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NOTES TO THE TRANSCRIPT
This transcript was created by the J. D. Somerville Oral History Collection of the State Library.
It conforms to the Somerville Collection’s policies for transeription which are explained below.

Readers of this oral history transeript should bear in mind that it is a record of the spoken word
and reflects the informal, conversational style that is inherent in such historical sources. The
State Library is not responsible for the factual accuracy of the interview, nor for the views
expressed therein, As with any historical source, these are for the reader to judge.

It is the Somerville Collection's policy to produce a transcript that is, so far as possible, a
verbatim transcript that preserves the interviewee's manner of speaking and the conversational
style of the interview. Certain conventions of transeription have heen applied (ie. the omission
of meaningless noises, false starts and a percentage of the interviewee's crutch words), Where
the interviewee has had the opportunity to read the transcript, their suggested alterations have
been incorporated in the text {see below). On the whole, the document can be regarded as a raw
transcript.

Abbreviations: The interviewee’s alterations may be identified by their initials in insertions in
the transcript.

Punctuation: Square bracket [ ] indicate material in the transcript that does not occur on the
original tape recording. This is usually words, phrases or sentences which the interviewee has
inserted to clarify or correct meaning. These are not necessarily differentiated from insertions
the interviewer or by Somerville Collection staff which are either minor (a linking word for
clarification) or clearly editorial. Relatively insignificant word substitutions or additions by the
interviewee as well as minor deletions of words or phrases are often not indicated in the interest
of readability. Extensive additional material supplied by the interviewee is usually placed in
footnotes at the bottom of the relevant page rather than in square brackets within the text.

A series of dots, «uu. sese vuus «o.. indicates an untranscribable word or phrase,

Sentences that were left unfinished in the normal manner of conversation are shown ending in
three dashes, - --.

Spelling: Wherever possible the spelling of proper names and unusual terms has been verified.
A parenthesised question mark (?) indicates a word that it has not been possible to verify to
date.

Typeface: The interviewer's questions are shown in bold print.

Discrepancies between transcript and tape: This proofread iranscript represents the
authoritative version of this oral history interview, Researchers using the original tape recording
of this interview are cautioned to check this transeript for corrections, additions or deletions
which have been made by the interviewer or the interviewee but which will not occur on the
tape. See the Punctuation section above.) Minor discrepancies of grammar and sentence
structure made in the interest of readability can be ignored but significant changes such as
deletion of information or correction of fact should be, respectively, duplicated or acknowledged
when the tape recorded version of this interview is used for broadcast or any other form of audio
publication.
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THE EDITED TRANSCRIPT OF THE TAPE FOLLOWS:
Victor Adolfsson, interviewed by Dean Bruton, for the history of the
Contemporary Art Society on 6th March, 1385,

What is your full name?

Victor August Adolfsson,

¥hen were you born?

1915.

When did your family come to Australia?

My father came during the war.

Did your father settle in South Australia in the First World
war?

He @id. He liked the jam and the (chuckle} tomatoes.

What's your family backgronnd; your grandparents names?
My grandfathier’s is the same natne as mine.

Where did they live?

In the Alang Islands, Finland.

What did your grandfather do?



Well, cowetr down in the bottom of the boat when there was a stotm on
while his wife managed to get the potatoes (laughter) and the things to
the market.

Was there any artistic background in your family?

Hot on this side,

On your mother’s side?

Tes, I can remember my art (chuckle) having some kKind of awakening,
knowing that my mother painted the things that were on the wall.

They were things done as a student under some guidance, and comprised
painting on prepared coloured ground, such things as frozen flowers, but
we had another ... what I might call a monsirosity, this was a fire-fender a
guatd; it was tin with s¢rolls cut at the cotners, .50 thers was that level
of art, you can understand. (chuckle)

Do you know your mother's maiden name?

My mother's maiden name was Tobin.

YWhere did they come from?

My mother's parents ¢ame from Ireland and Cornwall.

Can you remember them describing in the early days 1o you of
iheir childhood?

Oh, indeed. {chuckle)

I5 there anything that yon think would relate to the way you
got an interest in arl and the art scene from their experiences
in the carly days?

1 think two things happened o me Irom what they told me of their lives.
One was an awakening of my itmnagination to seeing...  (long pause)

And the other was to plant in me a sense of endurance,

How many brothers and sisters did you have?



Ofie brother, who died early as a resull of the war, and a sister.

What schools did you go {o?
Prospect Primary and Adelaide Boys and Girls High School.
Did yon study music or art at school?
Heither of those things. When I was in grade four, the teacher sent me on
Saturday mornings to the South Australian School of Art. So [ started
drawing what was called datigue Models in charcoal from the age of ten,
and 1 coniinued that until T conldn't cope, owing to the amount of high
school work.

50 your parents valued art lessoms -Did they value drawing
lessons?
They did but they didn't have the money to send me anywhere but my
teacher at school recognised that I should be there o she paid for me to
go there

it sounds like a special relationship with your teacher; was she
close to the family?
Hot in the least.

Was if just that she saw a talent and wanted it developeqd?

She would keep me in the dinner hour (chuckle) and I'd have to draw
things from the National Geographic, in pastels.

¥hen were you married and where?
On the 4th January, 1944, in the Congregational Church at Glenelg.
Had you any children, and their ages?
Tes, Quenby, my daughter was born in October, 1947.
Does she have an occupation? |

She trained as a teacher of art and worked for abont three vears until she

came into conflict with autherity and left; whereupon she staved in the
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studio we built at hotne, and created an exhibition of art on the basis of
her fravels in Asia. Shortly éftermrds, she gained employment with
Woodlands. The major part of her career was there.

How old is she now?

She would be 37,

¥Where have you lived since your marriage?

Immediately, we lived at Glenelg and for about five vears at St. Peters,
thereafter we went to the home we built in 1950, at Seacliff.

How did you get from Seacliff to here; did you built this place?
Tes, I built i,

How long ago?

It was built in 1980,

¥What occupations have you had during your lifetime?

I'left school the day I was 18, hecause I'd stayed there in the hope that
the school might be able fo procure me a job..but it couldnt. I pretty
well sat on the doorstep in the sun, for years, during which time I
ascertained that the man who married my mother and father, painted
pictures and Hved at Largs

Bay. 5S¢ every week I rode my bicycle to Largs Bay. When I got there he
would be having his lunch and I would be raquired to draw with a black
pencil on white plates, so that he could paint these plates himself. That
was my payment for his tuition.

¥hal was his name ?

stanley, he was an Englishman and he had been a missionary in South
Africa as well a5 here. In his house, by the way, I saw wonderful
pictures; they were all small, and of boats on the sea, painted by painters

who were also seamen. Of course 1 knew enough by this time to realise
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that I was looking at something that you could call the English equivalent
of The Duich masters.

I don't think I ever neglected art history..It had always been with me.
People only have to mention a thing in Art History once, and it's with me
forever. |

Where did you go from there as far as your occupation is
concerned?

I still had no job, no money, and I got to the point where I couldn't stand
slaying at home; it was too disgraceful. When I was about 19 I gathered
ceriain things together and rode my bicycle to Melbourne.

Tou rode the bicycle to Melbourne, the whole way?!

In 92 hours. Goodness knows why, but I remember the difficulties of
doing it; every liftle incident, it was wet and must have been scmething
like winter; in fact when I got to Werribee there was a flood and I had to
get on the frain. I arrived in Melbourne at Flinders Street Railway
station. 1 was disgorged into an almighty crowd that was going home, I
went to sleep for about twe and a half days and the landlady became
very worried. 1 got up in titne o see the lights, because they were
having their centenary then. I haven't got much knowledge of certaine
things about fime, in my own life, I've never documented anything or
dwell on any thing, and I find it very hard to recall painful things. I lived
in that place nnder certain circumstances. I used to play chess at night. 1
must have had Two pair of boots because eventually I gave one away to a
fellow with whotn I played chess and he walked to Sydney. His need was
certainly greater than mine. I earned my living independently in a semi-
artistic way (chuckle) just enough to pay the five bob (shillings) rent and

buy encugh food. I was 50 desperate that when my mother sent me an



snvelope with a stamp on it, 1 immediately took the stamp and bought
eggs. She didn't get a letter.

Eventually I was able to take my bike to Dieces, put it together in a bag,
and put it under the seat in a train ang arrive in Sydney. 1 earned my
living there for six months and came to know the city from one end to
the other and all it's environs because I walked everywhere.

One walk [ remember was [rom a place called Willoughby, I went
straight through Frenchs Forest and along all the beaches to Manly and
along the framway line through Crows Nest until I returned back to past
beyond Lindfield. No one would walk like that in these days, but.. (there
wag a ime when as a school Loy and, I couldn't stand my study, and I
would - rather late - put a sour sob in a buttonhole, get a stick and walk
straight from Prospect to Henley Beach, along the beach, through the
main streel arcund Black Diamond corner of Port Adelaide and up
albertonn way, to Torrens Road and home. ['d get hotne somewhere
around about two ¢'clock in the morning).

They were hard times {pause) and what happened with your
occupation? After Melbourne you went to Sydney, and then
from Sydney somehow you got back to Adelaide?

Yes, the day [ was 21, I decided there was no future in what [ was frying
to do.

In Sydney in 19367

anywhere. [ tried to 2¢l on boats to go to Canada. They were full of
English people and they knew that 1 only wanted to get to Canada to
jump off the hoale so I conldn't argue or do anything, and anvhow I was
talking fo the wrong people, 1 was talking on the boate instead of at the
ship's office. Well,



I didnt have enough knowledge at that time to make the right
approaches,

I can remember in Melbourne standing in front of what I took to be
efployers and arguing with them abeut that I could keep books, and
their telling me they'd give me a job if they had one to give me, but they
couidn't .

And I suppose 1 got a little bit of artistic stimulus from seeing the people
who, like the Salvation Army that went through the market after the
market was over, through the rubbish bins and refuse heaps looking for
what could be turned into stew of, you know, soup. These kinds of
subjects.

How did you get Lo Adelaide from 3ydney?

Simply in the train, straight through, and arrived as I determined with
what I left - nothing! Not even my bike on this occasion, which had been
my friend everywhere. But I'd had my ¢ves opened from the point of
view of seeing life and secing.

What did youn do from there?

I think my father must have told me that the Education Department, and
employers were looking for young me of certain ages to put them into
fraining in whatever category they'd fit. In the course of the interview, I
mentioned that I'd been copying Hans Heysen and had painted a few
pictures so they asked me to bring them in to the Education Department.
I tooke them there and was told that I should go the for the last term and
more or less work wilh a view to their assessing whether I should join
tﬁe Department. Well, being, with such a background as I had, 1 found it
very difficull. 1 mean not fo study and do well in art, but to cope with

cerfain personalities. For instance, | was put in a class which was called



drawing for reproduction. If was a matter of drawing such things as
crystal vases on scratch board. When I considered I'd proved that I could
4o that I wouldn' o to the class any more. 1 would go the art life class
and the teacher would come into the life class and want me out of it. 1
wolld not go. An official from the Education Depatriment came into the
life class one day. I rather think he was there about te. By this time I'd
had enough recent practice to show that I could comprehend a mass and
divide it into it's actions and it's intentions and that I could distinguish
flesh and bone and edges and such things. In front of Ivor Hele, the
official said something such as, (chuckle) was 1 making progress
{laughter) and Ivor Hele put him right. 5S¢, I knew I'd heard that I was
recominended o go into the Department, and my Godl I didnt know
whatl I was going info, but I knew that whatever it was [ would succeed
in it

Where was the Art School then?

The Exhibition Buildings, which have been knocked down, the same place
I used to haunt when [ was ten. When my teacher sent me there, from
the primary school. It was just a continuation on from the year one was
ten as far as I was concerned, there was a lapse in between of
unemployment and suffering, but I'd come back full clrcle to where I
showld have been in the first place - right through.

Did it seem a ot in years?

1'd rather not have had ail the depression.

Must have been hard times. What year was it?

1937 by then. |

¥What were your first memories of the formation of the

Contemporary Art Society of South Australia?
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The first metories I can only say were in a room occupied by a teacher
of dance, who might have been Joanne Priect, in the Bee Hive Building. 1
was very innocent of all these pursuits and endeavours of the time. 1
simply went along with everybody. They formed a comimitiee.

Did it happen very quickiy?

Ag far as I was concerned it just came straight out of the blue.

Do you remember the Royal South Australian Society of Arts ?
Tes, and [ have a few things I'd like to show you that I wrote on the back
of books that I was reading around atout that time. The¥'re only lists of
people who were elected o committees, but they give dates and people,
and my endeavours at that time were in the direction of being a member
of the Royal South Australian Society of Arts . It seems to me looking
Pack, around abcul 1942, the Royal South Australian Society of Arts
allowed Associals members to form their own commitiee with their own
representative to Couticil. I see there were three representatives: one
was Tasman Fehlberg; then it was Donnithorne; and then it was Victor
Adolfssoﬁ, and I rather feel that in my term, probably only one vear, I
awoke the members o the fact that the Society, as a Royal Society, wasn't
performing it's proclaimed functions of educating the public. 1 dont
mean artistically (chuckie). 1, at that inoment, only held in mind that we
should have a concett and duly we had the concert {(laughier) I think it
launched an idea on the Society that it should reach out to the public, and
of course since then the Rowal Sociely has come alive, you know,
particularly with the intreduction of £&fory, their magazine.

¥Was this conceri was before the Contemporary Art Society was

actnally inaungurated or started officialiy?
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I am vague about daltes and times. But you s¢e¢, at the same time as the
Contemnporary Art Sociely, was doing it's thinking, it was acling, I think,
ihrought the Associate committee of the Royal South Australian Society of
Arls , with a view to having their new ideas accepted whole heartedly
and gracefully as a part of the total Society. There was no thought at that
particular time, as I know, of creating a CA.S. hit us when Max Harris
cailed that meeting after he'd been over in Melbourne and had spoken
with john Reed. Max Hatris definitely called the meeting; it was his idea.
Looking tack on it, he simply brought it from Melbourne, created it here,
and that's it.

Did he take a hig interest in it, after it was created?

Tes.

What kingd of attitude did he have towards the members?

Well... (much laughter).. I can only speak for myself. 1 remember 1 went
to an evening and we played music, this was with my own friends; we
were all ex-high schiool men and it was in' the days of plaving the
gramoephone more of less in the dark, with one light, and this one light
cast shadows on the wall, of satirical dancers, as a resulf of all that, I
painted a picture. It was well, contemptuous (laughter) of shall we say,
established things, Max Harris

wanted that picture and as far as | know, he got it

Did he support thoroughly the idea of contemporary work being
promoted?

0Oh yes, Max Harris was quite genuine; there was nothing spurious about
him.

Was he more interested in poetlry than in painting?



Obwiously, because of what eventuated later. I have for Max Harris an
admiration. I c¢an understand what he did, based on his education. 1 ¢an
remember going to Max Harris's house. In his room the ceiling was
Plastered with reproductions of art and we asked him why they were
thers, on the ceiling. He said, "0h, I li¢ in bed and one picks itsell out and

I'look atit.” So, e was a man with amplitude in his education.

Can you remember who the original members were; 1 think

¥ou have lists of that?

Tes, you see [ bought this book in 1942, well, at least I put my name in it;
it was given W me, and here I've written the representatives,
Donnithorne. Dofinithorne was a Solicitor,

Is he around still?

He was an elderley man then and we were very grateful for his services.

Grant is one I'm not familiar with. Vice Chairman Grant?

I think 1 can vaguely recall him. Ho, I'm not familiar with him.

Ko, thanks, fabulous. {exchange of books]

Theyll help you cross reference something or other and may lead you
perhaps 1o some natnes.

Thankyou very much.

Now you understand, that they are not the Contemporary Art Society as
far as I can recall; these names you're looking at are Associate members
of the RSASA.

These were meetings that were talking about the break away
from the Royal Society because they couldn't get their pictures
accepled, or exhibited with the Royal Society exhibitions, even
accepled as a separate group. Is that right?

Ho, that's not right.

13



Why were these meetings being held, simply to educate the
public?

We were trying o co-cperate as a group with more power, and voice, as
Associates within the Royal South Avstralian Society of Arts and to some
extent the Contemporary Att Society was by this time formed, and so we
had these two Dodies pretty well interchangeable.

Ruth Tuck mentioned that you had to keep people on the
Royal Society.

Oh indeed! We had to know what was going on because by this time they
were reactionary and we had to take notice of their intentions and their
attitudes.

What are your memories of HE. Fuller; ¢an you describe how
he ran things?

I,as I said right at the beginning, was not really in the swing of things. 1
was brought in almost from the outside. I knew Henry Fuller, I knew he
was an architect, I knew he had designed the Glenelg Town Hail facade;
he was an elderly man, and [ also knew many others in the Society and
they were all; of course, 40 of to me at that time, elderly, and they were
all o me excellent painters and they had my respect. But from time to
time 1 would hear, particularly concerning Henry Fuller, things he had
done 1o thwart the progress of new ideas it the Society. |
When you staried having meetings, once the Conlemporary Art
Society was formed, can you remember putting forward any
motions, thal you thoughlt were important 1o the beginning
stages of the formation of the group itself. Were there any

imporiant decisions?
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He, T had nothing 1o do with the formation of the Society. 1 was just a
person who was put on the cominiitee.

Once you were on the committee, can you remember any input
that you had, that you feit was important.

Ho, 1 was even the secretary for years, but I still cant remember
anything that I did that was wvital or important. By the way our
headquatrters were Cavandish Chambers.

Is that where your meetings were held?

Tes, they were stockbrokers, and we went down a long passage to the end
and up the steps 10 a reotn that was empty. There was nothing in it.
What association did the Contemporary Art Society have with
the Federal C A S, -with John Reed?

I dont know anything about it.

. Can you remember the Anti-Facist Ezhibition at the C.AS.?

Tes.

Could you describe events that led up to that.

Cant describe any events that led up to it, I can only remember guite
clearly, the great e¢xcitement when the exhibition came. 1 musi have
been Secretary ab this time. I was very conscientious, I unpacked the
piclures. Someone took them upstairs. Upstairs was Maz Harris and
everybody else. All they could do was look and be enthralled by these
piciures, but that wasn't my intention, it was not even to look at the
pictures but to get them on the walls. We had to dismantle the
exhibition. It was done by David Dallwitz and myself. We didn't have
enough packing because it had been destroyed. We had to go and get
more from John Martins, to get the pictures packed properly to send
them back to Melbourne.

15



Did you go to the opening.
If 1 did, it would have been one of those occasions where you get on your

bike and leave school, and you arrive just in time. At the opening a -

Woman came up to me and she said, "Could you explain your picture
thal’s hanging over there,” and 1 thought to myself, "If 1 explain what's
contained i that picture I't going to get into hother™.

With the world in front of you, you've pretty assertive powers... and this
is nothing other than copulation {(chuckle} or, if you can put it anciher
way, not so much thatl, as the endeavour of man and woman to become of1
being.  An this probably expresses a bit better one being in a loving
situation. This is the actual copulation and here is probably my vague
ideas of foetus in a womb.

What was the reaction, did you get to show this?

This was it the exhibition.
This was in the Anti-facist show?

I can't refmember whether it was that one. {laughter)

What was the lady’s reaction, did yon iry to explain the
picture?

No. I knew she should interpret it herself - look into this (picture) now
and 1 Iind certain peculiatities, if you understand me. I think that it is
niot naturalistic because I couldn't make it naturatistic.

I think that lilb goes down there, and this is an atternpt to make a
frontal woman there where the man is alse coming right through,
sideways, so thal I'm giving the.. irying to give the.. typical aspects,
together.

It's sexzmal.
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I don't know what you call it but, you see as a teacher of art my job was
on the line. Tou see, I met with lots of difficulties, taking the course I
TooK.

That picture, (pointing to picture on the wall) it was during the war you
see. That fellow was a soldier and they dressed him in blue to make the
public realise that he was a soldier back from the war, That was a
picture 1 fook along to one of those evenings when paintings were
criticised.  The Contemporary Art Society used to criticise it's own
paintings and among other things they used to listen to tusic.

¥as this at Mary Martin's place?

Oh no, Mary Martin's was a coffee place, we didn't do anything there.
This was at Cavandish Chambers?

Tes. And 1 can remember Dorrit Black condemning that, and by
condemning that (picture), Dorrit Black (a picture by) she's up there isnt
she, in the other room) and Dorrit Black by condemning that pretty well
broke my heart. She didn't know it, you know; you're pretty sensitive in
certainn stages of your craft, and I thought I'd created a good picture but
she condemned it by saing the worst possible thing, namely, that “It's
been done before,” and of course to me everything ms new. Shall I go
up{stairs) and get Dorrit Black? (the picture)

Tes, and this is a fine print [Looking at picture]

The Ovingham Raflway crossing; do you know here that is? It was those
big tlack and white boom gates that go up into the air - up with all the
lights in the trees, bul behind was a holel up on a hill and & sign on the
side ¢f the hotel, you know , about beer or something like that. That was
the picture, and it was painted in a very summary kind of fashié«n. 1

don’'t mean swiftly.
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Ho fuss, no defail, you know, so apparently she thought it merited an
gzchange. .

In 1939, I was training fo be a teacher. The exhibition of modern French
art came to South Ausfralia. It was in the Gallery and I walked around it
with the Principal ¢f the Adelaide Teachers College, a Dr. Schulfz, and I
can remember his telling me that Van Gogh must have had a stigmatism,
ichuckle). When he came to Gavguin and saw the woman with the
glephantine fool which I clearly recognised was such, fo complete fhe
design, he was aghast (chuckle). He was unable to accept anything new.
50 in 1939, the travelling French ¢xhibition came here and it was housed
in Australia during the war. About 1940 maybe Diaghilleff’s Russian
Ballet. That was a vital thing to us too. So you szee, we had direct
insights, I think elderly folk wouldn't have been emotionally stirred, like
the young. Had these things not occurred we might have gone on o0 be
fine practioners of tradition. We became radical progenitors. (laughter)
We almost forgot that we'd beent trained in an art school o draw it if you
could see it but above all to see it; our eyes were trained for every little
detail. Here we were, throwing all of this naturalistic kind of work away
in favour of expressing artistic sensibilities.

Were there any reproductions of European work, in bDooks or
magazines?

The only reproductions that I, look, when I was being tested at the art
scheol, i1 1937, 1 walked into the life room one morning and thetre was a
reproduction of Franz Marc's 7Zwge Fad Forses 1In this grey room with
that vital picture, something in me came alive. I'd never seen such things
and 1 later found, you know perhaps the next year, that the Carnegie

Institute in New Tork had supplied the South Australian School of Art
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with a great number of large reproductions here. Of course, the
Impressionsits would kill you; no one here could paint like that. To show
you how desperate we were to see European coloiir prints, there was 3
particular magazine. It was very expensive. I was at that stage receiving
fourteen shillings and threepence a fortnight at the Teachers Collegs, but
I would spend some of that money to buy this rather expensive large
slim magazifte just because it had a reproduction in it of Augnstus John or
someone else {chuckle), otherwise I'd have known nothing about these
people. 30 the Carnegie reproductions were stowed away, they weren't
displayed. Only people in cettain classes conld see themn, this despite the
fact that Carnegie had said when they were worn out they would be
replaced. That was the policy of the schicol.

Who was the head of the school?

Laurenice Howie. He was a very fiice old-time gentleman and a very good
artist in watercolour.

Did the World War Two period have much offect on what
happened at the CAS?

Much effect on what happetied at the CAS? Lets have a look at that
ook with the names in it. {pause) You see Francis was a teacher, Tuck
was a leacher, Adams, Roberts. Donnithorne was the only one who was
outin the world, Tasman Fehlberg was a teacher of English.

I 5¢e. '

and so it goes with the ofhers; in other words we were ail teachers
under the thutnb of the Education Department.

How did the Education Department treat what you were doing
al the CA37?
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I can only speak of what happened to me. First of all 1 was still a
student, 1 hadn't completed all the requirements and on Saturday
mornings I would go and do landscape. My landscapes were as good as
anybody's, but I was failed. 5¢ I picked them up and took them io the
Education Department and complained te the official in charge of
Technical Education. He called in Dr. Fenner who was the Director. He
was a geologist. I argued for my work and in the end he asked, "Isn’t he
frightened of anything?” The answer was No."and I wasn't. AS he went
out of the room, he pointed 1o Jan Vermeer and Peter De Hoogh, large
prints on the office walls. He said, "Why don't you paint like that”, I said,
“Because I'm living in the twentieth century not the seventeenth. I had to
20 for another wear of Saturday tnornings to pass. [ was in the
Contemporary Art Society and battling against the Royal South Australian
Sociely of Arts and the people who were running the art school were, the
Royal South Australian Society of Arts . That was the kind of penalty you
had to pay.

Looking back over the period of the Contemporary Art Sociely
that you know of, what value do you think the Contemporary
Art Society has been to the community?

Ii had the whole comnmunity afire, and astir about art values and it must
have caused a deep awakening, but probably not among those people
with their minds already made up, or with their minds incapable of
receiving new things. But io the young people I'm sure it was a great
snlightenment. {chuckle) It was also wondetrful to know that there were
people in ofher States who had similar thoughts, and it was a shock 1o me
to realise that South Australia was way behind educationally in art, in the

sense of world art, not in the sense of art itself. The art school was a
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Terrific place for people of natural talent. Ivor Helé knew by instinct
anything concerned with a tan or a horse when he was sizteen. All that
muscularity appealed to me. Artasfar as [ was concerned was a human
figure, and it was a human figurs in action, and that's art, still, to me.
Although I'm down to painting landscapes, (laughter).

What do you 5¢e as the value of painting?

Well, in my time I have said, that we only eat, in fact, we only live, to
creale art. I heard Solhenifzen say exzactly what would be my phﬂc-scph-y
about art. That was if he were to draw a diagram of the compartments of
civilizationt art would be at the apex. It's so with me. Al effort is to
refine the sensibility of the human being and that end is in art. Art is not
a small thing to me; it's not entirely painting; it is living. It is down
how you hold your knife and fork and whether, if you have not got those,
how you eat. It isa basic thing in life; it is all that thing called courtesy
of custom, of not custom, hecause that can be cruel, but it is all those
things that are good.

Why do you paint?

I'm still painting, I can't stop. I feel very good, very happy, when I paint.
I even sing whet I paint, and always when I paint, 1 can recall music. It
makes my hand work. It must be that you realise that you're doing what
you were born 1o do and I've always felt that. That's the only thing I
could do well, the thing 1 was born to do and that's why I staved with it

and have net gone up all the side tracks. Tes, it's the grand feeling that

voure creating something new, and it's the communication with other
peoples’ seeing. It's the source of all that you are. I sit here and I say

“T'll go and see my friend” - In the end I say "That may be good, but it
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would be belier to paint”, so I paint. Tou see vou imust remain
productive; productivity is all that you are in the long run.

What was your connection with the Royal South Australian
Society of Arts ?

Tou know for years I think 1 was pootly treated in the RSASA. They
just rejected pictures and you'd take them home. So I simply dropped
out of submitting art. There was no entry for me through the RSASA,
though I still belong.

To the Royal South Australian Societyof Arts?

Tes. Asan Associate member. They send me their ‘message stick Aafors
They have the same problems now as they've always had with selection
procedures...

The education I received at the South Australian School of Art was
Totally inhibiting. It acted as if there wetre no such thing as imagination.
30 you se¢ the Confemporary Art Scciety to some extent had to destroy
what I'd learned. But there were other people who more or less walked
into the situation.

Looking back on the Contemporary Art Society and important
changes, important events, anything I might have missed that
wou think?

I don't know much about the CAS. 1 can only say how happy and
Pleased I was when the pictures came from Melbourne and 1 saw, Sydney
Helan, Courdhan, Perceval, and thought that way I could see. The
expression in them, it was more alive than any dead academic way of
doing things. I knew in a vague way I had to re-educate myself. I never
ever did. Other things occurred. {chuckle) Teaching got hold of me, I

mean that's what teaching dees. Teaching kills the art.



