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William Kentridge, More Sweetly Play the Dance, 2015, permission de la LUMA Foundation et de la Marian Goodman Gallery

le 11 septembre, dans ’exposition No-
thing but the blue skies, mélant des ins-
tallations contemporaines et des films,
des peintures et des photographies de
cette tragédie ultramédiatisée qui a
marqué un tournant dans histoire vi-

suelle mondiale. A signaler, enfin, deux
autres coups de cceur, Restricted Areas
de Danila Tkachenko (sur larchitecture
de la guerre froide — en faisant abstrac-
tion toutefois de l’accrochage maladroit)
et les tirages Fresson de Bernard Plossu,

The Edge of the Earth:
Climate Change in Photography and Video

Ryerson Image Centre, Toronto
September 14 to December 4, 2016

The Edge of the Earth: Climate Change in
Photography and Video grapples with our
changing understanding of the connec-
tion between human activity and the
destiny of this planet. The title does not
begin to suggest the exhibition’s ambi-
tions, which go far beyond surveying
work related to climate change. Curator
Bénédicte Ramade has thoughtfully as-
sembled artworks spanning five decades

in an exhibition at the Ryerson Image
Centre that ponders humanity’s relation-
ship with the world that we are making,
but that we may well not survive.

The exhibition proposes that to
imagine the implications of the Anthro-
pocene, described in wall text as “the
era marked by total human domination
of the planet, right down to its geolog-
ical essence,” we require a new visual

Paul Walde, Requiem for a Glacier, 2012-14, still from 2-channel video installation with sound
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dans un road movie américain au
Nouveau-Mexique...

Et, pour finir, cerise sur le gateau,
apres avoir avalé des kilometres
d’images au Parc des Ateliers, venait le
temps de se poser devant linstallation

language. Edge of the Earth seeks to
move past imagery of ecological crises
focused on describing consumption,
waste, and the corruption of the natural
world toward work that visualizes the
planetary character of geologic and at-
mospheric changes. This aesthetic does
not take humans as its scale for meas-
urement; if anything, the people repres-
ented in this exhibition appear inert and
insignificant when set against the
changes that our actions have brought
about. What we perceive as
calamities, the earth does not perceive
at all.

Julian Charriére’s Panorama, Behind the
Scene (20m) adroitly comments on our
anthropocentric narcissism. The video

enveloppante et un brin mélancolique de
lartiste sud-africain William Kentridge,
qui manie tel un magicien plusieurs
médias (film, animation, dessin, musique
et théatre) pour évoquer, dans une sorte
de cortege poético-funebre, entre fanfare
et danse macabre, le passé tragique de
son pays, soumis au régime d’apartheid
jusqu’a Lorée des années 1990, More
Sweetly Play the Dance. Et Arles, bien que
devenue une grosse machine, reste un
lieu de découvertes et de rencontres
sans pareil.

Erika Nimis est photographe (ancienne
éléve de I’Ecole nationale de la photo-
graphie d’Arles en France), historienne

de I’Afrique, professeure associée au
Département d’histoire de l'art de ’Uni-
versité du Québec a Montréal. Elle est
I'auteure de trois ouvrages sur I’histoire

de la photographie en Afrique de I’Ouest
(dont un tiré de sa these de doctorat :
Photographes d’Afrique de I’Ouest.
L’expérience yoruba, Paris, Karthala,
2005). Elle collabore activement a plusieurs
revues et a fondé, avec Marian Nur Goni,
un blog dédié a la photographie en Afrique :
fotota.hypotheses.org/

shows what appears to be a mountain
glowing in warm sunlight. It’s a familiar
view, recalling both Romantic painting
and the lionized monoliths of North
American landscape photography. But
this conceit is disrupted by the artist’s
appearance above the peak; what we
thought was a majestic mountain is
revealed as a mound of dirt. Charriere
proceeds to diligently sprinkle bags of
flour over the mound, creating an alpine
snowscape. Charriere’s piece recog-
nizes the ideal of unspoiled nature as
a cultural construction: we create the
world that we want to see.

The works in Edge of the Earth are
in dialogue with one another, in and
across five thematic sections. Whereas



Panorama exposes the human delusion
that nature is ours to master, other
pieces in the section “The Anthropo-
cene” establish that the world is no
longer under our control. There is no
place for us in these landscapes: Isabelle
Hayeur’s Quarternary IV (Anthropocene),
a view on an uninhabitable rocky land-
scape, is literally nowhere, a digital col-
lage of multiple locations and moments.
Naoya Hatakeyama’s images of blasted
rock frozen in midflight demonstrate
speed and violence that fall outside
of unaided human perception. Edward
Burtynsky’s Railcuts describe unnaturally
straight lines, railways carved through
geologic contours. Vintage photographs
from the Black Star archive at Ryerson
show piles of tires and smashed cars,
underscoring our delusion: waste, not
wonder, is our real legacy, even as the
junk is dwarfed by Hayeur’s inhospitable
terrain.

Six photographs by Gene Daniels
show various makes of cars in front
of him on a Los Angeles freeway, inter-
rupted by clouds of exhaust (Air Pollution,
California, USA [c. 1970]). These pictures,
in the “Climate Control” section, visual-
ize pollution at ground level, but hung
across from Hicham Berrada’s video of
unfurling blue smoke, Celeste (2014), and
Nicolas Baier’s endless fields of black
clouds, Réminiscence 02 (2013), the car
exhaust is just a puff. And although
human influence on biomes may have
once seemed exceptional, as illustrated
by photographs of the effects of mercury
poisoning at Minimata in the “Breaking
Nature” section, it is now normalized
and pervasive. Mishka Henner’s satellite
images — Oil Fields (2013) — display the
industrial logic with which resource
extraction rewrites the landscape,
referring back to Burtynsky’s railcut
photographs. Brandi Merolla’s Fracking
Photographs (2013) are cartoonish stag-
ings of fracking issues featuring toys
that look more angry than playful. The
“Humanature” gallery addresses the
human manipulation of what, until

Eleanor and Barbara, c. 1954, épreuve argentique,
collection de la Vancouver Art Gallery, don de The Rossy
Family Foundation, © The Estate of Harry Callahan,
permission de la Pace/MacGill Gallery, New York

recently, was thought of as entirely
nature’s domain; in Adrian Missika’s
video Darweze (2011), what appears to be
an active volcano is in fact a methane-
filled crater in Turkmenistan, ignited

by a natural-gas company in 1971 and
burning ever since. The “Under Pressure”
section is a magnifying glass on our
small lives, occupying the corner of the
gallery farthest from Charriere’s video.
From that corner to this, there have
been few people in any of the pieces,
but here they are suddenly present.

We see Joel Sternfeld’s photographs

of the frustrated, exhausted delegates
at the 2005 UN Framework Convention
on Climate Change. In Gideon Mendel’s
portraits, flood survivors stand in water
at their homes: Jeff and Tracey Waters,
Staines-upon-Thames, Surrey, UK (2014)

is an update of Grant Wood’s American
Gothic — humble, surviving, making do.

In her catalogue essay, Ramade
offers that she wanted to create a sense
of anxiety in the audience, to incite curi-
osity and engagement. To do this, she
juxtaposed familiar activist positions
with less explicitly didactic ones, to
provoke new ways of seeing. But the
breadth of the pieces prevents us from
seeing a clear “before” and “after”; the
works play off of, and build upon, one
another, and the exhibition feels more
organically expansive than contrastive.
Still, Ramade’s message comes across
clearly, thanks to the Black Star images,
which feel as though they come from
another world — one where we did not
yet realize what we were capable of.

The first and last piece that a visitor
sees, in the RIC entryway, is Paul Walde’s
Requiem for a Glacier (2012—14), video
documentation of a pilgrimage by fifty
musicians and singers to perform, on

Adrien Missika, Documentation photograph of Darvaza, Turkmenistan, 2011

Harry Callahan

The Street
Vancouver Art Gallery, Vancouver
Du 11 juin au 30 octobre 2016

En 1976, le Museum of Modern Art de
New York consacrait une rétrospective
majeure au photographe américain
Harry Callahan (1912-1999). Quarante
ans plus tard, la Vancouver Art Gallery
(VAG) saisissait l'occasion de célébrer
l’anniversaire de cette rétrospective en
présentant Harry Callahan: The Street. Du
méme coup, I’exposition misait, comme
le faisait valoir le conservateur de la VAG
Grant Arnold, a mettre en lumiére les

photographies de rue du photographe,
lesquelles n’avaient pas encore été
beaucoup considérées par la critique,
les commissaires et dans les écrits
consacrés a son travaill. Le theme avait
pourtant été récurrent dans la pratique
du photographe depuis les débuts de
sa carriére jusqu’a ses dernieres séries
photographiques, mais il était toujours
abordé de fagons tres différentes. De
maniére non négligeable, I’exposition

a également permis a linstitution de
présenter au public vancouvérois cent
cinquante des cinq cent cinquante-six
photographies de Callahan acquises
grace a un don de la Fondation familiale
Rossy en 20132. |’année suivante, la
méme fondation, dont le siége social se

British Columbia’s Jumbo Glacier, an
oratorio that incorporates temperature
data in the area and a Latin translation
of a press release announcing a resort
project. This piece, which contributed to
the cancellation of the development proj-
ect last summer, acts as a counterpoint
to nearly everything else we have seen:
at a scale that includes both humans
and nature, it speaks to the possibility
that our path may be corrected. In the
scheme of things, this may be a small
vanity, but it eases our way in and out of
the anxieties of the rest of the exhibition.
Leo Hsu is a writer, educator, curator,

and photographer based in Toronto and
Pittsburgh. He is a regular contributor to
Fraction Magazine online, was formerly a
newspaper photographer, and holds a PhD
in anthropology from New York University.
leo-hsu.com.

trouve a Montréal, a donné des fonds

a la VAG afin que cette derniére puisse
acquérir trente-trois photographies
supplémentaires. Larry Rossy, le fon-
dateur et directeur général de la chaine
de magasins Dollarama, et son épouse,
Cookie, sont d’importants philanthropes
qui, en plus de soutenir le domaine

des arts, donnent de l’argent pour des
projets visant a améliorer les services
de santé et a offrir de l'aide aux moins
fortunés. De nombreuses ceuvres de
leur collection ont été données a des
institutions canadiennes au cours des
derniéres années. A titre d’exemple, sen-
siblement en méme temps que la VAG
recevait ces dons tres généreux, la Fon-
dation cédait une imposante collection
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