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Vic O’Connor – a Social Realist in Changing Times 
 
 

By Joe Pascoe 
 
 
 

 
 
 
 
Later in life Vic O’Connor described himself as an autobiographical artisti . Many of the most 
interesting artists have lived the lives of their subjects and so it was with Vic. 
 
Born in working class Preston, just two weeks after the end of WWI, Vic O’Connor lived a full 91 
years. He experienced early promise as an artist and enjoyed an extensive exhibition practice 
throughout his lifeii. However, changing artistic fashions and a crossroads in his professional life 
as a lawyer, made the pathway difficult. Though, in rising to such challenges, Vic created an 
oeuvre impressive across its entire span.  
 
Vic O’Connor enjoyed painting and drawing and gathering people around himiii. A story teller in 
both words and paint, he produced many artworks of great sensitivity. Art was for him a way of 
connecting with his environment, thus he imbued his art with an emotive atmosphere that can be 
read as code for his emotional state and how he felt about his subjects. 
 
Mostly self-taught, his personalised use of the mediums he was using, cast the viewer as an 
engaged spectator. Even when the works were relatively private, in a sketchbook, they were 
always purposeful. His figurative approach bordered on the impressionistic, though nature was 
less of a muse to him than cityscapes.   
 
One could summarize Vic O’Connor’s approach to art making as combining a romantic use of 
materials and an intellectually considered idea of being an artist. Light would often be used 
metaphorically and the physicality of the art object itself would occupy a privileged space. This 
was art as ‘social art’, or ‘Social Realism’, as it came to be, as opposed to art for art’s s sake.  
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Art for art’s sake, which in the terms of the day could mean abstract art or conceptual art, was 
yet to fully arise in Australia. Social Realism tended to be figurative, with a focus on depicting the 
compassionate end of the great moral spectrum of the period. It could have a surreal quality too, 
with magical compositions giving the best works a talismanic quality. 
 
Thus throughout his career as an artist, Vic O’Connor had a wide following of collectors who, 
perhaps intuitively, grasped this aesthetic conundrum without being able to exactly define the 
‘why’. His was a nuanced situation, with a genuine attempt to honour the central concept of 
Social Realism. 
 
Fellow artists and friends of the 1940s Social Realist group, Noel Counhian and Yosl Bergner 
amongst others, framed their socialist and communist philosophies as a form of Utopia, open to 
workers everywhere. Vic blended the world of the arts with such thoughts in effortlessly written 
articlesiv and letters.  Art historian Bernard Smithv was the recipient of such correspondence and 
reciprocated in his scholarly texts, acknowledging Vic’s talent and relevancevi.  
 
This art of the people lent itself to a wide range of topics. Children playing in the streets, 
squashed terrace houses, interiors of pubs and earthy portraits of vendors echoed real life issues 
of public health, low wages, women as second-class citizens and dangerous jobs.  
 
Vic O’Connor made a significant contribution to Australian art history on at least three levels.  
 
The first contribution was his depiction of the human figure in terms of the pre and post WWII 
period as both alone and as part of a group – in acknowledgement of the conflicting notions of 
nihilism and compassion that arose at that time. City Study of 1938 (Illustrated) is a prescient 
example and one that laid the basis for his particular approach to Social Realism.  
 
 

 
 

 
Vic O’Connor City Study Ink and wash 1938 

 
 
Second was his inclusion of urban imagery as part of the trajectory of the development of 
Australian landscape as a genre. A painting such as Flinders Street Extension (Illustrated) shows 
how Vic could find parallels for natural beauty in the construction of a railway bridge and to 
render them as neo tree forms, without being overtly organic. Perhaps the intention was to show 
how the fruits of the working class had beauty. It was an interesting trajectory for a Social Realist 
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painter, away from the obvious factory floor in favour of urban scenes. It was a strong theme in 
Vic’s art with numerous outstanding pencil sketches, in particular, of dockyards and looming 
industrial forms floating in the evening’s light, often by a river.  
 
 

 
 
 

Vic O’Connor Flinders Street Extension Oil on Canvas 1950s 
 
 
And thirdly, for Vic the exploration of emotionally charged pictorial spaces became a yearning to 
create a contemplative art, which borrowed from both the Eastvii as well as West, in that subtly 
Asiatic way that is present in some Australian art from the colonial period on. The painting Long 
Island (Illustrated) of 1982 depicts the beach at Frankston. It has an easy charm, modelled via 
intense brushstrokes, in a classically composed left to right composition. It has within it a yin and 
yang push and pull of its main pictorial elements, allowing the viewer to meditate on the scene 
and to rest within it as if on an emotional couch – whilst almost walking on the sand! 
 
 
 

 
 

 
Vic O’Connor Long Island Oil on Canvas 1982 
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To place Vic O’Connor in the zeitgeist of his early peers, it is useful to consider the pictorial hang 
of the Joseph Brown collection at the National Gallery of Victoriaviii. Vic O’Connor’s Flight is above 
a Noel Counihan painting and adjacent to land and sea scapes by Arthur Boyd and John Perceval. 
Just a step further along are two smaller paintings double–hung, an early Ian Fairweather Girl and 
a Danila Vassilief from 1934. Two very fine paintings by Yosl Bergner bring an ethereal light to the 
hang. On the return wall to this arrangement is a Sidney Nolan from the 1950s, which carries 
some of the abstract geometry of his Dimboola series of the 1940s. 
 
It is an interesting hang, which broadens the common conception of Social Realism as being the 
dogged depiction of the mundane. Flightix shows a group of semi anonymous people, bunched 
together, cloudlike, blue in tone. The painting was created as a frontispiece for Herz Bergner’s 
novel Between Sky and Sea. As the gallery label reads Flight...evocatively captured the momentous 
struggle and journey of Europe’s disposed Jewish people.  
 
 

 
 

 
Vic O’Connor The Flight Oil on Canvas 1944 

Joseph Brown Collection, National Gallery of Victoria 
 
 
The artist depicts the group as facing the viewer, people of different ages and gender, generally 
wrapped in coats against the cold. They appear to push forward, like a wave of passengers 
exiting a train. By 1944, when the painting was created, knowledge of the vast European tragedy 
was unfolding, thus this one artwork represents so much. 
 
It also demonstrates Vic’s skill in painting from the imagination, as Flight depicts a refugee scene 
he himself would not have directly experienced. Thus it is part of the purpose of this essay to 
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broaden the scope of role of the common, over-simplification of Social Realism and to consider 
where Vic O’Connor took it. 
 
Themes that are alive in his work, in addition to Social Realism, include people, atmospheres, 
storms, water, Sydney and the area around Dromana, where Vic lived from 1982 to just before his 
death in 2010. Other sinews that lie within these groupings are literature (e.g. Dolphin 
Publicationsx), religion and ‘overseas’.  
 
More prosaic but equally ripe for consideration are material themes such as fruit and vegetable 
markets, courtroom scenes, coffee  shops, flower studies and boats. You won’t find cars, 
factories or too many of the usual symbols of modernity. 
 
One could, and should, also consider the three main media in use by Vic O’Connor, which may be 
understood as oft times being pencil for scenes, prints for figures and paint for dreams.  And as a 
Social Realist in changing, times his seven decades as an artist saw all his abilities come to fruition.  
 
 
Early life 
 
 
Vic O’Connor was born the fourth child of five on 21 December 1918 to Ada (nee Clear) and Bertie. 
The family was poor at times, with his father at times unable to find work. His enterprising 
mother took to making slippers behind the house, which were then sold at a stall at Queen 
Victoria Market with the aid of twelve year-old Vic. This enterprise was crushed by the arrival of 
the Great Depression in 1931 which saw one in three men in Australia unable to find work. 
 
Young Vic was sent to Mildura in northern Victoria and after a short period of schooling, returned 
to Melbourne and re-joined the family at Mt Evelyn, where it is saidxi that he took up art making 
and was reading voraciouslyxii. During this period he attended Lilydale High School. The family 
grew vegetables and kept a cow for milk – perhaps not so unusual for those days.  
 
 He attended Melbourne High School and gained his Leaving Certificate. Then came a period 
where he worked as an articled clerk in his brother Alf’s legal office and attended law school in 
the evenings, qualifying as a solicitor in 1941. Vic later had his own office on Sydney Road, 
Brunswick. 
 
Whilst studying law Vic regularly visited the art reading room at the State Library of Victoria, a 
treasure trove of art books and like-minded people. To further his knowledge of art he enrolled in 
classes at the George Bell School, leaving after a clash with Bell over communism. His tuition was 
completed in robust debates in the hotels such as the Swanston Family Hotel on Swanston 
Street, where the discussion centred on the possibilities of a new world order. 
 
In 1941 Vic won joint first prize of 50 pounds with artist Donald Friend, at the Contemporary Art 
Prize exhibition held at the Hotel Australia. This early success would have brought him to notice 
in Melbourne’s relatively small art scene. It is from about this time that Vic becomes firm friends 
with Noel Counihanxiii. 
 
We have then, a sensitive young man with a keen intellect who somehow was an exceptionally, 
naturally talented artist, as his childhood pencil drawings showxiv. The few small early drawings 
that survive share some characteristics with his later work as an acknowledged artist – a fine 
touch, natural draughtsmanship, a balance between the depicting of details and general aspects, 
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and most importantly, the desire to imply emotion. In short they have ‘atmosphere’. Just as a 
string of words can convey meaning, Vic O’Connor’s brushstrokes always had a sense of purpose. 
 
One of his earliest known paintings is his portrait of Ailsa Donaldsonxv of 1939, an artist whom he 
had met at George Bell’s art school in 1939. The painting is a homage to his future wife and is 
painted in Art Deco manner as a muse. Ailsa Donaldson was an outstanding artist whose bas-
relief wall pieces often possess a lyrical charm that belies her own intense commitment to 
international socialism.  Vic and Ailsa had two children, Sean and Megan, though the marriage 
ended in 1960s. Vic O’Connor then married Vera in 1968, with whom he had had a daughter Sue.  
 
 

 
 
 

Vic O’Connor Portrait of Ailsa Donaldson 1939 
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Social Realist 

 
 

 
 
 
 
 
Vic O’Connor was, with Noel Counihanxvi and Yosl Bergnerxvii recognised as a Social Realists from 
about 1943xviii. To further understand this art history term it is useful to contextualise it within 
other art movements of the time. And it is useful to appreciate that the idea of art movements 
was in itself a valued (printed) intellectual tool, in that period of diverse aesthetic development in 
Australia. 
 
While we may never fully de-code the painterly ‘dialogue’ between these three, their place in 
Australian art history was set in printed words of art historian Bernard Smith, who described Vic 
O’Connor as an artist who was painting in a worthwhile international context. He notes that 
O’Connor was largely self-taught and sets him up as a purposeful painter of great dedication. 
These observations, though true, may have acted to pigeon hole O’Connor in the public’s mind, 
then and nowxix. 
 
Bernard Smith observed that Vic O’Connor was making major steps to free Australian art of the 
long shadow of the landscape school, and was painting subject matter that had a realistic 
relationship to the world, a world which had experienced two world wars and the huge 
displacement of millions of people across Europe – just like his young artist friend Yosl Bergner, 
who was in turn hosted In Melbourne by the eminent art dealer Joseph Brown. 
 
There is also a subtle but important distinction made by Bernard Smith of the difference between 
the artistic aims of some of the artists associated with the Heide group such as Sidney Nolanxx. 
The pantheon of modern Australian artists was being ‘constructed’ in the 1950s, with artists such 
as Sidney Nolan and Arthur Boydxxi emerging as painterly visionaries, vis a vis The Angry 
Penguinsxxii and Smith’s Antipodeansxxiii, with their focus on the significance of the image in art, as 
distinct from the oncoming ‘threat’ of abstractionxxiv.  
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Social Realist was a reasonable tag and it was one that Counhian, O’Connor, Bergner and others, 
such as Mary Hammond, were prepared to exhibit under. Its power as a term was given added 
gravitas by the machinations within the Contemporary Art Society, led at times by the art patron 
John Reed, which had appropriated the term from its initial nest in the rhetoric of the communist 
party.  
 
 

 
 
 

Vic O’Connor Edge of the City Oil on Canvas 1943 
 
 
There was a useful disharmony between one ‘group’ and another, with the Social Realists 
viewing the Heide grouping of Sidney Nolan, and by extension, Arthur Boyd, as given to 
mythologising Australia’s identity. Strange to consider now, but both ‘groups’ where concerned 
with exploring the idea of morality – a net cast wide by the awful magnitude of the evil events of 
WWII. 
 
Another doorway into the thematic concerns of Social Realism was Surrealism. Surrealism, with 
its predilection for Left-wing politics, was an aesthetic style that had some attraction to Vic 
O’Connor, given the occasional 1940s artwork he executed in a Surrealist mode such as The Edge 
of the City (Illustrated). Thus an intoxicating set of artistic possibilities was opening up for many 
young Australia artists, gaining a slightly delayed understanding of the latest from Europe. 
 
Mary Hammond, who arrived in Melbourne from Perth in about 1950, remembers the times 
wellxxv and as a close friend of Vic O’Connor recalls his intellect and capacity to talk. She recallsxxvi 
his well-dressed manner, sporting a jacket and trousers into his later years – never the bohemian. 
The image that emerges is of a serious artist who assumed that all serious art needed a purpose. 
Writing to Mary Hammond, much later in life, Vic O’Connor demonstrated a need to connect to 
her as an intellectual as well as a form of musexxvii. 
 
In so explicitly wording his needs, in such correspondence, one sees a need for an audience that 
is both intelligent and emotionally connected to meaningful subject matter. Thus it is interesting 
to compare Vic O’Connor’s later letters to his earlier letters written to Bernard Smith - the 
delicacy of his mature language differing from the strident tone of his written words as a young 
man. A common denominator in the correspondence is a mastery of language.  
 
During the 1980s, Mary Hammond and Vic O’Connor would sketch the Melbourne skyline from a 
high vantage point on the Kew Boulevard. His drawings from the 1980s have a pleasing 
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rectangular shape, as though he was seeking to heroicise the horizon line, with the blocks of the 
city buildings forming a design in the distance, whilst the foreground was quickly and loosely 
composed with natural grasses and an infill of gum trees. They are often systematic works, 
carefully signed and dated by the artists for posterity. 
 
 

 
 

 
 

 
Vic O’Connor Melbourne Pencil c.1980 

 
 
Back in the 1940s and 1950s, Vic had participated in over 20 exhibitionsxxviii, including the 
democratic Herald Outdoor Art Show and the new Australian Galleries. Many reviews and copies 
of exhibition catalogues have survived, including a handsome brochure from the Victorian Artists’ 
Society of 1955. Forty-four paintings are listed, ranging in price from five guineas to 60 guineas.  
Titles included references to Flinders Street, Altona, North Melbourne and interestingly, The 
Flight, now in the Joseph Brown Collection at the National Gallery of Victoria, is listed too. This 
exhibition seems to have acted as survey with some key works included as not-for-sale and from 
earlier times. 
 
Some paintings were listed as sketches, indicating that sometime Vic would develop an image 
through a series of drawings, small painted sketches and fully worked compositions. His dexterity 
with materials and capacity with compositions meant his approach to draughtsmanship could be 
quite formal or radically open. Artworks such as the After the Storm, Altona (Illustrated) were 
part of an extended series within his oeuvre, refined over a ten year period. This particular theme 
– Altona storms - compares admirably with Arthur Boyd’s similarly dated Wimmera landscapes, 
for example, though is offering the viewer a tougher, more modernist composition. 
 
Morality became the key theme for much Australian art of this period. It was impossible to 
consider art making without a humanist paradigm. In retrospect, we can see it even in seemingly 
obscure landscapes, where the choice of subject matter could be read as metaphor – an element 
of Australian art that had been inescapably present since, and before, white man’s arrival. 
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Fall from grace 
 
 

 
 
 

Vic O’Connor After the storm, Altona 1964 
 
In 1964 a turning point occurred in Vic O’Connor’s life when the Criminal Court of Victoria 

sentenced him to 5 years jail for theftxxix. He was found to have embezzledxxx over 7,000 pounds 

of money kept in a solicitor’s trust account for an Aboriginal man who had lost both his legs in an 

industrial accident in Morwell. The media of the day thus had a hook for its artist-lawyer story and 

down went Vic to serve about two and a half years.  This event caused great shame for Vic 

O’Connor and cost him dearly. In jail he took to gardening and seems, unfortunately, not to have 

created any jail-based art.  

Apart from the jail term, Vic O’Connor lost his accreditation to practice law. What was left of this 
‘Social Realist, whose philosophy was to depict society’s marginalised? The moral basis of his 
artistic practice was shredded by these events as was his failing marriage to Ailsa Donaldson, a 
beautiful, lyrical sculptor and committed communist.  
 
This was a time of increased recognition of Aboriginal rights, and when Aborigines were finally 
given the right to vote, via the 1967 referendum. In the arts Arthur Boyd’s Bride series of 1958xxxi 
had been a powerful wake up call to white society, thus Vic had offended on moral as well as 
legal grounds. In his defence, Eric Westbrookxxxii stated that Vic was more of an artist than a 
lawyer by temperament. In hindsight it is too easy to see the compounded problem as a very 
unfortunate coincidence. However, it was not an adolescent misdemeanour but the actions of an 
artist in his early forties, on the brink of possibly a great career. 
 
And the Aboriginal man? He was to die in 1979 aged 51 and is buried in Framlingham Cemetery. 
  
What good could come of this situation? 
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Renaissance 

 
 
There is a break in Vic’s exhibition activities from 1965 to 1968, and then an exhibition at 

Australian Galleries in 1969 with additional showings at the Joseph Brown Gallery. In 1971 Vic 

exhibited at the Cremorne Galleryxxxiii in Sydney, near where he and Vera, whom he had married in 

1968, had gone to live.  

In retrospect, it is obvious Vic never loses his belief in himself as an artist. Nor apparently does he 

become reclusive. However the times were changing. 

Vic was now in his fifties and the Australian art world was flourishing, stimulated by changes here 

and abroad. The Australia Council for the Arts was formally established by the Whitlam 

government. New art schools, including the Victorian College of the Arts in Melbourne, were 

being established. Exciting new commercial galleries were showing a generation of young artists, 

many of whom had had their first major showing in The Field exhibition of 1968 held at the 

National Gallery of Victoriaxxxiv. 

Sydney in turn opened up a whole new vista for Vic O’Connor to draw and paint. His harbour 

scenes bob with boats and yawing cranes. The pencil sketch Sydney Harbour from Lavender Bay 

shows Vic’s capacity to create novel compositions, even when faced with the most well-known of 

subjects. The top of the bridge is cropped and a diagonal of small boats running in from the lower 

left corner builds perspective. The actual mark making is both fresh and controlled. 

 

 

  

Vic O’Connor Sydney Harbour from Lavender Bay Pencil c.1963 

 

With impressive resilience, Vic would load up his Valiant car for the 13 hour drive down the thin 

Hume Highway from Neutral Bay, Sydney, arriving late to stay at his friend’s house in Hawthorn, 

Melbourne. In addition to the support of Joseph Brown, in 1972 Joseph Burke, Professor of Fine 

Art, Melbourne University, provided a short but generous statement for an exhibition of Vic’s 

watercolours at Powell Street Galleryxxxv. Burke focussed on the qualities of Vic’s artwork, 

emphasising their inherent feeling of compassion and his sensitivities as an artist. He does not 

reference the Social Realists but rather, writes sweetly of Vic deriving inspiration from 

architecture and childhood.  
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He and Vera travelled overseas during 1973 and 1974, taking in England, Scotland, France, Holland 

and Greece, visiting Yosl Bergner in Israel en route back to Australia, Noel and Pat Counihan 

visited the O’Connor’s in Polperro, Cornwall, where Vic had set up a studio. One might surmise 

that Vic found immediate commercial success in his first few exhibitions in the 1970s to fund such 

a trip.  

On their return to Australia Vic exhibited 58 artworks in an exhibition entitled Overseas, at the 

Masters Gallery, Bourke Street, Melbourne. The catalogue carries a handsome quote from Patrick 

McCaughey, then an art critic for The Age, noting that  His feelings for people and places is 

absorbed into an art where the pith of observation resists sentiment without passing up on 

sympathyxxxvi. Joseph Bourke is also re-quoted from the Powell Street Gallery, along with a quote 

from Alan McCulloch, indicating that there was considerable support for Vic and an appreciation 

of his art. 

The catalogue for the Master’s Gallery lists the artworks under several headings; studies for a 

series of New Arrivals, studies for the estuary Maldon England, studies from Athens, studies of 

London, studies of Paris and included some Sydney based work. This exhibition was a form of 

reverse post-colonialism in that it can be seen as an Australian artist utilising his home-grown 

skills to re-interpret European subject matter. Further, within the oeuvre of Vic O’Connor, it 

represented the silhouette of his darker, Social Realist period of some decades earlier. 

Now the paintings were in a higher key and a more distant horizon line was used. There was still 

the love of working class, ordinary people, as the Greek café scenes indicate. These were very 

fine artworks, though at some remove from the international, New York inspired contemporary 

art that was being created at exactly the same time in studios in Melbourne. Nor was it art of the 

sensibility of Vic’s peers, such as John Perceval, who was undergoing his own renaissance, 

following his release from a long stay in hospital. And, they just happened to be beautiful, almost 

heroic artworks, reflecting what we may assume Vic was feeling, based as he was in Polperro, on 

the inspirational and rugged southern Cornish coast. 

 

 

 

Vic O’Connor Thames barges at low tide, Maldon, England Oil on Canvas 1974 
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In 1980 Ailsa, Vic’s first wife, died. In 1982 Vic and Vera moved back to Victoria and purchased a 

house on a large block at Dromanaxxxvii near Port Philip Bay. Vic was now in his sixties though had 

over 25 years of artmaking ahead of him. In 1980 Vic O’Connor reprinted an iconic print of 1949 

Pumpkin Seller (Illustrated) as part of an editioned set published by Port Jackson Pressxxxviii, 

releasing it with a new date 1949-1980. It is not unusual for senior artists to revisit their oeuvre, as 

this signature Social Realist image shows. Market images were a loved theme for Vic. 

 

 

 

Vic O’Connor The Pumpkin Seller Linocut 1949-1980 

 

 

 

 

 

 

Vic O’Connor The Watcher, the Storm Linocut 1980 

 

The Watcher, the Storm, also of 1980, is drenched with emotion and has a personal quality. It 

seems to combine an internal symbolism with a deliciously rich technique, making it quite 

distinctive even when considered in the broadest company of Australian art. Printmaking was 

very strong in Melbourne, due to the advocacy of artists like Tate Adamsxxxix and the genius of 

George Baldessinxl.  
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At first glance the heavily worked shadows are almost unbearable, however, in a print such as 

The Watcher, the Storm, perhaps one is viewing a visual metaphor that chimes in with the artist’s 

own life. An apocalyptic scene, it still infers the survival of the main figure. 

The path Vic O’Connor’s life took was a two part one. In this second half of his life he created 

many outstanding artworks, for which the term masterly would be appropriate. He continued to 

paint from life, often working up paintings from oil sketches. His pencil drawing are still bright 

and surprise with quick decisions.  

For a while in the 1980s he even established a studio in Fitzroy, giving rise to paintings like Smith 

Street Girls (illustrated). He made painting trips to such warm destinations as Mauritius, Vanuatu 

and Western Australia, each time bringing home fresh new artworks, almost naive in their joyful 

appreciation of local light and activities. A type of documentary feeling pervades these works as 

Vic overlaid his knowledge and compositional habits on the idyllic scenes – a faint feeling of his 

Social Realist origins shimmers through. 

During the 1990s Vic exhibited regularly with Bridget McDonnell Gallery, thus staying connected 
with Carlton’s intelligentsia. Vic continued to paint until about 2005, when he ceased due to ill 
health. He left his home of rugs, furniture and a wonderful garden for Sumner House, Fitzroy, 
where he died on 8 September 2010, not all that far from Queen Victoria Market and Preston.  
 
Perhaps feted not to re-enter the Australian art canon in the same way as he had entered it, Vic 

never the less has left us with a fascinating body of artworks. He was, in the end, a Social Realist 

for whom the times had changed.   

In the final analysis, one must like an artist’s work to curate an exhibition, and accept it - and he - 
on the basis of what one sees in the art. Talk of greatness can be merely the caprice of those who 
would seek to place another artist into the pantheon. Vic O’Connor made a very significant 
contribution to Australian art and the walls of our public galleries would be much enriched by the 
inclusion of more of his artworks from different periods. He was, after all, one of us. 
 

Joe Pascoe 
 
 

 
 
 

Vic O’Connor Smith Street Girls Oil on Board 1989 
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Notes 
 
In memory of Alexander McKinnon of Framlingham 1928 – 1979 
Photography by Screaming Pixels 
© Joe Pascoe 2016 
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http://insect.org.au/vic-oconnor/
http://trove.nla.gov.au/people/633923?c=people
https://en.wikipedia.org/wiki/Noel_Counihan
https://en.wikipedia.org/wiki/Yosl_Bergner
https://en.wikipedia.org/wiki/Sidney_Nolan
https://en.wikipedia.org/wiki/Arthur_Boyd
https://en.wikipedia.org/wiki/Angry_Penguins
https://en.wikipedia.org/wiki/Antipodeans
http://insect.org.au/vic-oconnor/
http://trove.nla.gov.au/ndp/del/article/131758125
https://en.wikipedia.org/wiki/Arthur_Boyd
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xxxiii Some of the artworks listed in the Cremorne Gallery catalogue were dated 1965, which does not seem to 
align with the events of the artist’s life.  
xxxiv Wilson, Natalie, Tackling the Field Art Gallery of New South Wales catalogue 2009  
xxxv Burke, Joseph Vic O’Connor 30 Years of Watercolours and Drawings, Powell Street Gallery, South Yarra 
1972 
xxxvi McCaughey, Patrick, notes for Vic O’Connor Overseas Masters Gallery catalogue, Melbourne 1974 
xxxviixxxvii 3 Stewart Street, Dromana, Victoria.  
xxxviii In 1980 Port Jackson Press published A Folio of Linocuts by V. G. O’Connor. This set included Pumpkin 
Seller, Going Home 1, Going Home 2, Winter Sunshine, The Park all in an edition of 75. 
xxxix Tate Adams, Wikipedia; https://en.wikipedia.org/wiki/Tate_Adams (29/1/2016) 
xl George Baldessin; http://www.australiangalleries.com.au/artists/9-artists/76-georgebaldessin (29/1/201 
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