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ACCA EducationBiography
Tacita Dean was born in 1965 in 
Canterbury, UK. She studied at 
Falmouth School of Art and the 
Slade School of Fine Art before 
moving to live and work in Berlin 
in 2000.

Her solo exhibitions include 
Tate Britain, London; MACBA, 
Barcelona (2001), Tate St Ives 
(2005), Schaulager, Basel (2006), 
Solomon R. Guggenheim 
Museum, New York (2007), 
Nicola Trussardi Foundation, 
Milan; ACCA, Melbourne (2009), 
MUMOK, Vienna; Turbine Hall 
(Unilever Series), Tate Modern, 
London (2011) and the New 
Museum, New York (2012). Most 
recent exhibitions include The 
Fabric Workshop and Museum, 
Philadelphia and her latest film 
project ‘JG’ at Arcadia University 
Art Gallery, Philadelphia (2013) 
and Frith Street Gallery, London 
(2013) and ‘c/o Jolyon, 2012-
2013’ at Frith Street Gallery, 
London (2013). Forthcoming 
shows in 2013 include Instituto 
Moreira Salles, Rio de Janeiro; 
Foundación Botín, Santander; 
at the Australian Centre for 
Contemporary Art (ACCA), 
Melbourne and the National 
Museum of Contemporary Art, 
Korea in Seoul. She will also 

have a retrospective at Hirshhorn 
Museum, Washington, DC in 2015.

Dean has taken part in many 
group exhibitions including 
Venice Biennale (2003, 2005 and 
2013), Sydney Biennale (2005 and 
2014) and Sao Paulo Biennale 
(2006 and 2010), and she recently 
participated in dOCUMENTA (13) 
(2012). Dean was awarded the 
Hugo Boss Prize in 2006 and the 
Kurt Schwitters Prize in 2009.



ACCA EducationFILM
“Film is my working material and I 
need the stuff like a painter needs 
the stuff of paint.” 
TACITA DEAN1

FILM
In 2011 Tacita Dean created FILM 
for the Tate Modern’s Unilever 
commission in the Turbine hall. Her 
silent, 11 minute film, displayed 
vertically, in portrait format was a 
tribute to film making and the me-
dium, which is facing extinction in 
the digital age. Site-specific, FILM 
was presented on a large, monolith 
screen and incorporated images of 
the Turbine Hall itself, specifically 
the east window. 

Chris Dercon, Director of Tate 
Modern explained that, “The work 
contains several firsts in Dean’s 
work – including the first time 
that she has worked with 35mm 
as opposed to 16mm film – and, 
crucially, the first time she has 
made a vertical, portrait format 
film projection. More importantly, 
however, this work eloquently 
builds upon and develops themes 
and concerns that she has been 
working on for many years.”2

Art critic and theorist Rosalind 
E. Krauss wrote, “Projected onto 
the east wall of the Turbine Hall’s 

cavernous space, the background 
image of the film was itself pre-
dominantly a replication of this 
wall, replete with its signature ob-
long windows rising above a kind 
of metal wainscoting. Subjected 
to various colour filters and tints, 
this became the backdrop for foot-
age shot around Berlin, featuring 
patches of bright monochromatic 
colour, ostrich eggs, a waterfall, an 
escalator, and bolts of lightning, as 
well as various other interventions 
made possible using what Dean 
calls ‘disused film techniques,” 
such as masking, tinting and glass 
matte painting.”3

Along with the image of the space 
itself, Dean also references works 
that have also been seen in the 
Tate Modern, such as Olafur Elias-
son’s 2003 Turbine Hall commis-
sion, and Mondrian and Magritte 
works in the collection. Drawings 
made by Dean of René Daumal’s 
Mount Analogue appears, as well 
as the Paramount Pictures logo, 
alluding to the history of the mov-
ing image.

She emphasizes the verticality of 
the portrait format through imag-
ery of escalators moving up to-
wards the ceiling and cascades of 
water moving downward. Other 
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contrasts include colour with 
black and white, the landscape 
and the interior.

Imagery of film perforations, usu-
ally concealed in the projector and 
connected to the sprocket turning 
the film, appear on the sides of 
the vertical picture in FILM ensur-
ing the viewer never forgets that 
they are experiencing film, not a 
digital image. 

“ACCA is proud to continue its ar-
tistic relationship with Tacita Dean, 
and to bring her majestic FILM to 
audiences in Australia. Seen here 
for only the second time since 
its debut as the penultimate Tate 
Turbine Hall Commission, FILM is a 
consummate reflection of Tacita’s 
love of the medium with which 
she has become synonymous. The 
work leads the viewer through a 
rediscovery of the special quali-
ties of the film medium, to enjoy 
its brilliant colour and effects and 
its lively and tangible presence. 
ACCA’s uniquely sized commission 
hall provides the spatial and pro-
portional capacity for this very par-
ticular project which needs height 
and length for its impact.”  

Kay Campbell, Executive Director 
ACCA4
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Obsolescence

“For me, obsolescence is a state of 
normality. Everything that excites 
me no longer functions in its own 
time. The one thing I have noticed 
is that so often I am attracted to 
things conceived in the decade of 
my birth. I court anachronism – 
things that were once futuristic but 
are now out of date – and I wonder 
if the objects and buildings I seek 
were ever, in fact, content in their 
own time, as if obsolescence was 
invited at their conception.

So obsolescence is about time in 
the way film is about time: histori-
cal time; allegorical time; analogue 
time. I cannot be seduced by the 
seamlessness of digital time; like 
digital silence, it has a deadness. I 
like the time you can hear passing: 
the prickled silence of mute mag-
netic tape or the static on a record. 
So obsolescence has an aura: the 
aura of redundancy and failure; the 
aura around what has been im-
proved upon.

And yet obsolescence hounds my 
working life. Laboratories close 
down. Shops no longer stock 
spools. Brown magnetic tape is 
unavailable and the musician in the 
Fernschturm updates his keyboard. 

And so obsolescence ends in an 
underworld of people dealing from 
dark rooms and flea-market stalls, 
until enough time passes, so that 
whatever it was that was obsolete, 
has now become rare. And rare no 
longer holds my attention.”

TACITA DEAN5

image:
35mm nitrate print fragment (Technicolour). 
Private collection
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“I know it is inevitable progress, 
and I’m as invested in the digital 
world as much as the next person. 
This is not my point; cinema made 
with film and shown as film is very 
different from cinema made and
shown digitally. 

Within art this is mostly under-
stood, because the world of art has
appreciated medium specificity 
since before the Renaissance: Giot-
to’s mural is a fresco, conceived, 
made and seen differently from an 
oil painting by Leonardo da Vinci; 
we understand that an etching is 
not a watercolour and a drawing, 
not a relief; they are made differ-
ently and the experience of seeing 
them and handling them is differ-
ent. They might share the same
content, the same images and even 
be copies of one another, but they 
are not the same. However they 
are all still pictures. But for some 
reason there is a cultural blindness 
towards the difference between 
film and digital: a blindness with 
an underbelly of commercial intent 
that is invested in seeing
one replaced by the other so the 
difference can be quickly forgotten.

Both film and digital are pictures, 
perhaps copies of one another, but 
they are not the same thing – one 
is light on emulsion and one is 
light made by pixel, and they are 
also conceived, made and seen dif-
ferently.”

TACITA DEAN 6
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Ideas and Inspiration in FILM

“I wanted to show film as film can 
be, and use no post-production 
other than my normal editing 
process and the grading that 
happens in the lab. I chose to have 
the film happen inside the notional 
cinematic space of the Turbine 
Hall itself: Turbine Hall as filmstrip, 
and conflate the imagined with the 
real in the wonder space that is 
experimental film.” 7

“The artist Matt Mullican later 
described the Turbine Hall to me 
as a space with a big ego, and 
he was right. But in that instant, I 
knew immediately that I wanted 
to try and make a portrait format 
anamorphic film with the lens I 
normally use to stretch my films 
into a double-width landscape 
format. I wondered what would 
happen if I turned the lens 90 
degrees and stretched the image 
from top to bottom instead 
of from left and right: make a 
portrait format film for a portrait 
format space?”8

Mount Analogue: A Novel of 
Symbolically Authentic Non-
Euclidean Adventures in Mountain 
Climbing is an unfinished novel by 
the French writer René Daumal, 

Ideas and Inspiration in FILM

image: Turbine Hall, Tate Modern

who died before the book was 
completed. It was published post-
humously in 1952. 

As Tacita Dean explains, “Mount 
Analogue exists for those who 
do not doubt the possibility of its 
existence, but for those others, it is 
an impossibility, a fantasy.”

“Film has the means to make 
poetry, but it is entering the 
illusory domain of being there 
only for those willing to board 
The Impossible. Mount Analogue: 
analogue, which has now come 
to mean all that is not digital, 
proposes a place, a mountain, 
a realm of the mind that can be 
reached by those who feel that it 
is possible, in fact necessary, to 
do so.”9

“Although [Mount Analogue’s] 
meaning remains elusive, it 
became my companion in those 
lost months of irresolution and 
helped me past my block… 
I found my way eventually through 
collage. I sat at my desk and 
made Mount Analogue, using my 
flea market postcard collection: 
the Matterhorn and the oily sea 
around Helgoland. I sorted out 
the postcards that were portrait in 
shape: stairs, towers, waterfalls, 
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fountain… I blew up pieces of film 
and then glued sprocket holes onto 
the Mount Analogue collage and 
saw that the anamorphic portrait 
format that I had established at 
the beginning was, in fact, a strip 
of film. I realized I was making an 
ideogram and, unbeknown to me, 
the portrait I’d been struggling to 
recognize for so long was a portrait 
of film itself.”10

TACITA DEAN

image: original collage of Mount Analogue

image:
Tacita Dean, Notebook pages, 2011
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FILM contains no post-production, 
instead all the effects are made 
either in the studio or within the 
camera. Before filming, Dean cre-
ated collages using imagery from 
postcards she sourced from Berlin 
flea markets. She used particular 
techniques and procedures pio-
neered by early cinema – such as 
glass matte painting, multiple ex-
posures, mirroring and masking – 
to create layered, collaged imagery 
and striking chromatic effects.

“I cut my films on a Steenbeck 
cutting table. I always work alone. 
I physically splice the print to-
gether with tape. My process has 
no system and changes with each 
film, but it is these days and weeks 
of solitary and concentrated la-
bour, which are at the heart of my 
creative process and how I mould 
and make the films. One attribute 
of film that most are happy to 
lose is its burdensome physicality, 
but for me that is precisely what 
is important. I am wedded to the 
metronome beat of the spool as it 
turns. I count time in my films from 
the clicking as the core collects the 
film. The time it takes to imple-
ment an idea; to cut something in 
or take something out and then 
spool backwards to the beginning 
to watch how it has worked, is the 

Materials and Techniques in FILM
time of film and the time of film 
edited, as well as the time of deep 
thought, concentration and con-
sideration. My process is one of 
incomprehensible and anachronis-
tic labour, as is all artistic process. 
Film is my working material and I 
need the stuff like a painter needs 
the stuff of paint.” 11

“My plan was to try various 
disused film techniques, such as 
glass matte painting – the use 
of two-dimensional illusionistic 
painting on glass in front of the 
camera to embellish or create the 
fictional realm – and the older 
method of masking. Masking in-
volves putting a mask, much like a 
stencil, between the lens and the 
film, which can expose a shape 
directly onto the emulsion. Many 
a keyhole or binocular effect 
through which we spied in early 
cinema were made this way, but 
the edges were never crisp and 
the imagery cumbersome.

Once solved, masking could allow 
me to print sprocket holes onto my 
imaginary filmstrip, but this would 
mean the multiple exposure of the 
same roll of film. When several 
masks were used to expose dif-
ferent parts of the emulsion, then 
the film would have to run and 

rewind in the camera many, many 
times. Any mask would need to 
be back-to-front, upside down and 
squashed by half to be correct in 
my film. It made for the arduous 
testing of my non-technical mind. 
I travelled far, and talked to many, 
and it was universally decided that 
what I was trying to do was near 
impossible, at least in achieving ac-
ceptable degrees of sharpness and 
recognisability. But my companion 
in this was a young architect called 
Michael Bolling, who knew nothing 
about film, but approached it like 
any other technical problem with a 
resolute and analytical mind. 

After much trial and error, he 
invented an aperture gate that 
worked as a sharp and precise 
mask, the like of which has proba-
bly never been seen before in film. 
It worked. The advantage he had 
over the pioneers of early cinema 
was digital technology. He built the 
mask on his computer and printed 
it in three dimensions.”12

TACITA DEAN 
image: Tacita Dean in her studio
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With the dominance of digital 
technology, what is the future of 
analogue film as a medium for 
artists? 

Is digital a continuum of film, or 
is it an entirely different medium? 
In which case, what is the 
responsibility of artists, museums, 
the cinema industry and heritage 
organisations to preserve it? Or, 
should artists accept the inevitable 
obsolescence of the medium and 
evolve?

Arts Issues in FILM

image: Tacita Dean, Found Obsolescence, 2006



ACCA EducationCurriculum links
VCE Art & Studio Arts Questions

characteristics and properties of 
photochemical film. How does the 
medium differ from digital moving 
image?

FILM such as line, tone, shape, co-
lour, texture, repetition, scale and 
space with examples of how Dean 
has used each.

the medium and the physical pre-
sentation of FILM, how does this 
affect the interpretation and under-
standing of the work?

FILM and Tacita Dean’s life, experi-
ences and interests. 

a specific process or practice in 
creating FILM that may reflect her 
personal philosophy and ideas?

shaped the intention of Dean’s 
work as well as our understanding 
of the artwork’s meaning?

presentation of a film about film 
reflect or challenge artistic and 
social traditions?

Further reading

Catalogue Resources

© Australian Centre for Contempo-
rary Art. ISBN 978-0-947220-01-3

Series), Edited by Nicholas Cul-
linan, Published 2011 © Tate Pub-
lishing. ISBN 978-1854379993

Video Resources

-
ment discusses the stylistic quali-
ties of Tacita Dean FILM
http://www.telegraph.co.uk/culture/
culturevideo/artvideo/8818226/
Tacita-Dean-transforms-Tate-Mod-
ern-Turbine-Hall-into-giant-cinema.
html

YouTube Channel    
 http://www.youtube.com/
watch?v=lefvPUYGvi0

Online Resources

Education Kit 
https://www.accaonline.
org.au/sites/default/files/
TacitaDeanEducationKitlowres.pdf

http://www.tate.org.uk/context-
comment/blogs/tate-debate-are-
we-discarding-film-digital

http://www.standard.co.uk/arts/
tacita-dean--the-last-filmmak-
er-6451917.html

http://www.theguardian.com/ar-
tanddesign/2011/feb/22/tacita-dean-
16mm-film

http://www.theguardian.com/ar-
tanddesign/2011/oct/10/tacita-dean-
film-review

1 Page 20; 2 Page 7; 6 Page 16; 7 Page 29; 8 Page 8; 9 Page 27; 
10 Page 28; 11 Page 20; 12 Page 29 - FILM: Tacita Dean (The Unile-
ver Series), Edited by Nicholas Cullinan, Published 2011 © Tate 
Publishing. ISBN 978-1854379993
 
3 Frame By Frame – Rosalind E. Krauss on Tacita Dean’s FILM 
Rosalind E. Krauss, Artforum, September 2011

4 Page 3 Tacita Dean FILM, Published 2013 © Australian Centre 
for Contemporary Art. ISBN 978-0-947220-01-3
 
5 October 100: Obsolescence: A Special Issue: Spring 2002 
By Rosalind E Krauss MIT Press; First Edition (2001) 978-
0262752503



ACCA EducationBookings and Enquiries
ACCA’s free education programs 
are available for Primary, Second-
ary and Tertiary groups between 
10am - 4pm from Monday to 
Friday. 

Maximum 25 students per group 
for THINK and MAKE programs. 
Bookings are required for both 
guided and self-guided School and 
Tertiary groups. School or Tertiary 
groups arriving without a pre-
booking may be required to wait to 
see exhibitions. Please be 
considerate of other classes and 
the public in gallery spaces. 
Contact education@accaonline.org.
au or call (03) 9697 9999 if you 
would like to bring a Primary, 
Secondary, Tertiary or community 
group. 
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