CPS competition

August 2008

Digital City Projected Image
Competition

Our long-time judge Garry Raffaelle

was on hand to provide commentary on
this portfolio competition, having had
the pictures for some time before the
night. Garry was for many years at the
Canberra Times as a photo editor.

His commentary was in some respects
controversial, and there was some in-
terchange of ideas between judge and
some CPS members on the night.

Garry remarked, as one might expect
of someone previously in photojourna-
lism, that he liked photos to tell a story.
This was not a rigid requirement, but a
preference. Something else he looked
for in photos was beauty, and that was
present in the first set of photos shown
— but for him it was not a prime ele-
ment. Story mattered more. Technique,
he thought, was generally terrific in the
photos entered; too terrific in the case
of two of the portfolios. These, how-
ever, would be commented on later.

Various portfolios were described as
uneven in quality — where there might
be an outstanding photo or two, the
others ordinary, or a set of good photos
plus one or two weak examples. A set
of photos with either problem did not
work sufficiently well overall.

There were some asides — relevant

comments about photography, in rela-
tion to perceived deficiencies in some
of the portfolios on show. A School of
Art showing of a set of pictures requir-

ing special knowledge to interpret
them was an example of going in the
wrong direction.

Soon after we reached the first se-
ries he did not regard as legitimate
photographs. A set of darkly imaged
and melting pictures, a portrait series
with patterns added, he thought too
far removed from what he saw as
photography. One of the changes
digital imaging allows is to move
away from photography as a medium
in itself and make it a servant to an-
other medium. Obviously, for some
people this is an enlargement of pos-
sibilities — for Garry it is a move too
far, and no longer within the photo-
graphic universe. He commented on
the next portfolio that Photoshop use
on pictures did not take them outside
photography if what was done did
not undermine the integrity of the
photo. [Think of Roland Barthes and
“this was there”.]

Continued on p.4

Garry Raffaelle at the CPS
August competition




Vivid

“Vivid”, the national photography festival, has
started, and runs from 11 July to 12 October.
There are far too many exhibitions included
in this Canberra region event to list them all
here — but pamphlets are available with a
complete listing.

Here I'll simply indicate some of the exhibi-
tions at national institutions.

The National Library has “A Modern Vision:
Charles Bayliss, Photographer, 1850-1897”
showing from 11 July to 26 October. “the ex-
traordinary career of Charles Bayliss, one of
Australia’s greatest 19" century photogra-
phers, is examined in this comprehensive ex-
hibition. It features portraits, architecture,
spectacular panoramas and lasndscapes”.

The National Gallery has “Picture Paradise:
Asia-Pacific photography 1840s-1940s” from
10 July to 9 November. The NGAs “new and
unique Asia-Pacific photography collection
will be showcased for the first time...”".

The Australian War Memorial continues with
“Icon & Archive: photography & the World
Wars”, until 12 October. It draws on “the Me-
morial’s vast collection of First and Second
World War photographs. Explore the relation-
ship between photography, history and com-
memoration”.

The National Film & Sound Archive has
“Shooting Stars: Women from the Taussig
Collection” from 3 July to 30 November.
“From the alluring vamp to the endearing in-
nocent, a unique selection of superb film stills
of American and European actresses from
the 1920s and 30s”.

There are plenty of current photography
shows as well, including our own CPS “out of
the camera, on to the wall” at the Strathnairn
Gallery, which was held from 13 July to 31
August.

Among the others, Hilary Wardhaugh has
“Fathers, sons and fathers” at the MI6
Artspace, from 3-17 September. And there
are literally dozens more exhibitions during
this three month period.

Australian Photographic Society
Annual Convention

APSCON 2008 - Launceston
20-26 September.

Information: see
http://www.a-p-s.org.au/
thisyearsapscon.html or

e-mail apscon2008@a-p-s.org.au.

(or speak to Graeme Watson or Brian Rope
who are both attending).

National competition opportunities

Lots of national and international competition
opportunities :

See http://www.a-p-s.org.au/excalendar.html and
http://www.a-p-s.org.au/exhibitions.html and
http://www.a-p-s.org.au/links10.html.




Competition Person Total The Leader
A Grade Dave Bassett 172 Board at the
Steven Shaw 167.5 end of
Judy Parker 161.5 AUgUSt
Brian Jones 146
Brian Rope 127.5
Julie Garran 118
Rod Nazer 97.5
Ross Gould 94.5
Richard Marris 82
Russell Hunt 82
B Grade Tate Needham 111
Jill Crisp 51
Joccoaa Phillips 40
Eleanor Garran 38
Frances Turner 34
Russell Hunt 33
Paul Livingston 32

WANTED—A NEW NAME for “The Cassette”.
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Have some of your photographs received a 4 or 5 score from the judge in
the CPS monthly competition? If so, we'd like to reproduce a small version
of it in The Cassette.

Digital versions in jpg format can be emailed to the Editor at
rgou4576@bigpond.net.au.

Files should be no larger than the size for our projected images
competition—that is, 1024 x 768 pixels. Sizes down to half of that
(512 x 384) are sufficient for Cassette use.
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Continued from p.1

The second of the “too terrific” portfolios came
up shortly after. Here were portraits of older
returned service personnel, with war paintings
as backgrounds. There was mixed lighting and
mixed picture planes and both photographic
and non-photographic elements. Again, Garry
said, this is lying about “what was there” — and
going beyond merely a selection from “what
was there”. These pictures no longer had in-
tegrity as photos — or even as pictures, given
the odd mix of elements. They were similar to
cut and paste, of combination as falsification
(“fabricating”). These were neither painting nor
photography — instead there were very artifi-
cial effects.

[The pictures suggested to me — and this was
reinforced by comments from the floor defend-
ing them - that the picture maker had given up
on photography as a possible art medium, and
believed that art requires heavy manipulation
of photos. Agreed, there are different kinds of
art, but this type of combination doesn't be-
come art merely because of manipulation or
intention.]

After that, we were back to photographs that
didn’t show heavy reworking, and could be
evaluated by photographic criteria. As a final
general comment we can note Garry’s sug-
gestion that too many pictures don't leave
guestions — they’re simple statements with no
sense of a question. That makes them less ef-
fective.

Eventually, the commended portfolios were
reached, and the winner announced. This year
the prize went to Marlene Lux, with portfolios
by Brian Jones and Mario Sanguinetti as
highly commended.

RG




Photo series
by Mario Sanguinetti—

Brighton—study of light and
color

Highly commended in the
Digital City projected images
competition




Photo series
by Brian Jones—

Highly commended in the Digital City
projected images competition
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A Sports Photography Experience
Ross Gould

In late May | spent some days photographing at the

Australian Gymnastic Championships, and while
there saw a nice example of how a single photogra-
pher can take two pictures of the same thing simul-
taneously from two different positions.

It's all done by radio.

These days, you can radio control your Nikon or
Canon dSLR, so you can take photos remotely.
One of the newspaper photographers there had a
radio control on his second Canon body, which he
gaffer-taped to a stanchion near the uneven bars.
The camera, fitted with a moderately wide-angle
lens, would fire remotely when he took a photo from
a different position with his radio-enabled other
camera body. Hence, two photos — different angles
— at the same moment.

Of course, he probably did a series of photos of
the routine, so he’'d then have a choice of which
viewpoint gave the more interesting picture of par-
ticular moves. In sports photography, the “decisive
moment” still matters, and you watch for the action
moment that might give the strength and artistry
and shape that make a good picture. The angle of
view can make a huge difference in how effectively
this moment is presented in the photograph. Thus,
an experienced photographer, knowing the sport,
can place both cameras in positions that are more
likely to give a useful view.

Often, in gymnastics, a routine on any apparatus
will have some moments that look best from one
angle, others that look best from another. You can
see this in television coverage with multiple cam-
eras, when parts of the action are replayed from
various positions. Other sports also show this effect.
For the individual photographer, not part of a team,
radio control can help fill some of the gaps in the
ability to cover multiple viewpoints of the same ac-
tion.




The Body in Art — a cautionary tale
“Evil to him who evil thinks”

As our society now appears to be swinging

back towards repression and moralised worries
about representing the human body in pictures
— most notably in photography — | thought it
might be instructive to briefly look at some atti-
tudes of our Victorian ancestors in this regard,
given that Victorianism is still the paradigm for
prudery and moralistic shuddering.

The representation of bodies in painting and
sculpture was an ongoing issue through the mid
to late 19" century in Britain. There was a wid-
ening audience for art, and consequently for the
nude in art, due to ongoing social change and
the rise of the middle class, and an increased
access of working class people to artworks.

My guotes here are from a work of art history,
Dr Alison Smith’s The Victorian Nude: sexuality,
morality and art (Manchester University Press,
1996):

“The pleasure an uninitiated layman might de-
rive from the nude compared to that of the con-
noisseur was hardly identical... Familiarity with
the codes of high art enabled [the connoisseur]
to read the nude as pure form. When it came to
the general public, however, critics were relent-
less in perceiving an inability to see anything of
value in a painting beyond its subject”.

How little things have changed, given com-
ments we have recently seen on photographic
nudes. For many people, no treatment of the
subject can raise it above its mere subject mat-
ter, a subject matter seen by them in a particu-
lar sexualised way. Prudes and pornographers
have long had a common viewpoint, being able
to see dirt where it does not exist as well as
where it does — the prude hates dirt, the pornog-
rapher loves it, but both see it everywhere. And
the human body, for both, has only one mean-
ing and that a sexualised one.

For people in the Victorian era, one of the diffi-
culties in disapproving of the nude was that
Queen Victoria admired and collected art
nudes. There is a delightful story of Queen Vic-
toria’s visit to an art exhibition in 1853, where
one room had many nudes by William Mul-
ready. A Mr Cardwell, The President of the
Board of Trade, “did his utmost to save Queen

Victoria the embarrassment of viewing the
works” — however, as Mr Cole, who was
showing her around, remarked, she did
enter the room where the Mulready nudes
were on show, and “exclaimed ‘what fine
works!” and told me to fetch the Prince and
Princess to see them. Mr Cardwell of course
came, and had to submit to a long examina-
tion of these drawings, the Queen making
frequent exclamations of admiration.”

“Victoria’s appreciation of the nude was con-
sidered pure ... because she was seen to
possess a connoisseur’s eye. Critics were
more wary about the nude being shown to
the innocent and uneducated”. Not surpris-
ing, if the ‘innocent and uneducated’ would
one day become Prime Ministers, Leaders
of the Opposition, and State Premiers.

Ross Gould

William Mulready
Black and red chalk on paper
Academic Study of a Female Nude Seated on th

Ground1853




National Gallery of Victoria
St Kilda Road

291
Photographers in the circle
of Alfred Stieglitz
2 May — 28 September 2008
Photography Gallery , Level 1

Alfred Stieglitz (1864-1946) was a monumental
figure in the history of twentieth century photogra-
phy. In the opening decades of the century,
Stieglitz championed the cause of artistic photogra-
phy with the Photo-Secession group, and went on
to become an important and influential modernist
photographer.

From 1903 to 1917 Stieglitz was the editor of
Camera Work, a journal committed to promoting
the merits of photography and avant-garde
art. During this period he also opened the Little
Galleries of the Photo-Secession at 291 Fifth Ave-
nue, New York. Established in 1908, the gallery,
which became known simply as 291, was initially a
venue showing the work of photographers commit-
ted to the ideal of photography as a medium for
artistic expression.

This exhibition, drawn from the NGV collection,
brings together around 40 works by a number of
the photographers who exhibited at 291 and in-
cludes the work of photographers Alfred Stiegitz,
Edward Steichen, Gertrude Kasebier, Alvin Lang-
don Coburn, Adolphe De Meyer, Paul Haviland and
Paul Strand.

State Library of New South Wales

Home Truths
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STUDIO: Australian painters photographed

by R. lan Lloyd
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