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October CPS competition
"Around the Bend" and "Open"

Our judge for October was Fiona Hooton
of the National Library of Australia, Man-
ager of the "Picture Australia” project and
archive of that worthy institution. She told
us a little about "Picture Australia”, encour-
aged members to be involved in it, and
gave us some of her own background as a
practising artist and arts worker. She also
declared her liking for mixed media works.

She also said her judging would be more
aesthetic than technical. Her approach was
interactive - often asking for comments
from photographers on their pictures and
how they were made, after she'd talked
about them.

She particularly liked one abstract picture
in monochrome because it was abstract, in
addition to its particular qualities. A silhou-
ette photo was liked, and others that were
examples of expressive portraiture.

Picture of the night went to Brian Rope for
a Photoshop-created "altered reality" pic-
ture of a landscape, where both perspec-
tive and form were shifted into a new pat-
tern. Brian helpfully provided some infor-
mation on how this was done.

Altogether a very enjoyable and interesting
night, with the interactive process done
very well. Fiona Hooton's different perspec- Photo by Steven Shaw
tive was educational and thought-

provoking, whether or not one shared her

approach.
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Reflecting calligraphy, by Judy
Parker

Photographers’ Rights

The best summary of "photographers’ rights"
for Australia, with some State-by-State notes,
and information on various other countries, is
still the website run by Andrew Nemeth, called
4020 NSW Photo Rights. It covers a lot more
than specifically NSW legal issues regarding
photography.

So if you have worries about your right to do
street photography, whether police can confis-
cate your camera or order photos deleted,
whether you can be part of the great tradition
of beach photography, or when copyright is-
sues do and do not apply, under Australian law
- it's all here, with plenty of references, other
web sites linked, etc.

You'll find it at:
http://www.4020.net/words/photorights.php




Competition Person Total The Leader
A Grade Steven Shaw 226.5 Board at the
Judy Parker 219.5 end of
Dave Bassett 212 October
Brian Jones 204
Julie Garran 195
Brian Rope 189.5
Ross Gould 131.5
Rod Nazer 124.5
Russell Hunt 120
Richard Marris 94
B Grade Tate Needham 156
Alan Pendergast 61.5
Jill Crisp 55
Frances Turner 51
Joccoaa Phillips 40
Eleanor Garran 38
Phil McFadden 36

STILL WANTED—A NEW NAME for “The Cassette”.

CPS members are invited to suggest a new title for this journal, as a feeling has
developed that the film-based title currently used might be in need of modernising.
Suggestions welcome—please send to the Editor, Ross Gould, at
rgoud4576@bigpond.net.au

The suggestions will be run past the CPS Committee, and then a list provided to
members, to express their preferences and views.
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Photographs Wanted for Reproduction
in The Cassette

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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Still and video—some thoughts

The judge at our last competition, Fiona Hooton
of the National Library, during her commentary
asked whether one of the entrants was inter-
ested in video as well as still photography; and
the answer being in the negative, passed on,
though with what | thought was a degree of sur-
prise and disappointment. It has become fash-
ionable in our age of multimedia to do both,
whether singly or more usually together - this is
an example of "breaking down the barriers" - as
if things previously held to be different were in
fact merely waiting and longing to be united, arti-
ficially held apart by so many Berlin Walls
erected by the old fogey brigade.

But | think there's more to it than that, and some
of the old separations reflect real differences in
how we perceive the world and how we reflect on
it pictorially.

Those who engage in stills and video together
are exploring interactions between different me-
dia; that some of us choose to work within a me-
dium, exploring the possibilities of that medium,
should be neither surprising nor seen as unhelp-
fully limiting.

A recent note in the British Journal of Photogra-
phy was precisely on the matter of still versus
video, no doubt encouraged to comment by the
newly arriving still cameras that also allow high
definition video, the Nikon D90 and Canon 5D
mkll. These are thought to be the beginning of a
"new wave", that reflects the increasing news
practice of video on the web, instead of still pho-
tographs, and wedding recording where both
stills and video are done.

To quote the BJP item:

'It is a fashionable fallacy that the video era has
rendered the still news photograph obsolete,’'
wrote Harold Evans in 1997, in a new introduc-
tion to his 1978 classic Pictures on a Page. More
than a decade later, with the advent of the Red
camera and a new generation of HD video-
enabled DSLRs, that fallacy endures.

Certainly, it's easier than ever before to capture
and edit moving images, and the internet allows
it to be distributed more widely, and cheaply,
than ever before. For some photographers - The
Guardian's Sean Smith, for example - this has

created new means and opportunities to get their
stories across, and they are to be commended
for their open-mindedness. After all, there's no
point in sticking blindly to one format if another
approach could be more effective.

But | believe stills will endure, just as they did
with the arrival of video because, as Evans also
pointed out, they have a singular and lasting ef-
fect on viewers. 'Anyone who can replay moving
images in his mind has a very rare faculty,' he
wrote. 'The moving image may make an emo-
tional impact, but its impact and shape cannot
easily be recalled.’

An effective photograph distils a moment, deci-
sive or not, allowing viewers to step back from
the melee and process a scene. And that will be-
come more important as our news culture
speeds up into the audiovisual equivalent of fast
food. We need to hold onto anything that can
help us think and contemplate more deeply - in-
stead of just more quickly.

Diane Smyth, Deputy editor BJP.

It's not a new discussion. John Kobal, in his 1980
book The Art of the Great Hollywood Portrait
Photographers, remarks, of the final scene of
Greta Garbo's Queen Christina:

Like a figurehead she stands at the bow of the
ship that will carry her away from her homeland,
alone. The lover for whom she abdicated the
throne has been killed in a senseless duel. The
old galleon plows through the waves, and the
expression on her face as she gazes out and
beyond, silent and immobile, is haunting. For
years film historians debated what must have
been going on in Garbo's mind to produce such
a profoundly felt expression. Finally the director,
Rouben Mamoulian, revealed his secret: "l told
her to empty her mind of everything and to look
without blinking, to make her face a blank parch-
ment on which everybody who saw it could write
what they felt. This was Garbo's achievement'
What Mamoulian had done was to film Garbo
posing exactly as she would for a still portrait. As
the camera moves toward her, crossing the
space that separates long shot from close-up,




she looks straight ahead. The only move-
ment is her hair and cloak being blown
by a sea breeze. Her eyes—fathomless, un-
blinking—gaze steadily into the camera,
which comes to rest a few feet before her in
a tight close shot. Every aspect of Garbo's
countenance is exposed to our scrutiny...
Nothing moves on the screen.

And he quotes Louise Brooks, another icon
of the silent era, who was also a notable
commentator on film:

Louise Brooks said, "When you think of it,
what people remember of those stars is not
from films, but one essential photograph:
Dietrich— heavy-lidded, sucked-in cheeks /
Keaton—sad little boy / Crawford— staring
self-admiration / Gable—smiling, darling. And
when | think of Garbo | do not see her mov-
ing in any particular film. | see her staring
mysteriously into the camera. No matter how
many times I've seen her in films, that is how
| always see her. She is a still picture—
unchangeable'

Video after all gives us the flow of life, as
time's arrow flies onwards. The still picture
gives us the contemplative image, the medi-
tatable view - stillness stolen from the flow of
time, the river always the same despite
changing, the eternally suspended moment
that has long been seen as the form of art, as
in Keats' "Ode on a Grecian Urn".

Ross Gould

October 2008 Competition results

Competition |Person Total

A Grade Brian Rope 35
Brian Jones 33
Steven Shaw 27
Julie Garran 27
Marion Millikan 25
Ross Gould 25
Judy Parker 24
Dave Bassett 22
Russell Hunt 20
lan Copland 17
Rod Nazer 16
Richard Marris 12
Margaret Leggoe 9

B Grade Tate Needham 22
Phil McFadden 21
Alan Pendergast 19
Jill Crisp 4

Liverpool Street Waving, by Brian Rope
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Photo by Steven Shaw
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Girl and dog, by Brian Jones
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National Gallery of Victoria _
lan Potter Centre (Federation Square) J5X Al

No standing only dancing

Photographs by Rennie Ellis
31 October 08 — 22 February 09
Galleries 15 & 16, Level 3
Admission free

Photographer Rennie Ellis was renowned for his candid docu-
mentary images of contemporary Australian life. He was
best known for his photographs of social events, such as mu-
sic festivals, fashion parades or nightclubs. But his oeuvre
also encompassed the grittier side of life.

During his career he photographed life on the streets, some-
times showing the darker aspects of society such as his
Kings Cross series. Ultimately, Ellis’ vision of the world was
celebratory; his photographs in this exhibition document the

. . . . Rennie Ellis
rlc:ggzsoand diversity of contemporary life from the 1970s Australia 1940-2003
an S: Hippie, Kings Cross (1970-71)

from theKings Cross series 1971
Please be advised that some artwork in this exhibition con- | gelatin silver photograph

tains graphic material that may not be suitable for all audi- |25.7 X 17.3 cm

ences. National Gallery of Victoria, Mel-
bourne

Purchased, 2005

© Rennie Ellis Photographic Ar-
chive

CPS Editor’'s Note:

An informative article fromThe Age newspaper, published the year after Ellis’s daatayail-
able online at:
www.theage.com.au/news/Arts/Redefining-Rennie/2004/12/11/1102625580170.html

State Library of New South Wales

Home Truths

Home Truths
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