


DIRECTOR’S
REPORT

These are curious and exciting times as CCP
prepares to launch wonderful new galleries at
404 George Street Fitzroy. Curious and exciting
times also for photography as the challenge of the
digital world rocks the core of what has been a
relatively stable industry for over one hundred years.
Against this rapidly changing technical and artistic
landscape, the new CCP will provide a haven for
photography — in its many and divergent forms

— for audiences, students and practitioners when we
reopen in 2005.

| am delighted to acknowledge the generous and
public-spirited supporters listed on page 6, who have
made valued financial donations towards the new
CCP. We have not yet reached our target and would
be pleased to hear from you if you are considering
making a tax-deductible donation. The fundraising
proposal is available at www.ccp.org.au or by call-
ing me at our temporary offices, courtesy of the
Australian Centre, on (03) 8344 904b.

In other news, CCP completed our long awaited
annual assessment of exhibition proposals for the
2005 program, this year undertaken by CCP with
a panel of experts: Janina Green, artist/lecturer,
Anne Marsh, academic, Fabio Ongarato, designer,
Kate Rhodes, curator, Koky Saly, artist and Matthew
Sleeth, artist. We look forward to a fabulous and
broad range of exhibitions in 2005, including old
favourites, the Nikon Summer Salon and Leica/
CCP Documentary Photography Award. | thank
all who submitted applications for this round.

Public Image, CCP's 2004 lecture series, has
been an astonishing success in spite of having
temporarily relocated to the Gryphon Gallery, at
Melbourne University. Organised in conjunction
with our hosts, the Australian Centre, the last two
sessions have been standing room only. In August
William Yang gave an articulate and insightful
presentation on his work. With candour and humour
Yang moved between political, formal and performa-

tive issues. Not only was the attendance hearten-
ing and the questions spirited, | am amazed by
the different audiences that have emerged for
each lecture. Clearly particular themes attract
particular

audiences and | trust that over a period of time
we will engage a broad range of contemporary
issues and audiences. We look forward not only
to the forthcoming sessions and speakers (see
back page), but to the new audiences who no
doubt will emerge for the remainder of the series.

CCP is represented at the Melbourne Art Fair
2004 with Concettina Inserra’s popular series,
Lives and Works in Melbourne. Originally exhibited
at CCP in 2003, an image from the series heads
this edition of Flash. An appropriate setting for
Inserra’s portraits of local artists, CCP is pleased
to participate in this years Art Fair.

Naomi Cass
Director

CCP RELOCATING

CCP STAFF AND VOLUNTEERS ARE
TEMPORARILY LOCATED AT THE
AUSTRALIAN CENTRE, THE
UNIVERSITY OF MELBOURNE.

PHYSICAL ADDRESS (TEMPORARY)
149 BARRY STREET, ROOMS 220 AND 221

POSTAL ADDRESS
404 GEORGE STREET, FITZROY VIC 3065

EMAILS INFO@CCPORG.AU
TELEPHONE (TEMPORARY) 03 8344 9045

The Australian Centre

THE NEW CCP WILL OPEN IN GEORGE
STREET FITZROY IN JANUARY 2005
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CCP is supported by the Visual Arts and Craft Strategy, an initiative of
The Australian, State and Territory Governments. CCP is supported by the
Victorian Government through Arts Victoria and the Community Support
Fund, and by the Australian Government through the Australia Council,

its arts funding and advisory body.

CCP is a member of CAOS, Contemporary Arts Organisations of Australia.

CCP's Subscriber Benefits campaign acknowledges the support of Brunswick
Street Bookstore, The Edge Photo-Imaging, Cinema Nova & Art Monthly.
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Concettina Inserra’s exhibition in the CCP Project Space at
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INCOME TAX:

A CARRY ON FOR ARTISTS

The artist is a distinctive profession and doesn't
usually fit the conventional economic model of
say, doctor, lawyer or accountant. Often someone
undertaking a career or hobby as an artist asks
themselves at taxation time whether their work
is a profession or hobby, particulary as the large
majority of artists make losses from their arts
activities.

Recently the Australian Tax Office produced a
Draft Taxation Ruling: Income tax: carrying on
business as a professional artist, for public
consultation. Developed in conjunction with the
National Association for the Visual Arts and the
Arts Law Centre of Australia, these organisations
sought input across the art sectors in September
this year.

This draft ruling provides guidance on the
principles to be applied in determining whether
an artist is carrying on business as a ‘professional
artist, or whether the ATO would consider what
you may be doing to be a hobby. The Draft Ruling
(TR2004/D12) can be found on the web site for
the Australian Tax Office (ATO) at www.ato.gov.au

Studies of Australian artists consistently show
that most professional artists make losses from
their arts activity. These losses can only be
deducted against other assessable income if the
arts activity is regarded by the ATO as a business.
(Division 35 of the Tax Act may currently
“‘quarantine” these losses. The Ruling does

not address this issue).

If your arts activity is regarded as a hobby rather
than a business, your expenses are not deductible
and your income is not assessable. In the past,
the ATO considered that the existence of losses
(ie absence of actual profit) was a strong
indication that no business was being carried on.
This view was a major stumbling block for artists

- who often cannot demonstrate that their arts
activity is (or is likely to become) profitable.

The Draft Ruling provides guidance as to when an
artist will be regarded as carrying on a business.
The ruling addresses the special circumstances of
artists and the challenges they face.

A large document of 45 pages, the Draft Ruling
included a range of case studies across the arts.
For example, the following case of a Teacher/
Photographer was deemed not to

be carrying on a business.

Rosalie is a mathematics school teacher and avid
photographer, regularly attends photographic
exhibitions and occasional public lectures on
photography. Over the last ten years Rosalie has
completed several adult education courses in
photography. She attends a local photography club
every week, and goes on weekend assignments
with friends from the club. She spends about four
hours a week working in a dark room in her
laundry at home. Rosalie is striving to refine her
technique and regularly enters work in club
competitions for which she has received occasional
accolades. She also subscribes to photography
magazines. She has made no attempt to sell her
work or exhibit it outside the photo club circuit.
She does not have a business plan of any kind,
nor does she keep records of her expenses. In the
past she has given some of her work to friends
and family as gifts. Occasionally, people have
approached her at shows to purchase some of her
works. She has been happy to sell these. She has
taken photos of school events and provided photos
for school publications at the request of the school
principal, for no charge.

Is Rosalie carrying on a business?
No. Rather, her activities amounted to a hobby for
the following reasons:

» although Rosalie has knowledge and expertise
in the field of photography, as well as regularly
engaging in photographic activity, she does not
attempt to market her work for commercial
purposes, nor exhibit in public galleries;

* the size and scale of her activity is small, as it is
generally restricted to weekends and a few hours
during the week;

* Rosalie has no plan or intention to make a profit
from selling her photos and her activities are
motivated purely by her recreational interest in
photography; her photographs are usually given
away to friends and family rather than sold to

the general public; and

* records are not kept and the activity is not
carried on in the same manner as that of the
ordinary business activity of professional artistic
photographers.

WHAT DOES IT MEAN TO

“CARRY ON A BUSINESS”?

The courts have developed a series of factors
(or indicators) which need to be considered in
determining whether you are carrying on a
business. This factor approach is not an exact
science. Rather, you must ask whether - and
to what extent - the factors apply to your
circumstances. No factor is conclusive. On the
other hand, it is not necessary that all factors
be present. It is ultimately a question of overall
impression, after considering all of the factors.
The Draft Ruling aims to demonstrate how each
factor applies in the special context of a
professional arts business.

WHAT ARE THE FACTORS?
Each factor is discussed at length in the Draft
Ruling. In summary, the factors are as follows:

A. Significant commercial purpose / character
This factor is more of a conclusion, based on a
consideration of the other factors noted below.

B. Intention of the taxpayer
Do you intend to carry on a business? What
evidence is there to support this conclusion?

C. Profit motive

Do you intend to make a profit from their activity?
If you are currently making losses, are you taking
steps to try and make your activity profitable in
the future?

D. Repetition and regularity

Are you regularly engaging in your arts activity -
to keep your skills at a professional standard and
to ensure you can bring your work to suitable
markets?

E. Activity carried on in same manner as others in
the industry. How do others who are carrying on a
business in your art sector conduct themselves?
Are you doing likewise?

F. Business-like conduct
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Have you organised your activity as a
business? Do you keep records, receipts,
issue invoices etc? Do you have a plan for
your business - ie goals and objectives?

G. Size, scale and permanence of activity
Even though most arts businesses are
conducted by individuals (who often work a
number of other jobs), is your arts activity of
a size and scale beyond what is required for
your personal enjoyment?

H. Not a hobby / recreation

This is really a negative, conclusory factor
based on as assessment of all of the other
factors.

The Draft Ruling provides guidance on how
to relate these factors to your arts activity,
and applies across all art sectors.

STATUS OF THE RULING:

DRAFT VERSUS FINAL

The Ruling was issued as a draft so the
public could comment. The ATO is now
considering all of the comments and may
make changes to the Ruling before being
finalised. When final, the Ruling is legally
and administratively binding on the ATO - ie
the ATO must comply with it.

THE NATURE OF ART ACTIVITY

The Ruling recognises that because of the
nature of art activity, arts businesses typically
have different characteristics to those found
in other businesses. For example, people
who engage in professional arts businesses
are often motivated by creative purposes
and the desire to influence public opinion.
Art is not always produced with a pre-existing
market in mind; rather, an innovative artist
may have to create a new market for their
work. For this reason, a large part of being in
business as a professional artist may involve
activities directed towards reputation
building and audience/market creation.
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What is

your role

in developing
the future of
photography
in Australia?

CCP needs your cash donations
and in-kind assistance.

Visit our website to
download The New CCP

including donation form.

www.ccp.org.au

We thank donors to
the new CCP

Arts Victoria

Naming Rights

Naomi Milgrom and John Kaldor

Smorgon Charitable Fund

Beacons
Hedy Ritterman
Metro 5 Gallery

Lanterns

Anonymous

AT Robertson Trust

Colour Factory

Philip and Lesley Hall

Pierce Armstrong Foundation
Frank Mahlab

Ricci Swart

Torchlights
Anonymous

Bell Potter Securities
Lewis Bell

Cliff Breeze

Destiny Deacon

Ron Dewhurst

Judy and Ron Dodge
Lesley Griffin

Jo Kuperholz

Bill Lasica

Anita and Stephen Lynch
Sue Neal

Andrew Rogers

Education Space
lan J Kowalick
Peter Tyndall

The artists and their
representatives who donated
work to the 2003 Stellar
Fundraising Auction




FAMILY MATTERS Toby Miller

A column where CCP members comment on photographs they love, hate or simply can't
forget. Emerging Melbourne writer Toby Miller, discusses his interest in Thomas Struth.

Although Thomas Struth’s reputation as a major international photographer
has been well documented over many years, it is only recently that | have
been able to call myself a convert.

The image which occasioned this change of heart was Struth’s Richter
Family I, Cologne (2002), an exquisitely composed portrait of German
painter Gerhard Richter and his family set against a subtle backdrop of
the artist's celebrated photo-paintings. Coolly marking its allusions to
Hans Holbein's painting The Ambassadors (1533) — the skull, frontality,
and so on — the photograph is an impressive tableau, full of telling detail.

The photograph — recently
acquired by the Guggenheim
Museum in New York — is
the latest addition to the
small but significant series
of portraits that the artist
has produced periodically
since the mid-1980s. These
works present an impor-
tant synthesis of Struth's
early concerns, blending
his investigation of fam-
ily photographs from the
1982 Familie Leben project
with the large format,
documentary-style
photography of his mentors
Bernd and Hilla Becher.
The result has proved an
intriguing approach to
portraiture through which

Hans Holbein Jean de Dinteville and Georges de
Selve (‘The Ambassadors’), 1533) Oil on oak, 207 x

fundamental condition of its relationship to the ‘real' As Struth writes:

it is still very difficult not to deny this gap between reality and its
representation in technical media, to become constantly aware of the fact
that the two sides are in effect in the picture at the same time, and to let
this become a kind of primary experience.

Remarks such as these may put one in mind of the theorisation of the ‘gaze’
contained in the writings of the French psychoanalyst Jacques Lacan? It

is in this light that | am inclined to account for the references to Holbein in
Struth’s portrait as an analysis of both Richter's complex meditations on the
photographic visual field and Struth’s own gordian inheritance of them.3
However one chooses to read these various aspects, the photograph

Thomas Struth The Richter Family I, Cologne, 2002
Cibachrome print, laminated to Plexiglas, 133 x 192cm

Struth has been able to
explore many of the ethical, aesthetic and social concerns which express
themselves only negatively in his landscapes, museum photographs and
other typographical studies. Of central concern here is the relationship
between the camera, photographer, subject and spectator, a relationship
Struth’s portraits have increasingly foregounded, interrogated and thus
made central to the work of art.

Struth’s preparations for the portraits bear witness to this fact as he engag-
es all his subjects in a lengthy dialogue concerning the manner and nature
of the prospective photograph'’s production. However, we should pause
carefully before interpreting this as either a simple turning toward or away
from photography’s traditional documentary role. A more accurate assess-
ment may be that Struth’s portraits are concerned with actively

[F75 Wourd fice t6 Bomribute & Gommentary 1o this régular column by CCP mern-

bers, please email your idea and image to FLASH editor, darrensylvester@ccp.org.au

remains an impressive feat and one which, for myself at least, encourages
a reassessment of Struth’s place alongside his German compatriots and
contemporary photography more widely.

Footnotes:

1. Douglas Ecklund (et al), Thomas Struth — 1977 — 2002 (New Haven: Yale University
Press, 2002), p.169.

2. Here we should recall that the painting was featured prominently on the cover of
the French edition of Lacan’s The Four Fundamental Concepts of Psycho-analysis.

3. An analysis which may even extend to the playful staging of Oedipal dramas (male/
female/child/parent/student/teacher) which manifests itself formally at the

level of composition.
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cep.

Public Image

2004 LECTURE SERIES

Presented by Centre for Contemporary Photography
and The Australian Centre, University of Melbourne

All lectures in 2004 are FREE
Donations are welcome.

Donations over $2 are tax deductible.
For information email: info@ccp.org.au

The Australian Centre
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Wednesday September 29 = 6.30pm
Abigail Solomon-Godeau

Out of the Archives and into the Street:
The Fae Richards Archive

Abigail Solomon-Godeau's contribution to photographic
discourse is enormous. Linda Nochlin once wrote that her
work “adds to our sense of the difficulty and ambiguity of
questions directed at the photographic enterprise itself’,
by insisting on the historical, class-located, institution-
alised, and above all, gendered positions from which
mainstream photo-history is generated. She is the author
of Photography at the Dock: Essays on Photographic
History, Institutions and Practices (1991) and Male
Trouble: A Crisis in Representation (1996). This lecture

deals with the artist's book as a significant form of artmaking.

Venue: Prince Philip Theatre,
Architecture and Planning Building,
University of Melbourne.

potte Co-presented with the lan

Potter Museum of Art and
the School of Art History at
the University of Melbourne.
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MELBOURNE

Wednesday October 27 - 6.30pm

War and Photography Forum

Peter Davis, Matthew Sleeth and Jason South
Chaired by Daniel Palmer

Photographs have been used to tell graphic stories about
war since the middle of the nineteenth century. And war
photography has long been subject to military censors, of
which ‘embedded reporters’ are the latest version. However,
aside from all else, recent image-wars in Iraq — the
photographs of abused Iraqi prisoners at Abu Ghraib and
Internet footage of the beheading of Nick Berg — reveal a
new importance for unofficial images of war. What does it
mean when the most memorable images of the Iraq war
may well be photographs of the torture of Iragi prisoners
by Americans wielding digital snapshot cameras?

Venue: Gryphon Gallery,
1888 Building, University of Melbourne
(near the corner of Grattan and Swanston Streets)

Wednesday November 17 = 6.30pm
Sylvia Harrison

The Role of Celebrityhood in

Early Fashion Photography

The French-born, vaudeville performer Gaby Deslys carved
out a glittering career on the international circuit while working
as a photographic model in advertising campaigns for
couturieres of the stature of Paquin and Lucile. With reference
to Deslys's tandem careers on the stage and in front of the
camera, this lecture will explore the role of celebrityhood
(specifically, the prestige of ‘talent)) in fashion innovation,
fashion diffusion and opinion leadership in fashion photography
during the early years of the twentieth century. It will also
demonstrate that the guiding principle of fashion photography
at its inception — prestigious persons are powerful agents

of consumer change — has continued to exert a profound
influence on the genre until the present time.

Venue: Gryphon Gallery,
1888 Building, University of Melbourne
(near the corner of Grattan and Swanston Streets)
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PH OTO-BASE D Les Walkling’'s Weekend Workshops

BOOKING FORM

These workshops fill quickly so book early to
avoid disappointment. A non-refundable
deposit of $25 is required at time of
bookings. Full payment must be received at

WEEKEND

Address

least 10 days before workshop commences.
Refunds can only be given for cancellations
made at least 14 days prior to the workshop

WORKSHOPS

date, a $10 administration fee will be retained
by CCP. In the event that a workshop is
cancelled, a full refund will be given.

with Les Walkling

P/code

Contact No.s

Cost
$175 CCP Members

Email

$220 Non-members

[]

Please debit my credit card for $ ................

Cardholder’s name

Card type visa/bankcard/mastercard
Expiry date

The Digital Fine Print Signature

29/30 May and 16/17 October

A workshop that concentrates on printing digital files

to the highest level of perfection. ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘ ‘

Advanced Digital Imaging

26/27 June and 13/14 November D

An advanced level workshop focusing on sophisticated
Photoshop™ applications to increase image quality and
production efficiency.

| enclose a cheque made payable to Centre for

Contemporary Photography for $ ................

ONLY 2 REMAIN FOR 2004

O > 16/17 Oct: The Digital Fine Print
O > 13/14 Nov: Advanced Digital Imaging

Please tick which class(es) you wish to attend

To receive information about

$220 W/shop + CCP membership

$197 W/shop + CCP membership/conc
$285 W/shop + CCP membership/institution
Prices are inclusive of GST

ONLINE PAYMENT AND BOOKING
FACILITIES AVAILABLE @ www.ccp.org.au

Return booking form with payment to
Centre for Contemporary Photography

205 Johnston Street
Fitzroy Vic, 3065 Australia
T+613 9417 1549
F +613 9417 1605

the 2005 Photo-based

Weekend Workshops
please email your address
to info@ccp.org.au

info@ccp.org.au
WWW.CCp.org.au

When completed this form is a Tax Invoice.
Please make a copy for your records



