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JAMES GLEESON: Miss Crowley, will we begin with some of the drawings you, 
did in your earlier period. Could you tell us about this drawing of the horse?

GRACE CROWLEY: Thatʼs my favourite model. Her name is Flower. She was 
called Flower because of the dapples, the dappled grey mare. I thought, ʻMy 
father, after all, is a bit poetic; he christened her because of the dapples. I love 
drawing draught horses. This one is 1937, is it? Has it a date? Or is it the bull, 
1937—Prince Imperial?

JAMES GLEESON: Prince Imperial is 1937. We donʼt have a date for—

GRACE CROWLEY: I think this one would be somewhere about the mid-thirties.

JAMES GLEESON: Were you living in the country at that time? Obviously you 
had horses and cattle.

GRACE CROWLEY: I was born in the country. 

JAMES GLEESON: Whereabouts?

GRACE CROWLEY: At Cobbadah, New South Wales. 

JAMES GLEESON: Whereabouts is that? I canʼt recall.

GRACE CROWLEY: Perhaps you know Barraba?

JAMES GLEESON: Yes, on the northern tablelands?

GRACE CROWLEY: You certainly know Tamworth.

JAMES GLEESON: Yes, I know Tamworth.

GRACE CROWLEY: I really donʼt know how far.

JAMES GLEESON: But it is in the New England area?

GRACE CROWLEY: Thatʼs right.

JAMES GLEESON: And you spent all your earlier life up there?

GRACE CROWLEY: I was born there. From my earliest recollections I remember 
being very interested in watching the horses and the cows and the men 
harvesting. I longed to do a thing of the shearers, but father would not let me 
much into the shed. I did do two or three sketches of the shearers, but I just gave 
them to the shearers.
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JAMES GLEESON: I see. But obviously when you drew Flower you had been 
well trained in drawing. You had been to art school by the time you made this 
drawing of Flower? Is that so?

GRACE CROWLEY: Yes. I had been to Andre LʼHote.

JAMES GLEESON: This was after you had come back from Ireland?

GRACE CROWLEY: I came back in 1931. I left in 1926, and spent four years 
abroad studying, but only three of those years with Andre LʼHote.

JAMES GLEESON: Did you study at all in Sydney before you went abroad?

GRACE CROWLEY: Oh yes, with Julian Ashton, at the Sydney Art School. I was 
a student there. In 1912 I became a full-time student. Then, when Elioth Gruner 
resigned, Julian asked me to be an assistant teacher in his place.

JAMES GLEESON: I see. So you were teaching at the school before you went 
overseas?

GRACE CROWLEY: I taught there for four and a half years. 

JAMES GLEESON: And this was done after your return from Europe. Your father 
still had the property up there?

GRACE CROWLEY: Yes.

JAMES GLEESON: And you would go up for holidays?

GRACE CROWLEY: Thatʼs right. The place was sold after my parentsʼ death in 
1953.

JAMES GLEESON: So up to that time you were quite often up there?

GRACE CROWLEY: Yes. I did many drawings of horses and cows and things 
like that before I even had a lesson.

JAMES GLEESON: Was there any history in your family of artistic interest? Did 
you have brothers, sisters or parents interested in art?

GRACE CROWLEY: They were all quite sane, except me!

JAMES GLEESON: I see. So you were the only one who had this interest in art, 
and it was a very early interest?

GRACE CROWLEY: Yes.

JAMES GLEESON: You knew from the beginning what you wanted to do?

GRACE CROWLEY: I do not know whether you could put it that way. You do 
things because you canʼt help doing them.
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JAMES GLEESON: Yes. We do not have any of your very early drawings from 
the country before you went to an art school, but could you tell me about Prince 
Imperial? That is a different medium. That is ink and watercolour, is it?

GRACE CROWLEY: Firstly, I drew him in pencil. I remember way back when I 
was in Paris and Albert Gleizes showed me a beautiful drawing of a bull. 

JAMES GLEESON: Another bull? A Courbet?

GRACE CROWLEY: A Courbet. He was very pleased with it; he admired the 
beautiful line that Courbet had. Courbet, too, was very interested in drawing 
animals. So when I saw Prince Imperial lying on the grass one morning in the 
sunlight, I thought, ʻCourbet!ʼ and I ran for my sketchbook.

JAMES GLEESON: This is worked in ink and wash, is it?

GRACE CROWLEY: It was so long ago. This is ink.

JAMES GLEESON: It doesnʼt matter because we can always check that back in 
the Gallery.

GRACE CROWLEY: My draught horses were very patient.

JAMES GLEESON: From there can we move to this one? In time, that would 
perhaps be the next one of yours that we have.

GRACE CROWLEY: This one went into Exhibition I in David Jones Gallery.

JAMES GLEESON: I notice it has two titles: sometimes Woman and sometimes 
Annunciation. Do you accept both titles, or would you prefer it to be known as 
one or the other?

GRACE CROWLEY: I donʼt see any annunciation in anything!

JAMES GLEESON: No—I donʼt know how it got that title. Shall we call it 
Woman?

GRACE CROWLEY: It doesnʼt look much like one.

JAMES GLEESON: It does. I think it is a very beautiful painting. It is travelling 
now in the Aspects exhibition.

GRACE CROWLEY: Yes, I know.

JAMES GLEESON: It is dated 1939.

GRACE CROWLEY: Thatʼs right.

JAMES GLEESON: You mentioned that it was shown in that first exhibition, 
Exhibition I.

GRACE CROWLEY: Yes.

JAMES GLEESON: And from there it went into the Evatt collection?
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GRACE CROWLEY: Yes.

JAMES GLEESON: We acquired it from the Evatt collection.

GRACE CROWLEY: Canberra acquired it from the Evatt collection.

JAMES GLEESON: Thatʼs right. At that stage, in 1939, had you begun working 
on a completely abstract—

GRACE CROWLEY: I was just beginning. Balson was one influence. In 1937 the 
school at 215 George Street closed, so I lost the big room. At my place it was not 
so good to pose a nude model. So there were those two influences. Gradually 
from this I began to paint completely abstract, like these things here. There is 
one in the corridor that is a bit like this.

JAMES GLEESON: Yes, I remember it from last visit. So the complete abstract 
began around 1940 or 1941?

GRACE CROWLEY: Yes. I would have to check on that.

JAMES GLEESON: But it was around that period. This was towards the end of 
your really figurative period?

GRACE CROWLEY: Yes. Balson put on a show at Anthony Hordens in 1941 
which was completely non-objective. That gave me a tremendous lift.

JAMES GLEESON: That must have been the first non-objective show in 
Australia.

GRACE CROWLEY: It was, I believe. That has never been contradicted.

JAMES GLEESON: No. Compared to earlier works in your figurative style, which 
are more forcibly architecturally modelled, this seems much freer in approach. 
This one seems to be much freer in the way you have applied the paint.

GRACE CROWLEY: Yes, I agree with that. I painted the portrait of Gwen Wrigley 
in 1930, or 1931. I sent in to the Archibald and it was hung, but it didnʼt get the 
prize. Soselles saw it. I think that is one reason why he wanted to meet me when 
I came back from abroad in 1930. According to what I understand from your 
book, he came back in 1931.

JAMES GLEESON: Was it a deliberate attempt to move from the more 
architectural type of treatment in this picture?

GRACE CROWLEY: Yes, it was. It was difficult for me, because I had been 
tremendously interested in the figure in itself, and anatomically interested.

JAMES GLEESON: The structure of the form.

GRACE CROWLEY: Yes. The structure of the human figure absolutely 
fascinated me. So I guess I paid more attention to that sort of thing than did any 
of the other students in the Sydney Art when I was there. We had the skeleton 
and the anatomical figure, and I would trot along to the museum and make 
drawings there of hands—that sort of thing.
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JAMES GLEESON: A thorough training.

GRACE CROWLEY: Tremendously interested. Then, when I went abroad and 
studied under Andre LʼHote, he knocked me to pieces for a while. In the end he 
told me I was one of his best students.

JAMES GLEESON: So that background of training was useful, after all.

GRACE CROWLEY: I think so. I have never regretted my study in the Sydney 
Arts. Nor have I regretted those lovely sketching trips that Julian would take us 
on where we would look at a landscape from an Impressionist point of view. I 
donʼt know which Andre LʼHote hated the most—what he called ʻles beaux artsʼ 
or lʼImpressionisme.

JAMES GLEESON: He didnʼt like either?

GRACE CROWLEY: He hated them. On the sketching trip at Maremond, Anne 
Dangar, Dorrit Black and I were there. The first thing he said when he saw my 
landscape was ʻlʼImpressionisme!ʼ

JAMES GLEESON: And it wasnʼt a congratulatory remark.

GRACE CROWLEY: Oh dear, no. I painted that one there at that time.

JAMES GLEESON: But thatʼs not Impressionistic.

GRACE CROWLEY: And the girl with the goats in the Melbourne gallery. I think 
he was very pleased with both paintings in the end. 

JAMES GLEESON: Ah, yes.

GRACE CROWLEY: But I had to suffer.

JAMES GLEESON: This is when you were beginning to understand his methods 
and his teaching?

GRACE CROWLEY: Yes. 

JAMES GLEESON: You must have had a feeling for his ideas before you went 
there, otherwise you probably would not have gone to him. Was it something you 
knew about his methods?

GRACE CROWLEY: Actually, my ambition was to go to the Slade. Anne Dangar, 
who went with me to France, had been very interested in the work of Cezanne. I 
wasnʼt particularly interested at the time I was teaching with Anne in the school. 
Anne joined me as assistant teacher.

JAMES GLEESON: Here in Sydney?

GRACE CROWLEY: In Sydney. When Julian began to get so ill with asthma, we 
only saw him occasionally. We carried that school on between the two of us for a 
long time. I remember that Julian did not share Anneʼs admiration for Cezanne.

JAMES GLEESON: I see.
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GRACE CROWLEY: One day when she was going round the class, I heard him 
mutter, ʻAnne and her damned old Cezanne!ʼ So later, when we got to Paris, to 
start off with we studied under a beaux arts master. We got impatient with him 
and with his teaching. It was the beginning of 1937 when we entered Andre 
LʼHoteʼs school. The basis of Andre LʼHoteʼs teaching at that time was Cezanne. 
Cezanne was trying to bring back the constructive element into the painting of 
Impressionism. 

JAMES GLEESON: You mentioned that you had studied for a very short period 
with Ozenfant, but did not find it very interesting.

GRACE CROWLEY: No; that was towards the end of 1929. 

JAMES GLEESON: This was after you had been to the Beaux Arts or before the 
Beaux Arts?

GRACE CROWLEY: After.

JAMES GLEESON: After the Beaux Arts.

GRACE CROWLEY: Yes—in 1926 under the Beaux Arts master. We did not 
study in the Beaux Arts school.

JAMES GLEESON: I see, but with one of the masters from the Beaux Arts?

GRACE CROWLEY: Thatʼs right.

JAMES GLEESON: And then you tried Ozenfant for a short while?

GRACE CROWLEY: After Andre LʼHote.

JAMES GLEESON: After Andre LʼHote—I see.

GRACE CROWLEY: Because I felt I should have that experience. But I was not 
impressed at all. I remember a lecture he gave and I got impatient with him 
because he seemed to be trying to impress his audience with Ozenfant. He was 
so different to Andre LʼHote because Andre could completely forget himself in 
what he had to say. All the time Ozenfant was smoking and the dais where he 
was sitting was covered with cigarettes! Anne was having a marvellous time with 
Andre LʼHote, but her money began to run out and she had to think of how she 
was to keep on earning her livelihood. 

JAMES GLEESON: At that stage was she still painting, rather than potting?

GRACE CROWLEY: The concern about earning her livelihood made her think of 
potting. So she took lessons from a French potter in Veroflaix. Veroflaix is up in 
the north some place.

JAMES GLEESON: North of Paris.

GRACE CROWLEY: I remember her staying there with a family. One day the 
man who was teaching her, who was a peasant, was getting a great big pot 
ready for some exhibition. He was proud of this thing. He stuck it up in this studio 
and brought everyone to admire it. His little son had just bought a catapult—

6



25 August 1978

JAMES GLEESON: I can imagine what happened!

GRACE CROWLEY: All he could say was, ʻMon dieu! Mon dieu! Mon dieu!ʼ Anne 
said, ʻI can teach you more than thatʼ, and she taught him a few Australian words! 
Anyway, this man taught me argot; I had a lesson in argot. I have forgotten it all 
now.

JAMES GLEESON: Itʼs a sort of patois, is it?

GRACE CROWLEY: Itʼs French slang.

JAMES GLEESON: How did you become involved with Gleizes?

GRACE CROWLEY: That is a funny story. It took place when we were winding 
up our gear, ready for Anne to depart back to Australia. This is after Meremond. I 
still had another year, and I was to paint at a place called Rabello.

JAMES GLEESON: In Italy?

GRACE CROWLEY: In Italy. We went all around the Italian museums. I said 
goodbye to Anne at Naples. Previous to that she had bought a book of Albert 
Gleizes. She had also very much admired an exhibition of his work in Paris. I 
didnʼt admire it much; it didnʼt mean much to me. Julian had invited her to teach 
at the Sydney Art School when she arrived in Sydney—as she wanted to teach. 
But she found that she had to teach as Julian wanted her to teach. Anne is 
different to me—everything goes out. She is like a nice dog that sits on the 
footpath and howls. Every letter I got was full of her misery. She said, ʻBuy 
anything about Albert Gleizes that you can lay your hands onʼ. So I went round to 
a very special place—Polofsky, I think it was—and I bought a number of books 
that I thought sheʼd be interested in. I thought, ʻIʼll do even better—Iʼll write to 
Gleizes and ask him to teach me so that I can give her some idea of how he 
worksʼ. Gleizes replied in a very nice letter. He was in Paris. We made a date, I 
called, and he said: ʻAre you really interested, or have you come to me merely 
through curiosity?ʼ It was very hard. I blurted out the whole story. I think he was 
amused, but rather touched. He agreed to give me a lesson. I said, ʻCan I bring 
Dorrit Black?ʼ He said, ʻYesʼ, so Dorrit Black came. I think we had two lessons in 
Paris. 

I was about to make my second trip to Italy and Dorrit was going some place. 
Albert Gleizes and his wife left Paris—I donʼt know where they were going. When 
I returned from Italy he said, ʻCall at Serrières. We live there; thatʼs our home. We 
will not be back at that date. Weʼll be back a little laterʼ. He told me to stop first at 
a hotel close by, Chafers Hotel. He said, ʻThen go to my house and the maid will 
give you the key. My studio is right on the banks of the Rhone. Let yourself in and 
work there. Almost opposite my studio, on the other side of the Rhone, is our 
communal—a sort of colony of artists. My best student, Robert Poleau, will give 
you lessons. All you have to do is cross the bridgeʼ. So I went along to Moly-
Sabota. It was a beautiful piece of architecture—lovely to look at.

JAMES GLEESON: Was it on the Rhone?

GRACE CROWLEY: On the Rhone—and the Rhone came into it, too, in flood 
time, but I didnʼt know that. Robert Poleau in his first lesson said that I had been 
very influenced by the ʻmauvaisʼ art of the Italian Renaissance—which of course 
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was true! I will never forget the first time I opened the door of Albert Gleizesʼ 
studio and walked in. It was just getting a little dark. I suppose it was about 5 
oʼclock in the afternoon. At the end of the studio were two beautiful oil paintings 
that he had done for the church at Serrières. I thought they were lovely, and so 
different to anything I had ever seen before. I worked and took my things over to 
Poleau and I donʼt think he was very impressed with my work. I did one little thing 
of some boats which were on the banks of the Rhone. I was amazed that Gleizes 
liked it when he came back. He called to see me at Chafers. He was not a tall 
man, but with very compelling black eyes. Do you know Klippelʼs eyes?

JAMES GLEESON: Yes.

GRACE CROWLEY: Something like that. Anyway, the next day he gave me a 
lesson. He had arranged all around the studio examples of his work from the 
Impressionist period—I thought they were terrible—right up to his Cubist period. 
He took a lot of trouble with me, and I did a few things. But it was a short period. 
They were very kind to me. They took me for a ride in their wonderful car. We 
stood on a hill overlooking the Rhone and he talked to me about this and that, 
about his ideas on Cubism. I am afraid I understood only about half. He said, ʻJe 
parle comme un telefoneʼ—ʻI talk like a telephoneʼ—and he did! He loved talking. 
As time went on I kept getting these letters from Anne. I became so anxious for 
her future, because she was really unhappy.

JAMES GLEESON: At the school, yes.

GRACE CROWLEY: I think she loved Mr Ashton—all his students did—but her 
approach to art had completely altered. One day I remember walking with a letter 
in my hand from Anne across the bridge and back again, trying to get up my 
courage. At last I knocked on the Gleizesʼ door and I had a little talk to madam. 
She was sitting in his library, which was a big, long room lined with books. You 
couldnʼt see the walls anywhere—it was all books and books and books and 
books, except for one part, which was completely open; you walked up some 
steps. She invited me to sit near the window and I told her all about Anne. I said, 
ʻWould it be possible for Anne to earn a livelihood at Moly-Sabota?ʼ She called 
out to her husband, ʻAlbert, viens ici! So he came up and I said, ʻCan she really 
come?ʼ He said, ʻSheʼs here alreadyʼ.

JAMES GLEESON: Goodness me!

GRACE CROWLEY: So what Julian lost, Gleizes gained.

JAMES GLEESON: How long was it before Anne came to Moly-Sabota?

GRACE CROWLEY: She waited until Julian got someone else to fill her place. I 
arrived in Sydney early in 1930—I think it was February. I had just a few days 
with Anne. I said goodbye to her, and she spent the rest of her life at Moly-
Sabota.

JAMES GLEESON: She never returned to Australia?

GRACE CROWLEY: She died in 1951. She had a very hard time in the 
beginning. In fact, I think she had a hard time all the time.

JAMES GLEESON: Did she? In what way?
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GRACE CROWLEY: The Gleizes were sort of up in the air. Albert Gleizes was a 
man of tremendous ideals. In 1906, when he was a young man, along with other 
important writers and artists, he was tremendously interested in helping to create 
what he called ʻlʼAbbaye de Creteilʼ.

JAMES GLEESON: What does that mean?

GRACE CROWLEY: The Abbey of Creteil, I should think. Then his ambition was 
to create another place afterwards, with a nostalgic feeling for Creteil, at Moly-
Sabota. This he did in 1927. I think Poleau influenced him a good deal—he 
wanted him to do it. As I say, both he and Madame Gleizes were sort of up in the 
sky.

JAMES GLEESON: Not practical.

GRACE CROWLEY: Not practical. He dreamed his dreams and painted his 
pictures, which were marvellous. He wrote reams of books and conducted 
lectures, all that sort of thing. But Anne did the practical part; she took on that 
huge thing.

JAMES GLEESON: I see—enormous responsibilities.

GRACE CROWLEY: Gleizes himself said that she was the soul of Moly-Sabota. 
And not only that, but he had such confidence in her work, her ability. Anne had a 
practical side to her. In the end, if he had to have an exhibition some place, he 
would say, ʻYou know what Iʼm doing, you know my work. You choose it, and get 
it sent offʼ. And she would do it, and thatʼs a big thing.

JAMES GLEESON: Of course.

GRACE CROWLEY: There was another thing; I donʼt know how she managed it. 
He was to give a lecture in English in London, and Anne was to translate it from 
French into English. She was horrified. She said, ʻBut I canʼt do itʼ. He said, ʻYou 
know exactly how I feel about these things and you can do it better than anyone I 
knowʼ. So that was that.

JAMES GLEESON: You were telling me about Anne, when the war came, and 
how she went to Morocco to teach.

GRACE CROWLEY: Yes. 

JAMES GLEESON: That must have been an extraordinary experience for her.

GRACE CROWLEY: She loved it.

JAMES GLEESON: Did she?

GRACE CROWLEY: In the beginning she was very nervous at the idea of taking 
this job, but she really got into it. She had to go around fifty potteries. My 
goodness, they loved her. She actually learned some Arabic.

JAMES GLEESON: Did she really?
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GRACE CROWLEY: She did—enough to teach them. Her letters of that time 
were very exciting. She illustrated them, and sent me photographs of the potters 
and their pots and the different potteries. But I have lent them to a friend; I am 
afraid they will not come back for a while.

JAMES GLEESON: If they do come back, we would love to borrow them to 
photocopy them, if that is possible.

GRACE CROWLEY: Yes. 

JAMES GLEESON: Because all this is very interesting.

GRACE CROWLEY: Yes. She was a wonderful personality.

JAMES GLEESON: Did she do any painting at all after she went to Moly-Sabota, 
or was it all pottery?

GRACE CROWLEY: She did some painting—

JAMES GLEESON: But worked mainly as a potter?

GRACE CROWLEY: She had to do pottery for her livelihood because she had to 
have money. You canʼt live without it. You can have all sorts of wonderful ideas 
about heaven and God and so on, but you have to eat and clothe yourself.

JAMES GLEESON: And it was the pottery that sustained her financially?

GRACE CROWLEY: Yes. She learned from the peasant potters. I have a very 
nice reproduction of Anne in Rousillon—I think that is the name of the village—
with the Rousillon pottery, which I could show you. I think it is about 1933. 
Eventually she made her own pottery. She had a pottery of her own at Moly, but 
that was after the war. It was very difficult to get any material.

JAMES GLEESON: During the war it would have been very difficult.

GRACE CROWLEY: I think the man who built it for her, built it with sheer love, 
because everybody loved Anne.

JAMES GLEESON: She spent the war years in Morocco, did she?

GRACE CROWLEY: No, at Moly

JAMES GLEESON: At Moly?

GRACE CROWLEY: She didnʼt come out. In this article it says that she had been 
in France for fifteen years and was planning to come back to Australia. That is 
true, but she couldnʼt. I donʼt know what stopped her, but she didnʼt come. She 
left Australia in 1930 and she died at Moly at 1951. Now, Iʼm no good at 
mathematics, but you are—

JAMES GLEESON: That is 21 years. Shall we get back to some of your 
paintings now? That one, for instance—listed catalogue in Project 4 painting 
1950.
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GRACE CROWLEY: Yes. Canberra has that.

JAMES GLEESON: Yes. That was the only time it was exhibited before we—

GRACE CROWLEY: I couldnʼt tell you that. I think I sold it to them. Most of my 
stuff has been bought by other people.

JAMES GLEESON: I see.

GRACE CROWLEY: Anyway, I was pleased Canberra had that. I liked that one.

JAMES GLEESON: Yes. That is a good one, I think. Now, that one.

GRACE CROWLEY: Yes. I canʼt tell you much about it. I remember painting it at 
227, at my place in George Street. I think Balsons got it framed and sent it in to 
some exhibition and I suppose somebody bought it. Anyway, it was in the 1975 
Project Show, Project 4.

JAMES GLEESON: Good. This one also was in Project Show catalogue No 33.

GRACE CROWLEY: I think Mary Alice Evatt bought that. I donʼt know what time. 
A doctor who was interested in painting—I think he painted himself—had this 
one, and Mary Alice bought it from him.

JAMES GLEESON: It has the date on it—1952.

GRACE CROWLEY: It was in some show. I remember someone saying it was a 
flag of all nations.

JAMES GLEESON: Was that because of its colour? I notice you have made 
quite good notes on most of these, which will be very useful.

GRACE CROWLEY: It was a lady in the Macquarie Galleries who said that.

JAMES GLEESON: A long time ago, or recently?

GRACE CROWLEY: A long time ago; she married someone.

JAMES GLEESON: Triannia Smith?

GRACE CROWLEY: Yes, thatʼs right. I was very amused. 

JAMES GLEESON: She called it ʻflags of all nationsʼ?

GRACE CROWLEY: Yes. I did that at my flat in George Street. I had forgotten all 
about it. I think Mary Alice must have bought it. Someone rang up and spoke to 
me about it; I didnʼt know what he was talking about, but this is it.

JAMES GLEESON: It is gouache on black paper.

GRACE CROWLEY: Yes. I had a lot of black paper and I did spray things on it. 
Now I cannot remember.
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JAMES GLEESON: Good. I think that covers that group very well and very 
usefully. Could you tell me about your life in Sydney when you came back from 
your years of studying in Europe? 

GRACE CROWLEY: I wished I was dead.

JAMES GLEESON: Why?

GRACE CROWLEY: I wonʼt say why, but it was awful.

JAMES GLEESON: Was it? Sydney was—

GRACE CROWLEY: I couldnʼt understand why they hadnʼt moved in the four 
years I was away.

JAMES GLEESON: It was a bad time.

GRACE CROWLEY: It was; they were doing the same things.

JAMES GLEESON: Exactly. It took such a long time for any change to occur.

GRACE CROWLEY: Yes. And this thing—

JAMES GLEESON: The landscape.

GRACE CROWLEY: Yes, someone borrowed it—I have forgotten her name—in 
1928 for a show. She delivered it back to the Macquarie. Then I had a letter from 
the Macquarie, from Lucy Swanton, to gather it up. She looked as though she 
hated it. I think it was that time she spoke about Roy de Maestre being invited to 
show at an important gallery in Paris. Matisse—

JAMES GLEESON: The Matisse Gallery, was it?

GRACE CROWLEY: No. Matisse frequently showed in that gallery—what was its 
name? Anyway, Roy de Maestre had an invitation to show in this gallery. On the 
strength of the invitation he went to Paris. I had also received an invitation to 
show at the same gallery. Just as I left—I was packing up my things—this letter 
arrived. I was afraid to tell Lucy Swanton for fear she wouldnʼt believe me; she 
would think I was making it up. What is that gallery? Matisse showed there.

JAMES GLEESON: I am not sure. I am not really familiar with the Paris galleries.

GRACE CROWLEY: I know it as well as I know your gallery, and I canʼt think of 
the name. Itʼs old age.

JAMES GLEESON: It might come back to you later.

GRACE CROWLEY: It will, after youʼve gone. 

JAMES GLEESON: When did you first meet Ralph Balson? Did you meet him 
before you went away or only after you came back?

GRACE CROWLEY: I remember him in the night class at the Sydney Art School. 
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JAMES GLEESON: Did you teach him at all then?

GRACE CROWLEY: I donʼt know whether I gave him anything worthwhile. When 
I came to his easel he looked as though he wanted to fall through the floor. I 
really couldnʼt make anything out of his drawings because they were so different 
to the rest of the school and anything that we had ever been taught by Julian. 
What I think now is that he had a certain area which he had to fill in, and which 
interested him much more than the nude model. So I used to say to Anne, ʻFor 
goodnessʼ sake, go to Balsonʼs work, because I really canʼt say anything about 
itʼ. Anyway, she could—when she went to Paris she took a painting of his with 
her. I donʼt know where the painting is now. I see much more in Balsonʼs work 
now.

JAMES GLEESON: Of course.

GRACE CROWLEY: I probably made him feel, ʻOh, no—here comes this woman 
againʼ.

JAMES GLEESON: You met him again when you came back?

GRACE CROWLEY: When I came back, at Margaret Street. Dorrit had set up a 
studio in Margaret Street called the Modern Art Centre, and I met him there. That 
was in 1932. It must have been towards the end of that same year that Fizelle 
and I started the school in George Street, and Balson was there too. He was very 
good. He was a house painter and he painted the walls. We worked together 
there, from the model. The Hinders came back from America in 1934. They had 
both studied at important schools—but that story has been told over and over 
again. Balson had not been away at all. He was just doing his house painting. I 
was curious to know what other people were doing and so I would go round in 
the rests and look at Balsonʼs painting. I thought, ʻThat man knows more than us. 
How on earth did he get it?ʼ Very often I would go back and rub out my own thing. 
So, that is the beginning.

JAMES GLEESON: Balson changed a great deal, didnʼt he? He had a very 
searching mind, looking for all sorts of things, which gave his painting career a 
great range and variety.

GRACE CROWLEY: Yes. I donʼt know whether you would call his early works 
Impressionistic, exactly, but something like that. They are not really—

JAMES GLEESON: But they are filled with light, all the same.

GRACE CROWLEY: He would bring landscapes to the sketch club at the 
Sydney Art, which we held there every month. Two students would be chosen to 
criticise and then we would all wait for Julian to finish it up. He told me much later 
how he loved that. I feel that Balson, inquiring mind that he had, on his way to the 
school in the evening would have stopped at the library to read. I think he got a 
lot of his information from art books there.

JAMES GLEESON: I see. What would he have found there in the way of art 
books in those days? As I remember, there werenʼt a great deal of publications 
about in the thirties.
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GRACE CROWLEY: No, there were not, but still he could have found things that 
we were not accustomed to seeing—just going to the school, and drawing from 
the model.

JAMES GLEESON: Was he at all influenced or interested in your experiences 
with LʼHote and Gleizes? Did you talk to him about those things?

GRACE CROWLEY: He could have heard us discussing things. He could have 
listened to Frank Hinder, Fiz and me. We would discuss our experiences.

JAMES GLEESON: But you didnʼt actually set out to teach—

GRACE CROWLEY: Oh, no. I felt, ʻMy goodness. That man could teach meʼ.

JAMES GLEESON: I see.

GRACE CROWLEY: I brought back a great big German book; itʼs about as thick 
as that. Itʼs over there for you to look at. I remember Balson in the classroom, 
with this great big book on his knee, absolutely absorbed in it. He couldnʼt read a 
word, of course—it was in German—but the illustrations were good. Later, when 
Mary Alice and Dr Evatt went abroad to London and America, at the time of the 
war, they would send us out books. One was Kirbyson and Modern Art. This he 
pored over with tremendous interest. Klippel came back in about 1950, didnʼt he?

JAMES GLEESON: Yes, in 1950, I think—from Paris and London.

GRACE CROWLEY: He brought back another book, which was in French. I think 
it was by Seufor.

JAMES GLEESON: Yes.

GRACE CROWLEY: Did I ever tell you about Seufor?

JAMES GLEESON: No.

GRACE CROWLEY: Seufor was at one time a member of the group in Moly-
Sabota.

JAMES GLEESON: When you were there?

GRACE CROWLEY: No—when Anne was there.

JAMES GLEESON: I see.

GRACE CROWLEY: I would get this from her letters. He was writing a book on 
philosophy. I remember a poem which she included amongst those letters. It was 
called Ma barque, or ʻMy boatʼ. It was a beautiful poem about a boat on the 
Rhone. It was a lovely thing. I hope it is still among those letters. Anyway, Seufor 
was not pleased with Albert Gleizes, in the end. It was a terrible place to live. 
Imagine having to pump water.

JAMES GLEESON: Goodness me. That sounds pretty primitive.
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GRACE CROWLEY: My word it was. The walls were six feet thick. Think of what 
they were like in the wintertime!

JAMES GLEESON: Freezing.

GRACE CROWLEY: When the Rhone came in. Once it came up as far as the 
mantelpiece in the grande piece, the lounge room. Poor Anne had to contend 
with all that. Seufor got fed up; I think he had a few words with Gleizes. When 
Balson and I met Seufor in Paris in 1960 we spoke of Anne. He said that Anne 
didnʼt like me. She couldnʼt bear to have anything nasty said about Gleizes, you 
see. 

JAMES GLEESON: I notice that Seufor in his book mentions Mary Webb. Did 
you ever meet Mary Webb?

GRACE CROWLEY: Yes, I met her here in Sydney. We thought we would be 
able to see Mary Webb in Paris when we went over, but she died a few months 
before. I have a number of letters from Mary Webb. Several in particular I keep 
because they refer to that particular book of Michel Seufor. We were invited in 
1955 by Seufor to give some information about Australian abstract art painting. 
There was nothing being done, except Hinder.

JAMES GLEESON: Some of Mary Webbʼs later paintings seem to be rather like 
some of yours, and particularly like some of Ralph Balsonʼs. Would she have 
seen any of Ralphʼs paintings at that time?

GRACE CROWLEY: She could have, but I didnʼt like them. I saw some of her 
paintings—only two or three at Croweʼs Gallery. He knew her quite well. But I 
didnʼt like them at all. They seemed to be too much of a mess.

JAMES GLEESON: She had moved from, when I knew her in London—

GRACE CROWLEY: You met her?

JAMES GLEESON: Yes, I knew her quite well. I knew her in London in 1947 and 
1948. Bob Klippel, Mary Webb and I were all living in that Abbey near Barnett, 
and she was painting in a very expressionistic sort of way—no hint of abstraction 
at all.

GRACE CROWLEY: When you call them ʻabstractʼ, there was no visual object in 
them, but I didnʼt care for them. Balson tried to get the Gallery to buy one but 
they wouldnʼt come at it.

JAMES GLEESON: We have since acquired one of her paintings and a number 
of her drawings, just to represent her in the collection. I think our discussion has 
been very useful and very informative.

GRACE CROWLEY: I have just spoken naturally. I hope I wonʼt get into trouble!

JAMES GLEESON: I am sure you wonʼt. If I could borrow all that information that 
you have so carefully got out and take it away to photocopy before returning it to 
you, that would help us enormously in building up our archives. It would take 
perhaps 6 or 8 weeks for me to get it done. Would you mind if we had it for that 
long?
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GRACE CROWLEY: No. I am glad to be of use.

JAMES GLEESON: It would be of enormous interest. It is an accumulation of 
material that will be of great value to anyone writing the history of Australian 
painting in the future. So thank you very much indeed.

GRACE CROWLEY: Yes. I have a lot of things. I am afraid I have missed a lot of 
opportunities. I was very anxious that we should understand Albert Gleizesʼ 
theories and the way he painted. Gleizes made a marvellous offer. He said in 
answer to Anneʼs pleading, ʻAll right. You write the lectures and send along these 
diagrams. I expect the Australian students to read what you have had to say and 
send their designs back to Moly-Sabota and I will criticiseʼ. That was a 
marvellous thing. But war broke out, and all communication between France and 
Australia ceased. In the beginning, a few came. I had some lectures, which 
Bruce Adams found. He was very interested and he took them along to Bernard 
Smith. Bernard Smith had photocopies taken of them and he sent me back the 
originals. I am beginning to wonder where they are. I had them in a bundle, and 
they probably got mixed up with the letters that I havenʼt got back. I have a few of 
those diagrams here. Anne at one time had sent me some lectures of a woman 
who had a very important arts position in Dublin University. Her name was Hone. 
She and her friend Mainy Gillett came over to Gleizes every year for lessons and 
she wrote these lectures of Gleizes, in English. I can read French to a certain 
extent—I can read Anneʼs French and other peopleʼs French quite easily; I donʼt 
have much trouble—but Gleizesʼ French is beyond me. If you have to take out 
the dictionary, it takes the edge off things, doesnʼt it? 

JAMES GLEESON: It does.

GRACE CROWLEY: So I have one page here of Mainyʼs lectures. I am hoping 
the rest are with the letters, because they are clear. Gleizes knew more about 
painting than anyone I know of, but he was certainly not the best teacher. Anne 
was the better teacher. 

JAMES GLEESON: Is that so?

GRACE CROWLEY: She had the art of making you understand in simple ways.

JAMES GLEESON: That is a great art.

GRACE CROWLEY: Julian had that art. What he had to teach you never forgot. I 
think teaching is a very rare gift. 

JAMES GLEESON: Of course it is.

GRACE CROWLEY: Andre LʼHote had it, but Ozenfant didnʼt have it.

JAMES GLEESON: And Gleizes was too difficult to understand?

GRACE CROWLEY: Who could be bothered listening to someone who only 
talked about himself?

JAMES GLEESON: I see.
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GRACE CROWLEY: That is the way I felt. He presented himself. Gleizes did not 
talk about himself, but he was so involved with God and spiritual things. I 
suppose thereʼs something missing in me, but I did not understand. I think I 
would understand now much better, towards the end of my life. But he declared 
that a man could not be a really good painter without religion—

JAMES GLEESON: If he had no spiritual—

GRACE CROWLEY: Without that spiritual part. I believe he was right, now.

JAMES GLEESON: There was a strong metaphysical element in his teaching.

GRACE CROWLEY: Yes, but I just didnʼt understand it. I wasnʼt ready for it.

JAMES GLEESON: No.

GRACE CROWLEY: There is something missing in me, I know.

JAMES GLEESON: Do you feel that now you would understand it much more 
than you did in those days?

GRACE CROWLEY: Yes, I would.

JAMES GLEESON: When you were in Sydney, when you came back, and you 
met the Hinders and Fizelle at the School, did you come across a Dr Eleonore 
Lange?

GRACE CROWLEY: Yes.

JAMES GLEESON: You knew her?

GRACE CROWLEY: Yes.

JAMES GLEESON: I remember attending a number of her lectures. It must have 
been in the late thirties or the forties. She spoke of a lot of very interesting 
theories—colour theories derived from Gerta. Also, she was very interested in the 
ʻsection dʼorʼ, the golden section. That was interesting a lot of artists at that time. 
Were you ever deeply involved in that?

GRACE CROWLEY: Andre LʼHote spoke of Dynamic Symmetry in the school. 
You had the opportunity of approaching him in a special way, but I didnʼt bother 
about that. I knew about it in a broad sense.

JAMES GLEESON: But it didnʼt become a basic ingredient in your—

GRACE CROWLEY: No, not like Hinder, for instance.

JAMES GLEESON: No. It was very fundamental in Hinderʼs—

GRACE CROWLEY: With the Hinders, yes.

JAMES GLEESON: And at one stage in Fizelle, I thought.

GRACE CROWLEY: Oh, yes. His work improved, I think, quite a lot after that.
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JAMES GLEESON: But Eleonore Lange never actually taught, did she? She just 
moved among the artists.

GRACE CROWLEY: I think so. She gave lectures. I didnʼt attend many. I think I 
must have attended one in No. 215 and another in her own studio. Could there 
have been another one in the New South Wales Gallery?

JAMES GLEESON: I believe there was. I think she gave a lecture on colour, 
based on Gerta ideas of colour at the Gallery. I think I attended that one.

GRACE CROWLEY: But she must have given more lectures than that?

JAMES GLEESON: Yes. She was well known as a lecturer at that time, and she 
was a sculptress, wasnʼt she?

GRACE CROWLEY: But she didnʼt seem to do much.

JAMES GLEESON: No, I saw only very few works, mainly of a religious 
category. Thank you very much again. I think that about covers it. If we have 
forgotten anything, I hope that we will be able to come back and ask you about it 
at some future time.

GRACE CROWLEY: You will certainly be very welcome, if I can be of any use.

JAMES GLEESON: Thank you very much.
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