
Tous droits réservés © Les Productions Ciel variable, 2008 This document is protected by copyright law. Use of the services of Érudit
(including reproduction) is subject to its terms and conditions, which can be
viewed online.
https://apropos.erudit.org/en/users/policy-on-use/

This article is disseminated and preserved by Érudit.
Érudit is a non-profit inter-university consortium of the Université de Montréal,
Université Laval, and the Université du Québec à Montréal. Its mission is to
promote and disseminate research.
https://www.erudit.org/en/

Document generated on 04/09/2024 11:39 a.m.

Ciel variable
Art, photo, médias, culture

Éliane Excoffier, Kiev, Galerie Simon Blais, Montreal, February
27 - March 29, 2008
Norman F. Cornett

Number 80, Fall 2008, Winter 2009

URI: https://id.erudit.org/iderudit/13219ac

See table of contents

Publisher(s)
Les Productions Ciel variable

ISSN
1711-7682 (print)
1923-8932 (digital)

Explore this journal

Cite this review
Cornett, N. F. (2008). Review of [Éliane Excoffier, Kiev, Galerie Simon Blais,
Montreal, February 27 - March 29, 2008]. Ciel variable, (80), 74–74.

https://apropos.erudit.org/en/users/policy-on-use/
https://www.erudit.org/en/
https://www.erudit.org/en/
https://www.erudit.org/en/journals/cv/
https://id.erudit.org/iderudit/13219ac
https://www.erudit.org/en/journals/cv/2008-n80-cv1071747/
https://www.erudit.org/en/journals/cv/


de cette exposition, qui tient dans les pro
jections du photographe-écrivain sur les 
lieux dans lesquels il s'immerge. Consti
tuées de fragments sous-tendus par une 
histoire à laquelle il  n'est  fait qu'allusion, 
les séries photographiques et textuelles 
laissent au spectateur le soin de remplir 
par son imagination les vides de la narra
tion. Parlant sans hésitation de la fonction 
d'ancrage du texte dans son rapport à 
l'image, Pocreau me semble aussi exploi
ter ici la profondeur sémantique des mots 
qui, tout en guidant le sens de  l'image 
peuvent également la faire divaguer. Les 
dialogues acrobatiques vaudrait ainsi tout 
autant pour les prouesses physiques du 
sujet présentées dans tes images que pour 

les acrobaties langagières nécessaires à 
l'articulation des textes et des images, ap
pelés à résonner les uns dans les autres. 
L'écho, du texte ou de l'image, qui sera 
perçu en premier par le spectateur sera ce 
qui, à la manière d'un admoniteur, orien
tera sa lecture de l'exposition sans toute
fois réussir à en fixer l'issue. 

Anne-Marie St-Jean Aubre complète présen
tement une maîtrise en Etudes des arts à 
l'Université du Québec à Montréal. Elle s'inté
resse tout particulièrement aux thèmes de 
l'identité et des enjeux culturels explorés par 
les pratiques artistiques contemporaines. 

— Se  fueron  los  curas  4,  2007,150  x 90 c 

Eiiane Excoffier 
Kiev 
Galerie Simon Biais, Mont rea l 
February 27 - March 29, 2008 

Although we can still see the etymological 
relationship between the modern term 
"technology" and the ancient Greek word 
techne, nowadays we generally lose sight of 
its original meaning - art, craft,  skill.  Eiiane 
Excoffier's latest show at Galerie Simon 
Biais reminds us that aesthetics and  tech
nology go hand in hand. A student of art 

Kiev XVII,  2008, silver print  on  fibre paper, 
40.5x51 cm 

history, this basically self-taught photogra
pher devised more or less her own  tech
nique, which returns to the roots of photog
raphy but incorporates twenty-first-century 
criteria. This Janus-faced approach infuses 
her work with tension and intimates that 
beauty remains primordially conflictual. 
In this light, we perceive the metaphysical 

significance that she attributes to black-
and-white photography. Not merely an art 
form, it also constitutes, for her, a spiritual
ist medium - and this should not surprise us 
if we remember that the mystical founding 
editor of Aperture, Minor White (1908-76), 
considered photography a "way" to spiritual 
enlightenment. In this  vein,  the Musée 

régional de Rimouski invited Excoffier to 
participate in its upcoming show on spirit 
photography, an art movement from the 
late nineteenth and early twentieth  cen
turies associated with spiritualism - a 
belief that the souls of the dead communi
cate with the living. In fact, Excoffier 
counts herself among those today who 
endeavour to capture spirit images, a trend 
that parallels recent developments in 
thanatology - the multifaceted study of 
death and dying. 

Excoffier's worldview thus dovetails with 
the innate dialectics of black-and-white 
photography. Indeed, a field of vision in 
which all colours ultimately appear as 
shades of grey facilitates the notion that 
the quick and the dead alike inhabit a  neu
tral shadowland, in which the grave loses 
its victory and death its sting. In this  twi
light, people seamlessly fade in and out of 
presence and absence, corporeality and 
spirituality, expression and silence, move
ment and stasis, life and death. Such per
petual oscillation evokes the liminality of 
our existence. 

Further, Excoffier's tableaux bespeak a 
coherent narrative of the human drama. 
Despite postmodernism's grandiloquent 
discourse about "paradigm shifts," our 
tragicomedy most often unfolds incremen
tally, rather than by leaps and bounds. 
Likewise, the theatre of our lives resides 
rarely on mountaintops, but instead usually 
at the myriad interstices that we overlook 
amidst the hustle and bustle of day-to-day 
living. Its details furnish the backdrop for 
Excoffier's scenes. She accordingly fleshes 
out her storyline through mundane phe
nomena - the texture of  cloth,  smudges on 
a mirror, creases in a plastic tarp, limp 
apparel, a run in nylons, coarse rope, wiry 
pubic hair, or the grain of mortal  skin. 

In short, she articulates the concreteness 
of both sentient and inanimate subjects so 
as to render them visually tactile. I there
fore call her work haptic photography, 
because of its predilection for the sense of 
touch. However, by virtue of representing a 
tangible object through an intangible 
image, the photographic medium creates a 
shear between materiality and immaterial
ity. Excoffier's art results largely from her 
investigation of that crux. 

She photographs with a camera manufac
tured during the heyday of the Soviet 
Union, in the capital of Ukraine, Kiev -
whence the name for this model of cam
eras and the eponymous title of her show. 
Kiev (1) sets the stage for the series by |ux-
taposing outdated technology and post
modern self-referentiality. The latter 
explains her frequent recourse to mirrors, 
which in this frame enable her to photo
graph her own index finger flicking the 
shutter of her vintage apparatus. 

On the one hand, this picture takes view
ers back to the late-Victorian era and the 
pioneering work of Eadweard Muybridge 
(1830-1904). Indeed, Excoffier candidly 
acknowledges the inspiration that she 
draws from his photographic experiments. 
Little wonder,  then,  that Kiev (1) depicts 
motion, the modus operandi of her still 
photography and the cornerstone of Muy-
bridge's scientific inquiry. On the other 
hand, this image evinces postmodernist 
preoccupation with the "gaze" since it fea
tures a camera looking us in the face. We 
might even have the unnerving impression 
of staring down the barrel of a gun aimed 
right between our eyes. 

Kiev (II) portrays a scantily clad woman 
standing somewhat spread-eagle in what 
could easily pass for the back room of a 
seedy brothel. Excoffier thus introduces the 
erotic leitmotif of this series, which pursues 
yet subverts Muybridge's scientifically sub
limated eroticism. At the same time, she 
mocks the prim-and-proper mores of bour
geois studio photography, because Kiev (II) 
in fact pictures her unadorned workplace. 
Its conspicuous equipment makes viewers 
acutely aware of the photographic process 
- an effect that Excoffier admittedly seeks, 
and one in keeping with postmodern ero
sion of any sense that an ultimate end or 
meaning exists. More to the point, this pho
tograph of photographing blurs the borders 
between representation and reality. 

An independent scholar and translator, 
Norman F.  Cornett explores the relationships 
among cultures, politic's and religions. He pub
lishes in American and Canadian scholarly 
journals, and leads workshops on the arts in 
both French and English. 
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