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The idea that photograph is no longer a discrete medium is a valid assumption. When using the term discrete, 

I make specific reference to the quality of being separate and distinct. Due to rapidly evolving technology, 

the digital takeover in photography has done a lot to amplify the uncertainty regarding the purity and 

specificity of modern day art genres that have ‘been central to Modernist criticism since [Clement] 

Greenberg’’ (Costello, 2008 p.257). More simply, it is the fact that photography continues to be informed by 

the aesthetic criteria of other newer art media, more specifically cinema and painting ‘to the extent that it 

could be claimed that there is almost a single set of criteria for the three art forms’ (Elkins, 2013 p.80), that 

causes many of the ’paradoxes at the heart of digital photography’ (McCabe, 2010 p.1).  

This essay however does not seek to pass judgement on the impact that digitalisation has had on the 

photography, but will instead dissect commentary surrounding whether photography is and, can continue 

to be, a discrete medium in the face of growing digitalisation by looking at images that employ varying uses 

of digital manipulation. There will be a focus on landscape photography as it continues to be one of the 

‘richest and most enduring genres in photography (Tate, 2014 p.1), making reference to Film (2011) and 

Fernweh (2008) by Tacita Dean, Rhein II (1999) by Andreas Gursky and the Transition Series (2005-13) by 

Lauren Marsolier. Similarly, there will be an analysis of commentary made in After Photography by Fred 

Ritchin (2009), Ubiquitous Photography by Sarah Kember (2014) and The Landscape of Contemporary 

Photography: From the Sublime to the Ridiculous symposium at the Tate Modern (Nov 2012) to aid the 

investigation.  

In The Photographic Image in Digital Culture, Martin Lister is very clear in his belief that photography has 

been amalgamated by the digital revolution  

Photography is no longer a discrete medium, but rather one that has converged 

with, or become remediated by, the computer [...] the identity of photography as 

a separate medium appears to be at an end (Lister, 2013 p.57).  

Photography uses a recording medium that is either chemical based (analog) such as film, or electronic such 

as a CCD sensor (digital). Facing the digital revolution however, the use of historical photographic practices 
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has waned despite the fact that ‘analogue and digital photography have their respected places’ (Dharod, 

2008 p.1), accompanying with it a profound loss of handmade skills that require practitioners to take their 

time in order to develop their images. Hence photography’s evolution into a digital form is marked by speed 

and artificiality. Nevertheless, loyalty to pre-digital formats remains because:  

[Analogue] values the hand-made, the detailed and the patiently skillful over the 

instantly upgradeable and the disposable... celebrat[ing] modes of creativity that 

involve slowness, attentiveness and contemplation ...[the] willingness to slow 

down to run counter to the furious momentum of digitized contemporary culture, 

its speed and its pursuit of sanitised perfection – of sound, image and format 

(O'Hagan, 2011 p.1)  

Despite their competition, in reality there is ‘no substantive difference between the two technologies. From 

an artistic point of view, however, there is an important difference’ (Iversen, 2012 p.798). The ‘continuous 

cycle of improvement [that] is intrinsic to photography; an art which develops with practice and imagination’ 

(Dharod , 2008 p.1) means that it is inevitable that digital will supplant analog. It seems that the conundrum 

regarding photography in a new digitally driven culture must also pay attention to whom is taking the 

photographs as now anyone can produce photographs, making the label of photographer a contentious title. 

Furthermore, the genre has extended considerably to become a medium of ‘broad and diverse application 

[...], no longer a ‘discrete medium, with its own tradition and practice’ (Grundberg, 1986, p.1).  

 

Fig 1. Film by Tacita Dean (2011) 
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Tacita Dean is a well-known visual artist and advocator of pre-digital formats. Working primarily in film, her 

‘appreciation of the analogue has prompted photographic art practices that mine the medium for its 

specificity’ (Iversen, 2012 p.1). Note that Dean is placed under the umbrella term of visual artist, referring 

to the use of different artistic disciplines. This signals that her oeuvre is nonmedium- specific, her work often 

being described as ‘all technique and no content’ writes Rachel Cooke in The Guardian. This comment 

however is not a negative strike against Dean, as the command she wields over her chosen medium is of the 

highest calibre, her film work in particular paying ‘homage to the dying medium of analogue film’ (The 

Guardian, 2011). Film (2011) is argued to be an attempt to ‘invigorate [the] debate about the threat film is 

under but also to stand as a testament to the distinctive qualities of this unique medium’ (Tate, 2011), one 

of its distinctive qualities being that it presents ‘something that neither painting nor photography can 

capture. They are purely film’ (Frith Street Gallery, 2015, p.1). Dean’s work represents a continued 

exploration by some artists in the specificity of the medium, Film acting as a ‘rejoinder to the digital noise of 

the modern world’ (Searle, 2011 p.1) writes Adrian Searle in his review of Film (The Guardian, 2011). Even 

when looking at Dean’s photogravure, they are characterised by traditional photographic methods of 

documentation and processing as she attempts to depict a sought of truth through her imagined landscapes. 

In particular her collaborative project with Danish printmaker Niels Borch Jensen, Fernweh (2009), is a series 

of painted photographs that combines imagery from four found photographs, its dark matte background 

appearing ‘otherworldly - detached from and of history - and imposing in solemnity’ (Marian Goodman 

Gallery, 2009 p.1). Similarly, Quatemary (2014) was printed using ten plates, the colourless composite 

succeeding in carving out the tonal depth of the fictitious landscape. Mara Hoberman writes in Art Agenda 

that Quatemary is ‘annotated with handwritten notes’ (Art Agenda, 2014 p.1), possessing discrete but 

impactful manipulations made by Dean.  
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Fig 2. Fernweh, Tacita Dean, 2008; 70 x 89.5 cm (8 frames)  

In Analogue: On Zoe Leonard and Tacita Dean, Margaret Iversen argues that:  

[Many] underestimate the extent to which the analogue document is naturally 

distorted and intentionally manipulated [...] causally bound up with their objects 

and susceptible to manipulation (Iversen, 2012 p.798)  

 

Fig 3. Quatemary, Tacita Dean, 2014 
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In all of her work, Dean exercise considerable agency over the medium. However within her photographs 

this manifests itself especially in ‘framing, focusing [...] as well as similar choices throughout the printing 

processes (Iversen, 2012 p.797). Despite Dean’s clear attempts at medium-specificity and resistance from 

the digital tide, there remains an unavoidable, naturally occurring manipulation of her images. From this 

view then has photography ever truly been discrete?  

Somewhat disregarding Iversen’s earlier statement, it appears ‘Dean has found ways of making the character 

of their medium salient’ (Iversen, 2012 p.799) despite our being “frogmarched into the digital future without 

a backward turn, without a sign or a nod to what we are losing” (Iversen, 2012 p.812). Therefore, it would 

seem that the question better concerns how digitalisation ‘bears on her use of photography as a medium’ 

(Iversen, 2012, pg.816) in attempting to remain true to ‘a relatively continuous form of inscription involving 

physical contact [...] marked by contingency and seared by reality’ (Iversen, 2012 p.818).  

Previously, the record for the world’s most expensive photograph was held by German visual artist Andreas 

Gursky, for his 190 x 360 cm photograph Rhein II (1999) that fetched $4.3 million (approx. £2.9 million) at 

auction in 2011, the impact of photographs garnering such inflated prices was seen as ‘proof that 

photography has finally arrived as an art’ (Jones, 2014 p.1).  

Photography is not an art. It is a technology. We have no excuse to ignore the 

obvious fact [that] in the age of digital cameras [...] the most beguiling high 

definition image and effects are available to millions (Jones, 2014 p.1).  

The opening statement to his 2014 article in The Guardian about the artistic status of photography, however 

rude his criticisms of the digital photography may be his comments do hold some truth. With images that 

rely on digital manipulation, in the age of digitalisation photography has been reduced to a mere tool in 

capturing the initial image, and as a result has limited power in shaping the final outcome.  
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Fig 4. Rhein II, Andreas Gursky 1999 

Rhein II was digitally edited to remove any signs of human life or architecture, in an attempt to gain an 

immediately legible view of the river. Gursky adopts a medium camera format that produces a higher 

resolution image. He has been very frank about his use of digital manipulation to enhance his images, 

creating the illusion of spaces larger than the subjects he photographs. Often his images are taken from an 

elevated vantage point depicting scenes that are ordinarily out of reach to the viewer, which is often the 

appeal of his work. However digital manipulation remains at the core, and often it is the photographs one 

true success. In a 2001 retrospective, New York’s Museum of Modern Art called the artist’s work, “a 

sophisticated art of unembellished observation” (MOMA, 2001), his artful fabrications allowing the viewer 

to recognize the doctored image as our own. However, the unembellished observation in Rhine II shows 

how the photographic medium has been subverted.  

The question here being whether Gursky’s photography is as straightforward as it appears, here it can be 

argued that Gursky’s work is ‘emphatically technical’ (Demand, Gursky & Ruscha, 1997 p.90)  

‘ [...] the photo-artist, in contrast wanted the mastery of the material – in line with 

its development – to be transferred from the handmade to technical abilities and 

so supply the paradigm that today is borne by the media artist (Demand, Gursky 
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& Ruscha, 1997 p.90)  

From this view, Gursky is exactly what you could expect from a contemporary artist, possessing a technical 

mastery in photography and digital manipulation, actively contributing to the aspirations of contemporary 

photography that marks a break from photographic tradition. Calvin Tomkins’ article The Big Picture (2001) 

in The New Yorker made a several comments about the very evident relationship to painting that can be 

seen in Gursky’s photographs:  

Gursky’s huge panoramic colour prints – some of them up to six feet high by ten 

feet long – has the presence, the formal power, and in several cases the majestic 

aura of nineteenth century landscape paintings, without losing any of their 

meticulously detailed immediacy as photographs. (Tomkins, 2001 p.62)  

Formally, his images resemble the all-over compositions of Abstract Expressionism, rejecting photography’s 

candid quality that is underlined by his use of digital manipulation. By reversing the document of reality 

within his photographs they appear painterly. For example, Rhein II possesses an abstract configuration of 

horizontal bands in which the horizon line bisects the picture almost exactly in the middle of the image, it 

appears that ‘Gursky here very self confidently turns back to classical painting in his reference to traditional 

art’ (Demand, Gursky & Ruscha, 1994 p.20). Similarly, Florence Waters writes that ‘for all its simplicity, the 

photograph is a statement of dedication to its craft [...] Gursky’s images are extraordinary technical 

accomplishments, which take months to set up in advance, and require a lot of digital doctoring’ (Waters, 

2011 p.1) in order to clarify design. Here it becomes clear that the ‘ambivalent middle’ (Demand, Gursky, & 

Ruscha, 1994 p. 92) that Gursky straddles between authenticity and aesthetic experience is one of the 

reasons that the debate continues, as Gursky is not abandoning photography altogether, however he 

continues to work in a way that cannot escape painterly associations or the processes of digitalisation. From 

this view, Gursky is as much a photographer as he is a painter or printmaker, his conviction to the medium 

serving as a symbol of the condition of the photographic genre which has evolved into a ‘nonmedium-specific 

or generic conception of the pictorial’ (Elkins, 2011 p. 80).  
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In After Photography (2008), Ritchin‘s assessment of photography as both ending and enlarging is evident 

when looking at the Transition Series by contemporary artist Lauren Marsolier. Her ongoing work is a tableau 

of deceptively assembled images that explore a fictional (psychological) landscape, taken between 2005 and 

2013 from her personal library. Marsolier’s work breaches the untapped potentials of the photographic 

medium (Ritchin, 2008), in which digital photography’s relationship to other media represents an entirely 

different approach to become a ‘component of the interactive, networked interplay of a large metamedia. 

This new paradigm, which has yet to emerge, can be called hyperphotography’ (Ritchin, 2008 p.141). Coined 

in the writings of Marshall McLuhan, metamedia describes the totalising effect that new technologies and 

media has on form and content.  

 

Fig 5. Transition - Part 3, 2009-13, Lauren Marsolier 

Specifically, Transition references the difficulty in adjusting to a postmodern society which is ‘marked by 

speed and the implosion of boundaries [...] somewhere between fiction and reality’ (Marsolier, 2012) 

representing a new stage of abstraction in a dematerialized form, marking the era of ‘post-photography’ 

(Lister, 2013 p.57). Marsolier’s work, like Dean’s is reactive, however she engages with new technology 
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instead of rejecting them, creating a new form of landscape photography that is inseparable from the virtual.  

‘They show an unreality become manifest, transitional non-places where human 

action and inhabitation are recorded in strange antithesis of nature and artifice, 

or, better still, artificial nature and natural artifice’ (Marsolier, 2012)  

 

Fig 6. Transition - Part 2, 2007-9, Lauren Marsolier 

Marsolier scales new heights in terms of digital manipulation, prompting the question of whether she should 

be associated with photographic methods and practices. In 2012, Celie Dailey argued that ‘digital 

manipulation when not obvious can propel us [the viewer] outside the frame and make us question the 

medium itself’ (Dailey, 2012). If this is in fact the case, than what does Lauren Marsolier’s work tell us about 

the current state of the photographic genre in which a dependence on mechanical devices is treated as a 

valid means to the creation of art? The idea of photography as a discrete medium is quickly dispelled when 

looking at Marsolier oeuvre. Her works involves at best minimal photographic participation and yet still 

remain under the banner of being photographs, which doesn’t seem entirely fair. Here it seems that the 

incorrect labelling of imagery causes much of the confusion surrounding digital photography.  
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Any discussion of Marsolier’s work can be linked to symposium on The Landscape in Contemporary 

Photography (2014), which raised a number of arguments about digital photography. It began with a quote 

by Michael Johnson in his 2009 dissertation essay The Blue River of Truth which states ‘she took refuge on a 

firm ground of fiction’ (Johnson, 2009 p.1), making referencing to Marsolier’s 10 year-long project which 

‘document the point [in time] that is equivalent to a computer freezing due to an overload of information’ 

(Tate 2014). It is clear that she, like many other artists have stopped obsessing about processes, techniques, 

and the equipment or how it is used. Instead, her focus is on the act of looking in which an ‘artist under 

whatever given name using whatever medium or process is irrelevant’ (Tate, 2014). William J. Mitchell in The 

Reconfigured Eye (1992) stressed how the digital revolution will transform images to the extent that “basic 

technical distinction[s]” (Ritchin, 2008 p141) is the only way to distinguish different photographic styles.  

Although we could mourn a loss of basic photographic principles, instead it seems more appropriate to 

praise a digital ‘environment that encourages new strategies and supports them with new efficiencies’ 

(Ritchin, 2008 p.144), by harnessing and expanding a continually evolving medium which has in many ways 

transcended the photographic. From this view, digitalisation has allowed the image to become independent 

of any kind of practice (Groys, 2008).  

Sarah Kember in Ubiquitous Photography (2012) makes similar assumptions between photography and 

ubiquitous computing.  
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Fig 7. Transition - Part 1, 2005-8, Lauren Marsolier 

 

Through this perspective, we have a sense that photography is no longer a 

discrete medium but one that has become hybridized...as the identity of 

photography as a separate medium appears to have come to an end (Kember, 

2012 pp. 331-332).  

Although the boundary between photography and other media is becoming increasingly porous, ‘leaving 

the photographic residing everywhere, but no where in particular [...] the photographic as a rich vocabulary 

of conventions and references lives in in an ever-expanding splendor’ (Batchen, 2002 p.109).  

To conclude, the digital is an evolution that affects all aspects, reassured in its guise as photography allowing 

it to ‘cross unstable boundaries’ (Kember, 2012 p. 334). As the problems that plague photography has well 

and truly taken centre stage, it is clear that photography has become, if it was not already, a less discrete 

medium. Not always obvious when looking at any particular image in the art context, now photography can 
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be reduced to a ‘set of operations performed in a field of signifying practices, perhaps centered any medium, 

but certainly not bound by it’ (Roberts, 1990 p.95). In a time where photography was ‘no longer perceived 

as self-sufficient medium. Its status downgraded as a tool’ (Demand, Gursky & Ruscha, 1997 p.94) 

somewhere between the move from analog to digital, photography chose to evolve ‘on all possible fronts’ 

(Demand, Gursky & Ruscha, Pg 92), to which digitalisation has helped immeasurably.  

David Campany in The Scene of Photography and the Future of its Illusion (2010) writes that ‘finding itself in 

a new visual culture and artistic order defined at least in part through the growing ubiquity of the 

photographic image’ (Campany, 2010 p.1) the medium is forced to look inwards in order to reinvent itself. 

It is apparent that the photography ‘cannot be simply abandoned’ (Beshty, 2012 p.1), but instead their status 

and significance is reconsidered. From this view, it seems better to stop using ‘categorical delimiter[s]’ 

(Beshty, 2012 p.1), since the genre now resembles a disorderly field that ‘simultaneously narrates and 

performs the dilemma’ (SIP, 2013 p1).  

All that is left to say is that in photography having ‘traded in its own agenda for the ambitions of the larger 

art world’ (Grundberg, 1986 p.1), it’s struggle in recent years has been much its own doing. The blame laying 

somewhat at the feet of photography’s very own devotees who chose to combine ‘one apparently discrete 

medium with another, experimenting across a number of media’ (Westley, Kardia & Le Grice, 2010 p 149) in 

a refusal to accept any predetermined constraint, is one of the reason why photography is no longer a 

discrete medium.  

 



 15 

BIBLIOGRAPHY 
BOOKS 

Andén-Papadopoulos, K. (2011) Amateur Images and Global News, Bristol: Intellect Books  

Barthes, R. (1974) S/Z, New York: Blackwell Batchen, G. (2002) Each Wild Idea: Writing, Photography, 

History, Cambridge Mass: MIT Press  

Benjamin, W. (1969) The Work of Art in the Age of Mechanical Reproduction, Illumination, London: Fontana  

Campany, D. (2010) The Scene of Photography and the Future of its Illusion, Brighton: Photoworks (no. 14, 

2010)  

Carman, T. & Hansen, M. (2005) The Cambridge Companion to Merleau-Ponty, Cambridge Mass: Cambridge 

University Press  

Costello, D & Iversen, M. (2012) Introduction: Philosophy between Art History and Philosophy: Critical Enquiry 

38, Chicago: The University of Chicago Press  

Costello, D. (2008) On the Very Idea of a ‘Specific’ Medium: Michael Fried and Stanley Cavell on Painting and 

Photography as Arts, Chicago: The University of Chicago Press  

Demand, T. Gursky, A. & Ruscha, E. (1997), Great Illusions, Los Angeles: Museum of Contemporary Art  

Elkins, J. (2013) The Photography Theory, UK: Routledge  

Fossati, G. (2009) From Grain to Pixel: The Archival Life of Film in Transition (Vol. 1 of Framing Film), 

Amsterdam: Amsterdam University Press  

Foster, H. & Krauss, R. (2004) Art Since 1900: Modernism, Anti-modernism and Postmodernism, London: 

Thames & Hudson  

Groys, B. (2008) From Image to Image File – and Back: Art in the Age of Digitalization, Art Power, Cambridge, 

Mass.: MIT Press  

Higgott, A. & Wray, T. (2014) Camera Constructs: Photography, Architecture and the Modern City, Surrey: 

Ashgate Publishing, Ltd K 

rauss, R. (1999) A Voyage on the North Sea: Art in the Age of the Post-Medium Condition, New York: Thames 

& Hudson  



16 
 

Landow, G. (1992) Hypertext: The Convergence of Contemporary Critical Theory and Technology (The 

Definition of Hypertext and Its History as a Concept), Maryland: John Hopkins University Press  

Larsen, J. & Sandbye, M. (2013) Digital Snaps: The New Face of Photography (International Library of Visual 

Culture), London: I.B.Tauris Publishing House  

Lister, M. (2013) The Photographic Image in Digital Culture (Comedia Series), UK: Routledge 

Marchessault, J. (2005) Marshall McLuhan (Vol. 39 of Core Cultural Theorists Series), New York: SAGE 

Publications  

Ritchin, R. (2008) After Photography, (Chapter) Towards a Hyperphotography, New York: W. W. Norton & 

Company Roberts, J. (1990) Postmodernism, Politics and Art, Manchester: Manchester University Press  

Van Gelder, H. & Westgeest, H. (2011) Photography Theory in Historical Perspective - Case Studies from 

Contemporary Art (Chapter): Representation in Photography - The Competition with Painting, Oxford: 

Blackwell Publishing Ltd  

Westley. H, Le Grice, M. & Kardia, P. (2009) From Floor to Sky: The Experience of the Art School Studio, 

Edinburg: A & C Black Publishers Ltd  

William J, Mitchell. (1992) The Reconstructed Eye, Cambridge Mass: MIT Press  

BLOG  

Beshty, W. (2012) Notes on Photography and Loss. Still Searching 23 April [Internet Blog]. Available from: < 

http://blog.fotomuseum.ch/2012/04/2-notes-on- photography-and-loss/ > [Date Accessed 20 April 2015].  

Beshty, W. (2012) The Question of a Mediums Identity, Still Searching 30 April [Internet Blog]. Available from: 

< http://blog.fotomuseum.ch/2012/04/3-the- question-of-a-mediums-identity/ > [Date Accessed 20 April 

2015].  

After Photography (2013) Measuring Media’s Impact Monday. After Photography April 29 [Internet Blog]. 

Available from: < http://afterphotography.org> [Date Accessed 7 April 2015].  

Beshty, W. (2012) Conventions, Conditions, and Practices of Photography Conceived as a System of 

Relations. Still Searching 14 April [Internet Blog]. Available from: < http://blog.fotomuseum.ch/2012/04/1-

conventions-conditions-and-practices-of-photography-conceived-as-a-system-of-relations/ > [Date 

Accessed 20 April 2015].  

Dailey, C. (2012) Fan Mail: Lauren Marsolier. Daily Serving July 7 [Internet Blog]. Available from: < 

http://blog.fotomuseum.ch/2012/04/2-notes-on-%20photography-and-loss/
http://blog.fotomuseum.ch/2012/04/3-the-%20question-of-a-mediums-identity/
http://afterphotography.org/
http://blog.fotomuseum.ch/2012/04/1-conventions-conditions-and-practices-of-photography-conceived-as-a-system-of-relations/
http://blog.fotomuseum.ch/2012/04/1-conventions-conditions-and-practices-of-photography-conceived-as-a-system-of-relations/


17 
 

http://dailyserving.com/2012/07/fan-mail-lauren-marsolier/ > [Date Accessed 13 April 2015].  

Resonant City, (2013) Interstitial Spaces: The Visual Dream of Filip Dujardin and Lauren Marsolier, Resonant 

City March 4 [Internet Blog]. Available from: < http://www.resonantcity.net/filip-dujardin-and-lauren-

marsolier/ > [Accessed 12 April 2015]  

Skidmore, M. (2014) Lauren Marsolier’s eerily serene photo-collages go on show in Paris, It’s Nice That 

November 6 [Internet Blog]. Available from: < http://www.itsnicethat.com/articles/lauren-marsolier-1 > 

[Date Accessed 14 April 2015].  

Smithson, A. (2014) Lauren Marsolier: Transition. Lenscratch: Fine Art Photography Daily October 6 [Internet 

Blog] Available from: < http://lenscratch.com/2014/10/lauren-marsolier-transition/ > [Date Accessed 13 

April 2015].  

Stark, M. (2011), Tacita Dean: Save Celluloid, for art’s sake. Interwovenpractises December 26 [Internet Blog]. 

Available from: < http://interwovenpractices.co.uk/2011/12/26/tacita-dean-save-celluloid-for-arts- sake/ > 

[Accessed 15 April 2015]  

EXHIBITION CATALOGUE 

Frith Street Gallery (2015) Tacita Dean. London: Frith Street Gallery, Golden Square 

Marian Goodman Gallery (2009) Tacita Dean. New York: Marian Goodman Gallery.  

Museum of Modern Art (2001) Andreas Gursky. New York: MoMA  

Stonard, J. (2009) Andreas Gursky. New York: MoMA.  

Tate Modern (2012) Exhibition (2011) The Unilever Series: Tacita Dean: FILM London: Tate Modern.  

Tate Modern (2014) The Landscape in Contemporary Photography: From the Sublime to the Ridiculous 

(symposium), London: Tate  

Verdier, A. (2000) Artist Biography: Tacita Dean. London: Tate  

White Cube (2015) Andreas Gursky. London: White Cube.  

IMAGES (MUSEUM/GALLERY) 

Dean, T (2008) Fernweh, Photogravure in 8 parts, 27 1/2 x 35 1/4 In. (70 x 89.5 cm), New York: Marian 

Goodman Gallery.  

http://dailyserving.com/2012/07/fan-mail-lauren-marsolier/
http://www.resonantcity.net/filip-dujardin-and-lauren-marsolier/
http://www.resonantcity.net/filip-dujardin-and-lauren-marsolier/
http://www.itsnicethat.com/articles/lauren-marsolier-1
http://lenscratch.com/2014/10/lauren-marsolier-transition/
http://interwovenpractices.co.uk/2011/12/26/tacita-dean-save-celluloid-for-arts-%20sake/


18 
 

Dean, T (2011) Film, looped 11-minute film instillation shot on 35 mm film (13 meter- wide projection), 

London: Tate Modern’s Turbine Hall.  

Dean, T (2014) Quatemary, Photogravure in 5 parts on Somerset White Satin 400 gr, 39 3/8 x 51 In. (100 x 

129.5 cm), New York: Marian Goodman Gallery.  

INTERVIEWS 

Frank, P. (2010) Peter Frank Talks With Gottfried Helnwein in Friedman Benda Gallery, New York August 1  

Ritchin, F. (2008), Interview between Fred Ritchin and Rong Jiang, The Best and Worst of Times, New York  

The Guardian (2011) Tate interview with Tacita Dean: Film is the reel deal, London: Tate, 12 October.  

JOURNAL 

Corwin, W. (2013) Tacita Dean, Frieze Magazine Issue 155: May 2013, p.1  

Costello, D. (2008) “Pictures, Again” in the Post Medium, special issue, Australian/New Zealand, journal of 

Art 8, no 1(2007), pp.11-34.  

Grundberg, A. (1986) Photography View; A Big Show that’s about Something Larger than Size, The New York 

Times Online, February 23, p.1  

Hoberman, M. (2014) Tacita Dean’s “JG” (Marian Goodman Gallery from Jan 15- March 1, Paris), Art Agenda 

Online, Feb 7, p.1  

Iversen, M. (2012) Analogue: On Zoe Leonard and Tacita Dean, Critical Inquiry, Vol. 38 No 4, Agency and 

Automatism: Photography as Art Since the Sixties ed. By Diarmud Costello, Margaret Iversen, and Joel 

Snyder, 27 September, pp796-818 Kember, S. (2012) Ubiquitous Photography: Philosophy of Photography, 

Vol.3 Number 2, pp.331-345.  

Kyle, J. (1986) A Review of Three Exhibits: Gran Illusion: Large Format Polaroids, Painted Photography: Daniel 

Babior, 1985 HPC Fellowship Winners: Dornith Doherty, Paula Goldman & Stephen Peterson Spot, Fall 1986, 

p.1  

Lewis, P (2007) Photography and Art: The Oxford Companion to Western Art, Oxford Art Online, p.1  

Tomkins, C. (2001) The Big Picture, The New Yorker Online, 22 January 22, p.62  

 



19 
 

ONLINE IMAGES 

Gursky, A (1999) Rhein II, C-print mounted to acrylic glass, 190 cm × 360 cm [Online Image]. Available at: < 

http://www.tate.org.uk/art/artworks/gursky-the-rhine-ii- p78372 >  [Accessed 10 April 2015]  

Marsolier, L (2009-13) Transition Series – Part 1 [Online Image]. Available at: < 

http://www.laurenmarsolier.com/index.php?/projects/transition-1/ > [Accessed 10 April 2015] Marsolier, 

L (2009-13) Transition Series – Part 2 [Online Image]. Available at: < 

http://www.laurenmarsolier.com/index.php?/projects/transition--part-1/ > [Accessed 10 April 2015]  

Marsolier, L (2009-13) Transition Series – Part 3 [Online Image]. Available at: < 

http://www.laurenmarsolier.com/index.php?/ongoing/projects/ > [Accessed 10 April 2015]  

PODCAST 

The Landscape of Contemporary Photography: From the Sublime to the Ridiculous. London (2014) [audio 

podcast]. London: Tate Modern. November 2014. Available from: < http://www.tate.org.uk/context-

comment/audio/landscape-contemporary- photography-sublime-ridiculous >  

UNPUBLISHED THESIS 

Cummins, J. (2007) Digital Versus Analogue Photography: A Comparative Analysis [Online], Unpublished 

thesis, Waterford Institute of Technology.  

Johnson, M. (2009) The Blue River of Truth, Unpublished Dissertation (submitted towards the award of an 

MA in Modern and Contemporary Literature September 2009)  

WEBSITE 

Beshty, W. (2014) Abstracting Photography, Shpilman Institute for Photography (SIP) [Online]. [Accessed 7 

April 2015]. Available from: < http://www.thesip.org/language/en/wbeshty-essay-en/>  

Cascone, S. (2014) $6.5 Million Landscape is World’s Most Expensive Photo: ArtnetNews [Online]. [Accessed 

6 April 2015]. Available from: < https://news.artnet.com/about/ >  

Cooke, R. (2011) Tacita Dean: Film; Wilhelm Sansal – Review – The Guardian [Online]. [Date Accessed 10 

April 2015]. Available from: < http://www.theguardian.com/artanddesign/2011/oct/16/tacita-dean-

wilhelm- sasnal-review >  

Eklund, D (2004) Photography in the Expanded Field: Painting, Performance, and the Neo-Avant-Garde. In 

http://www.laurenmarsolier.com/index.php?/projects/transition-1/
http://www.laurenmarsolier.com/index.php?/ongoing/projects/
http://www.thesip.org/language/en/wbeshty-essay-en/
https://news.artnet.com/about/


20 
 

Heilbrunn Timeline of Art History. New York: The Metropolitan Museum of Art, 2000 [Online]. [Date 

Accessed 12 April 2015]. Available from: < http://www.metmuseum.org/toah/hd/phef/hd_phef.htm >  

O’Hagan, S. (2011) Analogue artists defying the digital age, The Guardian [Online]. [Date Accessed 15 April 

2015]. Available from: < http://www.theguardian.com/culture/2011/apr/24/mavericks-defying-digital-age 

>  

Higgins, C. (2011), Tacita Dean’s turbine Hall Film pays homage to a dying medium: The Observer, The 

Guardian [Online]. [Date Accessed 16 April 2015]. Available from: < 

http://www.theguardian.com/artanddesign/2011/oct/10/tacita-dean-film-turbine- hall >  

Jones, J. (2014) The $6.5 canyon: it’s the most expensive photographer ever – but it’s like a hackneyed poster 

in a posh hotel – The Guardian [Online]. [Date accessed 9 April]. Available from: < 

http://www.theguardian.com/artanddesign/jonathanjonesblog/2014/dec/10/most-expensive-photograph-

ever-hackneyed-tasteless >  

Manovich, L. (1995) The Paradoxes of Digital Photography, Photography after Photography, Available from: 

< http://manovich.net/content/04-projects/003-paradoxes-of-digital-photography/02_article_1994.pdf >  

Marsolier, L. (2012) Transition Official Website, [Online]. [Date Accessed 1 April 2015]. Available from: < 

http://www.laurenmarsolier.com/index.php?/press/ >  

Searle, A. (2011), Tacita Dean: Film – Review (Tate Modern, London), The Guardian [Online]. [Date Accessed 

15 April 2015]. Available from: < http://www.theguardian.com/artanddesign/2011/oct/10/tacita-dean-film-

review >  

Skipworth, H. (2010), The Future of Digital is Analogue, The Telegraph [Online]. [Accessed 28 March 2015]. 

Available from: < http://www.telegraph.co.uk/technology/7838700/The-future-of-digital-is- analogue.html 

>  

Riding, C. & Llewellyn, N ‘British Art and the Sublime’, in Nigel Llewellyn and Christine Riding (eds.), The Art 

of the Sublime, January 2013, [Online]. [Accessed on 19 April 2015]. Available from: < 

http://www.tate.org.uk/art/research-publications/the- sublime/christine-riding-and-nigel-llewellyn-british-

art-and-the-sublime-r1109418 >  

The Guardian (2011) save celluloid, for art’s sake: Tacita Dean, The Guardian [Online]. [Accessed on 12 April 

2015]. Available from: < http://www.theguardian.com/artanddesign/2011/feb/22/tacita-dean-16mm-film > 

The Guardian (2011) Film by Tacita Dean at Tate Modern – in pictures, The Guardian [Online]. [Accessed on 

12 April 2015]. Available from: < http://www.theguardian.com/artanddesign/gallery/2011/oct/10/tacita-

http://www.metmuseum.org/toah/hd/phef/hd_phef.htm
http://www.theguardian.com/culture/2011/apr/24/mavericks-defying-digital-age
http://www.theguardian.com/artanddesign/jonathanjonesblog/2014/dec/10/most-expensive-photograph-ever-hackneyed-tasteless
http://www.theguardian.com/artanddesign/jonathanjonesblog/2014/dec/10/most-expensive-photograph-ever-hackneyed-tasteless
http://manovich.net/content/04-projects/003-paradoxes-of-digital-photography/02_article_1994.pdf
http://www.laurenmarsolier.com/index.php?/press/
http://www.theguardian.com/artanddesign/2011/oct/10/tacita-dean-film-review
http://www.theguardian.com/artanddesign/2011/oct/10/tacita-dean-film-review
http://www.telegraph.co.uk/technology/7838700/The-future-of-digital-is-%20analogue.html
http://www.theguardian.com/artanddesign/2011/feb/22/tacita-dean-16mm-film


21 
 

dean-film-in- pictures >  

Waters, F. (2011) Why is Andreas Gursky Rhine II the most expensive photograph? - The Telegraph [Online]. 

[Accessed on 10 April 2015]. Available from: < http://www.telegraph.co.uk/culture/art/8884829/Why-is-

Andreas-Gurskys-Rhine-II- the-most-expensive-photograph.html > 

WEBSITE w. AUTHOR 

Wille, T. (2015) Hyper-Photography [Online]. [Accessed 11 April 2015]. Available from: < http://www.hyper-

photography.com/about.html >  

Travis, R. (2012) Barthes and networks, not to speak of hypertext... [Online]. [Accessed on 18 April 2015]. 

Available from: < https://lcldigitalmedia.wordpress.com/2012/09/19/barthes-and-networks-not-to- speak-

of-hypertext/ >  

Dharod, R. (2008) Analog vs. Digital Photography – The Eternal Debate [Online]. [Accessed on 18 April 2015]. 

Available from: < http://www.fotoflock.com/features/feature-profiles/155-analog-vs-digital- photography-

the-eternal-debate >  

McCabe, H. (2010) The Paradoxes of Digital Photograph – Lev Manovich (1995) [Online]. [Accessed on 31 

March 2015]. Available from: < http://tracesofthereal.com/2010/02/25/the-paradoxes-of-digital-

photography-lee- manovich-1995/ >  

McCabe, H. (2009) The Rhetoric of the Image – Roland Barthes (1964) [Online]. [Accessed on 31 March 

2015]. Available from: < http://tracesofthereal.com/2009/12/21/the-rhetoric-of-the-image-roland-barthes- 

1977/ >  

Zhang, M (2012) Fred Ritchin’s Thoughts on the Future of Photography... and the World. [Online]. [Accessed 

on 2 April 2015]. Available from: < http://petapixel.com/2012/12/16/fred-ritchins-thoughts-on-the-future-

of- photography-and-the-world/>  

WIKI 

Metamedia (2007). [Internet wiki]. Available from: < 

http://en.wikipedia.org/w/index.php?title=Metamedia&oldid=468906860 > [Accessed 13 April 2015].  

Analog Photography (2006). [Internet wiki]. Available from: < 

http://en.wikipedia.org/w/index.php?title=Analog_photography&oldid=642759842 > [Accessed 13 April 

2015].  

http://www.telegraph.co.uk/culture/art/8884829/Why-is-Andreas-Gurskys-Rhine-II-%20the-most-expensive-photograph.html
http://www.telegraph.co.uk/culture/art/8884829/Why-is-Andreas-Gurskys-Rhine-II-%20the-most-expensive-photograph.html
http://www.hyper-photography.com/about.html
http://www.hyper-photography.com/about.html
https://lcldigitalmedia.wordpress.com/2012/09/19/barthes-and-networks-not-to-%20speak-of-hypertext/
https://lcldigitalmedia.wordpress.com/2012/09/19/barthes-and-networks-not-to-%20speak-of-hypertext/
http://tracesofthereal.com/2010/02/25/the-paradoxes-of-digital-photography-lee-%20manovich-1995/
http://tracesofthereal.com/2010/02/25/the-paradoxes-of-digital-photography-lee-%20manovich-1995/
http://tracesofthereal.com/2009/12/21/the-rhetoric-of-the-image-roland-barthes-%201977/
http://tracesofthereal.com/2009/12/21/the-rhetoric-of-the-image-roland-barthes-%201977/
http://petapixel.com/2012/12/16/fred-ritchins-thoughts-on-the-future-of-%20photography-and-the-world/
http://petapixel.com/2012/12/16/fred-ritchins-thoughts-on-the-future-of-%20photography-and-the-world/
http://en.wikipedia.org/w/index.php?title=Metamedia&oldid=468906860
http://en.wikipedia.org/w/index.php?title=Analog_photography&oldid=642759842


22 
 

Digital Data (2001). [Internet wiki]. Available from: < 

http://en.wikipedia.org/w/index.php?title=Digital_data&oldid=648641232 > [Accessed 14 April 2015].  

Tacita Dean (2005). [Internet wiki]. Available from: < 

http://en.wikipedia.org/w/index.php?title=Tacita_Dean&oldid=649827828 > [Accessed 12 April 2015].  

Bernd and Hilla Becher (2004). [Internet wiki]. Available from: < 

http://en.wikipedia.org/w/index.php?title=Bernd_and_Hilla_Becher&oldid=650334537 > [Accessed 17 

April 2015]. Andreas Gursky (2005). [Internet wiki]. Available from: < 

http://en.wikipedia.org/wiki/Andreas_Gursky > [Accessed 17 April 2015]. MiddMediaWiki (2007). Marshall 

McLuhan [Internet wiki]. Available from: < 

http://mediawiki.middlebury.edu/mediawiki/index.php/MIDDMedia/?title=Marshall _McLuhan&oldid=712 

> [Accessed 8 April 2015]  

http://en.wikipedia.org/w/index.php?title=Digital_data&oldid=648641232
http://en.wikipedia.org/w/index.php?title=Tacita_Dean&oldid=649827828
http://en.wikipedia.org/w/index.php?title=Bernd_and_Hilla_Becher&oldid=650334537
http://en.wikipedia.org/wiki/Andreas_Gursky

	ABSTRACT
	BIBLIOGRAPHY

