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AST Tuesday, in front . |

| of the State ent
| House, students of the
| National Art. School X
‘ revived ‘a_.quaint,. |
| old-fi -
| the public demonstration. They were
not trying to save the whales or the =~
trees, or protesting against Am
'| imperialism; they were rui\dlgr for
| one thing only: to extricate their art
school from the deathly, bureaucratic |
bear-hug of TAFE. ~ .|

The current students are justly
proud of an art school Wl has
produced mm¥ of the leading Aus-
tralian artists of this century, 8 school
which has ¢lung to a solid program of
studio-based learning When so many
ather colleges have fost’ their way.
This was the only demonstration I've
ever seen in which students yelled
slogans such as “Save our tradition!"

It is sobering to think that the .
students are now the traditionalists,
while the administrators and bureau-
crats adopt radical stances and claim
the NAS is ent “an exciting new

hase". One shudders to e the S
ind of mind which™ could find " prin¢ing at a Cubist
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