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TAPE 1 
 
00.00   This is Felicity Morgan interviewing Ms Elizabeth Dalman OAM on Friday, 23 May 2008, at 
her home in Bungendore, New South Wales about her contribution to the performing arts in 
South Australia, particularly in the area of contemporary dance during Don Dunstan’s 
premiership. This recording is being made for the Don Dunstan Foundation [Oral] History Project 
and will be deposited in the Flinders University Library, Don Dunstan Special Collection, and in 
the State Library of South Australia. 
 
00.32 Good morning Elizabeth, and thank you for taking the time to do the interview. 
 
Good morning Felicity 
 
00.39   Now perhaps we should start by going back to the beginning. I believe you established 
the Australian Dance Theatre in 1965 in Adelaide, the first contemporary company in Australia, 
could you describe a little of your own background up to that point? 
 
Yes, well I was brought up in Adelaide, and I studied ballet and Margaret Morris dancing, it was called, 
with Nora Stewart. Nora was a very important ballet teacher in Adelaide – in fact there were several very 
important schools - but I had all my training with Nora.  But I had always known as a very young girl that I 
wanted to make dance a career, which was not really acceptable for a young girl in Adelaide at that time, 
so I had a little bit of a battle, a push and a pull, with my family, to make them realise that I wanted to do 
it professionally. 
 
01.39   And we’re talking in the [19] fifties here? 
 
We’re talking in the fifties here. And so finally I’d saved enough money by the time I was twenty one and 
I set off for Europe, and studied in London for a year, then had four more years backwards and forwards 
from Australia to Europe. I studied in Holland and in Germany then, in 1963, I married Jan Dalman, a 
Dutch photographer, and we came back to Adelaide to settle there. And so 1964 I started teaching in 
Adelaide. During my time abroad I had seen José Limón perform in London and that was a life-changing 
experience, and I wanted to try to find teachers who taught in this particular way because I’d never seen 
anything quite so exciting and moving. But it took me a long search because there were no modern 
dance teachers even in London then. In fact, there were only fourteen people in the audience for José’s 
performance. 
 
02.59 Is that right? Goodness. 
 
Mmm. 
 
03.03 The performance was in London, was it? 
 
The performance was in London, yes. So modern dance was still a very kind of young art form. People 
were still, the general public, was still very locked in to the classical ballet idea of that’s what dance was 
about, in a performance sense. And so it took me a long time of searching.  I spent many years in 
Holland – all up five years, on and off. I was first in a ballet company there, later on I was in the My Fair 
Lady production in Holland and then I went to the Folkwang Schule in Germany.  The Folkwang Schule 
was like the top…the top contemporary school in Europe at the time and it was headed by Kurt Joos, a 
very famous pioneer in modern dance in Europe, and he and his colleague, Rudolph Laban had 
discovered like a new way of dancing, so it was very exciting for me to be at that particular school. But I 
enrolled in order to do the teacher training part. And it was in that year, when I went to the Folkwang 
Schule, that I met Eleo Pomare.  Eleo was an American black choreographer who had won a scholarship 
to the Folkwang Schule. Well, again, when I saw him dance it was, again, another life changing moment, 
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and the interesting thing was that Eleo had come from the High School of Performing Arts in New York 
and one of his teachers was José Limón. 
 
04.54   Interesting 
 
So there was this kind of family line.  It was pure chance that I was picking up the very people that I 
needed to stimulate and inspire me. Anyway, after a year at the Folkwang Schule, I didn’t finish my 
course. We went, I went with Eleo, to Holland and we had just a very small company together and he 
started building that company into his European modern dance company.  So here we were, a foreign 
group of dancers in Holland pioneering modern dance, in Holland.  
 
05.36   Goodness me! 
 
Yes! 
 
05.37   Was teaching always your side of things or did you perform as well? 
 
I performed as well. Performance was always my main goal. But, at the same time, it’s like even today, 
you have to find something to sustain you because modern dance groups are not always funded like a 
classical ballet company so you have to find ways of finding the money that you need to survive if you 
want to follow the art form that is your passion. So I knew that even at that young age. 
 
06.18   So when you came back to Australia and you, in 1963, shortly afterwards you started the 
ADT here did you think up the name yourself. Was that your name? 
 
Yes 
 
06.30   And with a view to being a performing company and you teaching the modern 
contemporary dance style? 
 
Yes. Yes. I set it up with, in the beginning I set it up with Leslie White. Leslie White was a classical 
dancer from the Royal Ballet who had just come out with the company and then decided to stay. He was 
the only person in Adelaide who opened a little door for me to come in. Because again, all the classical 
ballet teachers in Adelaide they didn’t want to hear about modern dance – that was too way-out. 
 
07.07   Yes. Yes. 
 
So I felt rather isolated, very isolated because it was too new, too different. But Leslie opened the 
window just a little bit and asked me to teach in his school. And then he thought it was a good idea that 
the dancers had this new training as well. 
 
07.30   And where was his school? 
 
His school was near where the markets are now in Adelaide. 
 
07.36   Oh, in Adelaide? 
 
In Adelaide, yes. 
 
07.38   Oh, he had actually defected to Adelaide, as it were? Goodness me. 
 
Yes, that’s right! 
 
07.43   There was obviously something about Adelaide that he found appealing? 
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Yes, and I think he had a partner there as well, so… 
 
07.51   Oh okay. Well, that was fortuitous wasn’t it? 
 
Yes, it was very fortunate. But anyway, first we made ripples in the South Australian Ballet Company, 
which was an amateur company, and they invited both Leslie and I as artistic directors, so that’s where 
we came in with our professionalism and said we want to raise the standard of the company. But the 
members of the management committee were not happy about that so in the end Leslie and I left and 
decided to form our own company.  And I remember sitting around a fire, just like we are today, with 
Leslie and my husband, Jan Dalman the photographer, and Kevin Roberts who was our technical 
director, and we spent the whole evening nicely around the fire deciding what the name should be. 
 
08.46   Right 
 
And we chose Australian because we wanted it to reach wider than Adelaide. We didn’t want the 
Adelaide Dance Theatre, or the South Australian Dance Theatre because we thought that confined us. 
We wanted…we had a bigger vision. So it was Australian. The other thing we wanted [was] to have 
something for Australian contemporary artists, because we were still living then in the “cultural cringe” 
where anything that was made in Australia wasn’t good enough. So, we specifically wanted to have in 
our name the fact that we were going to support musicians and visual artists and writers and dancers 
who were Australian. 
 
09.33 Yes, yes I see 
 
So a part of our mission was helping to find an identity, an Australian identity. You know these days it’s 
not such an important thing because we’re such a multi-cultural society, but in the sixties there were a lot 
of artists particularly who wanted to speak out from who we were now [then] living in this amazing 
country. So that was the Australian word.  And the word dance was very new then. Um, 
 
10.11 Taking it away from the ballet idea? 
 
That’s right. We didn’t want to. We didn’t even want to be in competition with the ballet. The modern 
dance was a whole other philosophy – a whole other technique and a whole other philosophy. But most 
people when they just heard the word dance they thought it was ballroom dancing or folk dancing. 
(Laughs) 
 
10.33 Did they? That’s interesting 
 
Yes, very interesting. To them anything in the theatre was ballet, and in the beginning they wanted to talk 
about modern ballet, and I said ‘No, no, it’s dance. It’s very definitely a different form’.  And then of 
course the theatre, the idea of having a theatre – the word theatre – instead of company was a big part 
of our work. We always felt closer to theatre groups, drama groups because part of that philosophy was 
in the modern dance realm as well, and the idea of inter-disciplinary work – you know, working across 
forms, collaborating with musicians, writers and visual artists – that was very much part of the whole 
modern dance philosophy as well. 
 
11.27 By writers, do you mean you were interested in dance performance with the spoken word? 
 
Yes. 
 
And did you do that? 
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We did that. We had quite a lot of what we called “happenings” in Adelaide. Brian Medlin was a great 
friend of ours, and Brian was a poet as well as being a professor at the [Flinders] University, in 
philosophy, and Brian often brought great stacks of his poetry ‘Here you are, Liz, have a read of these.’ 
So we used to have whole evenings in my house in North Adelaide. Brian would read his poetry and 
some of my dancers would perform, we’d have a few musicians who’d play, and this was the kind of 
underground that was working in Adelaide of trying to bring the arts together and bring it on more on a 
“people” level; to almost take art to the people rather than… 
 
12.28   To be inclusive, rather than sort of elitist and separate? 
 
Yes, that’s right. Yes. There was a big movement on that kind of level, on all different levels that were 
happening. 
 
12.40   So you got the name organised, and you had your friend – the “defector” from the UK and 
you’ve described your vision. When you actually formed it in to a formal sort of structure, are you 
talking permanent dancers, or did they come in just to have lessons and then perform?  Just 
explain the structure and the size of the company. 
 
Yes. We formed it formally in 1965. And it was a company that, in the beginning, we had a repertoire that 
was half of the modern dance and half of the classical ballet. Now Leslie only remained for about 18 
months, and after that - that was 1967 – I decided that it would be a fully modern dance company; I’d 
drop all the classical repertoire. And we’d be bold enough to go out with that.  It was very advantageous 
in the beginning, first for me to have someone there… 
 
13.50 To have Leslie there?  
 
Leslie, yes, who was so supportive, and also to have the classical ballet repertoire because it wasn’t so 
confronting for the audiences. 
 
13.59   Indeed 
 
But it was very daring when I decided, ‘No, we’re going to be a modern dance company: this is what I 
believe in and I believe it has a future.’ So it was quite bold to do that at the time. 
 
 
14.14   It certainly was.  Certainly was, especially in a place like Adelaide 
 
Especially in a place like Adelaide!  Now, you asked me about the structure.  We had…we had no 
money of course (Laughs) 
 
14.26   I was going to ask you that next, yes! 
 
There wasn’t even the Australia Council. There wasn’t even the Arts Council, because, in fact, the very 
first country tour that we did in 1965, that was kind of our launching pad for the company; we, Leslie and 
Jan and Kevin and I decided that it would happen and we set up a structure, but our first kind of 
appearance as a company was a country tour in South Australia 
 
15.01 To places like Mount Gambia, Port Augusta sort of thing? 
 
Um, Port Augusta, we went north, Port Lincoln, Ceduna, places all around there. 
 
15.14   With a company of how many? 
 
We had, um, we probably had about twelve in the beginning. 
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15.24   That was quite a feat in itself, getting…you all went off in a bus, did you? 
 
We all went off in a bus, yes (Laughs). Yes, we all went off in a bus!  Jan and I went up first; we had a 
couple of weekends where we had to go and talk to people in the country to organise accommodation, 
and that was usually being billeted with people; we had to organise with a country organisation, which 
was probably The Country Women’s Organisation or some other group, to do some publicity for us, 
etcetera, etcetera. So Jan and I did that in the beginning and then, with the whole company, we set out 
in the bus and off we went! 
 
16.02   Keeping your fingers crossed about the ticket sales? 
 
Absolutely, because that’s what we depended on, totally.  But it was interesting on that tour because the 
South Australian Arts Council had just been founded, and they rang me up, like a week before we set off, 
and said, ‘Please can we have our name on your posters?’ (Laughs). And I said ‘Well, how will you 
support us?’  ‘Well, we don’t have any money yet, but we’ve just got our organisation going and we want 
some publicity.’  So, here we were, young artists without any money ourselves, were actually supporting 
an arts funding association! (Laughs). 
 
16.45   Did you put their name on your posters? 
 
We did. We put their name on our posters. 
 
16.48   That was a very generous thing to do. 
 
(Laughs) I think it was. I think we were very generous in that first outing!  But no, for years we had to 
survive on box office and that box office usually only paid our costs – like the bus, and the bus driver and 
whatever we had in the beginning - if we needed special lights or we needed a tape recorder for our 
music, or we needed the costumes – the money went to that first.   
 
17.20  Yes 
 
And then, as the years progressed, I used to sit down with the company members; we dropped down 
then to ten company members. 
 
17.31   Permanent ones.   
 
Yes 
 
They were on a payroll were they? 
 
They were not on a payroll because we didn’t have that money, but as I say, after every performance we 
used to sit down and say now ‘What are our costs? ’ – we’d pay those costs. ‘What’s left over?’ a little bit 
was left over, lets divided that by ten or eleven, or by however many there were.  That’s how we survived 
in the beginning. 
 
17.53   That’s amazing 
 
Now these were young people who absolutely loved the dance and were passionate about it. Many of 
them were studying at university so they managed to work their rehearsal times around their lecture 
times. Some of them were secretaries for various businesses and they would arrange time off when they 
could. And then at a certain point I remember saying to them ‘What are you going to do when [after] 
you’ve studied at university?’ ‘Oh, I don’t know – I want to dance, really, and I’d probably spend all my 
money on going to the theatre.’  So, in the end I said ‘Well, what I can offer you – I can’t offer you money 
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at this stage - but I’ll teach you everything I can, and I’ll get as many performances as possible if you 
give your time up completely to Australian Dance Theatre, and maybe in the future you can survive from 
your dance training’.  So, many of them did. They made huge sacrifices; they lived at home still, and I 
taught them to teach - running alongside the company was the Elizabeth Dalman School, and that’s 
where my friend Anne Kidman comes in. 
 
19.28   Right. 
 
We ran classes; after school classes and adult classes. We had some adult classes during the week and 
so I was training the dancers to be teachers and they earned a little bit of money from their teaching. 
 
19.47   Very good.  And those classes were mainly for…they were movement classes were they, 
not intended…those people who came for adult classes…were not intended to be performers I 
presume? They were intended as a better form of exercise or movement? 
 
Yes. yes. 
 
20.07   Because this was the days before gyms or aerobics and all that kind of thing. 
 
Absolutely  
 
20.11   It was sort of like a precursor, in a way? 
 
Yes, yes, it was. I had three hundred people coming through that school every week. 
 
20.19   Goodness me!  Well that brought in a bit of money, didn’t it? 
 
Oh yes. 
 
20.23. Do you think that Adelaide, being a fairly conservative city in 1965, with your friend Leslie, 
and at that time just prior to the Dunstan era it was still pretty conservative, but did you feel there 
was a certain sense of movement; that people were going to take on board this modern dance 
because Adelaide was more progressive than the rest of Australia?  Was there anything there 
that gave you the impetus to continue? 
 
Um. The impetus was within me all the time! 
 
Right 
 
Um, I… 
 
21.06 I guess I’m saying, why Adelaide? 
 
Yes, indeed, why Adelaide? The thing was I’m an Adelaide girl. I was born there and I came back to 
Adelaide after five years in Europe, and yes, decided to live there.  Um yes, and why Adelaide?  I had a 
lot of people even say to me ‘Why did you come back; this is not the place to be’ – (a) Australia’s not 
ready for artists and (b)…well I have one story that somebody said to me: ‘It’s just like a whirly whirly, 
you know you’ll start off with a lot of energy, but they won’t accept you, Liz, so why don’t you go back to 
Europe where, at least, you’ve got a chance - people are more interested in the arts as part of life’. 
 
21.54 This was in 1965? 
 
Yes, yes. And even the 1966 Festival. Well, at least the Adelaide Festivals – had that started off 
already? I think it was 1960? 
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22.06 Yes, 1960 
 
In 1962 I was there. I performed in the 1964 Festival with the Sound and Image; that was with Stan 
Ostoja Kotkowski, and whole new multi media productions that were happening.  There were interesting 
things happening in Adelaide, and particularly because of those Festivals, but nevertheless it was a very 
hard nut to crack as well – the Festivals – because the Festival directors on the whole were very 
conservative as well. They were not interested in showing local people. And because of being knocked 
back in 1968, having shown the company in 1966 and we had full houses, and we did that off our own 
bat; we set it up and organised the theatre and [all that] - and then in 1968 I knocked on the doors of the 
Festival directors and they just said they were not interested in local talent. 
 
23.12   Was that Anthony Steel? 
 
No, no 
 
23.16 He’d gone by then? 
 
He hadn’t come by then. Anthony was much later. 
 
23.20 Ah, that’s right, later. 
 
I was outraged!  It was interesting because it was the start of two things:  one, my mother found me very 
distraught – but I was distraught because I was so angry - and she said ‘What you need is a 
management committee, and I will organise that.’  So that was very good; she got a group of people to 
help support the company and to be another voice. 
 
23.49 Financial support do you mean? 
 
Well no, it wasn’t.  We never had any financial support. It was more to have the support of a 
management committee who could help get people to come to the theatre, who could help organise, yes, 
friends of the company really. It was more to get that kind of support. 
 
24.08 Where did you perform, if I just might ask you that now? 
 
In 1966 we performed in, oh, what’s the theatre in…down by the… 
 
24.18 The Arts Theatre, was that built by then? Or was it the Theatre Royal? 
 
The Theatre Royal was still there. That had been there from the time of Nora [Stewart], and the Majestic 
is it? 
 
24.34   The Majestic on Grote, Gouger? 
 
No, this is a smaller theatre where the [Adelaide] Repertory Company used to show a lot. Its… 
 
24.44 There are two on Angas [Street]. I’m not from Adelaide so I’m not much help.  There is the 
Arts Theatre next to.. is it the Royalty? 
 
The Royalty, Oh well, it was the Arts Theatre then 
 
21.53 That one looks…it was built in the fifties I think, the Arts Theatre, I think. 
 
Yes, yes, yes. 
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25.00 Would that have been the one? 
 
Could have been the one, or maybe it was the Royalty in 1966 - it was quite a small theatre.  But yes, we 
were knocked back in ’68 so I decided to go overseas, and in 1968 I took two dancers and John, my 
husband, and we went to Europe and actually we got a performance in Italy - a touring performance in 
Italy. I only had two of my dancers so there were three of us and the Italian organisers said ‘No, we want 
a bigger company’.  I tried to get the rest of my company to find the money to get over to Europe, but of 
course they couldn’t. So I auditioned dancers in Holland where I’d been quite well known before, so I got 
a company of ten dancers and we went back to Italy and we performed for two weeks.  So that was our 
first overseas tour under the name of Australian Dance Theatre. 
 
25.58 That was quite remarkable to do that, especially after having been knocked back to perform 
in the ’68 Festival. 
 
Exactly, yes! 
 
26.08 Was it a different director in the ’68 Festival than had been the director in the ’66 Festival? 
 
Yes. 
 
26.14 So there was a different, a bit of a different outlook? 
 
Yes, yes 
 
26.17 I see. That’s most interesting, most interesting. 
 
Yes 
 
26.22 Did you sense, when you came back here in ’65, that the state was edging towards change, 
it was crying out for change, or was it really very, very difficult still? 
 
Yes, it was very difficult, very difficult. But I kind of…there was the undercurrent - the fact that I had three 
hundred people [in classes]. 
 
26.43  Yes indeed 
 
There were young people, but there were also adult people who were fascinated, not only in the new 
way of moving, but also in the whole kind of philosophy: that philosophy was celebrating the individual, 
celebrating the fact that’s it’s good to think about your identity, who you are, what you want to do in your 
life, how you express yourself, and I mean it was this kind of philosophy that was going through the 
writers. We had people like Patrick White and we had young composers like Richard Meale, who was 
also in Adelaide at the time, Peter Sculthorpe, and in the visual arts… 
 
27.33   And were you interacting with them. Were they writing pieces for you? 
 
Yes. They were not writing pieces so much for me, but I interacted several times with Richard [Meale], 
several times with Peter [Sculthorpe]. I used Peter’s music often, and Peter came to one of my 
performances in the – we had our special Sunday night performances – we used to run nearly every 
month.  One Sunday a month we had special performances in the studios, so they were very kind of 
intimate ones. 
 
28.04   And where was your studio?  Was that the place in Gay’s Arcade? 
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Yes 
 
28.08   Could you just tell me about that – it sounded quite novel!?(Laughs) 
 
Yes. It was a large studio (Coughs). Sorry.  It was a very long beautiful studio with windows that opened 
out – we could see the [Adelaide] Hills. It had a good wooden floor, it was a bit narrow, but it was big 
enough to make a small theatre so we used to run our Sunday night performances, and have quite a lot 
of school children come there.  This was after 1966 [when] I had been to New York for a kind of “filler-
up”.  For three months I had had a whole study trip in New York. Then [I] came back, very inspired, 
because a lot of dancers in New York didn’t have a fee either, but they were extraordinarily professional 
dancers and they would give performances in tiniest rooms, in the tiniest apartments, and so I came 
back and looked at my lovely big, long studio and went ‘We can do a big performance here’, so it 
became the Workshop Theatre. 
 
29.22 Anne Kidman told me something which was rather extraordinary: that you had a little 
elevated stage that you used to prop up on chairs, is that right? 
 
Yes, that’s right 
 
29.31 It sounds positively dangerous! 
 
(Laughs) Yes. It was a tiny, oh, what do you call it... the building…scaffolding, yes, and we put chairs on 
those. It was not dangerous (Laughs). It was kind of makeshift, but that was what we could afford to buy 
at that time, and we would construct that for our…put that up and take it down…because we needed the 
big spaces for our classes… 
 
30.03 …and rehearsals?   
 
Yes and rehearsals. 
 
30.06   And what sort of audiences did you get?   
 
Oh, we had very good audiences there as well. I mean they were not large; probably fifty people a 
performance, up to a hundred. But that was good because we did more performances and the whole 
nature of, that kind of intimate nature, (Clears throat), and I talked about how it was to be a 
choreographer, how we created dance works and what the works were about (Coughs), so it helped the 
audiences to understand this new form. And they loved that. 
 
30.54. I think that’s lovely.  Now because this interview really is primarily focussing on you in 
relation to the Dunstan government, you said you had no money, you weren’t given any money, 
but then you’d had this arrangement (Chuckles) to put the Australia Council on, or rather the 
South Australia… 
 
The Arts Council of South Australia…. 
 
31.10   ….The Arts Council of South Australia on your posters (Interviewee laughs), there was 
some money that came from them, was there not? 
 
No. Not from the Arts Council, um… 
 
31.23   What was your first funding year? 
 
Yes, the dates. I’m not sure. When the Australia Council was formed I know we got something like $500 
the first time, and that was kind of a project, for one project that particular year, and I can’t even tell you 
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which year that was. It would have been in the seventies probably, and we’d started the company in 
1965. 
 
31.56 So you’d been on a shoe-string absolutely? 
 
Absolute shoe-string for five years, just doing lots of different kind of performances wherever we could 
get exposure; whether it was a theatre, or whether it was a mannequin parade, or whether it was an 
outdoor function, [or] for lots of school performances, and so on. 
 
32.18 Right, right. 
 
But that was part of our mission you might say, too, it was to educate audiences as well as for us to be 
able to have a vehicle for our own artistic expression. 
 
32.32 Absolutely. At what point then – because Don Dunstan came in for the first time as premier 
in ’67, but that was only for a short time – did he look, during that very first time, did he look at 
your company with a view to funding it, or did that not happen until after 1970? 
 
No, that didn’t happen until after 1970 
 
32.57 And who did the approach?  Did you approach the government when you found out they 
were going to support the arts, or did they come to you? 
 
I don’t know. You see what happened in 1970, probably 1970 was one year where we got a little more 
exposure and support, and that was through this production, the second Sound and Image production 
with Stan Ostoja Kotkowski. 
 
33.21  At the 1970 Adelaide Festival? 
 
No, this was after that. Well, we did appear in the 1970 Festival, but the Australian Elizabethan Theatre 
Trust took this production on and toured us to Perth, to Sydney and Melbourne, and the Elizabethan 
Theatre Trust put money into that production. Now the Australian Dance Theatre was the dance 
company involved in that particular production so we did get good interstate exposure. We’d already 
done other interstate touring, but that’s where we got, um, we were seen by more people you could say. 
So that was 1970.  After that, at the end of 1970, I decided to take the company to South East Asia 
because we had one or two invitations. One was in Papua New Guinea, and I built a tour around that 
invitation. Finally when the person from the Elizabethan Theatre Trust heard about it he said, ‘Elizabeth, 
you need help, I’m coming down for the weekend, or for two nights, and we’re going to ring all these 
places that you’ve made contact with!’. So we sat up all night ringing India and Hong Kong and all of 
these places. 
 
34.52 Oh really 
 
And that was wonderful. He helped really cement that tour, and he said, ‘Well, where are you getting the 
money for this?’  I said, ‘Well, I’ve already got free tickets from Qantas’:  they were supporting us, and 
we were doing promotion. I said ‘I’m going to mortgage my house’. And he said ‘You’re mad, you can’t 
do that’ (Chuckles). I said ‘Well, we’ve got to get over there!’ (Laughs) And then it was the Elizabethan 
Theatre Trust that came through with a guarantee against loss for that tour. 
 
35.26 That must have been very comforting. 
 
It was very comforting. And the tour was a huge success. We didn’t expect that, but it was for those 
countries the first time, not only that a modern dance company had appeared, but in a lot of those 
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countries, it was the first time that an Australian theatre company of any kind had appeared. So we 
became ambassadors for Australia. 
 
36.00   Absolutely, I can imagine it 
 
We didn’t realise that and it was quite surprising having prepared to do it on a shoe-string budget and 
really to do it on a more low key kind of exploratory tour, knowing that we’re appreciated overseas but 
not we‘re not often appreciated at home, but then, to suddenly find ourselves in this very diplomatic kind 
of position, well… 
 
36.30 Yes. Did the Elizabethan Theatre Trust explain that sort of new position to you or did you 
kind of fathom it out as you went along? 
 
Oh we fathomed it out totally, because we were feted by diplomats in every country we went. 
 
36.45   Oh were you? 
 
Oh yes, yes 
 
36.48   You had good publicity then did you, through the Elizabethan Theatre Trust? 
 
We got excellent publicity in all of those countries, and that news… 
 
36.55 Through our embassies? How was the publicity going out, do you know? 
 
Well, I don’t know. The publicity was in all the newspapers in all the countries, and I guess the diplomats 
probably sent that back [to Australia].  Anyway, Don heard about the publicity that Australian Dance 
Theatre was getting, and Australian Dance Theatre came from Adelaide.  So, 
 
37.19 That was ‘71 did you say? 
 
Seventy one 
 
37.23 Seventy one.  Very interesting indeed.  And your champion at the Elizabethan Theatre 
Trust, was he a colleague or a friend of Don’s, or did he come from interstate? 
 
I don’t know. I had met Don and I had made it very clear to him that I supported him. Because very early, 
even before he was in power, I had other friends as I said, Brian Medlin, but also John Bray and… 
 
37.57  (Phone rings) I’ll stop this for a moment.  Just a phone call, we’re stopping for a phone call 
 
38.03  END OF TAPE 1 
 
TAPE 2 
 
00.00 This is Felicity Morgan continuing the interview with Elizabeth Dalman on Friday 23 May, 
2008. 
 
Now, before the phone call Elizabeth you were just telling me about you first meeting with Don, 
or when you first were in touch with him. 
 
Yes, I’m not sure of the actual first meeting but I do know it was still in the sixties. On Saturdays there 
was a group of us who used to meet and discuss the world situation (Laughs) and also talk about how 
we could change things in sleepy Adelaide (Interviewer chuckles). How we thought we could do it I’m not 
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sure, but it was fascinating because this was a group of people from university, professors, business 
people, lawyers, artistic people and it was a very flexible kind of group; people would come and go, but it 
was always very stimulating and I felt very privileged to be a member of this particular group. 
 
01.19 And John Bray was in this group? 
 
John was in this group, and Brian Medlin, and Don was in the group, but Don was not often there, he 
was usually rushing around. But I know we used to talk politics as well, so.  Don knew of me and knew 
what I was trying to do, but officially I had never spoken to him about, you know… 
 
01.44 About funding? 
 
About funding, no.  And then of course when he got into power he was so busy and I was busy with the 
company activities.  But as I say when we came back from the tour in South East Asia in India and 
Papua New Guinea he’d heard about it and threw a party for us to celebrate the fact that an Adelaide 
dance company had brought such national focus. 
 
02.18 And acclaim! 
 
And acclaim, yes!  And he felt very, very proud about that and, of course, we were thrilled. 
 
02.26 I can imagine you would have been. But that was a very perceptive thing of him to do, to 
acknowledge you [like that]. Do you think he heard about the publicity or know before you were 
going? Did you see him at all before you were going, did he give you a send-off for example? 
 
No. He didn’t do a send-off. 
 
02.41 So it was really a result of the publicity 
 
A result of the publicity, which was excellent, (Chuckles) but I kept saying to the dancers, ‘You see, you 
have to go overseas, you have to go international before people will accept you at home’. 
 
02.58 That’s the way it was in Australia at the time 
 
That’s the way it was. Yes. 
 
03.00 And after that was it Don, maybe through Len Amadio, who was his arts… 
 
Yes, Len Amadio was the arts minister 
 
0.3.13 No, he was a public servant, he was the Arts Officer. 
 
Yes, I’m sorry, the Arts Officer, and then… 
 
03.18 Did he, Len, approach you, or did you approach him? 
 
I can’t remember the whole [thing]. Len had quite a lot to do with the company. I’d go off and meet him 
and tell about the future plans and what we were doing etc. And so, Don’s government did give funding 
to us, and that was good. 
 
03.47 I believe I’m right in saying that Don’s funding of the ADT was the first government funding 
to a modern dance company in Australia. He was the first; they were the first government to do 
that. 
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I think that’s probably true, yes. And as a result of Don giving funding it made our application to the 
Australia Council much stronger and the Australia Council gave us funding as well. But the fact that the 
state government was the first one to offer it was indeed an unusual thing. 
 
04.30 It was very unusual. I know that Len has told me that Don was very keen to support you. He 
felt that you were a real pioneer and he wanted to assist financially.  Was that assistance a year-
by-year application or was it and ongoing thing? 
 
No, it was a year-by-year application. Yes, always a year-by-year one. 
 
05.00 Right. At the time, or it might have been a bit later – you can clarify this – there was a bit of 
pressure on the Dunstan government who were handing out, oh I shouldn’t say handing out, but 
granting money to various arts in South Australia at the time, there was a bit of pressure from the 
company you mentioned – the South Australian Ballet Company – to get funding. But Don would 
not, or at least Don Dunstan’s government would not, go with the ballet company for reasons 
that you were doing something a little bit unique and special whereas there were other classical 
ballet companies, is that right? 
 
Well, I didn’t know that. This is the first time. I didn’t know that. But I know that the South Australian 
Ballet Company was an amateur company, and certainly at the time that I had a lot to do with them their 
focus was on giving as much opportunity to as many young students as possible. So it was a different 
kind of focus whereas at Australian Dance Theatre we were saying that our aim was to make this a fully 
professional dance company and we were aiming in that area. So, on the two fronts (a) we were unique 
and we were doing something in the modern dance area that even interstate was not happening, so we 
were unique in that, and [(b)] we were professionals. 
 
06.39  Absolutely.  Did you find that when you got the funding from the state government to 
begin with, that put you in a different mental state? Did you think ‘Well now we are being 
government supported we have to do things differently’ or ‘We have to keep reaching targets’?  
Was there a different slant on the way you managed the organisation? I’m sure you would have 
had certain accountabilities? 
 
Of course, with the accountability, absolutely. But the actual focus of the company, no, it was like I had 
always had this vision of it, and ran it like a professional company from the beginning. I always had 
trouble actually (chuckles) with the whole word ‘Oh by professional you mean that everybody is paid?’ 
And I went ‘No. By professional I mean it is the standard that we are aiming for and of course, when 
there’s money, of course it has to be paid at a professional level’. But because at the time there was not 
the money for the arts it was very hard to pay when you didn’t have the money.  So it was like who’s 
leading who? Actually the artists were leading in how we discussed that word, that standard of 
professionalism. You know like in the sixties there was a slogan - After all the plumbing is done then we’ll 
think about the arts (Laughs) 
 
08.22 Yes, although the Dunstan government really did open up that whole artistic endeavour. 
 
They did, they did 
 
08.29 I know the Festival had already started, but there was a lot of new initiatives 
 
Absolutely, that was wonderful, and then of course the Australia Council. But even so, the companies 
that did get funding, when we did get funding, it was not enough to pay the company fully professionally. 
So it was still a matter of initiative to find ways of keeping the company still going, partially, partially, to 
the professional level.  The other thing that was difficult in those times was that there were no trained 
arts administrators. 
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09.12 Indeed. 
 
No, none at all.  Again you see that whole level of training, at training college or universities, the arts was 
not considered. So to find arts administrators was impossible, in many cases 
 
09.27 In those days I think people just learned on the job. 
 
They learned on the job, and that was partly my job; I was training young people to be arts 
administrators. So a lot of my time was shifted into that – training them in the particular area that we 
needed. Um, but of course, the more funding that we got then the more we had to find competent people 
in that area - in management and administration.  
 
09.55 And in the meantime, on the artistic side, you were developing new works, were you not? 
 
Oh, yes. 
 
10.01 And putting new programmes together and… 
 
Oh, all the time 
 
All the time.  
 
Yes, all the time, and we had our professional public performances, a programme of those which we 
would tour all round Australia, and as well we were building what we called Dance in Education  
Programmes, so that we had education programmes for the schools as well. So we had these two kind 
of branches that were going at the same time. And that needed quite a lot of management. 
 
10.35 I can imagine because you were dealing with quite a lot of people when you were taking 
dance to the schools, weren’t you? 
 
Absolutely. When we could afford it then we had an education officer, and their job was to organise the 
schools programme. But as well we had overseas tours. We had another tour to New Zealand in 1972 
and that was the other interesting thing in that time; universities were very alive and I guess it was about 
the time of the Vietnam War where the university voice, the young student voice was very strong. You 
know all the marches against the war in Vietnam – a lot of that came out of university debate, and as 
well, universities were very open to have performing groups tour. So that’s how we did our tour in New 
Zealand, for example, it was through all the different universities on the two islands. We did the circuit 
there. 
 
11.48 And good audiences too? 
 
And very good audiences. Sadly after the seventies, in the eighties, that didn’t happen any more, and we 
haven’t seen that [again]. 
 
11.58 No, the whole student body sort of changed 
 
And we haven’t seen that any more. 
 
12.02 Did your dance company, the ADT, perform at the ’70 and ‘72, ’74 [Adelaide] Festivals? 
After your knock-back in ’68 did you come back and do the ones after that? 
 
In the [19]70 we were part of the Sound and Image production. ’72 (Long pause) Yes we did. ’72 was a 
very interesting year because that’s when Eleo Pomare came out from New York and brought his 
company, and in that company performing was Jennifer Barry. She was an Adelaide girl and Jennifer 
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had been in Australian Dance Theatre for six years and then she went to America and joined Eleo’s 
company. Now Eleo had been my mentor, and that was at a very important time that his company 
appeared in Adelaide during the Festival. 
 
13.01 And did you appear? 
 
We didn’t appear in that Festival, but it was obvious that we were collaborating with him; he mounted a 
work for us during that time. 
 
13.14 And that would have given the audiences, the wider audiences, a greater understanding of 
modern dance and brought it much more into the forefront, much more as a point of focus 
perhaps? 
 
Yes, to have an overseas company perform, yes. (Laughs) 
 
13.34 Yes.  You were quoted, I read something, and I believe you were quoted as saying the 
company was there “To open horizons for provocative, contemporary and cutting edge dance” is 
that right? 
 
Yes, that’s right, absolutely. 
 
13.50 And do you feel you kept to your vision all the time? 
 
Yes I definitely did, I definitely did (Laughs) 
 
13.55 It was very pioneering. I was just wondering if you think that perhaps your support that 
came from the South Australian government, the Don Dunstan government, was because it was 
pioneering?  He was a pioneer after all with the amount of things he did. Was he seeing a sort of 
fellow pioneer in you, do you think? 
 
I hope so. (Laughs)  I hope so (Clears throat). I hope that our feeling was kind of mutual in that we were 
pushing the edges, you might say, and because we believed in a broader vision and hoped that the 
people in South Australia could really take that on board as well. I think we both had that sense of being 
driven by this new vision of opening up to new possibilities. 
 
14.53 When he came into power did you sense that South Australia was shedding some of its 
conservatism?  It was a lot easier for you was it? 
 
Easier in one way.  I mean it was fantastic to have some kind of recognition on that level. That was 
amazing. But the work never got easier; that was always still pushing other kind of difficulties, trying to 
open up more for people to accept the arts, people to accept dance and people to accept modern dance. 
it was always for me a continual battle, you might way, to suggest to people to open up even further. But 
I guess those challenges; they were part of the drive: ‘Yes, I’ve still got a lot of work to do”. So I found a 
lot of energy in that even though it was kind of… it was never an easy pathway. Even when the money 
came along it was not easy, it was still hard. 
 
16.04 Yes, I can imagine that it would have been.  Did Don become a friend of yours at all, in any 
way, through the early part of his premiership? 
 
In the early part of his premiership, yes. We would meet on social occasions and… 
 
16.23 (Someone enters the room).  We’re just stopping for a moment please. 
 
16.25 END OF TAPE 2 


