
LO: A documentary would have been appropriate. What was the

movie about?

MB: It was called "Brushes and Things" about the different ways

of using brushes, and the numbers and sizes of brushes, and what

you could get out of them.

LO: Are you still in touch with JoAnn Tanzer?

MB: Oh, sure. She's a doll. She and 1 came here at the same

time. Every time her mother came out when they first moved out to

La Jolla and were renting, it rained. For a while we officed

together. It would be raining and I'd say, "Oh. your mother is

here."
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La: What about other people in the Art Department that you got

along with well, or some that you didn't get along with so well.

I understand your problem with Paul Lingren, now. A little

difference of opinion.

ME: That was about the time that 1 started back i nq away from

things, having served on the Curriculum Committee and the

Graduate Committee, and on the selection committee for the Dean

of Students, and what not. I was getting a little bushed. My mom

was in her 80s. She fell and broke her neck, and there were a few

other things. So, 1 decided that it was just time that 1 should

retire. 1 got about 33 years credit and that golden carrot thing.

People in the Art Department 1 got along with included dear

Everett. and John Dirks, and Jean Swigget. and lIse Ruocco, and

Martha Longnecker to some extent, though Martha was four years

ahead of me at UCLA. She would have made a great fashion
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illustrator. I had gotten one of her illustrations. You know how

teachers keep things. I even brought it down here to San Diego

although, now, of course, I don't know what happened to it. There

was also Dr. Wallace. of course. and Winnie Higgins. and Cheila

Purcell.

LO: I don't know that name.

ME: Dr. Purcell is a Hungarian lady who was hired in. I guess.

'56/'57 -- no, later than that. I can't remember. She is of the

Hungarian aristocracy. Not a Zza-Zza Gabor type. She got her

Doctorate Cum Laude from Franz Joseph University in Transylvania.

And, there was also. of course, Stan Hodge [?]. I had Stan

Hodge as a student at UCLA. and he went on to be Art Director at

Convair. He was Art Director. of all things, both on the East

Coast, and wherever Convair was -- General Dynamics. He designed

the General Dynamics sign, He was a great designer and he could

paint the whiskers off a pussy-cat. I heard that he was hunting

for a job. We needed somebody and I put both of my back feet down

and said. "Hire Stan," That. of course. was great in one way and

not in the other because he officed with me and used my room. He

was neat and tidy. I got things done by being sloppy and then we

cleaned up. But I never told him that. I couldn't stand the other

two men in the area. They hired Eric Moaney who was Black because

they thought I was prejudiced. They hired him when I was on

sabbatical.

LO: They hired him because they thought you were prejudiced?

ME: See. my grandfather was born in Kentucky and my grandmother

21



Whaley's family were the Carter's of Virginia which meant only

one thing -- that I hated Blacks. Of course, I was here and they

had been out of the South since the Civil War. So, they had none

of that.

La: It's that name -- Marybelle.

MB: There's LouBelle, her daughter, Little LouBelle, there's my

great-aunt, SallyBelle, my mother Marybelle, and me. We all have

a ding-dong in our head.

I had a marvelous time until the mid-70's. Then they brought

in all the kids who took art because they thought it was the

simplest thing. They weren't there for anything but to stay out

of the Vietnam War and it affected both men and women. They never

had the imagination to do anything like they did up at Berkeley

or Columbia.

La: What about the faculty members that were being hired at that

time earlier?

MB: If thev could breathe and stand up they were hired, and they

never hired them until July or August because nobody wanted to

come here. So, we got the dregs. To my way of thinking, painting

started to go downhill when Everett Jackson retired.

Ms. Fisch came and she didn't like the way he painted. She

was bound and determined to make life miserable for him so he

would quit. And she did, and he did. As far as 1 know. he

probably didn't need to teach, but in any case, she was the fly

in the ointment. She got into a little couturier. All the ones

that came that same year called themselves "The Young Ones." We
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were "The Old Ones." They may have been three or four years

younger.

LO: Oh, the old school and the new school.

MB: JoAnn and I were the same age. Everett Jackson is now 93,

and deceased.

La: That's a pretty typical thing to happen in a lot of

departments.

MB: Oh, yes. That was another reason I decided to leave UCLA

because it became so political. It became that way here,

particularly after Day came.

10: Is it still a political thing over there in the Art

Department?

MB: I have no idea. I went back a couple of times when I first

retired. It was so dismal. Now, Stan and I always put our work up

so that we and other kids could see what we were doing. There was

nothing on the walls, no paintings around.

LO: I noticed that. I've wandered through the old building and

the new building, and they have spaces available for people to

show work, and there's nothing there.

MB: No, there's nothing there.

La: The light quality must have been horrendous.

MB: You had to have lights on all the time because we just had

those three windows, where before we had the whole panorama.

La; And, of course, when the new building finally went up, there

was such a horrible glare from that building that they had to

draw the curtains in the old section-- there was too much light
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pouring in through the huge windows of the old building. I read

somewhere that after the old library was vacated and they moved

into the Love Library building, that the old library was

available for art faculty to use as office space, studio space,

and classroom space. Did you ever get to do that?

MB: No. I think for a while -- the art classes used that big

reading room.

LO: But it wasn't a big deal, then?

MB: I never went over there enough to know. I went up to the

faculty lounge a different way.

But it was a wonderful place to work. So different from UCLA

as far as the faculty relationships were concerned because there

were only, I guess, nine of us ...

But the new building. that room I had, was just dreadful.

The kids were all for painting it, but I couldn't get any paint.

We painted myoId room several times.

LO: You painted your old office, your old studio space, a couple

of times?

MB: Yes.

LO: Then, in the new building you couldn't get any paint?

MB: Yes.

LO: Why not?

~B: Different administration, you know. Also, the people in

maintenance were different then. I'd say to a technical fellow,

"Steve, I need a couple of gallons of white." So, he'd trot down

and qet us a couple of gallons of white and we'd paint things.
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We'd have parties at Christmas time, betwixt and between classes

because it was so open.

Every time I would give a criticism, my class would nearly

double in size to listen. I made kids criticize [each others

work], as well as listen to my criticisms, so they didn't just do

something, turn it in. and get it graded.

I taught a class in lettering, and they were doing lettering

without reference to a typeface. I got them to buy art type

sheets that looked neat. But they also had to know how to do a

chisel. pencil, layout, and how to calculate that this one is too

far away from that one, and do it again, and do it again, until

finally it was right. Then they traced over what they wanted to

do, and inked it. Then it got to the point where nobody was

lettering anymore. It seemed stupid to have me teach kids to

learn how to letter because there was no call for it. You ordered

type and all you needed to know was the fonts of type.

La: Also, you were talking about encouraging the department to

have computers. I have a feeling a lot of that function has been

taken over by computers now.

MB: Of course it has.

La: So. you wouldn't even have to order type. You transfer your

file to a typesetter. and it's done automatically.

MB: Sure, that's hO\J \<leget together the "Posts cr ipt " together

for [SDSU Retirement Association newsletter]. I do the dummy,

then the gal does the floppy disk and takes it to the printer.

They run it off. Of course, the fellow who poo-pooed it the most,
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is the one who insisted on computers. After all, I was a woman

and it was three men against a woman--male chauvinists that lots

of men.

La: 1 hear that in other departments as well.

ME: When I first came that wasn't the attitude at all. Sure, I

got hugged a lot. I didn't call is harassment.

One time I was standing talking to Cheila Purcell, I think,

outside my office and Dave came up and clapped me in the

posterior. I whirled around and pounded him in his clavicle. I

was bigger than he was. He never did anything like that again.

LO: You mentioned that you painted a lot more when y011 came to

San Diego, that you were more inspired. Did you paint the

environment? I haven't looked at your art work.

ME: There are 400 downstairs in the garage and several more up

in the studio. I had a number of exhibitions.

Fashion illustration and ccstume design courses were sort of

lumped together. I pulled them apart and destroyed them because

fashion illustration went the way of hand lettering. First I

wrote a book called Alphabets and Desiqn which is what I was

talking about because different typefaces say different things.

At the same time I was compiling a costume syllabus and using my

thesis which was titled, The Derivation of Linear Statement from

Master Artist's Drawinas.

LO: That's pretty impressive sounding.

ME: I didn't try to market this book but I made Alphabets and

Desian into a syllabus which the kids bought from the student
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store, and also the "History of Costume" syllabus and the fashion

illustration one. A Burgess representive came down here to see

how many Burgess titles were used. After lunch he came to my

office and said, "May I send these to Burgess Publishing?" and I

said, "Sure" thinking nothing would happen with it. A month or

two later there stood Mr. Burgess, himself, and this other

fellow, and said, "We want to publish your Alphabets and Desian

and they did just like that. I was on sabbatical and we came horne

from Hawaii. My sabbatical project was some goofy thing which I

called International Svmbols of GvlDhs.

LO: I was going to ask you about your GvlDhs to ask if it wcn t

anywhere.

MB: Now. There is some woman at State, teaching now, who our

Chairman, said. "Oh, you know, this new girl is doing what you

did way back in 1968." What I did was go to the schools that had

diverse first language types, and Hawaii, I thought, would be

great with all of the ethnic differences ... I knew Ken Kingrey

who had been my professor at UCLA. He was professor of art at the

University of Hawaii. I had that entree and I introduced the

gylphs in several of their design classes. On coming home there

was a letter from Burgess Publishing Company saying they wanted

my Historv of Costume. That was Febru~ry and they wanted it by

August.

LO: Had you done anythina on the history of costume at that

time?

MB: I had done the syllabus and I had taken courses in the



history of costume. Also, when I was in New York I always went to

the Costume Institute at the Metropolitan.

LO: But you hadn't pulled together a manuscript?

MB: I hadn't pulled anything together. I wrote longhand, did an

illustration appropriate, typed what I had done in longhand, and

did that all the way through. Two years later they wanted a

second edition which took me almost a year and a half to do which

is much better than my first. It's over there on the coffee table

if you want to look at it.

LO: I'd like to look at it. You know, actually, I tried to find

your books in the library. All of your fashion history books are

checked out.

MB: I didn't even know they had it.

LQ: Oh, yes, they've got it.

ME: Alohabets and Desiqn I know 1.sthere.

LO: I saw those. I didn't check those out, but I looked at them

on the shelf. It's a nice book. We have three copies of that and

we have Fashion in Historv, 1970 Burgess Publishing Company, and

we have this one, Fashion in History, 1979. Is that the same

publication that you're talking about?

MB: But that's a second edition.

LO: Right. They were both checked out so I didn't have a chance

to look at them before I came.

MB: I did many of the illustrations. I went to New York and got

to know Mr. Stone in the library in the Costume Institute. I told

him the years that I was weak on and he said, "All right. I'll
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pull them out for you. Be here Monday at nine." So. I came,

announced myself, and he said, "Come on down." On the table were

piles of books, all in French. and I had taken Spanish. I knew

enough of the names of things in French so that I could piece it

all together. Also, this library had every copy of VOQue from

1893. So, this one is much better.

LO: Well, this may be a kind of off-the-wall question, but did

you ever find yourself doing anything in conjunction with the

drama department? Were you ever an advisor to them in their

costuming department?

MB: Oh, no. They don't even use my book.

MB: They have to go by something, don't they?

MB: Yes. They use one that was published in Germany in 1893.

Thev also have another one that iust went out of print a couple

of years after mine came out. It's first publication date was

also 1893. A lot of stuff happened between then and now, and a

lot of stuff has happened between 1979 and now.

But Burgess sold to Macmillan. and Macmillan has gone broke. I'm

sort of in limbo. I've sent them a lot of letters and they return

letters saying. "You'll be part of the family," and blah, blah,

blah. They were going through bankruptcy in the middle of this

month.

La: I didn't know that Macmillan was in bad sha~e.

MB: oh . yes. \VeIl, you know the fellow Maxwell that jumped off

the boat? He owned it. He had absconded with scads of money from

Macmillan.
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LO: No, I didn't realize that.

MB: I did because they had my book. I was really very flattered

that Macmillan would buy my text. For a while there were many

fashion books, but not texts. They were written much differently.

I have one I'm trying to find. It has a picture of chastity belts

and I can't find it. It is the most gosh-awful concoction you

ever saw in your life.

LO: I've seen drawings of them, yes. They look incredibly

uncomfortable.

MB: The year before the second edition came out, Momma and I

went to England. You can learn an awful lot about costume from

the sarcophagi. I went to every cathedral I could get to and to

their costume institute. It's not called the costume institute

but it's in the V&E. They have a great collection of costumes. I

saw my first underpropper. Do you know Khat an underpropper is?

LO: Undergarments of some sort?

MB: No. Do you remember the big ruffs?

LO: Yes.

MB: Well, in order to make them stand up the way they did, it

was made of something that looked like corrugated paper. That was

put around and the ruff was put on top. It was called an

underpropDer because it propped it up.

LO: Not because it was proper.

MB: No, it was just supportive. I must be wearing you out.

LO: No, not at all. This is fascinating.

You started to talk about this early on, here, in our
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interview, about the way people dressed at San Diego State as

compared to UCLA and I didn't quite understand what you were

talking about -- the bobby socks and the saddle shoes.

MB: And the skirt, fancy shirt. and sweaters.

LO: And that's the way it was at UCLA. And what was it at San

Diego State?

MB: It's just that much warmer down here than at UCLA,

particularly in the winter time. They wore little cotton dresses

and the skirts were always full. They were still wearing those

crazy poodle skirts without the poodle when I came here. The boys

were in their bermuda shorts and their button down shirts. They

looked cute as a bug's ear. But, then. come the late 60's and

early 70's there were the torn knees and the short short pants

which were like a perizoma of the Etruscan. Students wore hip-

huggers and exposed their navels. I said, "It's so funny. You

kids deny that your mothers mean nothing to you and then you show

your navel.11

LO: What do these fashion trends have to say? You are a tracker

of fashion trends, right?

MB: There are three examples. The Renaissance, you know, was

very tight upper body. (Also Louis XIV later.) Then they got

loose. It goes from tight to loose as far as silhouette is

concerned. During World War I, for example, it went loose because

women were nursing and doing things like that or driving trucks

for the Red Cross, like a friend of my mother's did. Then, during

the 1920's. there was affluence, they were wearing short skirts,
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they got more and more daring, and there were speak easys and all

that. Then came the Depression and the hemlines dropped. It used

to be that peoole would say the length of the hem dictates

whether there is prosperity or not.

LO: How in the world can you track the trends nowadays? There's

just about everything out there anyway. I saw a young girl

wearing a pair of bell bottom pants straight out of a 1966 in

Seventeen Magazine. They were tight all the way down to here and

they had two big flares.

MB: The 70's wasn't the first time. I remember I was about six

and I wanted what was known as beach pajamas. They had flair

legs, and that was in the late 20's. The first pair of Levis I

had, my grandmother bOllght me. She wished that I had been a boy

and she bought me a pair of Levis that had triangular insets of

red down by the calf so they flared a little. These things come

and go. They've gone before anyone thinks they're new.

LO: I think, probably, people that are still in their teens and

20's and. maybe, early 30's haven't seen these things come around

again yet.

MB: You know, I think one of the saddest things is that kids

don't have grandmothers or great-grandmothers.

LO: Very few people have great-grandmothers.

MB: I had a great-grandmother and my grandmother, Cora May

Carter Whaley was born the Monday after Lincoln was shot -- the

Easter Monday. Do you know her birthday was -- I've forgotten how

many times in her life that Easter came on her birthday. But

32



33

.'

after she died, in the Episcopal Prayer Book that has a "table to

find Easter Day" all the way up until 2013, her birthday on

Easter never occurs a~ain. Isn't that crazy? That's one of the

trivial bits of information I store away.

LO: Do you like Trivial Pursuit?

MB: I was up at the Wilson's for Thanksgiving, my pseudo brother

Jim and his wife. and they had some other people there

-- their son and his girl, and this fellow who was a commie from

the word "go." He was so odd. They were all playing Trivial

Pursuit. I asked if I could play and somebody said, "Why? You're

only in art." So, they got the question. "What was Victoria's

husband's full name?" Three of them were working on their

doctorate and none of them knew. Two of them were working in it

in computers. So, naturally, thev wouldn't know it. Finally. I

banged the table. and I said. "I may be only in art but it's

Albert Sax Colbert of Goethe.11 "0h no ;." said Jim. "That can't

possibly be." They turned the card over and I was right. I said,

"And now who's the dumb artist."

LO: You have a strong humanities background, obviously.

MB: I had a very smart momma. I think it's funny they say

education is in such a frit. It wasn't any better when I started

school.

LQ: A lot of it depends on the student.

MB: In my day, teachers had all gone to State when it was a two

year school. When I went to Brawley, they had all gone to SC or

UCLA. There's quite a difference. Those two years make a
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difference.

LO: Yes, it does make a big difference. You were talking about

your gallery work. I saw a news release, here, that says you were

in charge of the college gallery exhibits.

~1B: For a semester or two, yes. We used to change around.

Everybody took their turn. It wasn't anything special. It was one

of the extra curricular things that you did.

LO: That was one of the things that you did with your class when

you said, "Okay. we're done with this. Let's pick it up and

install it in the gallery."

MB: Yes.

LO: Do you have any words of wisdom for me about the way the

galleries have developed and grown over there at the Art

Department?

tIB: The ones [shows] t hat I've seen which are few and far

between (for example the faculty exhibitions) I think stink.

LO: That might have something to do with your difference of

opinion as to the old school and the new school.

MB: That could be but, I mean, it's not that I am a Eucalyptus

school painter.

LO: .'.Eucalyptus school painter?

MB: We. at UCLA, called the people who took art at Clairemont

the Eucalyptus School because of Albert Sheets who painted

beautiful Eucalyptlls trees* But. no. My painting backgrol1nd is
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Delano was a Barnes fellow, not once but twice, and got to see

the marvelous Barnes collection which very few people do. I guess

they are trying to open it up more now. But, I don't know. They

just don't have any qualitv. They don't have any sensitivity to

what a brush can do in paint and the numbers of ways you can put

it on.

I've done some crazy things just for fun. When I had a show

at the East County section of the Fine Arts Department Museum San

Diego. one of my items was "Three in Search of the Truth" and it

had the clear glass bubbles that you can use as tile. It had a

hole with a dial behind it. Every time you turned it, it made a

different pictllre. The other thing was bigger and it did the same

thing. It was "Two Holes in Search of the Truth" or something

like that. r can paint inside out, or uDside down, or not at all.

When I studied with Castell in New York. I took one of his

classes, and he called me the "Mad Woman from San Diego" because

I paint very fast. I love good, modern, contemporary things. The

other day on the telly, I saw this marvelous thing. This guy had

these four clear globes and up above them was a light. He circled

these around and did all sorts of things. It's called kinetic

art. Then he had a triangle and two balls, and then three balls.

He bounced them and made all these magnificent streaks of white

to music. Another fellow painted with nothina but his hands as a

great big brush. Anyway, it was really miraculous how he did

this.

LO: I heard it was quite a good show.



MB: There was one dumb woman who decorated a volkswagen and I

thought, "This is the typical type of stuff that San Diego art

teachers think is contemporary, avant garde art."

LO: Decorated a VW bug? I remember seeing a VW bug having been

planted with a lawn. It was covered with grass. A person actually

clipped it, mowed it, and watered it.

MB: There's a whole bunch of them that do this sort of thing

with their cars.

LO: Before we get too much further off onto that. I also want to

ask you about the 1963 visit with Kennedy. I read that you

designed the platform for the Kennedy visit. Is that so?

MB: Yes, and the backdrop. To shut out the view of the parking

lot, you see. I kept trying to convince them, "the hill, the
hill.11 Finally, I convinced them to tllrn it arol1nd.

LO: Turn it around so they wouldn't have to look at the parking

lot, you rould look at the hill instead?

MB: Yes. George Sorenson and I were on the committee and we r~n

up ano down stairs, and we had to climb up and look through the

TV camera to see how the backdrop of the stage looked ... yet they

hardly showed it at allan television. Of rOllTse, those were the

days when maintenance and the painters and all were ther~. I just

gave them a little layout of what I wanted to do and they did it.

What was so funny. though. was that I couldn't stand Kennedy. I

still can't.

LO: You mentioned to me that you designed the academic regalia.

Was that for 1963?
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MB: Yes. President Love just thought it was grand. They were a

derivative of what was known as the surcoat which was nothing

more than lengths of fabric. shoulder width -- there must be a

picture around somewhere because they took pictures of it.

LO: Yes. It's in the Archives.

MB: They could be worn by anybody. The shortest ones were for

the Bachelor's Degree and they had a little attached hood so you

had the whole thing in one schmeer. The Master's Gown was midcalf

length and the hood was bigger. The Doctorate's was floor length

and the hood was even longer. But one size fit all, for one

thing. They were red and the hoods were white piping with red and

black in the back. Or the color of piping. That's another thing I

did. I designed the standards land that ought to be around in

some commencement bulletin). There were 63 majors, and I've

forgotten how many colleges, and each symbol had the predominant

color being the color of [the major]. Like pink is for, of all

things. music (I think). These symbols were all different designs

within an oval, with different kinds of cut-outs in them.

Colleges had larger ovals.

LO: I've never heard of any such thing before. Are there photos

of that?

MB: I have no idea. The first time they used them was in the end

of the 60's or beginning of the 70's. That was the beginning of

the rOWdy graduations. They only managed to salvage one or two.

They were on lucite and it was in the evening, this graduation.

So, the sun was just setting. Somebody in the audience said that
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the light shone through them because they were semi transparent,

and became opalescent or whatever. That was the first time that

the assistant to President Golding, Robert McCoy, led the faculty

in wearing the academic gown I designed for the Master's degree.
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