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2010

In the late 1970s, a critically celebrated new *“art” photographyaced,
characterized by large-scale, directed photographs, or tablemlidemtified in work by
Jeff Wall, Thomas Ruff, and Jean-Marc Bustamante. Howeverh@past 30 years,
American photographer Tina Barney has also created large,tableaux featuring her
upper class family and friends using a snapshot aesthetic. Witids end journalists
have evaluated Barney's work only in terms of her wealthy drackhd and family
portraiture, | believe that her photography is an exemplar ofrtbéern-day hybrid
tableau form.

By identifying and analyzing the various art historical sourtesBarney’s
photographs, this dissertation explores the relationship between paintinghotography
that is particular to the tableau form. Besides comparatiabyses with sources such as
seventeenth-century Dutch genre painting, feminist Impressioniginmaiand European
portrait painting as well as other tableau photographers such as §&omthn, Jeff Wall,
and Rineke Dijkstra, | broaden our perspective of Barney’'s worktogducing original
biographical research including her exposure to a world-famousolettion acquired
by her relatives, her rephotography training by landscape phptegsa and her
experience as a female image-maker in a male-dominated geneeresult, Barney’s
photographs forge a combination of representational, intentional artwagl loa the
composition of well-known paintings in the art historical canon, with rarerent
indexicality of location and culture that hinges on the audiencetioaa creating an
intertextual matrix that plots the social relationships, or mostity, of the subject,
Barney, and the viewer.
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INTRODUCTION

Concerns about the deteriorating condition of her family propelled wealthy
housewife Tina Barney (b. 1945) into her career as a photographer. In 1974, after moving
with her husband and two young sons to Sun Valley, Idaho, Barney became homesick for
her extended family and yearned for the life she led growing up on the East Goast. A
means to forge closer relationships with them during her summer visits to Wihtch H
Rhode Island, Barney started photographing her female family and friendsyloosel
directing them in the interiors of their summer homes in large (48 x 60-inch), color
photographs.

This dissertation examines three distinct bodies of work created by Bancey
her journey to Sun Valley—social landscape photographs of her contemporarieshn Watc
Hill from 1979-1996; interior photographs of her friends and family from 1980-1987; and
ethnographic fashion photographs of aristocratic European families comprissgyiesr
The Europeansreated between 1996-2004. In this exploration of Barney’s work, a range
of issues are addressed including the consistent interaction between photography
painting, and other media, as well as the indelible role of indexical tracesssuch a
biography, gender, geographical location, class, and time in her latgdedsaau
photographs.

During the same time as Barney’s emergence as a photographedjragto art
historian and critic Michael Fried in his most recent b&ky Photography Matters as
Art as Never Beforea new “art” photography surfaced, characterized by large-scale,
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directed photographs and evinced in works by Jeff Wall, Thomas Ruff, and Jean-Marc
Bustamante, and later carried on by Thomas Struth, Thomas Demand, Candida Hofer,
and Rineke Dijkstra.According to Jean-Francois Chevrier, a curator and theorist Fried
often cites in his book, new art photographers reacted to Conceptualism by returning t
what was traditionally the tableau form, yet infused it with ConceptuaismXture of
photography, cinema, sculpture, and philosophy, in order to create “photographic
paintings,” or photographic tableatiflore importantly, new art photography inspired a
return to objecthood in its ability to be confronted as an object-image due to itszarge s
its renewed distance barring any entry by the viewer.

This theoretical positioning of tableau photography as an object-image echoes
Fried’'s 1967 essay “Art and Objecthood,” in which he praises High Modernist painting,
whose effects were intended by the artist and didn’t depend on the beholder, while he
critigues Minimalist, or theatrical, sculpture that was incomplete wittheubéholder
and whose effects were not determined by the work it$eled seizes upon this
opportunity to breathe new life into his theory discussed in “Art and Objecthood” and
then links it to the Diderotian conception of absorption and anti-theatricality in

eighteenth-century French painting he discussed in previous teédisesption and

! Michael FriedWhy Photography Matters as Art as Never Befttew Haven and London: Yale
University Press, 2008), 14.

2 Jean-Francois Chevrier, “The Adventures of théuPécForm in the History of Photography,” in
Douglas FogleThe Last Picture Show: Artists Using Photograpt86d-1982(Minneapolis, MI: Walker
Art Center, 2003), 114.

% See Michael Fried, “Art and Objecthood,”Ant and Objecthood: Essays and Revie#8-172
(Chicago and London: The University of Chicago Brd998).



Theatricality: Painting and Beholder in the Age of Didéetat which he extols the

virtues of painted subjects so absorbed in their activities that they are unawang of be
beheld and pinpoints its reversalNtanet's Modernism, or, The Face of Painting in the
1860s where painting could no longer deny the beholder and instead embraced it through
a “radicalization,” i.e., flatness of the surface.

Presently, Fried argues that the new art photographers confront sinsiéer @fi
representation as T8and 1§‘-century French painters, yet offer novel solutions in
photography for achieving absorption and objecthood (despite the subject’'s awafeness
the camera’s presence). According to Fried, photography inherited the pafblem
beholding from painting and the aforementioned new art photographers practess vari
techniques to achieve anti-theatricality despite photography’s quality bg"

seenness>However, following Fried’s reasoning, could indexical photography, which

* According to Michael Fried, critics called for @action against the Rococo, a period known for its
lighthearted, sensuous, and decorative art, imildeeighteenth century. Relying heavily on the ings of
Denis Diderot, Abbé Du Bos, Friedrich Melchior GnmAbbé Laugier, and La Font de Saint-Yenne,
Fried argues that these critics campaigned ag#iadRococo for a return to the seriousness, higided,
moral, and universal aesthetics of the art of #&.prhese critics praised artists who showed si§ns
absorptive states and activities in their work]ifegthat this led to painting which showed a maximof
expression in contrast to the surface treatmeahwitions in Rococo painting. These ideals were
exemplified in works by Jean-Baptiste-Siméon Chasatdid Jean-Baptiste Greuze, whose painted subjects
were so absorbed in their activities that they gboute to the “fiction of non-existence” of the ludther.

See Michael FriedAbsorption and Theatricality: Painting and Beholderthe Age of DiderafBerkeley:
University of California Press, 1980), 35.

® Fried contends that by the 1860s, Diderot's notibthe denial of a painting’s beholder could be
maintained no longer and this failure was acknogéetlin Edouard Manet’s radicalized portraits otdoa
“facingness."Manet’s Modernism, or, The Face of Painting in #1880s(Chicago: University of Chicago
Press, 1996), 255-256.

® Cited by Robin Kelsey, “Eye of the Beholder: Rokielsey on Michael Fried"8vhy Photography
Matters..,” Artforum January 2009, 53.



inherently depends on a viewer's response, and in Fried’s terms is thebé&ica
considered a worthy form of aft?

Unfortunately, this question is answered by the narrow selection of artsts’ w
under Fried’s serious considerationVifiny Photography Matters as Art as Never
Before—out of the twenty artists discussed at length, only three are women (Rineke
Dijkstra, Hilla Becher, and Candida Hofer), one is an artist of color (Hiroshirteugj,
and two are American (James Welling, Philip Lorca diCorcia). The resttate, male
Europeans, with the exception of Jeff Wall, who hails from Canada. In fact, Fried
continues his campaign first begunAhsorption and Theatricalitthat “nowhere in the
pages that follow is an effort made to connect the art and criticism under chsowghi
the social, economic, and political reality of the ayj@rhile these overtly formalist
choices make sense for his overall argument for absorption and anti-thiaindale
tableau form, why does Fried offer such a claustrophobic perspective on tableau
photography? Moreover, what are the effects of his limited critical scope?

Although Fried mentions Tina Barney’'s photography in passing as failing to fully
engage with issues of absorption and anti-theatricality (as well as mesicAmand/or
female photographer8), believe her work is an exemplar of the photographic tableau

form and that Fried’s application of absorption to tableau photography forms an

" Robin Kelsey, “Eye of the Beholder: Robin KelseyMichael Fried’swhy Photography
Matters..,” Artforum January 2009, 58.

8 Fried cited by Robin Kelsey, “Eye of the Beholdeabin Kelsey on Michael Fried&hy
Photography Matters.,” Artforum, January 2009, 53.

° Michael FriedWhy Photography Matters as Art as Never Befdtew Haven and London: Yale
University Press, 2008), 337.



interesting dialogue with her work. Throughout the dissertation, | treat'$aealysis of

these artists’ works as a counterpoint to Barney’s photography because Hess tihe
represent these tableau artists as a whole and many of the artistdfeatus book—for
instance, Thomas Struth, Rineke Dijkstra, and Jeff Wall—grapple with simbgrcs

matter as Barney in the tableau form, including family portraits, individuélgotst

interior spaces, and looking at art, be it through photographing viewing spaces sueh a
museum and the home or by composing the photograph based on a canonical painting. In
order to qualify Barney’s work as engaging with the tableau form and to shkttisi

main crux behind Fried’s argument\ivhy Photography Matters as Art as Never Before

| offer an analysis of her work in relation to Fried’s appraisal of Thonrash&t “classic

museum photographs.”

Part I. Hybridity and The Tableau Form

Curiously, in Fried’s analysis of new art photographer Thomas Struth’sitclass
museum photographs,” a series dedicated to tourists with their backs to thefamngr
well-known art works in such hallowed institutions as the Louvre in Paris, @Galleri
dell’Accademia in Venice, and the Art Institute of Chicago, Fried adopts the Uinusua
opinion that the various media featured in the photograph and the world outside the art in

the photograph occupy separate, non-communicative worlds. For instance, in 3ituth’s



Institute of Chicag® (1990) (Fig. I'f, a photograph of a woman with a baby stroller in
front of Gustave CaillebotteBaris Street; Rainy Dafrom 1877 Fried suggests that
zthe painting’s figures are completely oblivious to the presence of the womdmeand t
stroller, while another viewer outside the painting looks at the wall text, and not the
painting, providing a further disconnect between the viewers in the photograph and the
painting.

According to Fried, a similar effect occurs with Strut@Galleria dell’Accademia
I, Venice(1992) (Fig. 2), a scene depicting clusters of tourists in front of Veronese’s
imposing wall-size paintingeast in the House of Leried maintains that the tourist
world is completely detached from the grand canvas, underscored by visitors Wwho wal
past it without absorbing it, either their attention drawn to the paintings on tinaieft
wall or their bodies blurred by motion. He writes, “Struth’s photographs depict not one
but two worlds, that of the painting or paintings featured in a given image and that of the
museum or church in which it or they hang, and although as viewers of the photographs
we tend to assume that the second, public world is ours, we do not in fact inHabit it.”
truth, one of Struth’s intentions was to remind viewers that many masterpieedsdeav
taken out of context and were not originally created for churches or museums and have
ultimately been fetishized, draining all the original meaning out of the work.rasult,

the viewer of the photograph is shut off from both the artworks in the photographs (just

1 bue to the prohibitive reproduction costs andidlifity obtaining copyright permissions, | was
unable to reproduce the images in this dissertaBtease refer to lllustration Sources on p. 232fo
complete list of sources where these illustraticans be located.

" Michael Fried Why Photography Matters as Art as Never Befdtew Haven and London: Yale
University Press, 2008), 122.



like the tourists in the photographs) as well as the museum or church pictured in the
photograph?

Instead of making a case for tableau photography, Fried’s assertionrtiisS
“classic museum photographs” best illustrate the division between the paintddtier
photographed world, and the viewing world outside the photograph support his overall
thesis on absorption and theatricality. Fried writes, “the depiction in Struthesumus
photographs of non-communicating worlds-those of the paintings, that of the
museumgoers—harmonizes with crucial aspects of the Diderotian tdémicther
words, the classic museum photographs underscore how the painted figures aedabsor
and oblivious to the beholder in the outside world.

While Fried’s analysis of the museum photographs support his theories on the
anti-theatricality of Struth’s works, by analyzing Barney’s photographslation to
Struth’s, it becomes apparent that Barney's oeuvre (from the early 1980s Wéatch Hil
images to the later work ihhe Europeansmore accurately stands as a metaphor for the
hybrid make-up of the modern-day tableau photograph. Although her style and subject
matter has changed over the past thirty years, one element has remastadtdo her
work—the portrayal of cultivated families among their art collections inrttegiors of
their homes. Moreover, unlike Struth’s classic museum photographs, which depict
viewers with their back to the audience or in profile looking at the artworks, Barney’

figures most often turn their backs to the works and face the viewers, in eféating a

2Michael Fried Why Photography Matters as Art as Never Befdtew Haven and London: Yale
University Press, 2008), 122.

13 Michael FriedWhy Photography Matters as Art as Never Beftlew Haven and London: Yale
University Press, 2008), 127.
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direct comparison between the frontal surface of the photographed subject and the
painted, sculpted, or even drawn one. Thus, the viewer encounters the reality-based
photographed figure and a representation from the same perspective.

Often, in her earlier works created in Watch Hill and Manhattan, Barney eaptur
her friends and family subconsciously adopting the poses of a particularlkaamd/or
their dress. IThe Receptio(l985) (Fig. 3), Barney photographs her sister, Jill, directly
in front of Pablo Picasso’s blue-periBadrtrait of Angel Fernandez de Sdtt®03) with
her back to the painting holding her hands loosely clenched together echoing Picasso’
unusual depiction of de Soto’s handsThre Skiel(1986) (Fig. 4), a young boy sits to the
left of a large vertical, rectangular painting of a young boy toting @osstry skis
under his arms. The boy in Barney’'s image is wearing a thick, off-white woatewe
over a red-collared shirt while the boy in the painting doffs a cream ecdvaweater
over a blue collared-shirt. These images serve as reminders that thesf&ainey
photographs “live” with their art instead of Fried’s assumption that Struth’ecsbj
travel to museums and churches as outsiders to view art, contributing to thelspdcta
tourism. Instead, Barney’s friends and family consider the art as partioévieeyday
lives or even as a part of the family.

In Barney’s serie$he European§l998-2006), her subjects are ensconced among
their even grander art collections, and similar to the Watch Hill and Manhattan
photographs, they adopt the same poses and costumes as their painted counterparts. In
The Brocade Wall2003) (Fig. 5), an older Spanish woman in a dark suit holds her arms

out from her sides in the same manner as the decorated military officqaypdrin the



painting directly behind her. hhe Oriental Jacket2001) (Fig. 6), a middle-aged man in
a silk paisley jacket stands in front of an Asian painted screen with two peandcks a
gold detailing that complements the lustrous sheen of the garment.

Barney doesn't limit the interaction of her subjects with only paintings, but als
introduces the presence of sculpture into her cache of art objects in her photographs.
These pieces introduce a three-dimensional human presence to the work. Roejmsta
Standing Marand its companion piec8fanding Womaf(2003) (Figs. 7 and 8), Barney
positions a man and woman in front and to the right of a carved wooden sculpture of a
standing nude female in a stifbntrappostgose in the couple’s dining room. Both the
man and woman replicate the wooden frontal pose of the sculpture. Barney further
elaborates on the interaction between photography and sculpture in theTimeaest
(2003) (Fig. 9), where she captures an older gentleman in the midst of posing for a
sculptor in such a manner that the older man and his sculpted clay face address the
viewer. Barney identifies the gentleman as an ancestor of Count Eusebi &hétca
Antoni Gaudi’s greatest patron, for whom Park Guell in Barcelona is named. Unlike
Fried, who positions Struth’s subjects as strictly viewers or more cynittad ylistracted
masses disconnected from the works, Barney casts her figures not onlgaieetdrs in
their homes, but as muses for artists, patrons, and those who participate in the creati
process of the artwork. However, most of Barney’'s work also bars the viewey's ent
through social class.

Furthermore, by comparing Fried’s analysis of Struth’s classic museum

photographs to Barney’s oeuvre, it is she who captures the true spirit of the tabieau for



while he just uses it as a means to support his primary concern, the continuance of his
theory of the Diderotian ideal and absorption in contemporary photography. Her work
underlines the hybridity of media present in the tableau form with painting,rdrawi
photography, and sculpture casually interpenetrating each other. In the tahieau for
argues Cheuvrier, “there is a return to classic compositional forms, along withvirays

from the history of modern and premodern painting, but that movement is mediatized by
the use of extra-painterly models, heterogenous with canonical art historysrfrodel
sculpture, the cinema, or philosophical analysfdrideed, Barney’s works present us

with a mixture of various media-churning combined with an overall knowledge of
canonical art history.

Barney’s photographs forge a combination of representational, intentional
artwork, based on the composition of well-known paintings in the art historical canon,
with an inherent indexicality of location and culture that hinges on the audience’s
reaction, yet also bars their entry into the scene. As a result, | bebeneyB
photographic artwork is infused with “a bypassing of the artist’s intentiotiality order
to achieve an alternative to absorption that addresses the audience at handeaiivhat |
positionality, or an awareness of the artist, the subject, and the audiencd’pasitian

in the world.

14 Jean-Francois Chevrier, “The Adventures of théuPécForm in the History of Photography
(1989),” Michael Gilson, trans. in Douglas Foglée Last Picture Show: Artists Using Photography,
1960-1982AMinneapolis, MI: Walker Art Center, 2003), 116.

15 Walter Benn Michaels, “Photographs and FossitsPliotography Theoryed. James Elkins
(London: Routledge, 2006), 441.
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Throughout the dissertation, positionality is a quality | draw upon to explain the
various social hierarchies and relationships that occur in most of Barney’s wadehet
herself, her subjects, and the viewers based on factors ranging from ageatanality,
class, and gender as well as the nature of the relationship (family, friemgeyer-
employee, artist-subject, image-spectator). Indeed, except for thé afegh@image-
spectator relationship, Fried’s formulation of absorption and theatricality'tl tesise
into account any positionality into his analysis. For instance, in his reading ¢&eRine
Dijkstra’s individual portraits of adolescents on the beach, he writes, “Thensees
the photograph itselhot some implied or imagined personal relationship between sitter
and photographers, this is where the large size of the tableau comes into plays-viewe
can confront the object-image from a distant®elhus, not only does Fried sever the
relationship between the object-image of the tableau and spectator withinidatoon of
absorption and anti-theatricality, but he also blocks any social connection h¢heee
artist and subject. Additionally, there is no commentary on the subtle economicarslicat
at play in Dijkstra’s work such as the differing bathing suit styles (salolescents wear
expensive designer suits while others play in their underwear) or location @hbywe
enclave of Hilton Head, South Carolina versus working class bathing spots in Eastern
European countries).

Barney'’s intimate portraits of the upper class in the United States and Bplagpe
a crucial role in what | believe to be the main source of discomfort experieyceidids

such as Fried and audiences when confronted with Barney’s work. She commfamds, “I

18 Michael FriedWhy Photography Matters as Art as Never Beftiew Haven and London: Yale
University Press, 2008), 339.
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it funny that the people who photograph horror or gore or violence, it doesn’'t seem like
they get as much examination as some of my photographs of the uppet cléss.”
instance, when Barney presents her work to groups, during the question/answer periods,
she receives harsh criticism, especially when talking to students becaus# heyst
work disrupts the notion of a classless society furthered by Fried’s &etatrih
photographers working in the tableau form. As a result, the representation @fottaas
a major structuring principle of positionality throughout the dissertation.

Unlike Fried, who inWhy Photography Matters As Art As Never Befaglects
to support his claims about the newfound importance of photography and why issues of
theatricality are currently relevant with artists’ interviews aretditure, instead, relying
on texts such as philosopher Ludwig Wittgensteftidosophical Remarkom 1930'®
this dissertation relies heavily upon words Barney uses to describe her own walk as
as texts that speak to today’s social and political conditions. It also intendsrta off
refreshing alternative to the lack of indexicality in new art photograplexamining the
importance of location and cultural specificity in understanding Barney’s Wwodkder
to achieve this, in the succeeding three chapters, | have formulated variatise®rr
establishing the importance of the indexical in relation to the tableau form imgfnd
roles of geographical location, various influences from childhood, and class tssnct

offering an alternative to Fried’s binary construction of absorption and itredidyr

" Tina BarneyVisiting Artists ProgramThe School of the Art Institute of Chicago (CljoaThe
School of the Art Institute of Chicago, 2004).

18 Robin Kelsey, “Eye of the Beholder: Robin KelseyMichael Fried’sWhy Photography
Matters..,” Artforum January 2009, 53.
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Part Il. Structure of the Dissertation

This dissertation first examines Barney’s early photographs of hed soci
contemporaries and family from 1979-1996 separated into two groups based on
location—Watch Hill and Manhattan—and later expands the discussion to include her
photographs of aristocratic European families from her s€he€uropeansreated
between 1996-2004. Although the first two groups were created simultaneously, the
Watch Hill works more succinctly capture Barney’s emergence as agpapher, which
reasonably acts as an embarkation point for the dissertation.

Chapter onekxteriors,inserts Barney into the context of American photography
of the 1970s and examines the techniques common to landscape photography that she
acquired while studying at the Sun Valley Center of the Arts in Sun Vallagplunder
Mark Klett during his fieldwork on the Rephotographic Survey Project. Following'Klett
example, Barney returned to her summer home in Watch Hill from the lateissuent
the late nineties to rephotograph her female family members and friends imand ar
their summer enclaves. This chapter establishes the importance adaogrlocation
in tableau photography and discusses how Barney’s “landscape” photographs reveal the
isolating effects of a seasonal cottage community on the social behaviorfemiade
subjects over a period of almost twenty years. Following from my interestinist art,

this chapter also engages in a comparative analysis of paintings by MsattCe well
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as work by a major representative of new art photography and the tableau form, Jef
Wall.

Chapter twoDecorated Interiorsmoves on from Barney's landscape work in
Watch Hill to explore an early installation dealing with interiors and heroghaphs of
interiors completed from 1980-1987. By investigating Barney’s cultivated umphging
the second chapter recognizes the various influences from her childhood and how they
informed her photo-making practices in order to establish the influence of an image-
maker’s biography on the tableau form. The first half of chapter two embarkdrief
history detailing Barney’s family’s involvement in the art world, esplgdmeer great-
uncle, Robert Lehman’s relationship with the Met and the severe criticistadeatethe
installation of his collection in the newly constructed Robert Lehman Collectranof/
the museum. This information helps to shed light on the motivating factors behind
Barney’s early works and provides a connection to her focus on the upper class and art
collectors in her photographs.

The second half of chapter two employs a comparative analysis between'8arney
photographs of interiors and seventeenth-century Dutch genre paintings that were
acquired by her family in order to gain favor with elite New York society) bbthich
similarly engages with issues of the psychology of the home and family, moralit
gender, and power. Both Barney’s photography and her great uncle’s axtleuting
function as ways to create new modes of self-presentation to the world.

The third chapteMapping Positionality? The Europeans,toncludes the

dissertation by discussing Barney’s journey out of the United StatedytoAtistria,
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England, France, Spain, and Germany in which she photographed aristocratic European
families to create her seriéhie European§l996-2004). In addition to examining this
series’ roots in fashion and ethnographic photography, this investigation intends to prove
that Barney was motivated by the emergence of many European new agrppbéers
onto the international art scene who created large, color photographs with themes of
family and portraiture such as Thomas Struth and Rineke Dijkstra. It is heBathay’s
work most closely mirrors new art photography and the tableau form with thalcruc
difference of representing a classed society.

Additionally, chapter three also consid&ise Europeans relation to Thomas
Struth’s portrait of families in which Fried declared that Struth’s sittehseved
absorption and a lack of self-consciousness through the frontal pbtBgiexploring
Barney’s working proces3he Europeanseveals the extent to which Barney poses her
subjects and how she manages to capture them unconscious of their cultural indicators,
family resemblances, and interaction with their family’s art cotbacivhile allowing for
various audience interpretations without calling into question photography’s staitis as
As a result, Barney provides viewers with a social tableau-document thathglots
positionality of the subject, Barney, and the viewer.

Barney’s blaring absence in Fried’s discussion of the tableau form tafii@n
to the ill effects of the limited vision of his project on the tableau form. By adopieng t
binary construction of absorption and theatricality as a judgment value agaiaisttavhi

gauge the tableau form, Fried leaves out meaningful dimensions such as claes, locat

¥ Michael FriedWhy Photography Matters as Art as Never Beftiew Haven and London: Yale
University Press, 2008), 203-204.
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gender, and biographical influences, ignoring accomplished artists such ay #&am

explore these themes in their work. By utilizing Barney’s oeuvre as a lengthwhich

we can open up the study of the tableau beyond Fried’s purely formal concerns, this
dissertation reveals some of the several key aspects that Fried neglectiees a rich,

new framework from which to judge other contemporary artists practicinggiabl
photography in the future. From Barney’s landscape photographs to interior genre works
to portraiture, this dissertation examines her works in relation to new art pdqutggand

the tableau form and how she achieves a more socially conscious alternatied’'to F

European, male-dominated brand of absorption.

16



CHAPTER ONE: Exteriors

Part I: Capturing the Landscape

Similar to Fried’s treatment of tableau photography, for many crttiesrists,
and curators, the degree to which landscape has referred to the intersectien bietwe
represented land and the world outside the artwork is debatable, and has been an
especially sensitive topic in landscape photogr&Bhiylowever, thanks to critic and
photographer Deborah Bright, who in her unapologetically critical 1985 article, “Of
Mother Nature and Marlboro Men: An Inquiry into the Cultural Meanings of Landscape
Photographers,” analyzes the history of landscape photography and offermgapia
for the lack of women artists represented in the genre, it is possible to sée fema
photographer’s works such as Barney’s from a new perspective, where biogndphy a
location play a crucial role in the meaning of her social landscape®ork.

After the public unveiling of the daguerreotype in 1839 and the later development
of the wet collodion process, photography became a tenable medium to capture the
landscape. While eighteenth-century classical European landscape paintiaggedont
pastoral scenes of winding paths, flocks of sheep, and peasants’ houses embedded in

mountains, a counterpart in the United States did not exist. American painters might be

%0 For a deeper examination of the relationship betwgower, gender, and pre®™entury landscape
painting, see W.J.T. MitchelLLandscape and Powég€hicago: University of Chicago Press, 2002).

% Deborah Bright, “Of Mother Nature and Marlboro Mém Inquiry Into the Cultural Meanings of

Landscape Photography,” ithe Contest of Meaningdited by Richard Bolton, 125-143 (Cambridge, MA:
The MIT Press, 1989).
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able to conjure such scenes in their minds, but photographers hired by the United States
Geological Survey and railroads in order to survey and document the newly acquired
territories in the 1860s and 70s were limited to the wilderness found in front of the
camera—namely, the inhospitable terrain of Idaho, Colorado, Nevada, Wyoming, Utah,
Arizona, New Mexico, and California. Most of the photographers—among them Timothy
O’Sullivan, Carleton Watkins, Eadweard Muybridge, and William Henry Jacksame-c
from a scientific background and had little to no artistic traiAfithese factors—all
men, unburdened by art history, braving the wild—gave rise to the figure of thie her
genius, male landscape photographer that still dominates the treatment of this
photographic genre today.

In “Of Mother Nature and Marlboro Men: An Inquiry into the Cultural Meanings
of Landscape Photographers,” written on the occasion of a new flood of landscape
exhibitions at major museums in the late 1980s, Bright outlines the origins of #ne mal
landscape photographer and how the scholarship on these trailblazing photographers
perpetuated similar treatment of later generations of male photographighs exposes
key museum curators and exhibitions that nurture associations between landscape
photographers and the raw talent of the male outdoorsmen, which would become part of a
larger effort to shape the history of photography’s past, present, and future.

According to Bright, the greatest offender was John Szarkowski, Director of
Photography at The Museum of Modern Art, New York from 1962 to 1991. In his
writing and exhibitions, Szarkowski created a formal language based ontehatias he

thought unique to photography and reconciled it with working conditions for nascent

22 John Szarkowski, “Introductionfmerican Landscapes: Photographs from the CollectibThe
Museum of Modern AfNew York: The Museum of Modern Art, 1981), 5-7.
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photographers such as Timothy O’Sullivan. Szarkowski writes of O’Sullivan, “he was
protected from academic theories and artistic postures by his isolation, tred by
difficulty of his labors. Simultaneously exploring a new subject and a new medeim
made new pictures, which were objective, non-anecdotal, and radically photogfaphic.”
However, Bright finds fault with this formulation, seeing that Szarkowski’scaur
ignores the historical and social contexts in which these photographs were made—
obscuring sponsors, audience, means of reproduction and distribution, as well as
neglecting to mention the displacement of indigenous people.

The bloodlines of the landscape photography canon extended to the highly
influential exhibitionNew Topographics: Photographs of a Man-altered Landscape
organized by William Jenkins for the George Eastman House in 1975. The exhibition
featured the landscape photography of eight virtually unknown men (in addition to
husband-and-wife-team Bernd and Hilla Becher) who presented themaelesshewing
any type of artistic style. Their photographs consisted mostly of straiglatfd views
and arbitrary framing of banal architecture such as tract houses and ihgasksa
without any personal intrusion by the photographer. Bright writes, “they present
themselves as self-consciously knowing ‘naifs,’” artless artists workthgwthe
tradition Szarkowski has constructed for those nineteenth-century expeditionary
photographers who worked ‘without precedewithout style’?* Exhibitions such as

New Topographicirge and preserve the link between the late nineteenth-century

% John Szarkowski, “IntroductionThe Photographer and The American Landso@®w York: The
Museum of Modern Art, 1963), 3.

4 Deborah Bright, “Of Mother Nature and Marlboro Mém Inquiry Into the Cultural Meanings of
Landscape Photography,” ithe Contest of Meaningdited by Richard Bolton, 125-143 (Cambridge, MA:
The MIT Press, 1989), 131.
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documentary male landscape photographers and those working in the late twentieth
century, and continue the notion of the landscape photograph as a play of neutral formal
gualities captured by the camera without any ties to cultural, historicatiotagical
concerns.

Bright then poses the question, “Where are the women?” and cites scores of
landscape photography exhibitions, coffee table books, and academic texts tiad excl
women photographers, while perpetuating the stereotype of the male, mythic
photographer in the West to fuel the idea of photography’s “essential” formad aaiir
play of aesthetic form without specific subject matter. According tghBrthe tendency
to show only male landscape photographers is based on the essentialist beliehthat m
are apart from nature, and therefore must conquer it, while wareerature. Men make
a conscious choice to creatively interact with nature; therefore, their svoré&re valued
overall in society.

To improve the status of women landscape photographers, Bright suggests
alternatives to the traditional landscape photography heralded by curakoogjans,
exhibition catalogues, museum collections, and texts:

Other sorts of positions that might be articulated in landscape phptogr

include land use, zoning, the workplace, the home. Women, | think, have a

special stake in documenting this sort of “social landscape” . . ost M

landscapes that are used primarily by women—the house, shopping

centers, beauty parlors, Laundromats, etc.—are designed by anen f

maximum efficiency and/or to promote consumerism among women. Only

recently has the history of architecture been rediscovered cvahaed.

Such an architecture would fundamentally redesign living spaces and

workspaces with women’s needs in mind—for example, communal day

care, private work areas away from family demands, and aa®ss to

other women through horizontal social networks. Such a sense of order-in
space could be analyzed in a feminist landscape photography. Women
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might also recoup landscape photography for themselves in respotsse to

present character as a male preserve in art photogfaphy.

Bright calls on women photographers to subvert the notion of the lone male photographer
and campaigns for a more analytical, historically informed photography pecosd by
text, with special attention to the fields of urban planning and domestic argfretect

As unlikely a candidate as she may seem, Tina Barney, who many have labeled a
upper-class portraitist, responds to and supports Bright's call with her large, idemest
centric, color photographs. From the late seventies to the late nineties, Baumegd to
Watch Hill, Rhode Island to rephotograph her female family members and friena$ in a
around their summer enclaves. As a result, her landscape photographs revéadtthe ef
of a seasonal cottage community on the social behavior of her female sab@Fcs
period of almost twenty years, and underline the need for redesigned feminine
landscapes.

Unbeknownst to most, Barney’s photographic education unfolded in the West
where landscape photography dominated. She took private lessons from landscape
photographers Peter de Lory and Mark Klett and attended workshops at the Sun Valley
Center for the Arts in Sun Valley, Idaho (heretofore referred to as “thieCe
However, Barney did not respond to the mountainous terrain of Sun Valley. Instead, she
waited until the summers when she would return to her home in Watch Hill and offer a
feminine perspective on the social landscape, all the while incorporating techniques
common to landscape photographers at the Center such as the use of a view camera,

rephotography, color, and enlarged print size. For instand&ysical Chairs(1990)

% Deborah Bright, “Of Mother Nature and Marlboro Mém Inquiry Into the Cultural Meanings of
Landscape Photography,” ithe Contest of Meaningdited by Richard Bolton, 125-143 (Cambridge, MA:
The MIT Press, 1989), 137.
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(Fig. 10), Barney photographs the end-of-the-season family field day held aratubky
Misquamicut Club, a private beach, tennis, and golf club in Watch Hill. She renders a
group of children (mostly girls) playing musical chairs on the beach whigmiza
amusedly look on in the background. Is this an accidental moment caught in timetthat jus
happened to take place on a beach to be admired for its colors, lines, and geometric
shapes? Or do the subjects’ use of the land refer to sociological and cultureégrac
outside the frame?

Unlike the theoretical framing of early landscape photographers such as
O’Sullivan, Barney’'s work does not claim to be isolated, objective plays of form
disconnected from the sociological and historical context in which it is produdel® W
the landscape serves initially as parergon, in reality, it offers a caomeetween the
coastal town of Watch Hill specifically and musical chairs. Barney’'s phgibgraeuvre
from the late seventies to the late nineties documents the aftermath of Vilbgcshik
from the structured group atmosphere of hotel resorts for well-to-do famidieting to
escape urban blight in the mid-nineteenth century to a cottage colony repihepeivate
clubs and an emphasis on permanence, family life, social exclusivity, and atcomte
nature at the dawn of the twentieth century. In fact, material feminisiisas Charlotte
Perkins Gilman wrote how this type of cottage living arrangement fostolkadion for
women and how summer resort towns had the potential to remedy the situation by
industrializing housework and freeing women from the home to pursue outside work.
Thus, Barney’s photographs reveal how nearly 100 years later, socias tiacle
narrowed and women became isolated in the private homes as the men left for work and

play. For this reason, Barney limits her settings to home interiors, porchédsnga
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backyards, beaches, and other private landscapes heavily populated by mothers and
children.

Due to the close-knit relationships of the female denizens of Watch Hill, Barney
had the opportunity to capture and rephotograph the same cast of characters for twenty
years. The images are predicated upon the sense of permanence and faiimdtarégne
about as a result of the cottage community, and Barney finds comfort in the brlityuta
of her subjects and their children’s inheritance of the same features,rmars@and
values. The lack of change over time revealed by Barney shows that hier $elnjacts
(as well as the artist herself) are not willing to relinquish the status dBiogs
prescribes, and they continue to carry out the lifestyle dictated by Watth Hill
architectural and social landscape and pass it on to future generations.

Upon closer examinatioMusical Chairsuncovers a deeper narrative than a
moment of a children’s game on the beach. In musical chairs, once the music stops, a
child will be left without a chair and cast out of the circle. After each rouagled will
be excluded until there is one left, sitting in a chair completely isolated @mel &h this
photograph, a seemingly harmless children’s game symbolizes the graddattmatien
of Watch Hill from a resort destination into a cottage colony and how, yeayaéer
social circles became smaller and more exclusive resulting in isolatiailyu®r
women. With the inclusion of the parents watching their children, Barney captwes
this act of exclusion is passed down from generation to generation. This imadgeaga
just one of many pieces of Barney’s larger narrative about Watch Hill.

Even though Barney’s landscape photography of Watch Hill reveals the failure of

social utopias prescribed by material feminists such as Charlotte®&ikinan, it
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succeeded in contributing to a burgeoning photographic genre, social landscape
photography, which combines techniques that more or less developed out of landscape
photography with the subject matter and snapshot aesthetic of social documentary.
However, as much as Barney succeeds with this feat, in the spirit of Brigbgissex of
landscape photography exhibitions, this chapter will also engage in a mowd dlcat

the presentation of Barney’s artwork mired in the traditional commerdlahygaetting.

Il. Learning to Photograph: The Sun Valley Years 1974-1983

In 1966, Tina Isles married John Joseph Barney, the son of Mr. and Mrs. Harold
B. Barney of Watch Hill, Rhode Island. Tina and John lived in Manhattan and summered
in Watch Hill, where John grew up. Tina immediately liked Watch Hill becausesibwa
small New England town with a strong sense of tradition where generati@gef |
families maintained summer honf@sShe wrote, “| first walked into my life when | was
nineteen. Everything felt familiar even thought it was new. | was lucky tbaéd this
place more than the home of my childhodtBy the time Barney was 24, she was a
wife and a mother to two sons—Tim and Philip.

In her early twenties, Barney'’s older brother, Philip, inspired her to caliect

Upon seeing some of Barney’s pieces on her apartment walls, one of her frietedbk invi

% Tina Barney, Oral History as narrated to Deannerffison, 1983, Regional Department Oral
History Collection, The Community Library, Ketchui,.

%’ Tina Barney[Tina Barney: Photographs: Theater of Mannéxew York: Scalo, 1997), 12.
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her to join the Junior Council, a volunteer group, at The Museum of Modern Art in 1972.
Barney was assigned to the Photography Department and worked on an exhibition
catalogue for the Seagrams Collection featuring Ansel Adams’s printsvé&he
immediately attracted to photography and frequently visited the few photography
galleries that existed in New York in the early seventies such as Lajlergsand Witkin
Gallery. Barney first received her education in the history of photogrdpghgse
galleries as she bought works by Ansel Adams, Imogen Cunningham, and Edward
Weston?®

At this time, two dominant styles of photography existed—a West Coast
landscape school, espousing spiritual photography similar to the nineteenth century
classical European landscape paintings, embodied in the work of Edward Weston, Eliot
Porter, Ansel Adams and Minor White; and modernist photography championed by
MoMA's Director of Photography John Szarkowski. By the early-to-mid-seagnti
Szarkowski had already occupied his post for over a decade, and during that period, had
crystallized his photographic theories in a series of slim cataloggetyiaulled from
MoMA'’s permanent collectiorniThe Photographer’'s EyE964),From the Picture Press
(1973), and_ooking at Photographs: 100 Pictures from the Collection of The Museum of
Modern Art(1973).

Szarkowski’'s project consisted of three bas