how to function on 

a board. But I did, mostly as a kind of behind-the-scenes [person]: "I need to 

get this done, we need to get this done, so the way we do it is go this way. " 

That was fun. Then we got diverted. It was Eudie's idea that we take on the 

California Design thing. 

RATNER 

That was in 1961, I think. 

HANSON 

I guess she and I went to talk to, it wasn't Joe Fulton then, was it? 

RATNER 

No, that was Tom [Thomas W.] Leavitt in '61. 

HANSON 

Yes. We asked him if we— Because there was no permanent director of the 

California Design show, and they had been using directors who had to leave 

their professions while they put these things on. And Eudie thought it could be 

much better if it was a permanent department. Crafts [were] more her 

interest than mine, but she and I worked so well together that we 

complemented each other. And we had a good time working together. I 

enjoyed that exhibit we put together down at Brookside Park. That was a big 

success. And this is the first time they had a catalog. And I suggested that 

because I'd been working on magazines all my professional life. And I knew 

that, you see, the exhibits had traveled after they closed here, and I knew that 



my husband would have a fit if I traveled with it because I had two little boys 

at home, and he was a busy surgeon, and he didn't want me to. I had quit 

my Vogue job because it entailed a lot of traveling. I was Vogue's West Coast 

editor. And the catalog was—that was terrific for me. We had a great 

photographer. I remember he loved working in the rain. First photographer I'd 

ever worked with who chose, preferred rain! My God, it was the coldest 

winter! There we were down at Brookside without any heat. Richard Gross his 

name was. Wonderful catalog. Wonderful. He moved away from here; I don't 

know where he lives. Never see or hear of him. 

RATNER 

So how many additional California Designs did you work on? 

HANSON 

I think that was the only one. 

RATNER 

That was the only one. Why did you decide that? 

HANSON 

Well, because Eudie really didn't need me. And the crafts thing was not really 

my burning interest. And I got, I was still getting free-lance jobs in the fashion 

world and I really preferred doing those. Also, we bought a great big house in 

disrepair, and I wanted to do it over myself. And I really just got lost in that 

project. I really was wild about it, and that took all my time. I really didn't— I 

remember when it was over Eudie said, "I think it's about time you came back 

into the world!" [long pause] 

RATNER 

Going back to the 1950s again, during the Art Alliance's first several years of 

operation in particular, the museum had a really skeletal staff, as you 

mentioned, and the women in the Art Alliance seemed to have filled in a lot of 

those staff positions. 

HANSON 

Oh, you better believe it! 



RATNER 

How were those kinds of things allocated? 

HANSON 

People volunteered for them. Anne Ferrier now lives in Santa Fe. She 

discovered herself in the Art Alliance and she adored hanging around the 

museum. She volunteered to paint the Johns, the restrooms. She did that all 

by herself, as I remember. But she grew so in her volunteerism at the 

museum. Her education, it was an education for her, so that by the time we 

had—in 1966 was it, or '67—we had the Joseph Cornell show, Anne Ferrier did 

the installation. 

RATNER 

Oh! My goodness. 

HANSON 

And you know, I mean, from painting toilets to doing the installation as a staff 

member, and, oh, it was a smashing success! It was just wonderful. She used 

navy blue velvet. 

RATNER 

I need to flip the tape. Hold that thought! 

HANSON 

I need to put some more wood on the fire. 

1.2. TAPE NUMBER: I, Side Two (April 20, 1988) 

RATNER 

Before we flipped the tape we were talking about the blue velvet in the 

Cornell installation. 

HANSON 

Oh, Anne Ferrier! The impression of the installation when she got through 

with it was that she walked into this, you know Cornell's work— 

RATNER 



Yes. 

HANSON 

—it was like a fairyland, the way it should be shown. Each box and each 

collage was spotlighted in this room that was all blue velvet. You just walked 

around in a dark blue velvet room and then you saw these little jewel visions 

of Cornell. I have a Cornell over there and a drawing that his brother [Robert 

Cornell] did called— That's a collage of his, and then the brother did that little 

drawing. They're terribly faded, and I have some acrylic—I suppose it's 

acrylic—wash of Cornell's blue that he gave me. And I'm afraid to touch those 

things! The collage had a blue frame, and the brother's drawing had a blue 

wash, and Cornell dedicated it to me on the back. 

RATNER 

Oh, how nice. 

HANSON 

And I have a dozen Cornell letters. Anyway, back to Anne's thing, I think the 

Art Alliance members made themselves indispensable to the museum. 

RATNER 

What were some of the other kinds of things they were involved in? I know I 

read somewhere that somebody, for example— 

HANSON 

We were just practically on the staff! 

RATNER 

Yes, that's what it seemed like. Somebody assisted the director, and— 

HANSON 

Yes. We did everything. I got an actual job there, a paid job! 

RATNER 

Oh, really? I didn't know that. 

HANSON 



Yes, I was, but this was really— I didn't realize that I was being asked to come 

on, really, to help Hal Jurgensen raise money. Because I came in as— 

RATNER 

For the new building? 

HANSON 

I came in as the PR person. And I liked doing that. I set up the whole PR 

program. Then I got a secretary, and suddenly I find that I'm Harold 

Jurgensen's right-hand girl! Well, I didn't know how to help on a drive to raise 

money. And I mean, I'm no more a money-raising person than I am a board 

person. But I did that for about a year, I guess. And I had a secretary who did 

it. It became routine stuff, and she could do it, so I left. But as volunteers, I just 

remember that we were there all the time, we helped. I could never go in the 

museum that I didn't see fellow Art Alliance members. We were just there for 

whatever purpose we were needed. When Joe Fulton became ill with his 

alcohol problem, Jules Langsner was asked to come in because we were 

already well into the Chagall show ["Chagall Seventieth Anniversary 

Exhibition"]. Everybody pitched in on that. I remember— what's his name? 

what is his name?—the guy who did the show that was at the Natural History 

Museum in the city of Los Angeles? 

RATNER 

Tony Duquette? 

HANSON 

Yes. Tony Duquette. When we were getting ready to do the Chagall opening, I 

guess Vesta Hutchins got him to come over and show us how to make those 

paper roses that you've seen now all over God's world, tissue-paper roses. The 

museum was really extravagantly festive with the Chagall feeling and decor. 

And we all did that. God, we made roses. We have so many talented people in 

the Art Alliance. Jane Brewer, for instance, has made better-than-professional 

banners for every kind of important banner occasion. There are a lot of artists 

in the Art Alliance— women who are artistic, if not artists. You know Lois 

[Boardman]'s house. 

RATNER 



Wonderful. 

HANSON 

It's interesting. In this town it's—how many have we got? One hundred 

thousand, two hundred thousand? There are so many people, and I've always 

been fascinated by it. So many women of such talent. I told a story at the 

meeting the other day about— We have an official dish—this is trivia but the 

story's sort of amusing—that is called "Crab and spinach yum-yum. " I think 

"yum-yum" is a little disgusting. Somebody wanted me to come and tell about 

how this got to be our official dish. I said the thing about it is that it should be 

called "Crab and spinach Betty Flannery" because she created the dish. She 

was Edward Steichen's girl Friday. When I was trying to be a model in New 

York, starving to death, I was talked into going up to see Steichen at his studio 

up in the Sixties somewhere, shaky and hungry. I came along at a time when 

the vogue for models was just shifting from pretty to what John Powers called 

"Unusual, " with a capital "U. " And unless we were endorsed by Vogue or 

the [Harper's] Bazaar, advertisers wouldn't use us because they weren't sure 

whether we would be the vogue type—I mean little "v"— unusual. So it took 

me a long time to become—took me a year. And I got married, turned my 

back on the whole thing, was going back to art school when I had a little 

adventure that tossed me into being successful. And I'm, I think, the only 

model in the world who was given a portrait of me by Jean Cocteau, which is 

over here. 

RATNER 

Oh! I'll have to look at that when I can move. 

HANSON 

What was I telling you? Oh, about Betty Flannery. I finally got up my nerve to 

call on Steichen. And Betty came to the door and was so pleasant, so cordial, a 

relief, because that's a cold world. It's colder now. But she took me right into 

Steichen's office, which sort of nonplussed me, threw me, because I didn't 

expect that. He was, I remember, sitting on the south side of this building with 

the sun coming [in]. He was sun-etched, pipe, black and grey, salt-and-pepper 

hair, and quite a keen and perceptive eye. And a very kindly guy. She said from 

the doorway that she thought I looked like Marian Morehouse. Well, Marian 



Morehouse had just left his environment to marry e. e. cummings—or was 

that the model Lee what's-her-name? So anyway, Betty thought that I'd be a 

replacement, maybe. Steichen did call Vogue and insist that they use their best 

test-shot photographer for me. He thought that I had possibilities. The test 

shots were absolutely awful, but in the meantime Betty and I had become 

friends. So when I, years later, married Paul Hanson and came to the West 

Coast and was working for Condé Nast out here, my job was to travel up and 

down the Coast visiting stores that were allied to Vogue and Glamour and 

making talks to store employees and women's groups about fashion. In San 

Francisco I ran into Betty and Henry Flannery. Henry had been Steichen's 

camera assistant. This romance had bloomed in Steichen's studio and they got 

married. I guess Steichen had retired by then, and they had come to San 

Francisco—I think one of them hailed from San Francisco— and they had 

opened their own studio. I was invited to Sunday brunch, and Betty served this 

great creation of hers. So at the final meeting of the Art Alliance of the old 

board meeting and the new board meeting at my house in San Gabriel in 

1954, I served this, and everybody loved it so that it became our official dish. I 

thought, you know, Betty Flannery should be honored rather than some "yum-

yum" thing. I can't remember more about specific jobs we did. I just 

remember Anne Ferrier being so remarkable, the most remarkable maybe. 

RATNER 

How "influential do you feel the Art Alliance was in terms of policy-making? 

Did they have any impact in that area? 

HANSON 

I haven't any idea. I should think that there would have been an influence 

because of our interest in contemporary work. You know, early on in the 

museum, when we were [in the] early days of Art Alliance, there were two 

exhibits that we had a lot to do with. One was portraits of family ancestors 

which was very interesting. I think this was Vesta Hutchins's idea. And then we 

had an Art Alliance-influenced exhibit of our own things that we thought were 

interesting enough to submit. And it was a very interesting show. I remember 

my Chagall being in there, and I have a Chagall etching that's kind of rare. It's a 

reclining nude. I've never seen a reproduction of it. And this Cocteau. And I 

had an oil portrait, maybe it's watercolor, done by aHarper's Bazaar artist 



named Plucer. Oh, and I have a portrait by René Bouché, who was a great 

portrait artist. At any rate, it was very interesting. The variety was so 

interesting. 

RATNER 

I wondered about that, because in one of the minutes that I had read there 

was something that Tom Leavitt said that had been paraphrased, and he was 

asking the Art Alliance for help in thinking of exhibitions and in planning and 

implementing them, which led me to believe that the Art Alliance must have 

been fairly involved at that point in that kind of thing. 

HANSON 

Yes. Yes. Well, we always were. When you think that the early museum board 

was so ineffectual in supporting the museum—I mean, as far as money, the 

museum was going to fold! They didn't know how to go about membership 

drives, financial support. They either didn't— Well, they must not have known, 

because they stayed on the board. They certainly were interested. There were 

a number of artists on the board, aside from lawyers, and— I have a bad 

memory about that period; I can't remember exactly what we did. And I lived 

at the museum myself. 

RATNER 

Well, they must have done a lot in those early years [because] the staff was so 

small. I also had a note here that one of the things you did on more than one 

occasion was invitation design. Do you remember that? 

HANSON 

Oh, yes. I loved doing that. And we used over and over and over that little— I 

did a funny drawing of a lady bringing in her treasures, a little bosomy Helen 

Hokinson lady that Bob [Robert M.] Ellis redrew into a proper professional-

looking drawing, but we used mine for a long time. What was it that we used 

as a border around every invitation? "A museum is to enjoy. " And that would 

be a running border around every invitation. Used that for a long time. What 

else did I do that I can't remember and you can? 

RATNER 



Well, that's the main thing that I came across, but it was just another one of 

the things that made me realize that they weren't using graphic designers at 

that point, but that the Art Alliance— 

HANSON 

Filled in. 

RATNER 

—filled in all those positions. 

HANSON 

That's another instance of, you know, how many remarkable talents we have 

in that group. 

RATNER 

Yes. 

HANSON 

It's interesting that—I seldom go to the meetings any more because I've been 

so, for the longest time, busy on that book [her autobiography]—that you just 

sort of get out of touch. But here were a lot of the old, early, original 

members. It's been a marvelous organization. 

RATNER 

Yes, it certainly seems like it has. 

HANSON 

It survived where other support groups have not. UCLA had a group that I 

never hear of. I've forgotten what they call themselves [UCLA Art Council]. But 

I remember there was some competitiveness about the treasure sale. They 

had a flea market [Thieves Market], and our treasure sale conflicted with the 

timing. So we very cooperatively changed our time to the fall, but you never 

hear about that. So the Art Alliance has esprit de corps as well as— I guess 

that's what it is, everybody liking each other and liking to be together and 

enjoying the activities. 

RATNER 



You mentioned the Carmelita project earlier and the fund-raising, and the new 

building was probably the area in which the Art Alliance gave its greatest 

financial commitment in terms of raising funds for the building, and then once 

you were installed in the new building, of course, continuing to support. It was 

first mentioned in 1958 that the Carmelita option was a possibility. Then it was 

announced to the Art Alliance in February of 1960 that the board of trustees 

had decided to go ahead with plans for this Carmelita cultural center. Shortly 

thereafter, the Art Alliance was asked by the board to assist with related 

parties and invitations and refreshments and that kind of thing. Do you 

remember what the reaction of the group was to this announcement that a 

new museum would be built? 

HANSON 

Oh, it was positive. 

RATNER 

Very positive? 

HANSON 

Oh, sure. Yes. No reason for it not to be. We didn't envision the fact that we 

were biting off more than we could chew. And I don't know a lot of this. I just 

remember there was some heartbreak over the fact that we didn't have the 

finances to— I was on the architectural committee early on that chose Edward 

[Durrell] Stone. 

RATNER 

Was that a committee of the board, of the board of trustees? 

HANSON 

Yes. 

RATNER 

How was he selected? 

HANSON 

I can't remember. There was something about those buildings in India that 

intrigued all of us. The designs he submitted were not acceptable, I don't 



know why. And I don't know why Thornton Ladd became the choice. I can't 

remember. Just really vague. I do remember there was a lot of scorn about the 

Thornton Ladd building at first; now everybody loves it as far as I know. I don't 

know what Norton Simon did to bring it up to par as far as museums are 

concerned, you know, the technical part. But it was enormously popular; it 

always has been. 

RATNER 

Do you remember at the beginning, the idea was for it to be a whole cultural 

center? But then that idea never really materialized and it ended up just being 

the museum. 

HANSON 

Not really. The Junior Art Workshop was in there. And there were rooms on 

the ground level, the lower level, that were designed and built for workshops. 

I was thinking, when you first said "cultural center, " what would be there 

today if it really were a huge cultural center. 

RATNER 

I think part of the idea was maybe to have the [Pasadena] Symphony there 

also, or to have their offices there, to combine music as well as the visual arts. 

HANSON 

Yes, I do remember something about the auditorium and how much more 

expensive it would be to make it large enough. I think we decided to pull in 

the financial horns, as I remember. Eudie must be much clearer than I on this. 

And Martha Padve, have you talked to her? 

RATNER 

Yes. One of the other things about Ladd and Kelsey I noticed in the minutes 

was that in October of '65 the Art Alliance board—I'm not sure whether you 

were on the board at that time— 

HANSON 

No. 

RATNER 



Well, they visited the offices of Ladd and [John] Kelsey after their meeting or 

as part of a meeting. I don't know how involved the Art Alliance was, but I 

didn't know whether that kind of meeting was meant as just an update as to 

what was happening, or whether the Art Alliance was asked for any sort of 

input in terms of what— I know they were very involved, for example, with 

the kitchen and the lunchroom—whether they'd been asked for their 

recommendations on that, for example. 

HANSON 

I think probably, but I don't think anybody listened, because the kitchen was a 

fiasco. 

RATNER 

Oh, really? 

HANSON 

Oh, yes. 

RATNER 

What was wrong with it? 

HANSON 

I can't remember exactly. I just know that it was installed, it was non-

functional. It was not designed by a cook. And there were things that were not 

needed—elaborate things that were not needed, elaborate stoves, elaborate 

all kinds of things—and there were not things that were needed. I remember 

when the lunchroom first opened and we ran it, it was a hard job to operate in 

there. I can't give you any particulars; I'm too vague about them. But I just 

remember that a lot of cussing went on. [laughter] It was such an elaborate 

kitchen, like a Caltech [California Institute of Technology] kitchen for a greasy-

spoon operation. But we managed. We did do it. And then they eventually 

turned it over to a pro. 

RATNER 

But before that, was that a money-making operation for the Art Alliance to 

run that lunchroom, or was it just a service? 



HANSON 

I think it was a service, a convenience. But I remember going to the Ladd and 

Kelsey offices many times. So we must have gone for input. I don't know why 

I'm so vague about that period. 

RATNER 

And another concern that the Art Alliance had prior to moving into the new 

building—this was a few years prior actually, but while it was in process—

there was some concern regarding the changing role of the Art Alliance once 

the move had taken place because of the expanded quarters and expanded 

staff, and I guess there was some concern that the role of the Art Alliance in 

relationship to the museum might change. What do you remember about 

those discussions? 

HANSON 

I'm not aware of that so much as I'm aware of when Norton Simon was— It 

became known that he was going to take over. 

RATNER 

Right. That was much later. 

HANSON 

We were not sure whether we would be necessary there. 

RATNER 

Right. 

HANSON 

And we obviously were not wanted. But when we first moved to the 

museum— [tape recorder off] 

RATNER 

We were talking about the new building and the changing role of the Art 

Alliance. The last thing I wanted to ask you about that was, what do you 

remember about the Art Alliance's involvement in the opening ceremonies 

and parties for the new building? 



HANSON 

That's a place, I just remembered, Anne Ferrier organized the party, the 

opening-night party. I'm pretty certain that that was her thing. It was 

glamorous and marvelous. It was white and silver. Ask her. Make a note to ask 

her about that. 

RATNER 

So it was a very dressy affair? 

HANSON 

Oh, formal, yes. But we still had our Dennis Hoppers. I wish you could talk to 

Dennis Hopper. But now, with that movie, Colors, he won't be able to talk 

about anything else. But he and his wife, Brooke Hayward then, would come 

over all the time. They were among the avant-garde from the other side of 

town who slummed over. 

RATNER 

[laughter] 

HANSON 

But we had absolutely wonderful openings. And at that time we had a junior 

group of supporters [Art Workshop Council]. I've forgotten what they called 

themselves, but they were younger than we, young marrieds, they gave a lot 

of parties at the old museum. They sort of petered out. I don't know what 

happened to them. I need to be hypnotized; you could get a lot of results out 

of everybody! But you could get a lot from Anne Ferrier, I'm sure of that. 

RATNER 

That's a name that I'll mention to Dale [Treleven]. [Is there] anything else you 

remember about those opening ceremonies or parties, the kind of work that 

the Art Alliance did for that? 

HANSON 

You mean in the new museum? We had music, we had a bar, the bar had to 

be outside. One of our earlier exhibits had Richard Serra's logs, that was— Oh, 

boy! We were off to a great start in the community. A pile of logs out in front 



of this marvelous building with these fountains. And it seems to me the 

Pasadena Garden Club had a lot to do with the grounds. I'm not sure. The city 

owned the land, so they were the upkeepers, the greens keepers. But the 

parties were terrific! They really attracted mobs of people from the other side 

of town. It's so ironic, isn't it, that now we have Norton Simon with his 

properly-controlled, sedate, real museum climate and audience. I don't know 

where these people go that frequented our openings. 

RATNER 

Probably back to the Westside, I guess. 

HANSON 

Yes, but where? I mean, where do the Dennis Hoppers of today's generation 

go? They don't go to the [Los Angeles] County [Museum of Art]. MOCA 

[Museum of Contemporary Art] has all those yuppies; it's just jammed with 

yuppies. 

RATNER 

[laughter] 

HANSON 

But they were not, our visitors were not yuppies. Hippies, I guess. 

RATNER 

Why do you feel that those openings attracted so many people? 

HANSON 

Because it was the only place that there were really avant-garde exhibitions. I 

mean, we were ahead of ourselves, our time, truly. 

RATNER 

At what point did it really become the thing to do to go to openings at the 

Pasadena Art Museum? 

HANSON 

It started in the old museum when Tom Leavitt was director. I must tell you 

something amusing about Tom. The old museum board (I mean, PAM 



[Pasadena Art Museum] we'll call it), we had Jules Langsner pinch-hitting for 

the Chagall show and just helping us through this interim, because it seems to 

me that Joe Fulton got out of hand with his drinking. I can't remember exactly, 

but I know it was so sad, he's such a wonderful guy, so talented. It was like 

Lost Weekend. There was some whispering around the board about "We 

mustn't have a Jewish director. " Eudie and I and—I think maybe we were the 

only ones, maybe Don [Donald] Goodall—we were our little behind-the-

scenes trio. I think maybe just Eudie and I went out to pick up Tom Leavitt 

when he came out to be interviewed. And I'll never forget, as we drove up and 

we saw him approaching—we had all made some arrangement for identifying 

each other— and I said, "Eudie, he looks Jewish!" [laughter] "I hope he is!" Oh, 

it was just marvelous! I've never learned whether he was or wasn' t. But he 

was the one who really started the avant-garde; he was a very able guy, I 

think. And he was mellow. He was easy to work with, as far as I'm concerned. I 

never heard of his having any difficulty. Eudie would know about difficulties 

because she met so much resistance with that California Design. I mean, 

people just would not accept the fact that California Design was art—I mean, a 

lot of people. And I think Bill [William C.] Agee was a pain in every 

department. I think he really resisted everything she tried to do. And she was 

a really positive force in that museum, more than anybody else that's been 

associated with it, in my estimation. She never started anything she couldn't 

finish and finish successfully. I mean, as the chairman of the board as well as 

everything else. Those men who came in were over-ambitious and didn't 

follow through—you know, like Robert [A.] Rowan and Jurgie [Harold 

Jurgensen] and Alfie [Alfred] Esberg—they would start things that they 

couldn't see through, or didn't, or wouldn't. I don't know how it happened. 

But I think Tom Leavitt was one of the best directors we had. John [R.] 

Coplans, I think, was a sleaze captain. I know he was. 

RATNER 

Why do you say that? 

HANSON 

Well, because he operated without permission. 

RATNER 



What do you mean? From the board, or—? 

HANSON 

Yes, from the art committees on the board. He would trade things from the 

permanent collection without people knowing it. I remember people just 

chanced on it. People should have blown the whistle on him. He really did 

some dirty stuff. I didn't like him anyway. I remember his giving lectures at 

night to those of us who wanted to come to them about the contemporary 

scene. And I remember challenging him several times, and he was mean as a 

snake to me. So we didn't really like each other. But I had no respect for a 

director who would do what he did, like take a rare Indian rug out of the 

permanent collection, just because it didn't mean anything to him, and trade it 

for something. He always got a little off the side himself, as I understand it. 

There was a girl, Barbara somebody— 

RATNER 

There were two Barbaras. Who was a curator? 

HANSON 

Did Barbara become a curator? 

RATNER 

There was a Barbara Berman. Is that who you mean? 

HANSON 

Yes. She was a curator? 

RATNER 

Yes. And Barbara Haskell. Barbara Berman, you mean? Barbara Haskell was a 

curator, and I think Barbara Berman was, like, an assistant curator early on. 

HANSON 

Well, now, I wish I could remember which one it was. I think Berman. 

RATNER 

She was there when Walter Hopps was there. 



HANSON 

Yes. She knows an awful lot, if you could get hold of her. She could give you 

information nobody else can. My one clue to her background is that I was, at 

that time— Oh yes, that's right— I forgot all about the fact that I became 

involved in the Costume Council at [the Los Angeles] County [Museum of Art]. 

Somebody asked me if I would take on the program responsibility, and I did. 

Isn't that funny, I forgot all about it. And this is when they were in the old 

building over there. Natural History and all that. And I served on that 

committee through the move into the new museum, stayed on. I must have 

been there six years, it seems to me. " My job was made untenable by the fact 

that I had to clear every program through the curator. Stella? Whatever her 

name was. She was impossible. Once I was going to ask a guy who is from 

UCLA, who is now retired, who was on the Tamarind [Institute] board, which I 

was. [E.] Maurice— 

RATNER 

Bloch? 

HANSON 

Yes! And I asked Barbara Berman what he was like because she was a UCLA 

product. And she said, "Well, I can only tell you that he lives with his mother 

and he probably sleeps in a long, red, pointed nightcap!" 

RATNER 

[laughter] 

HANSON 

So if that gives you any clue to which Barbara we mean— What did you ask 

me? Oh, how the contemporary scene came into being. Tom! They [the Leavitt 

family] lived in the museum. Do you know that? He and his wife and two 

children. 

RATNER 

Right. He told me that. I interviewed him and he told me that. Yes. 

HANSON 



Where is he now? 

RATNER 

At Cornell [University]. 

HANSON 

He left us for Cornell, didn't he? 

RATNER 

He went to Santa Barbara and then he went on to Cornell from there. 

HANSON 

That's right. I liked Tom. He was, I think, open, and not sly like Coplans was sly. 

RATNER 

What about Walter Hopps? How did he relate to the Art Alliance? 

HANSON 

Walter was a case, really. He came in late and stayed late. He was the most 

unpredictable mayfly, and intriguing and bright. I was going to tell you about 

Joseph Cornell's story. I was doing the museum PR. Walter came back from 

one of his many trips to visit Cornell, to re-woo him back into agreeing to do a 

show. He popped his head into my office and said, "Cornell sends you 

greetings!" I didn't know who Cornell was, and I said, "How is this? How 

could— how? What do you mean?" By this time I knew, because Walter had 

been wooing him, and I knew who he was. But I couldn't understand, and 

Walter's never been able to tell me how it was that Joseph Cornell, who used 

to come into the Harper's Bazaar offices, in the art department, and do hand-

lettering and other things for the director, [Alexei] Brodovich, and who was an 

admirer of mine because I was a model and Cornell liked actresses and 

models, and he kept scrapbooks of us— When he and I were corresponding, 

he was having a romance in theory, in fantasy with—oh, gad, I've forgotten 

her name—an actress who played in Rain. I can't remember. Maybe it'll come 

to me. [Ms. Hanson added the following bracketed section during her review 

of the transcript.] [Oh yes, Jeanne Eagels. He was doing a box in her honor.] At 

any rate, I said, "How did Cornell know that Elizabeth Gibbons was Elizabeth 

Hanson, working in your museum? Because you didn't know that I was 



Elizabeth Gibbons. " Walter didn't know. He's never given me an answer! It 

made me think that Cornell had not sent greetings. At any rate, soon after that 

I was in New York, and the Schoelkopf Gallery was having a show of Cornell 

collages and drawings by that little brother of his, Robert. It was pouring 

buckets, and Schoelkopf had just resurfaced the floor of the front gallery, so 

we couldn't go in. And I just leaned over the rope and saw that drawing. And 

then we went back to his office where he had these collages all over the chairs 

and all over the bookcases, and I fell in love with that one. And I said, "This 

was done for me, and I can't let anybody else have it. " He said, "Well, buy it!" 

And I asked if I could buy it on an installment plan, and I could. When I got 

home, I wrote Cornell a fan letter, and told him that I had this and how much I 

had liked this little snow castle of his brother's. His answer was that something 

was coming to me in the mail, how much he appreciated my letter to him, and 

that a surprise was coming to me, and that was this drawing that's inscribed to 

me! Did you look at it? 

RATNER 

I just looked at it a little bit. 

HANSON 

The blue wash which I— I'll have to get an artist to do because I don't I don't 

know how. Surely it must be concentrated by now, even though sealed. I don't 

want to make it too dark and I don't know how to thin it. At any rate, I then 

sat down and made him an Indian summer collage. Chuck [Charles] Newton, 

of the Virginia Steele Scott Foundation, watched me do this. And it was almost 

like a Ouija board in that my fingers— I put faces of Cornell and faces of me in 

this find-the-face kind of rebus. It was kind of charming. And I mounted it and 

sent it to him as a gift. And he was enchanted. He said, "How did you know 

that Indian summer has a mystique for me?" And this started our 

correspondence. And I kept the letters. I have a dozen letters of his. I went to 

see him. When the blue faded the first time, I'd loaned it to [James T.] 

Demetrion for a show that traveled someplace. And neon, or whatever, freon, 

whatever that lighting is, bleaches out acrylic color. So I took it back to Cornell. 

My sister lived in Westchester, and her son is my godson, and he and I drove 

over to see Cornell. What an adventure that was! But he asked me to be his 

executor, and I said that the worst favor I could do him— I wish now that I had 



been! But Walter got him. Walter really took off where Leavitt— I never 

considered Coplans a director. I had so little use for him. He may have done a 

lot of good for this museum, but I was disassociated from the museum during 

his term deliberately. There was something so unattractive about him. What's 

he doing now? I wonder if he's still trading under the table. I don't know how 

you found this in the art world, but I think that Walter undoubtedly was the 

take-off. I mean, Walter had connections like Irving Blum and all those people. 

If they really knew what was going on in the art world, the contemporary— 

RATNER 

I think we'll go ahead and wrap it up here and then we'll meet again soon and 

go ahead and finish up. So thank you for today. 

1.3. TAPE NUMBER: II, Side One (May 18, 1988) 

RATNER 

While we were getting set up to start here today, you were telling me that you 

talked to Don [Donald] Goodall, who was a former trustee at the museum, and 

you were trying to confirm some information with him, I thought it would be 

good if we could get that on tape. 

HANSON 

Well, you asked me last time about who was responsible, I think, for the 

remarkable switch to avant-garde contemporary art at the museum, and I 

thought it had been [Thomas W.] Leavitt. I checked with Don Goodall, who'd 

been on the board, and he remonstrated fiercely and said, "Hell, no, " that he 

and artist Leonard Edmundson—I don't know where Leonard is now; he would 

know a lot about all this—had influenced Leavitt to take the direction that he 

took. And Leavitt was off like a shot, of course, with the support of Eudie 

[Eudorah] Moore. I don't think Eudie had had any particular art interest, 

certainly not in the contemporary, until all this happened. But I think you 

ought to talk to Don Goodall. He's in New York, or just back from, and he and I 

are good friends. I remember his telephone number, if you want it. He's out of 

town more than he's in. Oh, and he said an artist who was not on the board, 

Richards Ruben—yes, he had that "s" on the surprising place—but he moved 

to New York soon after this outburst of interest. He taught at the museum. 



The thing I retain is his teaching us that the juxtaposition of different hues of 

one color makes that color vibrate. It's true; it's fun to watch that. I think New 

York eclipsed him somehow. At any rate, he and Leonard and Don, with 

Eudie's support and Leavitt's interest in taking that direction, or advice and 

guidance, made the turning point. 

RATNER 

Okay. As I said when we finished up last time, we were in the middle of talking 

about some of the various directors, and we hadn't yet discussed Tom 

[Thomas G.] Terbell, who followed Jim [James T.] Demetrion. He was a 

member of the board of trustees, and then he served as acting director when 

the new building actually opened, and then he was later appointed director by 

the board. And his wife [Melinda Wortz Terbell] actually was also a member of 

the Art Alliance [of the Pasadena Art Museum] I wonder how responsive he 

was to the needs and interests of the Art Alliance as director. 

HANSON 

Tom? 

RATNER 

Yes. 

HANSON 

This is at a time when I was beginning to be less of a participant in the whole 

thing, so that I'm not sure of my reaction or theirs. I think that, well, Tom was 

appointed as an interim. He had no experience of any kind that would be 

required for this, but he was a businessman and he did what he could to 

bridge the gap. And Melinda became a real authority—she is an authority. I 

don't know what education she had to prepare her for being as well-informed 

as she is. I don't know about her background, but she was very effective in 

helping the museum in its direction. She's a very smart lady. I don't know 

about Tom, whether he even continued his art interest. He was a banker, I 

think. 

RATNER 

Yes. 



HANSON 

I don't have much of an opinion about that except he bridged the gap. 

RATNER 

I don't know how involved you were at the point that he resigned, but what 

kind of reaction was there to his resignation? 

HANSON 

On my part, total indifference. I haven't any idea. I think that he only did it, 

filled the gap, really, as a favor, 

RATNER 

I think it ended up being a little longer than that. The acting-director part, I 

think, might have been that way, but then he was appointed director and 

served in that capacity for, I think, several months. 

HANSON 

Yes. I remember something unhappy about the situation but I can't remember 

what it was. 

RATNER 

Okay. And you also mentioned Bill [William C.] Agee last time, but simply in 

relationship to his feelings towards California Design. And those feelings aside, 

how would you— 

HANSON 

He drank too much; he was a womanizer. Let's see, what nice things can I say 

about him? He seemed pleasant, maybe he was attractive. And he had a 

divine wife. I loved her. I can't remember her name. 

RATNER 

Elita [Taylor Agee]. 

HANSON 

Elita. She was marvelous, I thought. I don't know what's happened to them, do 

you? 



RATNER 

They're in New York. 

HANSON 

Is she still with him? 

RATNER 

Yes. 

HANSON 

She's a good egg. I think he got away with a hell of a lot, I really do, and I 

would say so to his face. 

RATNER 

In what way did he get away with a lot? 

HANSON 

Well, he was slippery. Smart. I'm really going by hearsay; I don't know any of 

this firsthand. But there was an awful lot of hearsay. But he was smart. You 

know, I think the smartest we've had was Walter Hopps, by far. I think 

Walter's a genius and just as crazy as a genius, you know, turning night to day, 

never being on time, working late at night and not showing up in the day, and 

forgetting appointments. And as for Demetrion and [John R.] Coplans, I almost 

can't tell them apart. They seem like twins, and wrong for Pasadena and 

wrong for the Pasadena Art Museum. I liked Jim Demetrion, but Coplans, I 

think he was the worst we had in all of our—since [John Palmer] Leeper, 

RATNER 

Though he actually was never director, just curator. 

HANSON 

Whatever. Coplans acted as though he were chairman of the board [laughter] 

and president of Pasadena! He was arrogant, unpleasant, he took things in his 

own hands that he shouldn't have. I told you that he made deals with artists 

without the knowledge, let alone permission, of members of the board. And 

he wrote some kind of scandalous stuff about the museum and members of 



the board of the museum in various art magazines, which was vengeful and 

unpleasant. I never liked him. I went to some of his— He taught classes at 

night. I challenged something he said that was about [Elsworth] Kelly's 

showing his pleasure in his choice of colors, and I said, "How do you know 

that?" Well, he never forgave me for challenging that. Funny how you 

remember that kind of thing. I'm sorry that the museum didn't stay in the old 

place and go on as it was, because it was so exciting, and it was such an 

anomaly to have this wild, healthy burst of contemporary art coming out of 

that Chinese pagoda [the Grace Nicholson Building]! As I've said to you before, 

Eudie was a really capable, really smart and practical head of the board. She 

had the museum in the black! I think it's the only time it's ever been in the 

black until Norton Simon got it. People the other night asked me about what's 

happened to the Galka Scheyer [Blue Four Collection] under Norton Simon's 

tutelege. I said, "He thought it was his. " It belongs to the state of California. 

But who knows where it is? It's never in evidence. 

RATNER 

I think the Paul Klees are usually up. 

HANSON 

Are they? Well, at any rate, it was exciting and fun. And then we moved into 

this great mausoleum that was, my God, of course, way beyond the ability to 

finance and keep it out of the red. My impression is that the men who 

promoted the move, who headed the drive, the minute we got in the museum 

there was no way to keep the thing functioning. I mean, no funds. Sad, 

because it had been just terrific. This is why it was so successful. Well, this is 

not the only reason, but one of the reasons was because great things were 

coming out of this modest Chinese pagoda. And it was so amazing and so 

surprising, particularly for Pasadena, because Pasadena then had a reputation 

for being the most conservative place in the country, I suppose, west of the 

Rockies. It's always amused me that it's so conservative that they didn't know 

that [José Clemente] Orozco was a red. And when we— You remember I told 

you this story. Nobody ever raised an [objection]. "Sure, we'd love to have 

him! Maybe he wasn't even a communist. " What else do you want to know? 

RATNER 



Do any of the other staff members stand out in your mind as particularly 

helpful to the Art Alliance? 

HANSON 

Oh, sure. Hal Glicksman. To the Art Alliance? I was thinking to the museum. 

RATNER 

Well, either way. I meant, you know, how they related to the Art Alliance but 

also that you remember as being particularly— 

HANSON 

Effective? 

RATNER 

Effective. 

HANSON 

Well, there was a secretary whose name I can't remember. I know exactly 

what she looked like. I cannot remember her name. Leonore something. But 

she kept a scrapbook for the Art Alliance that was an accurate history of 

everything we did. I think it got lost in the move, as I recall. But she was the 

ideal secretary. And, of course, Carl [Pomgrantz], whatever you call the 

curator of picking up. And Barbara, what was Barbara's name? 

RATNER 

There were two Barbaras: Barbara Berman and Barbara Haskell. Barbara 

Haskell was there— 

HANSON 

Barbara Berman is the one I'm thinking of. 

RATNER 

Yes, I think so. 

HANSON 

Yes. She was nifty. There was a woman hired to do PR during the time before 

Walter Hopps. We were putting on a big museum membership drive. It's 



always been kind of a joke that this museum, with its pronounced 

contemporary direction, should be born of this conservative community, and 

people think that's one reason that it didn't get support, that the people of 

Pasadena didn't understand it, didn't like it, and weren't ready for it. Today 

this community is burgeoning with people who are not only ready for it, 

they're ready to establish other museums in the community. As I told you 

before, this town is just full of talent, particularly in the art world, and I don't 

know how it happened. I don't think that the museum— I don't know how it 

happened. Maybe it's happening all over the world. But here it certainly has 

turned to go the other direction. There are a lot of young collectors in this 

area. I mean, collectors of very good stuff. I'm sorry I can't remember any 

names, but Peggy [Margaret] Phelps is heading a drive to establish a museum 

and an art center at the old [Pasadena] Armory. Peggy has been a real force in 

this community, one of the most pronounced. And Lois Boardman. Have you 

talked to Peggy? 

RATNER 

No. 

HANSON 

I think you should. She lives right up the street. She's about to go on a safari. 

She too is gone all the time. Had you planned to talk to her? 

RATNER 

I think when we got the list of people who had been active in the Art Alliance, 

we just chose three people to talk to. 

HANSON 

Well, Peggy's articulate and came along at a time when the museum was 

changing a lot. I think you would benefit by talking to her. 

RATNER 

Okay. 

HANSON 

Who were the other three? 



RATNER 

Well, you, and Mrs. Boardman and Mrs. Betye [Elizabeth] Burton. 

HANSON 

Oh, yes. That's interesting that you— How did you come to that decision? 

RATNER 

Lois Boardman gave some recommendations on who should be spoken to as 

being able to give a good picture of the Art Alliance over the years. So that's 

how we made the decision. 

HANSON 

Did you talk to Betye? 

RATNER 

I've met with her twice and I'll speak with her one more time. I thought unless 

there was any other staff person that you thought of, I wanted to ask you a 

couple of questions regarding the board of trustees. Last time we met, you 

said that you believed the early board was ineffectual in supporting the 

museum, that there were no membership drives and that they provided very 

little financial support. I wondered why you felt that was so. 

HANSON 

Because Joe [W. Joseph] Fulton declared this. When we first organized, as I 

told you about the little gathering up in the auditorium, he made a pitch for all 

the things that we could do as a support group to help the museum. He never 

mentioned that the museum needed a general support group to bring in 

money and members. That came about after we'd met all summer and 

thought we had a rental gallery ready to roll. Two members of the board, 

Mindy Willis, Mrs. Cornelius Willis, and Mary Dunbaugh, are the ones who said 

that we were going off on a tangent that was not really going to be supportive, 

that if we had this much interest and drive we needed to be more general. 

RATNER 

Why do you feel that the board wasn't very supportive of this? 

HANSON 



They were supportive, but they weren't doing anything to— 

RATNER 

Right. Why weren't they, I wonder? 

HANSON 

I don't know. I have no idea. Maybe they were mostly businesspeople. There 

were only a handful of women on the board. The men were business leaders 

in Pasadena. I don't think at that time— Well, how do I know? I don't know 

how museums of our size and direction and support were expected to survive 

without the financial help of community leaders. And this one was just getting 

along and evidently not much of that. I don't know how— You see, the 

building belonged to the city, and I think there was a token rent paid, and 

there couldn't have been a lot of overhead because there was the director, 

who lived in this museum, Carl and his wife, who also lived in the museum, 

and two secretaries, at that time. So how it could have been folding— Carl 

was not only the janitor, he would hang and unhang exhibitions. He did 

everything. Still there was, well, the business of keeping the permanent 

collection in good shape. The basement was full of treasure but it wasn't, you 

know, it wasn't under proper storage climate and everything else. I think as I 

know museums, the only way they survive, if they are private—and most of 

them are—are with big financial backers and active support groups. Even a 

public— Look at the [Los Angeles] County Museum [of Art]! They couldn't 

possibly survive without these great big Armand Hammers and people— We 

had none. Or, if they, if we did, they didn't know that they were supposed to 

be an Armand Hammer. We didn't. As I remember, they were lawyers and 

brokers and bankers. 

RATNER 

How did the makeup and the efforts of the board change over the years? 

HANSON 

That's a question for Eudie. I think she was instrumental in making—of course 

she was—the beginning changes of getting more art-interested people on the 

board, and art-interested with money. Robert [A.] Rowan. I sat by Robert 

Rowan at a dinner party and we talked art all evening. I said to Eudie, "You 



know, this man ought to be on the board. I don't understand why this man is 

not on the board. " Well, he had never shown a bit of interest because the 

museum didn't have anything contemporary about it. And this was Bob and 

Carolyn [Rowan]'s interest. I can't remember what other people like Bob were. 

The Terbells. That's not enough, you know, but that was a turn in the right 

direction. Then it became a kind of a thing to do to be on the board. The 

Pasadena Art Museum was getting some attention, national as well as local. 

RATNER 

I also wanted to ask you a little bit more about some of the Art Alliance 

projects. We mentioned the treasure sale [Treasure Chest] briefly last time. 

But I wondered if you could tell me a little bit more about that. I know it must 

have been an enormous effort to find the items and gather them up and store 

them and get them— 

HANSON 

But that gathered momentum as it went along. It became, you know, it grew 

of its own growth. I told you it started out with this little vitrine of choice little 

objects—jewels on the counter at the entrance. And we just started beating 

the drums because people were moving, there were treasures like crazy in this 

town! We would get whole houses full of treasure. 

RATNER 

That people would just give? 

HANSON 

Yes. They were wealthy and they were moving, and they were tax write-offs. 

We had a joke for a long time that treasures would come and go, you know, in 

and out of the museum as people bought them and sold them and donated 

them. I have a lot of stuff out of the museum, treasures there. That chair over 

there. I remember paying $25 for it. 

RATNER 

Oh, gosh! 

HANSON 



It was covered in faded pink denim. Whoever had it had no idea what they 

had. I have a chaise in my office I paid $75 for, and it was in perfect condition. 

I put a down cushion on it. But I bet you can find a lot of things in a lot of 

people's houses that came [from the Treasure Chest], quite choice! I 

remember Bob Rowan's mother [Laura Schwartz Rowan] was Princess 

somebody-or-other [Princess Laura Orsini]. And she decided to move into a 

condo or something, or move abroad, I can't remember. She had a house full 

of treasures. I bought tons of her table linens and dyed them all pink! We got 

some, I told you about Missy [Marilyn Brant] Chandler going over to pick up 

that bud vase. 

RATNER 

No. 

HANSON 

Mrs. Otis Chandler? I didn't tell you about that? There was a story in the first 

place that Otis's mother, Buffy [Dorothy Buffum] Chandler, said to Missy, "If 

you're going to spend time away from your family on a volunteer basis, you 

should apply to something more important than that little Art Alliance. " I 

don't know whether that's true or not, but I would believe it. Why not? And 

Missy answered that she chose her own outlets! She was a very hard worker 

when we first started out. I think one of the early— I know it was one of the 

early Treasure Chest sales— We used to have them in the fall. And UCLA had a 

flea market [Thieves Market]. 

RATNER 

Right. You mentioned that. 

HANSON 

And they asked us to move our dates, which we did because they had started 

first. We got a call that a woman over across the arroyo, on the west side of 

Pasadena, had some things to offer. We all volunteered for pick-ups. And 

Missy, she was quite pregnant. It was a hot summer, August, July or 

something. Maybe September. And she took her children—it was nurse's day 

off—and she took her children for this outing. I think she had two children and 



was pregnant with the first daughter, I can't remember exactly. And as she 

crossed the old Colorado bridge, she had a flat. Did I tell you this story? 

RATNER 

No. 

HANSON 

Nobody stopped to help her. She got out and changed the tire and drove on 

across to La Loma, this mansion over there where this woman was going to 

give her a windfall. She got one silver bud vase out of this woman. I don't 

know what she said to her. "Thank you. " 

RATNER 

[laughter] I guess you spent several months gathering things together. 

HANSON 

Yes. We all did. They became a terrific success. We had houses full of stuff. I 

think people got tired. There is a hell of a lot of work, and I think people just 

got tired of them and felt that we had depleted all the treasure. There are 

those books that made a lot of money for the Art Alliance. 

RATNER 

What books? 

HANSON 

Wouldn't you ask me? They're, like, four-by-four paperbacks written and 

published by the Art Alliance. The newest one coming out is on galleries and 

places to visit in this whole Los Angeles area for people living here, people 

visiting here. I think one of the first ones was how to clean everything under 

the sun. You know, helpful hints. Don't brush your teeth while—this was 

during the drought—while the, oh— Don't let the water run while you're 

brushing your teeth because you might not be able to hear the telephone 

ring! 

RATNER 

[laughter] 



HANSON 

Jack Smith, the [Los Angeles Times] columnist, has been so supportive of the 

Art Alliance. He helped make those books a success, as well as the treasure 

sale. He's going to be the guest speaker at the annual meeting soon. The 

notice just came. 

RATNER 

What other projects do you remember as being particularly lucrative as well as 

fun? 

HANSON 

We used to have terrific spring May wine festivals. That first one netted us 

about sixty-five bucks! I remember one on the corner of the parking lot, on 

the corner of the old museum: Union [Street] and Los Robles [Avenue], and 

we had a white tent, huge white tent. I think Anne Ferrier put this party on. It 

was just a fantastic success. Those May wine festivals began to be quite a 

smash annually. And the treasure sale. You know, I've just drawn a blank. I 

can't remember. 

RATNER 

Later, I know, there were a couple of auctions. Were you involved in those? An 

art auction and a services auction. 

HANSON 

Oh, yes! They were in the old museum, too. Yes! Sure, they were fun. I forgot 

about them. Besides the Art Alliance, there was a junior support group [Art 

Workshop Council]. Did we mention that? 

RATNER 

You mentioned it briefly. 

HANSON 

I don't know what made it come and go. But they gave some wonderful 

parties, and I guess they raised money. They must have. 

RATNER 



How supportive were the staff, I guess, in providing assistance or just support 

in terms of the fund¬raisers, like the auctions or things like that? 

HANSON 

Oh, they were supportive but they made a lot of fun of us. I overheard some 

things once, I'd forgotten about that, about, sort of "Sunday ladies. " And it 

was stupid of them to make these remarks, because we were a vital, healthy, 

energic, dedicated group. 

RATNER 

Who provided them with a lot of money! 

HANSON 

Damn right! Paid their salaries. But they were mostly females with their noses 

out of joint. But those auctions— I don't think we had very many, but they 

were successful. The museum was a vital place, believe me. Classes all day and 

night, and with a lot of participation. Very good lectures. I remember Eudie 

persuading a man named Harrison Brown and his two co-authors [James 

Bonner and John Weir]—I don't know what you'd call it, three authors—to 

come spend a Sunday afternoon talking about their book called The Next 

Hundred Years, which was about a real, well, it was about the nuclear age. The 

museum was packed. I don't know where you— This was a real turning point 

in civilization, really, and to have it happen in this hundred-seat museum of 

this relatively small community. That kind of thing went on all the time, at 

Caltech [California Institute of Technology] especially. Too bad the Caltech 

Association came apart. 

RATNER 

How did that happen? 

HANSON 

What's his name? Eldred Goldberger? [Marvin] Goldberger, I think, from what 

I've heard from Caltech faculty people, that the Association was being so 

progres¬sively successful that he could see a day when Caltech couldn't afford 

it. Now, how that makes sense I don't know 

RATNER 



To be supportive of the museum? 

HANSON 

The Art Alliance supported [Baxter] Gallery at Caltech. 

RATNER 

Oh, oh, I see, but that was much later. 

HANSON 

Yes. 

RATNER 

Oh, oh, oh, I see what you're saying. 

HANSON 

This is fairly recent. 

RATNER 

I thought you were talking about an earlier period 

HANSON 

No. 

RATNER 

Well, speaking of the later period, once the new building had opened, the 

financial situation really deteriorated. As you said, they weren't in the black 

for very long. It became evident quickly that the museum was facing really 

serious financial problems. From reviewing the Art Alliance minutes, it seems 

clear that the Alliance really went the distance both in terms of financial and 

volunteer support for the museum, I mean, even at this late date when things 

were declining. Just for example, in addition to the $25,000 donated to 

become a founding member of the new museum, the Art Alliance gave an 

additional $40,000 during the June 1971 negotiations with the county of Los 

Angeles as well as the fact that they loaned another $25,000 at this time. And 

this doesn't include the $45,000, approximately, that they gave between 1971 

and '73 for the exhibition by [inaudible], and so they were really very 

supportive. While the minutes, and then the dollars donated, make clear the 



level of commitment— I don't know how involved you were at this point, but 

with the announcements of the staff cutbacks and things, even though the Art 

Alliance continued to give all this money, I wondered if there was some 

dissension within the Art Alliance about continuing to give the museum all this 

money when it was beginning to become clear that perhaps they were on a 

sinking ship. 

HANSON 

I don't know anything about that. But I know that we never lost any interest in 

supporting, as far as I know. For instance, we manned the restaurant when it 

first opened. We were kitchen help up there as well as bankers. Far as I know, 

the Art Alliance never lost its zeal. It may have. I sort of pulled out of it at this 

point. I don't remember why. Yes, this is when I was involved in a shop [the 

Coterie]; that's why, so that I couldn't do it. I went into a gift shop business 

with some San Marino women. But I have no idea of any Art Alliance falling off 

of interest or support. I think we would have been there now had Norton 

Simon wanted us, which he did not. He made that very clear. 

RATNER 

Let me flip the tape and then we can talk about that. 

1.4. TAPE NUMBER: II, Side Two (May 18, 1988) 

RATNER 

Before we flipped the tape we were starting to talk about Norton Simon 

coming in. The Art Alliance learned something that perhaps you heard from 

rumors previously, but it was announced at the meeting of April 24, 1974, that 

Norton Simon would be running the museum. Alfred Esberg, who was a 

trustee and one of the negotiators, stated that the role of the support groups 

looked good at that point. And I wondered what the reaction was to his 

announcement. 

HANSON 

Beats me. 

RATNER 



But although you weren't at the meeting, do you remember what the general 

feelings were when people found out that Norton Simon was going to be 

taking over the museum? 

HANSON 

Oh, I think there was a lot of heartbreak—relief in one way, because the 

museum would continue to survive, and also that we wouldn't lose the 

building and lose every¬thing. But [there was] a lot of bitterness and 

unhappiness over the fact that he didn't want any of the people who had 

made the museum to stay with him. Son of a bitch. He was arrogant, he was 

very arrogant in his takeover, and he's been arrogant about running it. Like 

getting rid of things from the Galka Scheyer [Blue Four] Collection, or trying to. 

Who knows? He could be pawning things off through a little Swiss gallery for 

all we know. I mean, who in the state is the guardian of the state's property in 

that museum? I've never heard of anybody being— Does the state's art 

council supervise this kind of thing? It was just by chance that we learned that 

he was selling things, through the art gallery grapevine. Eudie was very snowy 

about the fact that Bob Rowan and Esberg, and who was the third guy? 

RATNER 

Gifford Phillips? 

HANSON 

No. 

RATNER 

Coleman Morton? 

HANSON 

No. The third man who, the triumvirate who discovered that he was trying to 

sell them, and they put a stop to it. 

RATNER 

Oh, I thought you meant the trustees. 

HANSON 

They were. Alfie [Alfred Esberg] and Bob Rowan. 



RATNER 

Gifford Phillips was the third trustee who went on to the Simon board. 

HANSON 

I'm talking about the people who discovered that Simon was selling the Galka 

Scheyer— 

RATNER 

Right. That was later, I guess. 

HANSON 

—and who sued him to put a stop to his doing this. There was something 

about a countersuit. You don't know about that? 

RATNER 

Well, I know Norton Simon countersued. 

HANSON 

Anyway, it was too late. I mean, Eudie's point was if Rowan and Alfie and the 

third person I can't think of had been as effective earlier, Norton Simon would 

never have gotten his hands on the museum. They didn't have enough— 

Maybe it was [Harold] Jurgensen. They didn't have enough money. Maybe 

Bob— I don't know how much money Rowan has. But they were nothing like 

Gifford Phillips. The community could have subsidized the museum and kept 

Norton Simon out. But it didn't. 

RATNER 

Why not? 

HANSON 

I haven't any idea. I mean, maybe it's because, well, certainly Los Angeles was 

not the art center then that it is now. 

RATNER 

NO. 

HANSON 



But then the Weismans [Frederick and Marcia] were on the board. Of course, 

she's Norton Simon's sister, but I don't think she— 

RATNER 

I don't think they were on the board at the very end. 

HANSON 

They weren't? 

RATNER 

I don't think so. 

HANSON 

Well, I'm talking about the fact that they could have been supportive, 

financially. 

RATNER 

Oh, yes. 

HANSON 

Maybe there was always a question about whether the Pasadena Art Museum 

was going to survive because it was not popular with the leaders of the 

community. It was, "What are those black paintings? You call that art?" Every 

cliche. Every cliche. Very interesting. I find it fascinating that today, well, the 

vitality in the community and the interest in the arts, this is one of the leading 

towns for it, per capita, for its interest, I think. I don't know whether Lois 

[Boardman] would agree with me, or Betye Burton. My God, when I think of 

the parties I go to, and these houses are full of really good art, contemporary 

and wonderful, just wonderful! Little domestic museums. In the early days, 

around 1950, what did people have on their walls? Portraits, family portraits. 

Landscapes. I mean, boring landscapes. Nothing of any vitality. Art was 

something you covered spaces on your walls with. We used to have sales; for 

instance, I got that, and I got that, I have several prints. Let me see, now, 

that's an antique print. That is a diagram of how to pour a bronze or 

something. I remember [Thomas W.] Leavitt interpreting that for me. But 

that's Shiro Ikegawa. I have a Larry Bell and another whose name I can't 

remember, prints I bought, rejects from exhibitions. Now, whether they were 



contests of some kind, I seem to remember that they were and that these 

were rejects and they were absolutely marvelous. 

RATNER 

There was a show called the San Gabriel Valley Exhibitions? 

HANSON 

Yes. Yes. 

RATNER 

Maybe they were from that? 

HANSON 

Yes. 

RATNER 

I think, in fact, the Art Alliance would buy a piece from that each year and give 

it to the museum. 

HANSON 

Yes, yes. I treasure mine. I can't think of where I got that. 

RATNER 

At the end in 1974, when Norton Simon was coming in, I don't know how 

involved you— Were you involved at all with the discussions amongst the Art 

Alliance about deciding to incorporate, whether they should incorporate 

separately? 

HANSON 

Yes, because either that or die. 

RATNER 

Right. 

HANSON 

Because Simon had made it clear that he didn't want any part of the preceding 

board members, Art Alliance members, anything. He wasn't going to have the 



Junior Art Workshop, he wasn't going to have any part of it. It was a whole 

new ball game. 

RATNER 

So I guess in about October of '74, the Art Alliance decided to go ahead and 

incorporate. I guess they had $50,000 that the [Norton] Simon Museum was 

actually able to keep as a legal standing committee of the museum. I guess 

that had been turned over to Norton Simon. What do you recall about those 

discussions? 

HANSON 

I don't recall that. 

RATNER 

Yes, he was able to keep a considerable amount of money. 

HANSON 

Isn't that rotten? 

RATNER 

So they did send a letter asking that— See, during Bill [William C.] Agee's term 

the Art Alliance had given money for the publication of the Galka Scheyer Blue 

Four catalog, and then when Simon took over, that project was temporarily 

put on hold. So the Art Alliance sent a letter to Mr. [George T.] Peters, who 

was the director at that point, requesting that the Art Alliance money held by 

Norton Simon should be used for the catalog. Then they received a letter back 

saying that this wasn't possible because the project was on hold and that the 

funds would have to be used for operating expenses. Then he offered to put 

an Art Alliance plaque on the bookstore, which, I guess, had formerly been the 

kitchen, and the Art Alliance said that that was unacceptable and they asked 

that their plaque be restored to Gallery Nine, which I guess was the gallery 

they had chosen to sponsor when the museum had opened. But when the 

catalog was finally published in 1976, the Art Alliance was thanked in the 

catalog introduction. 

HANSON 

Wasn't that big of him? [laughter] 



RATNER 

I wondered if there was some kind of discussion amongst the Art Alliance 

about this whole situation. 

HANSON 

You can be sure, but I wasn't part of it. I was really involved with the shop 

then and trying to make it survive. 

RATNER 

Well, despite the end of its affiliation with the Pasadena Art Museum, the Art 

Alliance, as we've said, really contributed significantly to the life of the 

museum. I wonder if you might just summarize what you feel those 

contributions were. 

HANSON 

Can I have that again? [laughter] 

RATNER 

How, would you say, the Art Alliance contributed to the life and spirit—? 

HANSON 

You mean, sum up everything we've been talking about? 

RATNER 

Yes! [laughter] 

HANSON 

You can do that! I think it's quite obvious that the Art Alliance made the 

museum survive. It helped the museum survive, helped it get to be the big, 

rolling success it was. We put on those openings that brought people from all 

over the area. I mean, the museum busted its seams at these openings! And 

they created a lot of national press as well as local excitement. I think it was 

one of the healthiest support groups I've ever heard of and the fact that it 

sustained itself. The Art Alliance contributes a lot to the art community of this 

area, as you know: Art Center [College of Design], the Junior Art Workshop, 

Occidental [College]. They have a lot of plans afoot for the future. 



RATNER 

So it's continued to be a very active organization? 

HANSON 

And will. 

RATNER 

Well, we have talked at length about the Pasadena Art Museum, but would 

you tell me a little bit about what you've been doing since you were involved 

with the museum? 

HANSON 

Since I'm not involved with it. 

RATNER 

Well, since your involvement with the museum, since the museum closed its 

doors. 

HANSON 

Well, I've been writing a book. I had to retire from everything to put my efforts 

into this book because I'm not a writer. And it's really been my project. And 

it's failed. 

RATNER 

Not yet! 

HANSON 

Really it has, because I get the word that with today's book market, an 

autobiography of an unknown is just something that nobody wants. It might 

have been highly salable in the years when I was first working on it. But now, I 

don't know— There seems to be a lot of nostalgia for the era. I've sort of lost 

interest in promoting it because I've had so many rejects. And a free-lance 

editor who was helping me said she found no quarrel with the writing, 

although I do? she said it's the fact that I'm an unknown. So I decided to try to 

be a known, and the quickest way I could think of was getting back into being 

a model because of all the talk about the over-fifty consumer market. I don't 



think that I'm going to make that, either, because I'm too big, my size. 

Manufacturers make samples in size 8 and 10 and I'm a 14. And I'm only 5'7"; 

I've shriveled two inches! Today's fashion models have to be between 

fourteen and twenty-four years old; I'm seventy-five. They want them 5'8" to 

6 feet, size 8 to 10; I'm none of those. I have more women who are my 

contemporaries wish that they could see how clothes would look on me, or 

someone of my age and size. So it will come about. I'm just premature, I 

suppose. And then I go to these print agencies, which are not fashion 

agencies. They are things that—you know, everything else. They're 

differentiated from talent agencies, which handle people for TV and movies. 

And they say they don't know how to use me. I'm not a mountain climber; I'm 

not a bullfighter; I'm not anything special they could promote. And because of 

all the emphasis on the over-fifty consumer market, actors and actresses are 

coming out of retirement. I may get a break, but I don't know. There's a new 

magazine called Lear's that theoretically is for the woman who wasn't born 

yesterday. When they first started out they were going to be an over-fifty 

audience, but their fashions are absurd. They've got the same fashions you see 

in Vogue on women with forty-ish faces. That's not my idea of—well, they're 

not doing anything innovative, really. If they were, they would be doing new 

cosmetics that have a sunscreen. They would be doing hats, because 

everywhere you look there's a thing about the ozone layer and the danger of 

the sun. They're not doing anything that everybody else hasn't been doing for 

years. Yesterday I sent my portfolio— Did I show you my portfolio? 

RATNER 

Yes. 

HANSON 

—and the opening pages and the outline of my book to Modern Maturity, 

which is the magazine for AARP [American Association of Retired Persons]. I'm 

so conditioned to rejects! 

RATNER 

[laughter] 

HANSON 



Although they need a little light touch in that magazine. It's full of baking 

cookies. But it's a very good magazine, it has become a good magazine, I think. 

But if these things fail, I may really go back South. My family's down there. It 

would be a happy, carefree life. Inflation has hit Pasadena. I read somewhere 

that the real estate values of the San Gabriel Valley have hopped 14 percent in 

the last six months. Nationally, they've grown 4 percent. And the Los Angeles 

area, I've forgotten, but it's somewhere in between there. Suddenly the San 

Gabriel Valley is booming. If you want to try the 210 freeway any time after 

three thirty in the evening, you'll never do it again! It's bumper-to-bumper-to-

bumper-to-bumper. I remember when there wasn't a car on it! I wouldn't 

mind being down there in mockingbirdland, Alabama, although my family says 

I would go crazy! 

RATNER 

[laughter] 

HANSON 

Atlanta would be comparable, but it's expensive too. I'd like to be where the 

action is. But where the action is, is where the other people want to be. 

RATNER 

Yes. 

HANSON 

My sons, I have two sons [Paul J. Hanson, Jr., and John M. Hanson]. They're 

here. I hate to leave them. And I may not. My family says, "How can you stand 

that out there with that threat of an earthquake?" And I say, "Yes, come on 

down here with the tornadoes!" 

RATNER 

Right. [laughter] 

HANSON 

That's all. 

RATNER 

Those are all the questions I have. Anything else at all you'd like to add? 



HANSON 

No, except I hope the Art Alliance goes on forever. 

RATNER 

Seems like they just might. 

HANSON 

I have a lot of women whom I really love, and we love each other. It has 

formed a very special pact among us. We've lived through a lot, and we've 

accomplished a lot, and I think the Art Alliance has put Pasadena on the 

map—on a different map from the Rose Bowl and Rose Parade. 

RATNER 

Well, thank you very much for taking the time to talk to us. 

HANSON 

You're welcome. 
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