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The Hon.Don Dunstan TRC 199U/1-2 Interviewed by Justin MacDonnell. 

Tape 1 Deals with Mr. Dunstanfs pioneering work in arts development 
in South Australia, whilst holding positions of Minister for the Arts, 
Treasurer, and Premier of that State. His part in planning the 
Festival Centre; development of New Opera, work with S.A.Theatre Company, 
Art Gallery, Film Corporation, Australian Dance Theatre, 
Theatre in Education, Regional Cultural Centres, Adelaide Symphony Orchestra. 

Tape 2 gives his opinions of several Federal Ministers for the Arts, 
Statutory corjgorations, funding, Labour Party arts policy, 
Jam Factory Crafts Centre, Adelaide. 
A story of outstanding achievement. 



TRC 199U/1 Interviewer - Justin MacDonnell 

HON. DON DUNSTAH. AC, QC. 

Tape identification - Justin MacDonnell for the Oral History 

Programme, speaking with the Honourable D.A. Dunstan, AC, QC, Premier of 

South Australia 1967/68, 1970/79. 

JM: Don, I suppose it's true to say that your name and the name of 

your government are almost synonymous in Australia with arts development, not 

only in the State of South Australia, hut more widely. You pioneered so many 

of the structures that exist today or have been copied, even where they have 

been modified, elsewhere in the Commonwealth. 

When you returned to office in 1970, and I guess it's primarily 

from the 1970 period of government that we're talking about, what was your 

philosophy about the arts, I mean what did you aim and hope to achieve? - in 

those developments? 

DD: I believed that the arts were an essential part of any civilised 

society, I wanted to make the arts available to people in the State, and 

arts at a level and of a quality which could be called good by any standards. 

We had actually done some work in relation to this before I returned to tSffice 

in 1970. Up till 1970 the State really didn't provide terribly much funding 

for the arts; there was no significant funding from the State of the Adelaide 

Festival, which was a largely private operation, backed by people who were 

prepared to put up guarantees. The State did make some concessions about 

electricity supply charges, things of that kind, but in 1967 Robert Helpmann 

was then working on his first Adelaide Festival and he expressed great concern 

at proposaiSb'which were then current in the State, for the building of a 

Concert Hall. The State had provided money to the Adelaide City Council, for 

the purchase of a property on Montefiori Hill, which was the site of an old 

Bonython family mansion called Carkley, and that was chosen as the site for 

a Festival Hall, and a proposal was put forward for the building of a rather 

covered-wagon type building, it looked like a covered&wagon from the outside; 



r 
Hon.Don Dunstan TRC 199^/1 - 2 - Interviewer - Justin MacDonnell. 

DD: contd., it was to be a concert hall, there was to be a small 

performing area of some non-descript kind behind the concert hall, all under 

a canopy which was a copper roof hung on hawsers. 

JM: Was that the fieggatani proposal? No. 

DD: No, no. And it was put forward by Sir James Irwin, who had been 

Lord Mayor of Adelaide. It was of course right exactly in the flight path 

of aircraft going to Adelaide Airport, and there was much unease in the community 

at the whole prospect. It was at that time that I was approached, by Robert 

Helpmann and by the Adelaide City Council, i/fco suggest,fiflhat we might fund 

a preliminary examination by Tom de Gartani of what was needed for a major 

performing arts venue in Adelaide. De Gartani came, I agreed to pay ten 

thousand dollars for a study by fie Gartani - he came and took a survey of 

potential asers and then came up with a form. He said we needed a two thousand 
.cum 

seat lyric theatre, opera house, concert hall, with variable ^acoustics, we 

needed a six hundred to seven hundred seat drama theatre, and we needed an 

experimental space, seating up to maybe foirhundred people,and generous foyer 

space which could be used for other social activities, exhibitions and the like, 

but he also said, "You can't put it stuck up on a hill outside the main part 

of the City,if you are going to have an effective centre then you must put it 

where people can feel that it's just part of the life of the City and they 

pass it every day and they feel that it's easy of access and is theirs. You 

can't hide it away in a university precinct or do something like that with it." 

JM: Or build it under water. 

DD: Or build it under water, yes! So, we then looked at numbers of 

possibilities for site. The obvious site was the TojJrens Parade Ground, 

because there would be no demolition required, it was in a very useful position, 

it was ready access; the Commonwealth own the Torres® Parade Ground, they don't 

use it terribly much, and it had been of course State property, but automatically 

transferred to the Commonwealth at Federation, as part of the military estab-

lishment of Australia. 

So I went to see Fra«r in Sydney - or rather Canberra. 
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JM: He was then Minister for Defence? 

DB: He was then Minister for Defence, and asked could we purchase this 

from them. He said that they would have to be compensated for their prestige 

building on the site - I didn't think much of the prestige building, having 

done my exams in it, on numbers of occasions, public exams - but they 

wanted three million dollars for the building, which at that time was a rather 

strange figure to be asking, and that we must provide them in a similarly 

prestigious spot with a place where they could assemble their military displays. 

Well, that rather ruled that out, I couldn't see how we were g©mng to do all 

that for them, and we looked at a piece of ground between the Parade Ground 

and Government House, because on Kintor Avenue there is aâ fcisea there, and an 

area at the back of Government House, within the Government House grounds, 

which is simply not used at all, it's just waste area, and while that was not 

an absolutely ideal site it would have still have come within the criteria 

that had been |&id down by de Gartani. It was at that stage of proceedings 

that we lost office. 

In the interim period, before returning to office, I went on a 

study tour to the Unia&d States and to London, and I looked while I was in 

the United States at a number of art centres, like the Dorothy Chandler 

Pavilion, the Kennedy Centre, the Lincoln Centre in New Yprk, the Atlanta 

Centre, to get an idea of the sorts of things that we were talking about in 

the meantime. The Adelaide City Council had accepted the de Gartani report 

and obtained from the Hall Government an undertaking that some railway land 

would be made available, if they took the old City Baths, and that was the site 

of the present Festival Centre. I had thought that that site was probably 

a bit too difficult, but there was an underground railway proposal current, 

and in addition to that there was a ground problem about moving the main smer 

and I thought the cost of all this was going to be too great. But it was the 

right decision - it is the best site, for the place, and all full marks to 

Steele Hall that he made that decision. They held a competition - well, they 
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DD: contd., asked for submissions from architects, and then they 

chose an architect, a local one,who went overseas with the Town Clerk and 

they looked at some Centres and they designed the building and started 

building it, before we got back into office in 1970. That was the initial 

concert hall, the Festival Theatre as it's called, the lyric theatre; so 

it was at that stage of proceedings that we returned to office. 

In the meantime, Robert Helpmann had urged upon me that there were 

two things that we B'erioasity lacked, in South Australia, in the performing arts 

area; one was that we didn't have adequate venues, we'd made a beginning 

about adequate venues but we had to provide much more than that. He said, 

"Bringing people to perform in the Centennial Hall or the Town Hall, or the 

occasional old picture theatre is Just any good any more." The second thing 

was that he said, "What is the use of trying to drag people from round the 

world largely on the old boy network, to come to Adelaide for a festival, 

when it is in no way an expression of what happens here. If you're going to 

make this festival work in the long term, it must be the culmination of 

what normally takes place within the State." Well, that struck something of 

a chord with me, I think. The first public meetings I addressed when I left 
feKftM-ryoE 

school, when I was aiding Colin Valentine to put together a proposal in 

Adelaide for a National theatre, and that all fell apart because nobody wanted 

to be involved in a general movement for the theatre in Adelaide, they all 

wanted their own little piece at that time, amongst the amateurs; but, I 

had always believed that we should have a theatre performing arts works of 

standard by a company regularly playing, and which would reach a world standard, 

of which we could be proud. So I set out then to create fthe companies 

which would provide us with a basis of continuing performing acts activity," 

and they had to be professional companies of world standard out here. 

We of course had to do a bit of work to set that up, when we came back to office 

and because we were going to expand activities in the area of the arts I 

then brought in a project officer to the Premier's Department. 

Now, unfortunately I ®fefild have liked to have set up a department 
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DD: contd., but when you come back into office and there are all 

sorts of Public Service Board constraints upon you, you can't just go out 

and create public offices, it's difficult, and the Public Service Board were 

not prepared simply to create the kind of structure I needed for the work I 

wanted to do, and it was some time before I could change the structure of the 

Public Service Board itself, so that I had the kind of flexibility about 

carrying out policy that I needed. So, one of the members of the Public Service 

Board advised me as to one or two little ways aronnd the problem, and one 

of these was to bring in project officers - we could under a section of the 

Public Service Act create special officers which were ministerial appointments; 

so I appointed a project officer, who in the initial period was responsible 

to me for arts policy and tourism development policy, and that was Len 

Amadi^l?. Len did some things in tourism, and before very long we found that 

his work in the arts was more than taking up his time and we were able to get 

the appointment of two research officers actually in tourism, under the 

Public Service Act, so that coped witht&hat situation. 

JM: However, it is interesting that even at that early stage, that 

the link between arts and tourism was obviously of importance, in your thinking. 

DD: Oh yes, it was. We believed that there were many things that 

we would do in the tourism development area which had an arts component in 

them. For instance, one of the things that was done by Len was to st»t up 

the Cornish Festival in the Little Cornwall area of Montedadina and Wallaroo. 

JM: Where the copper mining towns originally were? 

DD: Copper mines , yes. They were pretty decayed copper mining towns 

but they had many old Welsh descended, Cornish descended people still living 

there and they had always been Australia's Little Cornwall, and to set up 

the Cornish Festival didn't mean just that we were going to make pasties and 

drink swankey, or something like that, but there was a performing arts 

componen&fein what we set out to do. We had at the very first festival 

Theatre 62 playing up there and people performing the Cornish Rhapsody -

JM: The Floral Dance. 
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DD: And we actually got them dancing in the streets. It was quite 

an amazing thing, nobody thought we coiild ever do it with the Cornish people, 

coming from Cornish people myself I know how buttoned up tJaey can be; it 

was interesting. Once we started it up the Cornish people around Australia 

climbed out of the woodwork and all came dashing over to have this grand 

celebration - it continues today, and they have bards out from Cornwall and 

all sorts of things of this kind. 

Well, that was the sort of thing that we were setting about doing 

where we found that we were improving the quality of people1s lives, at 

the same time we were d&ing something which was going to improve tourist 

based employment. 

JM: Yes. I think one of the, if t&fe the first public speech I heard 

you make, which must have been during the 1968 election campaign, I mean 

a speech I heard you make in Adelaide when I first went there; you talked 

about diversifying the economic base of South Australia, how vulnerable 

because of its white goods based indUstfe^es it was, to down turns in the 

National economy, and I seem to remember fairly soon after that,or at that time, 

you emphasised tourism as a possible meaaa of diversification. The arts 

must have been pretty crucial - was there a case of which came first or did 

it sort of spring together? 

DD: Oh no, no, it all came together at the one tiffle. I believed that 

by imprSTving the quality of life in Adelaide, by providing an arts base 

for attractions within the City we could do something which was distinctively 

Adelaideian, and South Australian, which would attract people to it, and so 

it proved. 

Well then, Len was there and we started the work of setting up 

the major performing companies, the first of these was to be the South Australian 

Theatre Company and a Statute, a Bill was prepared and a Statute passed, 

setting that up. At the same time we commenced giving some minor funding to 

other performing groups, so Theatre 62 which was running as an alternative 

theatre group got some funding from us, the Australian Dance Theatre got 
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DD: contd., funding, and eventually also New Opera, as it was then 

called, which was doing some semi ̂professional work fromttime to time and 

it was largely based round the people at the &Lder Conservatorium, who were 

in opera training. 

The South Australian Theatre Company we had quite long debates 

about, we determined on two particular features of the Statutory Corporation 

which were at that stage somewhat unusual; one was that there had to be 

an elected member of the Company on the Board, chosen from amongst those who 

had contracts of a certain term or more with the Company, and in addition to 

that I ensured that in the contract for the artistic director, the artistic 

director must have artistic autonomy, that is, I was not having political 

interference to say, you shall put this play or, or that play on. I simply 

required of the Board that they acted with reasonable care to see to it that 

we didn't waste money and that the whole show operated economically. 

JM: Did you feel that there was a greater danger of political interference 

in that way because it was a Statutory Body, than might hase been if it had 

been a company limited by guarantee, say? 
if 

DD: Yes, there was, because inevitably/it was a Statutory Board 

and you're providing State funding, they have to be responsible toaa Minister 

who has to answer for them to Parliament, and because of experiences in other 

areas of Statutory corporations, we insisted that the Minister have the right 

to give some directions, and therefore I wanted to ensure that -

JM: These were other Statutory corps in other non-artistic areas, 

housing or the like? 

DD: Exactly, yes Housing was an obvious one in point. In the case of 

the South Australian Housing Trust, the Cabinet was electrified to see 

in the newspaper an announcement of an iiicsfi&ae^&irbrents, which we didn't 

know about! We then found thafc they had decided to put up these rents 

and of course they were all Jmareas of our own supporters; we found that the 

Housing Trust's Statute didn't have a provision in it that the Housing Minister 
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DD: contd., who was the Premier, had a right to direct policy of 

the Housing Trust; so we quickly rectified that and laid it down as a male 

thereafter, that S&atutory Corporations were subject to correction. Now, 

we also had the experience of te&golice Commissioner who completely defied 

me, in advice which I gave concerning the handling of the 1970 Moratorium 

in Adelaide, and a later Royal Commission found that my advice had been right, 

and that he should be subject to direction, and in due season that was so, 

but at the time under the Statute he would hfeve never defied a Liberal 

government, but he certainly told me where to go. 

So, we had that provision in the Statute, but we wanted to be 

cfitreful to see that somebody who had nar»ow minded attitudes as to what could 

be put on in the theatre, or attitudes about the theatre's putting forward 

something which was a political commentary which they didn't like, was not 

going to be able to interfere. 

While this was going on, there were two other features of the 

first period of our government after 1970, in the arts field; we found that 

the Adelaide City Council was not really able to complete the -#ob of work 

on the theatre and run the theatre, they really didn't have the structure to 

do so, nor the expertise. It was obvious too that we should complete the 

whole of the facilities recommended by de Gartani and not confine ourselves 

simply to the one large theatre; so, I introduced a measure which ensured 

the proper t£ans£er;?of the railway land, which had not to that Mate been 
which 

accomplished, and/set up a Statutory Trust which would then control the 

theatres and complete the total development. The Adelaide City Council was 

given two members on a six member board, the other four were chosen from 

people who had executive competence interest in the performing arts, but weren't 

in any way involved with the users. 

JM: Had the thinking up until then been that the Council would just 

run it like they run the Town Hall? 

DD: Yes, that had been the proposal, both by the Playford and Hall 

Governments. So we put the Trust in place, I immediately insisted that the 
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DD: contd., first officer to be employed by the Trust should be 

the technical manager, that we would look for a director in due season, but 

the building was underway and I wanted to be certain that we did not run 

into a whole series of problems from design faults or from construction, which 

other places had. We had the awful history of the changes in design of the 

Opera House in view, but Robert Helpmann again said, "For goodness sake 

see to it that you're watching the total time, that somebody who knows what 

it's about, that these theatres are functional. Canberra has put up 

some theatres, you go in there and there's a great concrete across at the 

bafcfcomf the stage and you can't get half your fly liners in, it's impossible; 

now, don't let them do something like that." So I said, "Right, we have 

to have our technical manager appointed, and I wanted somebody who knows about 

the workings <Sf the theatre, backstage and who is experienced in the building 

industry and can spot what might be going wrong," and they said, 'Well thereri:t 

isn't such a person' and I said, "Oh yes there is" and Dennis Smith was 

appointed. He was immediately of great benefit to us, the Adelaide City 

Council hadn't consulted with other people, but because they were running short 

of money they had done some cost cutting exercises which included reducing the 

number of lines backstage and putting them at different eeMriEBS, which meant 

that no theatrical production in another theatre in Australia would have been 

compatible with the stage in Adelaide! 

JM: Or conversely, nothing that-swas built for that theatre could have 

gone elsewhere? 

DD: Gone anywhere else! In addition to that, they were about to 

pour a concrete floor on the stage. Now, You'll realise what this would have 

meant, for ballet performances^ apart from anything else! So a halt was 

called on all of these things and we got the whole business back on course. 

Hassell and McConnell proceeded with the design of the remainder of the comple*} 

that went through some quite interesting stages. Tom Brown had been cal&ed in 

as Design Consultant, and he did very well, but we IiQ.<Sked at all the designs 
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DD: contd., of small theatres, mainly from the post-war era, 

post-@hthrie, really, and thought we had settled on a pretty goodtMesign. 

At that stage, when we thought we had settled on a good design, the Prospect 

Theatre Company came to South Australia and they had on their staff a man 

who specialised in theatre design, and he looked at the thing and said, 

"I think you've got it wrong. Now, there are these problems with this 
a 

opening in the stage, and o.k. take your proe®aaium away but you've got/stage 

space - if you're going to use that stage space in relation to this audience 

do you realise what it means to a production, because characters will have to 

pass from there to there, the actual timing to get across the stage is -

you are creating real problems. You need to be able to wrap your audience 

around more, and, well, these are the relationships between space and audience 

that you need." And so we set about a re-design, and the design you see. 

It is I think extremely functional, it woiks very very well. There are other 

good small theatres in Australia but I don't think there's one that works 

better. 

JM: So you were obiMcta&J taking advice from a range of people, both 

locally, such as Sir Robert Helpmann, and people who chanced, in the case of 

the Prospect, from abroad, quite late in the piece? 

DD: Yes, and while all of this was going on in the performing arts 

area the Government did something else in another area. While I was 

responsible for the work of what became the arts branch of the Premier's 

Bepartment at that s^age of proceedings, because we built up a small staff 

around Len, we did not have responsibility for the Art Gallery, which was 

still with the Ministry of Education. That was particularly so-? because 

the Minister of Education wanted it to stay that way, and, well, I thought 

it's sot something that I'm going to argue about, as long as we can get 

the activity up. Noaj he was quite happy to get an increase from five 

thousand dollars a year to seventy five fihft&sand dollars a year in our first 

year, in the Acquisitions Fund for the Gallery, and at that time they weee 

able to move swiftly to make some extremely good purchases for the Gallery, 
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DD: contd., as a result of the money that we provided; early in 

therrperiod of the Government they bought that whole ® a i ceramic collection 

which Adelaide has,and which is a world-beater, it's one of the great 

collections of Thai pottery, and eventually we made provision for re£urbisMng 

of the Gallery which it needed very badly, and quite a lot of money was then 

spent on the Adelaide Gallery, plus money being given for country touriigg 

of parts of the collection. 

JM: The Gallery without Walls, and those sorts of programmes? 

DD: Yes. 

JM: Was that true of the museum as well? 

DD: No, the museum didn't really get much money until lateish in 

our period in office. 

JM: But was that owned by the Ministry of Education as well? 

DD: Yes, it was. Our problem with the museum was that in order really 

to do an effective Job on the museum we had massive amounts of money to spend, 

because we had a major re-building programme essential to it. J&t that time 

I didn't have enough money in Public Works to be able to undertake it, but 

what I could do in relation to the Festival Centre was to give them some 

semi-governmental loan money, which they were able to use and raise each 

year, because in due season they would be having some income which could carry 

the interest burden. 

The next step that occurred really I suppose, was the formation of 

the Film Corporation. I had determined that we should be able to create 

a film industry in South Australia. I knew of the problems of the indigenous 

film industry and while work had been done with Gorton's support, under the 

urging of Philip Adams and Barry Jones, nevertheless the way was still not 

clear for a carptirati6m.twith enough muscle to be able to cut through all the 

restrictions which large scale foreign ownership of distribution channels in 

this country haite? placed on the industry. So we had advice from Philip Adams 

on setting up a film operation in South Australia and he advised vis to start 



Kdii. Don Dunstan TRC 199^/1 - 12 - Interviewed "by Justin MacDonnell 

DD: contd., small and go government films. 

JM: Indeed I think from nagmory you commi ssdoned a report from him, 

quite formally? 

DD: Yes, I did, and he reported. I had a look at the report and said 

I think there's something here tSlat Philip doesn't understand the virtue of; 

if I do this thing through the government I am trenching upon normal government 

money and my lean funds are restricted by Loan Council, but if I set up a 

special statutory corporation it can borrow up to a limit each year, without 

the approval of Loan Council, and outside my loan funds, so that it's not 
rs 
entrenching on the restricted amount of money that I've got for publicefe^es-ations. 

What is more, I could give it all sorts of statutory powers, seeing to it 

that roads were closed, all things of this kind, and in addition to that I can 

give it entrepreneurial powers to go and do a Job, and if that means buying 

theatres or doing something like that they can do it. 

JM: He had effectively recommended a State film unit? In a shorthand way. 

DD: Yes, and I having seen the Commonwealth Film Unit and State film 

units before, I didn't think that that was the way we could achieve the Job. 

He however was extremely helpful and recommended it to us thsigi&y to head up 

the corporation; I prepared the measure to go before Parliament, we passed it, 

the Corporation was originally set up with a three member board, and Gil 

Brearley came to be the first Chairman Directorc of the Corporation. 

JM: That was a fairly unique arrangement - well it's still a rather 

unique arrangement, to have the chairman and director as the same person. 

DD: Yes, well he recommended that that change, when he left. But at 
of 

the outset it worked well. We went through a series/stages in trying to set 

the industry up. The first of these was that we commissioned a number of 

government films - I had stopped government film making because I didn't think 

we were getting films of any worth, much, up to that time, and I determined that 
that 

the Corporation had to see it that films/were made for us from then on were 

of world standard. 

JM: Up until then what? A government department could Just let out to 
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JM: CONTD., tender, to private "bid films?for its own purposes? 

DD: From time to time, but we hadn't been getting marvellous films as 

a result, there was no consistency in policy and what \films were made were 

made on a shoestring because people used to put film in their budget and then 

when the Treasury pruning knife came along film was the first thing that they 

were prepared to discard, in doing some trades with the Treasury. I found 

that, or I said then that people could commission films, in fact all films had 

to be commissioned from the Corporation, but again, they used to cut the film 

off when it came to Treasury time, you see; so I then established a particular 

amount per year that we were going to pay to the Corp©iiation for government 

films., and then allowed everybody to make their bid within that amount. 

JM: From a central fund? Which what, Premier's Department had? 

DD: Yes, so it was a specific amount going to be paid by the government 

for films each year, there was a separate line on the budget. It was very 

useful to be Minister of the Arts and Treasurer at the same time! 

JM: That was a sharp move! You're not the first person to comment on 

the advantages of that! Dick Hamer said exactly the same thing. 

DD: It meant of course, on that particular score, that as Treasurer 

everybody else was arguing with me about how much they were getting for their 

departments, but I didn't have too much trouble arguing with myself!! I could 

get what were, in relation to the overall budget figures, not inordinate sums 

of money, salted away for particular activities in the arts area. 

JM: You were able to convince yourself that your request was a reasonable 

one? 

DD: A perfectly reasonable one, yes. I knew I was dealing with a very 

reasonable man! 

JM: So, the individual departments then could bid for that fund, or 

funds from that fund, and then they had to approach the Film Corporation 

to make the film. 

DD: To make the film, yes. Now the Film Corporation started letting out 

contracts but they found that the local film makers were not of adequate standard 
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DD: contd., in most cases. There were bitter complaints about that, 

but they sin^y said, 'Look, we know what good film making is, what you're 

doing for us is not good enough and unless you get to our standard well you 

don't get a contract; if you do, you do.' 

JM: Just as you would in building a bridge or whatever? 

DD: Exactly. And they got some people to come in to make film, 

but then Gil came to me and said, "L&ok, we're getting some run of work from 

you and we're getting a little bit from outside, but at the moment it's not 

enough to ensure that we've got people here full time, and that this is their 

base, " and said, "that's what our problem is in selling feature films, we 

can offer money to people, but if we're offering them some tens of thousands of 

dollars maybe, but they're coming intto make a film, all of those monies will 

go out the window if they have to fly in their crews and pay them accommodation 

cofets while they are making a film in South Australia. We've got to prime the 

pump.* I said, "Well what do you want to do?" He said, "I thftnk that we will 

have to undertake the making of a feature film, making a feature film will pay 

people enough to establish here and during that time that we're making it 

we'll gfet a run of other people wanting to come in and use that facility." 

I said, "O.k., we go ahead," and they sent up a script for me to read, it was 

the original script of Sunday Too Far Away. I read it and was horrified; the 

original script is not much like what eventually was seen on the screen. 

JM: They rarely are, should we say? 

DD: And Gil came in to see me, and I said, "Gil, it is my rule that the 

artistic director is in charge and he makes the artistic decisions - so, if 

you're going to make this film it had better not lose us any money, but all 

I can say is that what I have read is the sheerest corn I have yet heard since 

the days of Lillian Gish." He said, "Oh well Don, I think we'll be able to 

tighten it up a bit." Well, there M&B quite a lot of the film left on the 

cutting room floor, but eventually we went out and saw the first showing of the 

film, with all the employees of the Film Corporation, members of the Board, 
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DD: Q&ntd., at the Vogue Cinema, North Adelaide, and Mien they'd 

finished there was silence, and I got up and said, "Well, I've got to say 

I'm proud of you, I think it was a tremendous piece" and it worked. It 

really put the Film Corporation -

JM: And one of the ones that worked at the bo® office too, which was 

even nicer. 

DD: Yes, it worked at the te&c office, and it put the Film Corporation 

well on the road, because then the Mcllroys came in and decided to make their 

films with the Film Corporation, and we got additional outside work, the work 

that was then coming on for the Government films was excellent and won awards 

around the world, and it all started to move. Gil, after some t-ime, decided 

for personal reasons that he wanted to leave, and recommended that we alter 

the situation, that we have a six member board and that the director report to 

the Board; John Morris had already joined the Corporation, he became the next 

Director, and we succeeded in asking - in getting Jack Lee to accept the 

Chairmanship of the Board, and that was a great coup because he was of course 

a great voyeur of Australian film. 

end of side one, tape one: 
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TAPE ONE, SIDE TWO: 

JM; he was exactly the sort of person that I guess Gil was hoping 

to bring in through that policy, but one thinks also of people like Matt Carroll 

and Jill Robb and all of those sorts of people who were really developed through 

the Corporation, and have now moved on to in some cases run assgjsrations or 

major film companies of their own. It's a pretty exciting standard to have set -

DD: Yes, well of course the South Australian Film Corporation was unique 

in that it had an entrepreneurial capacity which the other film bodies in 

the states, even though they tried to copy us, did not have. When the South 

Australian Film Corporation had such success, then everybody else started to 

get into the act somehow, but neither the New South Wales nor the Victorian body 

actually had got the entrepreneurial aapacity of the South Australian Film 

Coloration, and the Film Corporation over a long period did some extraordinarily 

good things as a result of having this freedom and capacity to borrow, which 

it develpped very well, and then some funding for government as against the 

interest on those borrowings. 

JM: It's interesting that, some people would have found it odd at the 

time perhaps, that a Labour Government had gone for that particular mix of, 

if you like, private and public sector activity, whereas the Liberal Government 

in Victoria at the same time went for a much more restricted and in a more 

classic - I mean what people would have regarded as a more socialist model 

I suppose. 

DD: Oh yes, it was more socialist, but ours was the more so because -

JM: But in the general public perception, yours was a much more 

entrepreneurial -

DD: I think that entrepreneurial activity is what democratic socialism 

is about! It's not about government restriction! Most of my life in office 

was spent about freeing up the ability to get the Job done. I used to say 

constantly, 'It doesn't matter whether the funding comes from the public sector 

or the p£&§ate sector, the way in which the economy is now set up, there is 
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DD: contd., very little difference in function between a public boti&vy 

holder and a private shareholder and their connection with decisions made, 

as to what is done with their money is equally tenuous. The fact is that 

you've got to see to it that you get a Job done and if you're a democrat that 

is a job that is done with puM4c accountability and responsibility, not 

public irresponsibility,' and so we set up a whole series of things in which 

there was government initiative, but we also used private entrepreneurial 

activity within it. 

Well then, the Corporation went on from strength to strength, 

I don't think I need to relate the history of the Corporation in all of this, 

it's well documentad. 

JM: It's well documented. I was wondering if we could, at that point, 

ifi&you've talked about the companies and the Festival Centre Trust, if we 

could go back for a moment to the Festival itself, because that's really where 

all - or so much of that came in, needing a home for it, and the between 

festivals activity? 

DD: Well we found that the Festival had got to the stage where it could 

no longer manage to assemble sufficient guarantors to ensure that they could 

put the Festival on, and the only way out of that was to get government funding. 

So, the Government commenced, while I was Minister, to fund the Festival quite 

heavily. At the ®Lme of setting up the Festival Centre trust, I urged upon 

the Festival Board that we should have a Director for the Festival Centre 

who was also the Director of the Arts Festival, and so we cast around for 

somebody who would do this Job satisfactorily and Robert Helpmann strongly 

recommended the appointment of Anthony Steel. I interviewed Anthong in London 

and cabled both to the Festival Centre Trust and the Board, saying that I 

believed this was the best appointmsnt, and with some debate they agreed, ihey 

felt they were being a bit pressured I think, however they did agree and Anthony 

came. He took over as Director to complete the Centre and set up the admin-

istration, and in addition, to prepare for the next Adelaide Festival. 
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JM: If we can Just dwell for a moment Don, on the debate? I think 

it's fair to say that the Festival felt some degree of the time a bit alarmed 

about the potential loss of independence by that, as they saw it I think, 

amalgamation or subjection, but also I think it would be equally fair to say 

that the composition of the Board of Governors was very much of what one would 

call 'an establishment' mould, and that the Council, the City Council itself 

had, if not formalrrepresentations also as it had been with the Hall, sort of 

fairly heavily represented on it, a former Lord Mayor and the like. So that 

was equally part of it. 

DD: Well obviously the establishment in Adelaide during the whole 

period of my being there felt somewhat threatened, because it was not mssesly 

that new policies were being developed and new structures, but they found that 

what they had considered their rightful places in society as the natural 

appointees of governments An office in their view should rightly of course be 

of their persuasion was not an automatic result at all, and as appointments to 

boards came up people who were not of their group were appointed to positions of 

prominent public responsibility, and they felt very edgy - that here was their 

Festival, which they could no longer fund, and this wretched character who 

they regarded as a traitor to their class might be homing in on 'em! 

JM: There was a very real sense in which they regarded the Festival 

as their personal possession?, I mean when I first went to Adelaide, the 
eraa. 

atmosphere was something of that mid-west/American town in which the first 

half a dozen families yesskljfiiewned the society, and I'd forgotten about the 

guarantors having a say in the Festival, that was a very personal and class-

sonscious way of looking at the arts. 

DD: Exactly, yes. 

JM: So, Anthony Steel. 

DD: Anthony Steel came, and worked I think brilliantly. He did an 

excellent Job, both at the Centre and at the Festival. The Festival steadily 

changed. Anthony had the view that the Festival should not merely be what 

Robert had talked about as the culmination of local arts activity, but an 
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DD: contd., occasion to stretch people's perceptions a bit further. 

That has always been his policy, it's a policy that I've admired. I have 

felt a little over-stretched myself on occasions, with some of the things 

that happened! 

JM: I think we all have, especially in my case with the visual arts, 

I felt well over-stretched! 

DD: Ah well, it was I think all extremely worthwhile, and the Adelaide 

Festival took on an entirely new course, that is it rapidly became a place 

whcce returning artists or visiting artists would say, 'you know it is very 

rare in the world that a programme of this kind can be assembled, of this 

variety and this standard.' Iti&agvitably became the major regional arts 

festival in this whole area of the Pacific and Southern Indian Ocean area. 

We had of course to proceed to complete the range of companies in Adelaide. 

The Adelaide Theatre Company - the South Australian Theatre Company went through 

some vicissitudes; some excellent work was done while George Ogilvy and 

Rodney Fisher were there, but towardB the end of their stay there were obviously 

things coming apart a bit within the Company, and when Colin George came in 

one saw a standard develop in the Company which was I thought truly admirable. 

Some absolutely stunning productions occurred where the very considerable talent 

that had been assembled in the Company was directed effectively, and I can 

remember taking many people to that theatre who were experienced in the 

performing arts, who would come out and be full of praise for what they had 

experienced. 

With the Australian Dance Theatre, we commenced funding it with 

Elizabeth Wilson, who was its Founder, as its Directoress, but she agreed 

that somebody else was required to do choreographic work in the operation. 
t u & { 

After a while Lear was brought from the Netherlands Dance Theatre to 

work with the Company, I must confess that I didn't particularly like Japs 

Lear's work with the Company, nor did the public, and the Dance Theatre was in 

some problems for a while. That was sorted out without any sort of government 

intervention, the Board eventually brought Jonothan Taylor in to direct the 
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DD: contd., Company and within a short time it had produced some 

quite stunning work, and it established an excellent standard and we provided 

funding to the Company and its own small theatre, the Balcony Theatre, which 

was funded through government. 

JM: One of the interesting things that happened there was the notion 

of tri-partite funding, with the Victorian Government and the Council. 

DD: Yes - well that happened after Jonathan had come, and the Victorian 

Ballet ran up the most horrendous deficit, largely through the importation of 

the Panovs, the kind of contract they signed with them, and the Victorian 

Government determined to wind up the Victorian Ballet, and l&sms then that 

Len suggested to me that we should offer to Dick Hamer that they could share 

the A.D.T. with us and thatllit be jointly funded but on condition that the 

home of the A.D.T. was Adelaide, and that was agreed to. There was always 

a bit of a problem with A.D.T. about dountry touring. They did some, but 

it wasn't their preferred mode of operation. 

JM: I don't think it was anybody's preferred mode of operation, as I 

recall! 

DD: And there was a fairly regular argument about the necessity to 

provide performances in the country, bfclh in Victoria and in South Australia, 

whereas the Company saw itself as more importantly performing in Sydney and 

Brisbane and Perth, where they weren't getting any funding from the state 

governments! B1it over a long period, A.D.T. did some splendid work and it 

was allowed to tour overseas and established a very considerable reputation. 

The New Opera, we started with some limited funding and I said 

to them, 'Look, I have had a look at the kind of problems that the Australian 

Opera is finding. Opera is a big money loss business, the Treasury in South 

Australia is not in a position to be in that league, so we will fund a body 

which does small scale, intimate, experimental opera which is not what Oz 

Opera is doing, and we fill in the gap in that area, and we ought to be able to 

accomplish that without vast expense. 
still 

JM: And of course at that stage the Australian Opera was /touring 
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JM: contd., annually, with standard repertoire, to Adelaide. 

DD: Yes, it was. Well then, they did a number of operas, they 

did The Young Caballi, I seem to remember, which was -

JM: Not your favourite piece, I seem to remember? 

DD: Not my favourite piece. They did and they did a small 

Britten work, they did a number of other things which really didn't move them 

much otat of being Just beyond the stage of amaftfeur opera in performance. 

Then came the "7I+ - it must have been the 'Ik Festival, when the Australian 

Opera was due to come to Adelaide to open the Festival - yes it must have been 

JM: Yes, it was, if what you're abotLt to say is wfe&t I think you're 

about to say, it was *7I+. 

DD: Yes, Janacek. 

JM: They cancelled for some reason. 

DD: They said they couldn't come and we pretty stroppy about that 

because part of our agreement was the money that we paid towards Australian 

Opera, that they would come at certain periods and it was their turn; they 
turn and 

took a definite/turn-about every four years with the Australian Ballet, and 

do the opening work at the Festival. So Len came to me and said that the 

Board had - Festival Board of Governors - had decided to open the Festival with 

New Opera doing a Janacek opera, and I said, "Well do you think they are up 

to it?" and he said, "Oh yes yes, I think they are, and they engaged Stephan 

Hague to produce this opera. Some three weeks before the opening of the 

Festival Len came to me and said, firstly that Stephan Hague was ill and had 

had to withdraw, secondly that they had engaged John Tasker to complete the 

production, and thirdly that they needed another sixteen thousand dollars 

because they had to pay the extras and what not in the cast, etc. I said, 

"Well, I'm over my budget already Len, and another sixteen thousand dollars, 

Where's this going teend? How many are there in this case anyway?" and he said, 

"Well, a hundred!J" 
JM: The idea of intimate opera had sort of gone out the window somewhere! 
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DD: The explosion on the eleventh floor of the State Office Block was 

fairly considerable!! I said, "Well, let me warn you that if this makes 

an enormous loss and we have to pick it up your head will roll" , and I went 

along in some fear and trepidation, in fact I went to a couple of rehearsals 

where ifohn Tasker was working with these people, and oh - anyway - went to 

the opening night and it was an absolute triumph, it was fabulous, really 

great. The audience were so thrilled there was a standing ovation, in fact 

Myer Fredman was there that night, and that night decided him to come to 

Adelaide to take the music directionship of the Company, the Opera Company, 

so we formed, the State Opera! It developed again, splendidly; it had its 

ups and downs but before very long it produced, strangely enough, sellout 

performances of the Coronation of Popaea, which had never appealed to me as 

being a particularly popular opera, but it established itself marvellously, 

it did very stylish performances of Cosi fan Tuttt and one of jJo8nC&alamano€li*s8 

operas. 

JM: Was it The Consul? 

DD: I don't think it was ®he Consul. No, it wasn't The Consul, it 

was a short one, about a telephone. 

JMV Oh, Le Telephone. They did some really quite splendid work, 
v. 
eventually it was obvious that they had to have some sort of a home, and 

as fofcttune woiild have it, at that stage of proceedings, Messrs. J.C.Williamson's 

decided that they were going to sekl The Tivoli Theatre, or His Majesty's, 

as I think they called it then - or Her Majesty's,which was the old Tivoli Theatre 

which they had mucked about, without improving, some time in the late 1950s. 

Well they thought they were going to sell it for a supermarket. 

TM: The biggest Tom the Cheap's, in town. 

Yes, we put a planning order which meant that it couldn't be used 

as anyth'ng other than a theatre on there - at which stage they were happy to 

sell it to us for about four hundred thousand dollars! 

JM: Were you n Minister for Planning at that stage? 

DD: No, but I was-H8 able to influence him about it. I had been Minister 
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DD: contd., for Planning before, and I knew what to do! I 

introduced the major planning law in South Australia, you see, when I was 

Attorney General, so I knew about all of that. We then spent about 1.2 

million I think, on it, and totally ^e-built the foyer areas, totally re-

built back stage, which was in a dreadful condition, - put in new seating and 

air conditioning and a new lighting board, and made it the State Opera Theatre, 

and that's been their home every since. It has served them extremfely well, 

and of course it ensured that that venue was available for major theatrical 

performances, it gave us Just that middle range of seating capacity. 

JM: A thousand seats or so. 

DD: Yes, that we sgjpyLred. 

JM: You also transformed that Company into a Statutory body as well, 

and about the same time, if I remember, more or less completing the trilogy. 

DD: Yes, of Companies. We had also funded Theatre 62 for a $>ar£od and 

we set out to give some money towards the Community Arts, wherever possible; 

in due season we took over the old Carclew Building, and we wouldn't let the 

Council go ahead and demolish it, we decided that it had better be kept and 

so we would pay them out. The payout was that we allowed them to sell off the 

block at the back, for housing redevelopment, and Carclew was then made 

into the Performing Arts Centre for Youth and a Board was established with 

Ruby Lichfield leading it, and that has steadily developed over the years as 

an extremely useful education extension area. 

JM: It's ironic isn't it that the site that had originally been proposed 

under that first rubric for the Festival, tfcfet you would almost certainly have 

ended up with a terrible Festival Theatre and have lost the possibility of that 

Youth Arts place, as it now is, it would have been doubly unfortunate if that 

had gone ahead. 

DD: But in addition to the work at Carclew we had had a theatre in 

education programme, developed both in the Education Department and through the 

Travelling Theatre group of the Suuth Australian Theatre Company, and they 

were able to work with the Theatre in Education people extremely well, so 
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DD: contd., that we got a tremendous number of education services, 

theatre services, into the schools, and children taught about not only being 

audiences for theatre, but participating in the performing arts. 

JM: I think one of the things that I recall of that as well, that 

it was a reciprocal thing, that there were also a significant number of teachers 

seconded from the classroom, teachers with particular performing skills, 

or knowledge, to work with those teams, so there was a great flexibility in the 

education system itself, or there came to be, to match that. 

DD: Yes, that's right, exactly. We felt that this was a vital programme 

for us to ensure that the arts were part of community life, that this wasn't 

Just an elite small group. We had already seen of course that a much wider 

group of people were going totthe performing arts and to the Art Gallery than 

had ever fceeviously been the case; when I was a student you knew at least 

twenty per cent of the audience in any theatre or concert hall you went to, 

but later on it came to be that you quite often knew very few people there, 

it was a very much larger audience; but we needed to do still more. 

The country districts of South Australia were not well served, 

Ihey had institute halls and the like, and old town halls, and weftased to 

have some tours by the companies or by bits of the companies, the symphony 

orchestra, but, 

JM: It was an old type Arts Council? Of the traditional touring type 

of Arts Council as well, wasn't there? 

DD: But there were really no adequate venues in the country, any more 

than there originally had been in the City, so I then said to Len, "We are 

going to haire to have a concerted policy about establishing facilities in the 

country, which will enable the touring of the best artists and of our companies, 

and to see to it that the country people get the same sort of facilities 

as people in the City," - that had been the philosophy of onr Government all 

along, and we were very poorly repaid by votes in country, because of the policy, 

although we did very much more effectively in decentralising services and 

facilities that had ever been the case under previous governments. So we set 



Kdii. Don Dunstan TRC 199^/1 - 25 - Interviewed "by Justin MacDonnell 

DD: contd., up the Regional Cultural Centre Trusts legislation, 

which allowed the creation of a Regional Cultural Centre Trust in particular 

areas Approved by the Government, and the support of local councils, and 

Regional Cultural Centre Trusts were established in Mount Gambia, Port Pirie, 

Whyalla, Port Lincoln and The Riverland. That meant that we had covered the 

amjor centres of population - they were enabled under the legislation to 

borrow money, again up to the limit provided by statutory semi-government 

organisations, up to the limit provided for free borrowing by the Loan Council, 

but we allowed them to borrow the money, re-invest it, accumulate interest so 

that they had some fund to start with, when they should start building. 

They were all encouraged them to start examining building programmes. Whyalia 

actually got its building proposition up first of all, but it was far too 

gradiose a proposal and we sent tfreiasb&ck to the drawing board. Mount Gambia 

was second into the list and I was personally very much involved in the 

development of the Mount GamMaproposal, because we had a whole series of 

negotifcMd)tts with the Council, swapping government land and the like, to 

arrange for the eventual project. 

JM: That's the one of course that's now named after Sir Robert Helpmann 

is it not, whose advice you've mentioned several times in the course of this -

his home town I think? 

DD: Precisely, it is his home town. Since then the Mount GaiaMf. Centre 

is opened, the Port Pirie Centre lis opened, the Whyalla Centre has burnt down, 

JM: Whyalla hasn't had a happy track record, has it? 

DD: No, and the Renmark Centre is open. The Renmark Centre was on a 

slightly different basis, because it was integrated with an education complex. 

Whyalla has a theatre in their TAFE College but that is not sufficient for their 

nedds and they will have to go through a re-building programme now that the 

Centre has been destroyed. 

JM: When you said you sent them back to the drawing board, because their 

plans at Whyall were too grandiose, is that a good example of your - if I 

may use the rather loaded expression - reserve powers as the Minister in respect 
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JM: contd., of a statutory corporation, as you mentioned earlier? 

DD: Yes; well the fact is of course that they couldn't conceivably 

have built it without extra government money and I was in a position to say, 

sorry, but you're asking for too much, we can't manage it. 

JM: Can I just pursue that - not the ministerial thing - how were 

local councils or local government authorities, by and large, reeeptive to 

the government operating tfati&hat way? I mean it had been traditionally a 

preserve of local councils. 

DD: They knew perfectly well they couldn't afford it without our help. 

JM: That hasn't always stopped local governments from placing impediments. 

DD: Oh that's true, but I can assure you that the power of the purse 

is great, and where they can see inducements reasons tends to creep in rather 

rapidly. 

JM: Some of that inducement would have been exchange of property, I 

presume, too, as you mentioned in the case of one of the centres. 

DD: Oh yes, but Mount Gambia wanted to doceomething, they were very keen 

to do something, and of course what they got was entirely new Council Chambers 

in the complex! 

JM: Nothing alters the mind so much as new offices! To change their 

voting pattern! 

DD: Yes, so that the old Council Chambers are now the Gallery. It all 

worked out pretty well. I had pretty good co-operation in Mount Gambia; 

originally we'd hoped to do something a bit more - we'd hoped to get the old 

mill building in Mount Gambia and make that part of the total scene and we 

would have had a lot of craft operations in there and a restaurant, things of 

this kind, in the old mill at Mount Gambia, which would have given an added 

tourist attraction. However, there were problems about acquisition of the mill, 

finally, and we had to let that go. 

The cultural centre trusts in South Australia, because of the form 

of funding that we provided, have been a M e to work and provide their venues 

to people in the community at rates the people can afford, and there's a startling 
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DD: contd., contrast in Victoria, where the placing of the venues 

was not on a plan of where the major centres of population were, but where 

some pork barrelling was needed. 

JMV Warrigal springs to mind. 

DD: Warrigal is an obvious example. Warrigal is an expensive building, 

it's quite grandiose for a town of Warrigal's population. It is supposed to 

serve a much wider region, but it is dark a good deal of the time beeause 

local bodies can't afford to use it. The Geelong Centre I think was a splendid 

recycling of existing buildings, with some additional building put onto them 

of course, but again a lot of local groups in Geelong can't use it because 

it's too expensive to use. 

JM: It's a pattern in many places throughout Australia. 

DD: Well, Queensland seems to operate tolerably well - North Queensland. 

JM: The North Queensland cycle, yes. 

DD: But in South Australia the former funding we provided under the 

Cultural Centre Trusts Act and the fact that I beat the Treasury off, they 

wanted to take the interest money back and do all that sort of thing, and I 

said, "No, forget it. We've got to provide these people with the basis of 

funding and what we're doing is in no way more generous than we are providing 

for people in the Metropolitan area by subsidising the Festival Centre, so 

we're going to do it," and that has worked extremely well. And again it 

has meant that we are able to get community involvement in the performing arts 

activity to a much greater extent. In due season of course we also increased 

the flanding for the Art Gallery and eventually the Art Gallery and the Museum 
were 

x±±±xkK brought under the Minister for Community Development, who was Minister 

for the Arts. 
JM: Right, yes. Bannerman acted in that station in the latter part of 

your Premiership. 

DD: Yes, Bannerman became the Minister. 

JM: Don, we've talked a lot about the developments within South Australia 

specifically; i&o you mind if I Just widen it, to talk in a slightly broader 
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JM: contd., context? Most of the Federal ministers I've talked to, 

or former Federal ministers, have said, if they agree on absolutely nothing 

else, about the arts, that til their view the states should be responsible, or 

should have responsibility for a, venues - the bricks and mortar aspect M 

arts development, and secondly, arts education, as in the first instance a 

primary function of the states. What was or is your view on that? I mean 

was that a view that you would have accepted, or generally speaking you found 

acceptable at that time? 

DD: Yes, yes. 

JM: And leading on from that, in general did you ever believe, because 

there was a great deal of talk of it in the '70s, that State Federal formulas 

for funding, that there was some kind of division of labour within the funding 

pattern that was possible? I mean, I don't think anywhere in Australia it's 

ever effectively worked out - but there were things about funding that worried 

you or there was aspects of Federal invo2Jrement in the funding pattern that 

worried you? 

DD: Not in the arta area. 

JM: I meant in the arts area. 

DD: There were others where they imposed all sorts of impossible situations 

on us, but it wasn't the arts area that ever worried me. I certainly felt 

that the Federal Government should be responsible for the major Australian 

flag ship companies; that is, that the Opera, the Australian Ballet and I 

would have thought eventually a national theatre company should have been the 

responsibility of the National Government, and that all of those bodies would 

ha®e had some responsibility for touring a vast country. Now I know the 

problems of touring large flag ship companies and that there is a great deal of 

reluctance on the part of managements to tour extensively, but I think that's 

the condition of Australia and it Just simply has to be accepted. I did not 

beUare, however, that companies which existed in the states should exist in 

those states only, that they should not tour, because obviously enough we 

assemble companies in Australia of national or international worth, then their 
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DD: contd., virtue should be spread beyond the mere boundaries of 

states, and therefore that some funding from the national body towards the 

development of major companies within the states shoSuld occur as will. 

JM: You mentioned the flag ship companies a moment ago. Over the 

years of course there has been a lot of - and in the last twelve months I 

suppose it's hotted up again - as to who should manage the symphony orchestras 

which are in fact our oldest cultural performing arts institutions, as a body 

of orchestras. You were certainly the first State Premier to encomage -

to put it perhaps mildly - the A.B.C. Orchestra, or what became the Adelaide 

Symphony Orchestra in South Australia to open up its resources as a condition 

of funding, to local aiaeage, in a way that I know the Commission in those 

days wasn't wildly enthusiastic about - probably still isn't. And that seemed 

to imply at the time a wish to see the State have a greater degree of control. 

I don't mean control, but a great input into how that resource -

DD: It wasn't so much that we wanted control, but we wanted an orchestra 

of standard to be available to do things needed for an orchestra in South 

Australia, both in concert performance and occasional performance in a theatre 

or whatever, you needed an orchestra for. We found the limitations upon 

A.B.C'8 funding of its own orchestra and the restrictions that they placed on 

it, and the restrictions at times the players placed on it, on performances by 

the orchestra, were really intolerable. It meant that you could not get work 

done that needed to happen, -

JM: The opening of the Festival Centre springs to mind. 

SB: Yes, yes - in the artistic life of the community, and we didn't 

have money to go out and create a separate symphony orchestra and that wouldn't 

&ave been sensible, giventhe resistance was there. The best way seemed to us 

to say, we will fund the extra players necessary to bring tfrem up to sfcreh^bh 

but on these conditions. 

JM: Have you subsequently, as the result of the many reports and 

recommendations gone through, ever been in favour of the orchestras beMigg/ 
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JM: contd., devolved to state management? 

DD: Well, -

JM: I mean, as a matter of principle I suppose, really. 

DD: I would think that probably there is an adSCantage in not having 

the orchestras part of the A.B.C, but making the performances by the orchestra 

available to the A.B.C. 

JM: For broadcast purposes? 

DD: For broadcast purposes, and television purposes. Yes, it's Just 

an historical accident in a way, that the orchestrasgs®w up in Australia 

around the fact that the A.B.C. created a band of one kind or aftether for 

broadcast reasons. 

JM: Yes, indeed. 

DD: But there had been other orchestrasiin Australia, but of course 

they all went when the only really professional income you could get,win 

regular playing, was with the A.B.C, but I don't think that that, in the long 

term, ia any more appropriate than to say the A.B.C. should be running the 

State Theatre Companies because most of us my generation got early, and 

only work as actors, working in radio plays, for the A.B.C. 

JM: You, in the time you weee Premier and, as it wea?e, Minister for the 

Arts, Minister responsible for the Arts in Australia, dealt with five or six 

Federal ministers. I wonder if I could i&licit from you a comment, if I 

Just eead out their names, I'll mention&them - Just in general how you 

related to them, strengths, weaknesses, or whatever,kind of comment you like? 

The first was Gorton, with whom you overlapped for about eighteen months 

I think, from memory, in your second Government, in '70/'71. 

8©: Well, Gorton and I had mambex>& toite passages at arms, I don't 

think that we ever had any discussions about the arts. He and I had at the 

outset a fairly torrid relationship, because he set out to be vindictive to 

South Australia through the election of a Labour Government, and that was a 

matter of quite a public row at the Premiers' Conference, which took place 

three weeks after my re-election as Premier. Subsequently there were a few 
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DD: contd., occasions when, realising that that kind of bulldozing 

tactic didn't get him anywhere and in fact I'd Aaken him for a ride, because 
if 

I forced him into suggesting that/I thought we had been unfairly dealt with, 

I could go to the Grants Commission, that was a public undertaking. Now 

the Commonwealth Government had previously bought South Australia out of the 

Gran&s Commission, - without that undertaking I had no right to return to it, 

but he had refused me my request for three million dollars and I went to the 

Grants Commission and got twelve, and thereafter Mr. Gorton was charming, to 

me, but we didn't ever disaasB the arts, because -

JM: Film? You mentioned his role in film and Philip Adams? 

end of tape one, side two: 
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HON. DON DUNSTAN, AC, QC. 

Justin MacDonnell, speaking with the Hon. D.A.Daanstan, tape 

two, side one: 

JM: The next in my list of previous Ministers,having responsibility 

for the Arts is Peter Howson. 

DD: I didn't see him about the arts, I don't think we ever had a 

conversation, not that I can remember. 

JM: Whitlam? 

DD: Well, of course Whitlam and I had many talks about the arts, 

generally. I don't think however that we ever had a Ministerial consultation 

on the arts, although we would have discussed various aspects of the arts 

on many occasions. 

JM: Sure, on a personal level? 

DD: On a personal level, yes. 

JM: I mean, I suppose in a very real sense that you and he are the 

two names politically to eonjure with, in the development of the arts - in 

the popular mind - and rightly so. 

DD: Well, he set out to ensure the Effective development of the 

Australia Council structure provided Federal funding at a far more generous 

level and so in many things we were very much in accord. 

JM: Sure, and as leaders both of reformist governments, concerned 

to make the arts a part of living society, 

Staley? 

DD: I saw Staley from time to time, I can't remember having any 

Ministerial consultation with him on the arts. I got on with him very well. 

I think I may have seen him at an Australia Council meeting in Adelaide 

but it wouldn't have been very much more than passing. 

JM: And finally, Ellicott. 

DD: I didn't see anything of him at all. 
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JM: Right. So was it the case then, that rather than dealing, 

it seems to be more so now, on a Ministerial basis, siiysSfisMiigs with the 

Feds that you would have had or that your advisors had were primarily with 

the Australia Council? 

DD: That's right. 

JM: You lived through some fairly torrid changes, ministerially, 

in the Australia Council, from the Aafetralian Council for the Arts days, 

in the late '60s, early '70s, through the formation to the Australia Council 

and various personalities of that time. Looking back now, what is your 

overwhelming memory? Do you have a general memory of your dealings with 

the Council? and its effectiveness? 

DD: Well of course, it was going through a tremendous number of 

changes. Len did most of our representation in that area and kept me informed 

of the results. About the funding of the Ballet or the Opera Company, I 

would see Peter Bain, I probably had some talks with 'Nugget' Coombs about 

Aus Opera, but otherwise I Just didn't really have negotiations with the 

Australia Council. I was interested to learn what the goodies were that we 

could make use of. There were times when they set out to be particularly 

helpful to us, of course, and I always had very good relations with Jean 

Battersby, and Nugget Coombs has always beenea close personal friend, from 

those early days we had got on very well. Jean helped us in a piece of 

excellent restaurant diplomacy at one stage of proceedings, bo at the time 

when the first major Chinese exhibitionascame out here, the Jade suit, the 

burial suit, and they had endeavoured to arrange that this exhMition should 

come to South Australia as well as Sydney and Melbourne. The Chinese 

objected and said that they had not sent it to two venues in any other country 

in the world, and that there wece real dangers about that and they wanted to 

be satisfied abotlt safety, air conditioning, handling, all sorts of things, 

and it was I think in that exhibition that a sword got broken in Melbourne -

at any rate, Jean rang me and said, "Look, we've done our best with these 

people, it's now over to you, they are coming over because cffyour request, 
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DD: contd., and you have to do the job to convince them." 

JM: Right, this was an advance delegation? 

DD: The exhibition was already in Australia, and the people whiiwere 

responsible for it came on to South Australia, to make up their minds 

whether they would put it on. So we turned out the red carpet for them at 

the airport, I met them at the airport, they were taken to see the Governor, 

they were taken to an archaeological dig on the River Murray, with Bob 

Edwards, and then back to a splendid dinner at Ayers House, the piece de 

resistance of which was a flaming saddle of lamb decoratedt^rfiiiShinese 

colours, you see. Well, Jean was sort of grinning at all of this, I then 

made a speech at the banquet amongst many toasts, pointing out that we were 

a Labour Government in South Australia and we were there to provide art 

not for the elite, but for the people, and whereas the wealthy people from 

South Australia would be able to afford to go to Melbourne or Sydney to 

see the exhibition, the average citizen would not be a M e to, and we would 

like the people to see the exhibition, and we woiild provide all the necessary 

conditions and guarantees and what have you, and that apparently told, 

because the exhibition came to Adelaide and in fact more people saw it in 

Adelaide than in Melbourne. 

JM: It was a huge success there,than in Melbourne. 

DD: So, yes, at that score, working together on practical things, 

we had very good relations. 

JM: Despite the fact that you developed statutory corporations 

in so many of the companies, and institutions such as the Film Corporation 

and so on, you retained what for shorthand I will aall the 'Ministry 

model' as the funding body, the instrument of funding, and you, unlike the 

Federal practice, kept it on. Did you believe that was the - you 

obviously believed it was the most effective way of doing it in South 

Australia. 

DD: Yes, I did think it was the most effective way. I must say that 

from those earliest days of trying to put together something for a national 
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DD: contd., theatre, I have had a fairly cynical view of the 

ability of people in the arts to pass judgments on and fund their peers. 

JM: So, in that sense, wuuld you go so far as to say that peer 

assessment, the sacred cows of peer assessment and arms length funding 

are Just not a reality? 

DD: Well, I have not supported them, no, nor can I see that they have 

succeeded. 

JM: Right. 

DD: I don't believe that there should be no peer assessment, I think 

that the people making decisions should take advice. 

JM: Yes, indeed. 

DD: But, I believe that the decision has to be divorced from 

interest. 

JM: I must say I have a problem with peer assessment and arm's 

length funding, for the reason that I have problems about democracy, that 

we elect governments to govern and we for some reason make a distinction 

in the case of the arts about what the nature of government ought to be, 

and it's never been clear to me, why we feel that we're so different from 

the hospital system, or -

DD: Well, I don't see it, I believe that the Arts Department in 

South Australia which has remained small, dedicated, with em effective 

work output, I don't think that that model needs changing. I think it has 

got the runs on the board. 

JM: Absolutely. Do you think that the other system, the peer group, 

arm's length, has been counter-productive, or Just not effective? 

DD: Well I think it may well have been counter-productive at times. 

It tends to be taken over by groups at times who are following particular 

buzz words, and I have seen proposals about reducing funds for companies 

which are producing to a standard and saying, 'Oh well, it's elitist to 

say that they axe good, and that one should redivert things to things that 

people think are important, like china painting or topiary, as being 



HON. Don Dunstan TRC 199^/1-b. - 36 - Interviewed by Justin MacDonnell 

DD: contd., equally important in the arts or society.1 

Well I think that's a load of nonsense! I believe in providing the means 

of ensuring people are able to participate in the arts. I think it comes 

to this kind of difference which I'm faced with at the moment, for instance, 

we have at the moment in Victoria the Begonia Festival at Ballarat. 

JM: The famous Begonia Festival! Mfech anthologised -

DD: Yes, the Begonia Festival hasn't much changed in the last thirty 

two years or so that it's been going, and I am its Patron at the moment, 

I deliver myself of a few patronising words on occasion, and one of the 

things that I had to say to them was, "Look, you encourage partisipation, 

that is fine, but it should be participation at a discerning standard. 

You should be able to say to people, 'look, this isn't good enough.'" 

You have an Apex Art Exhibition, I walked through it, six hundred art works, 

by people who once they had submitted their painting - they never refused 

anybody, all comers are hung - and when I walked through they said, "Well 

what did you think?" and I said, "Well I think that the kindest comment I 

can make is that the discerning Director of the Ballarat Fine Art Gallery 

won't buy a single work from this exhibition." I said, "Why don't you 

have an acquisitive prize exhibition here where only those things are hung 

which knowledgable critics are prepared to say are of sufficient standard for 

showing to the public, and then you'd get people coming here wanting to 

see art works, not Auntie Maud's pastels." 

JM: Sure. You mentioned eaialier the danger, I think it was in the 

context of the South Australian Theatre Company,of political interference, 

I guess one of the things that people concerned about putting the entity 

between the Minister of the day, or the government of the day and the grantee 

process, granting process, is the fear of political interference, and it's 

all very well, and I say to you, Don Dunstan, it's all very well for you 

to say I believe that the ministerial model is the bast and it was desirable 

and it's goib the runs on the board in South Australia, but one has to take 
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JM: contd., account of fact that there have been and no doubt still 

are people in office in Australia who are rather less liberal in their 

attitudes and less informed than you and some of your colleagues have been, 

and we have been I think fortunate in the Whitlams and the Hamers and the 

Dunstans, in those key positions. What do you do in cases - I mean, I'll 

be blunt, what do you do in the case of a Joh BJelke Petersen? 

2ii: Well you can only keep on protesting, can't you? Joh Bjelke 

Petersen of course, despite the fact that he uses state entities for all 

sorts of things, I think is probably unlikely to use it for the theatre, 
lack of 

but that's because of his/knowledge; but certainly where you've got people 

with utterly illiberal attitudes, like BJelke Petersen, then you have a 

constant fight on your hands, but it isn't a fight that only relates to the 

theatre. 

JM: No, and probably least of all the theatre, in say the State of 

Queensland. 

DD: After all, the New Moon Theatre Company, despite the restrictive-

ness of Queensland, was able to put on some works which might have shocked 

the Premier's sensibilities if he had actually been to the theatre. 

JM: On the subject of the liberality and otherwise, it seems that 
a 

what has happened ministerially has been that there have been/small number 

of people and as it happens they have come from both sides of the Parliament, 

of politics, who have made an extraordinary impact on arts development. 

I said before, you, Whitlaia£and Dick Hamer were the three people who spring 

to my mind as having done that. Has it been in your experience a matter 

of the individual and his will, I'll use 'his' because you've all been male -

or party politics looked at across Australia doesn't appear to have played 

as much role in it as Labour mythology would hase us believe? 

DD: It is certainly the case that the existence of a significant 

arts policy in the Labour Party has been, to quite some extent, because of 

individuals in the Labour Party. If Gough and I had not been there, 

or if Dick Hamer had not been in Victoria - although, to give him his 
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DD: contd., credit, Henry Bolte was responsible for the major 

funding of the Arts Centre. 

JM: Absolutely, the Gallery -

DD: And for the decisions to proceed, with enormously escalating 

costs. But, if Gough and I had not been in our respective places, and 

I suppose, if Dick Hamer had not been in his, then there would not hasre been 

the support of the arts that in fact developed, and it was a matter of 

individuality. I have been asked by other Labour leaders abotrt the virtues 

of arts policy and what this means in terms of electocral support, and 

what it means in terms of jobs and this sort of thing, and what are the 

measures you put on the board by doing this; but in some cases, numbers of 

them hear the argument, and say, "Oh yes, that's good, that sounds tremendonts, 

we must do something about that," but having little motive, themselves, 

to do it, do nothing. I, looking at the Liberal Party in Victoria, at the 

moment, I wouldn't think that it, getting back into office, would do 

too terribly well by the arts. 

JM: Right. Do you think that, having got the individual, having 

got you, say, or Whitlam, that the Labour Party is philosophically better 

disposed than the Conservatives to the arts, or is that the chicken and 

the egg, in our experience. Do we think that only because of the experience 

of people like yourselves? 

DD: I think the Labour Party is more likely to throw up people who 

see virtues in the arts as an essential part of society, whereas the Liberal 

Party is likely to throw up people who see the arts as an essential adjunct 

of the rule of society by the kinds of people whom they want to rule society. 

JM: Right, yes. I was thinking that a person like - a person I 

admire enormously - Tom Uren, who, while he doesn't necessarily have a 

great overt personal commitment to the arts, has an innate feeling that they 

are good for people, and that he dertainly wouldn't stand in the way of 

tkem happening, and would have a philosophical view to government doing 

something about them. 
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DD: Oh yes, he would be all right, but of course the problem from 

that point of view is that Tom Uren these days does not lead or influence 

a significant section of the Labour Party. 

JM: Wo, I was simply using him as an example of the generational 

thing, perhaps, in the Labour Party. 

DD: Oh sure. Well, in that generation you could still find people 

liks that who said, 'Oh well, the arts are a good thing, and there's me 

old mate Cliff Pugh down there, does those beautiful paintings fend things' 

or, previously in the Labour Party you couldn't have got anybody more 

devoted to the arts than Bert Evatt! Bert was a very discerning collector 

of the visual arts, he appreciated ballet and music and drama; he was an 

enormously erudite man and he kept Sam Attio on his personal staff for ages. 

You get individuals like that, and then more likely a type of person to 

occur in the Labour Party from the very nature of the political entity that 

it is. It is a reform party; whereas the Liberal and National parties are 
cases 

simply parties of the status quo, or in some places the status quo-anti, 
what 

and in consequence regard the arts as part of/the good life of the elite 

should hold. 

JM: Or something nice to put on a brochure. 

DD: Something like that, and that's the most you'd be^likely to get 

from them; in my day, in South Australia there might have been one -

out of the whole membership of the Liberal Party, who would have had any 

reasonable understanding of the arts at all, and of c o u r s e w a y Tom 

Playford tMJsjgtttoftii&t, ,;they were important other than that people in the 

establishment thought that they were important, so you had to have them, 

but not at the tax payer's expense. 

JM: What about jrn your own Cabinet? 

DD: Well, amongst my own Cabinet of course I had people like 

Hugh Hudson, old Len King, Don Hopgood, bimself as a musician, and there was 

Minister of Education. 

JM: Latterly Bannon of course. 
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DD: Latterly Bannon, Peter Duncan, - so it was -

JM: A broad disposition towards support? 

DD: Yes. 

JM? The sense in which the engineering - if I may use the word -

which your Government went on with, I mean in social terms, also is 

reflected in the arts, that there was probably for the first time in any 

government in Australia a strategy for doing it. Do you think that method 

of approach would have been possible other than in the demographics 6t 

South Australia? 

DD: Oh yes, yes certainly it would have been. It was fortunate 

that in South Australia we had virtually a City State, aitMtteHQ It 
than 

was more easily controllable, / States like Sew South Wales or Victoria 

and it was possible for us to get on top of the Public Service in a way 

that nobody since Bolte has done in Victoria and I think nobody has ever 

done in New South Wales! 

JM: Since the Rum Rebellion, I would think! 

DD: Since the Rum Rebellion! But, it is possible if you are 

determined to cut the Georgian knots and knowing what your goals are, 

to be flexible in your use of means of getting there, and we certainly had 

an overall strategy in South Australia. We didn't publish it, because 

of course publishing a strategy without lengthyeeducation as to its elements 

means that you are handing your opponents a means of scaring the whole 

population into immediate travel to the latrines. 

JM: But what emerges in retrospect is a plan. I think you can 

say that quite clearly. So you wouldn't have been daunted by the prospect 

of taking it on in a different kind of society? 

DD: No. Mind you, in a different kind of society we wouldn't have 

had some of the constraints that we had in South Australia. There we 

walked into a situation in Government in what was known as THE MOST 

conservative State of Australia, which had THE MOST buttoned up provisions 

of anywhere, and an establishment which had enormous power, and which 
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DD: contd., tramped over anybody who challenged it. 

JM: I think my favourite quote from that period is Renfrew 

de Gerissa's Permanent will of the people. 

DD: Yes, exactly - They said it seriously, I mean I meant it.-

JM; M a t was the bit - had it been a Joke I mean I wouldn't have 

remembered it. But what a remarkable statement to make, in what was 

allegedly a democratic system. 

DD: Democracy was not a word that they used often. 

JM: No, but one wouldn't have thought the will of the people was 

used all that happily either, it Just goes to show, phrases can mean 

anything! 

Don, it's conceivable, I think, that your Government, or your 

Governments, I should probably say, in South Australia will be remembered 

primarily for their contribution to the arts. The mythology rapidly over-
in 

takes us, and I think that certainly/many sectors of the community 

that is one of the things that does already, and will stand out. 
DD: I think it will stand out. I think any overall assessment 

might put the arts as a pretty small component of what we did. 

JMY VSure, I wasn't thinking of the whole -

DD: But certainly it had in the public appreciation of the Government 

a pretty high profile. The reason why much of our work was not undone 

under a Liberal Government, if they intended to undo it - and that reminds 

me, this is something I haven't talked about yet, because they specifically 

intended to undo that , and that is the Craft Centre. The Jam Factory 

Craft Centre. But when we took surveys in South Australia of public 

appreciation of the good things of government, the Liberals found to their 

astonishment, and we were a bit amazed too, that arts came quite high on 

the list, even amongst people who had never been to the theatre, never 

participated in any of the things that the arts did - but they saw it as 

a good thing, and that induced a 'me too' arts policy on the part of the 

Liberal Party. Prior to that they had been saying, I was overspending 
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DD: contd., on this, and extravagant, and what was I doing these 

things for, and people should be given more bread and butter things, and 

I should be putting in more water supply. They realised that this was 

popular. Now, for instance, we had set up the Jam Factory Craft Centee, 

it had a few vicissitudes at the outset, but it was an interesting business. 

We commissioned a proposal with which Dick Richards from the Art Gallery 

had a good deal to do, which was how we were to get craft activity really 

going and economic in the State, and how we could help crafts people market 

their wares, and we had a look at a Swedish model, where they have a 

central buying operation and they have inspectors who go round and say, 

You must get to this standard before we will buy your stuff. 

JM: Like an egg marketing board? 

DD: Yes, in effect, and then they bought the craft material and 

they sold it, it sold a good deal overseas, and some went onto the local 

market. We thought of setting up a central buying operation of that 

kind, and then we decided we would check this proposal, and brought out a 

guy from British Council, and he looked at the operation in South Australia 

and said, "Loo^, for God's sake don't do that, you haven't got what 

to market, your crafts axe simply not at an international standard, you've 

got some good schools, the people are coming out of those schools and 

thggf are not working with master craftsmen. What you need to establish is 

a series of master craftsmen's workshops and bring in people of world 

re&SS&i:, give them a workshop and let the people who come out of your 

schools work with them. They, by their work,will establish the standard 

the others have to get to, which most of them yet don't realise,* and 

we said, yes, all right, we'll do this, so we looked round and we hired -

the Defence Force wanted to get rid of the Old Jam Factory out in St.Peter's 

and we got it for a song, a lease, and we did it up a bit. There was a shed 

out the back and we built a glassworks and brought Sam Herman out and 

put him in it. We got some silversmiths from Jensen, we brought a leather 

worker from Firenzi, and so it went on, and we had some access workshops 



Hon. Don Dunstan TRC 199U/2Y - 1+3 - Interviewed by Justin MacDon*.. 

DD: contd., for other craftsmen there. Now, we had a lot of 

debate amongst the people who were working out there, because time and 

again the young people who went to work with the master craftsmen wan&ed 

to be artist craftsmen - that is, they wanted to do expensive one-off 

pieces, which were examples of their art, and I said, "Look, that's fine, 

you can do some of that, but crafts work is abpafcfcpreparing material which 

is sufficiently utilitarian that it is going to be part of everybody's 

household and they're going to have to*iuse it, and that's what we want from 

you, so go and have a look at Milton Moon." Milton Moon of course was 

a master craftsman potter, again of world standard, and he was in South 

Australia. But they all had a bit of a love/hate relationship, all the 

potters, with Milton Moon, because he had taught them and his influence on 

them was so strong they wanted to rebel all the time. So they were very 

opposed to Milton's being a master craftsman poibter in the Jam Factory, 

and we eventually brought in somebody else asua. master craftsman there, but 

Milton was then working in his own pottery in Supmi^rtown, producing superb 

work, but then he'd do a run, of pots. 

JM: Objects you could put things in. 

DD: Yes, and he said, "Well this is what all the great pottersddo, 

this is what it's about." 

JMV YOU put wine in it, or oil -

DD: What I was trying to get across to these people in the Jam 

Factory - but it was a bit difficult. Anyway, eventually it really 

started to work, it took off, and we got the shop going and we got the 

galler^e going and it has worked as a very very good centre. In their 

policy the Liberal Party said they were going to shut up the Jam Factory 

and sell it off, and privatise it, yes. But they didn't - once they 

got there and saw what was happening, and the "met too" policy really 

ensured that they didn't undo too much of what we did. 

JM: Don, so much of the work of your Government and your Ministry 

I think has been fcy anyone's standards successful, and I think will continue 
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JM: contd., to be accounted a success, by history. What 

have been, if any, the disappointments? Were there unfftlfilled hopes 

when you left office, or S&dfeiftg back on it now, the things that you feel 

went off the rails, or things that you weren't able to get round, for one 

reason or another, to doing? 

DD: In the arts area, you're talking about? 

We could be here gtorrldays, about other things! In the arts area, overall 

I didn't have toommany disappointments. Quite obviously some things 

succeeded sometimes, they didn't at others; but generally speaking, the 

things that we set out to do happened. I was overall pretty happy with 

what we managed to do. I would have very much have liked to have been 

able to do more with money, about the whole museums area - that was one 

that was neglected, Just as in the broader area of public buildings we 

had a tremendous report about prison reform, which would have meant that 

we would have had to rebuild every prison in South Australia. Well I 

Just didA't have the money to do it, and I regretted that we had very poor 

record of prison reform. We knew what we had to do, what we had to do 

was so expensive, given the other things that we had priorities about, 

that we were unable to accomplish much in that area. But overall in the 

arts, I was pretty happy, with it all. 

JM? Well, I think on that note -

DD: We had better end it, I'd better fly to the airport. 

JM: Thank you very much for your time. 

DD: Great pleasure. 

end. 
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