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Pierre Guimond

Sept villes

Maison de la culture Cote-des-Neiges,
Montréal

Du 24 octobre au | décembre 1996

, -t:xpu.‘s'ttinn de Pierre Guimond pré-
sentée automne dernter & la masson
de la culture Cate-des-Neiges ne pé-
chait pas par économie. Prés de cent
cinquante images captées entre 1990 et
1994 dans sept grandes villes — dont Bucarest,
Hong-Kong, Buenos Aires — font ['objet
d’étonnants photomontages eréés par ordinateur.
Ainsi sommes-nous témoins de la « rencontre
tortite» entre monuments historiques, pan-
ﬂ'.'iulx-f'i“‘i.'i':lln'.‘. sTatues i,_.’,éﬁﬂ[t.’s (=8 -ILIKUFhTCIﬂ&’S
typés.
Par I’

Guimond se permet des combinaisons de son
I

Clﬂll'l.']lli..“.‘ L'lu ].'!tll'lll.lﬂll.JIH.IBL',

cru qui évoquent par la le geste subjecuf du
peintre sur son tableau et que I'on associe tres
vite chez lui i la démarche surréaliste. Or, i,
couleurs criardes, décors figés et personnages
«qui posent» tendent d'avantage a la vraisem-
blance, trahissant a peine "atmosphére du lieu
visité, trompant constamment le regard a pro-
pos de ce qui est vrai et de ce qu: est fabriqué.
.I'\l cet L“',.'lrd I‘.H'[IC.P”\L ost J\[UL“.'L[\L [ |T]l‘[]L“’L
avec une grande habileté. Souvent, routetois,
Guimond donne trop d'informations i l'in-
téricur d'une méme image. L'eeil, déja passa-
blement sollicité par I"ambiguité de la repré-
sentation, finit par s'égarer dans une surcharge
de monfs et de combinaisons quelque peu for-
cées qui n'ajoutent rien i I'impact des images
¢t i la compréhension que I'on peut en avoir.
Pour les mémes raisons, I'exposition aurait
gagné a comporter moins d’aeuvres.

Ce rravail n'est pas sans rappeler la pho-
tographie manipulée des années soixante-dix.
A cette différence que, ici, la portée sociale de
I'ceuvre — dans laquelle s'inscrivent la publicité,
le politique, la consommarion — prend perti-
nemment en compte les effets actuels de la mon-
dialisation et du télescopage permanent d’infor-
mations. De plus, en soulignant la place de
I’humain (absent dans ses productions anté-
ricures) au coeur des grandes capitales, Guimond
insuffle i ses photomontages une dimension
ethnographique qui les enrichit de beaucoup.
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Expositions

Pierre Guimond
Budapest, 1991

Délaissant la technique du collage i partir
de publicités existantes, Vartiste prend un virage
important en saffirmant dorénavant comme
photographe accompli. Un virage heureux, qui
fait preuve d’une démarche distinctive dans le
champ de la photographie actuelle.

Mona Hakim

Anne Immelé
Arles, 1894

Jeune photographie 1996 = Fuite et

repaire, second volet

Dazibao, Montreal

November 14 - December 15, 1996

hotographic images have more 1o do with

ideas and impressions than with their

material contingencies. Truism? At this

point in time, ves. Nonetheless, the

notion of photography as thought, as
opposed to document, was served up as one of
the main discourses in the second component
of I.)di{.i].‘;lL}1.‘i I'E”.L'sr. L'ilili.”ﬂ ‘.:ll- iT..\ a.]‘l]-l.'l.l..'l.l jl'unt‘
photographie. Accompanied by a booklet with
texts by co-curators Marie Fraser and Richard
Baillargeon (its brash and compact design by
Joanne Véronneau being the most audacious
element in this rather mild exhibition devoted
o upcoming artists!), Jeune photographic 1996
— Frate et reparre, second volet brought togeth-
er works in black and white by Jennifer Crane,
Anne Immelé, Emmanuel Galland, Emmanuelle
L.éonard, and Martin Villeneuve.

The disproportionately large mats and
heavy framing of Martin Villeneuve's phulu—
graphic rr:!:wur of genres — the portrait, the
urbanscape, .md the naturescape — do little more
than envelope unconvincingly dramatized ordi-
nary images in an armour of pretense. The
effect is reiterated by fragments of epic prose
(part of the same piece) hanging in frames on
an adjacent wall. In Jennifer Crane’s neat and
discreet Taxonomic Desire, affect gives wav to
late-twentieth-century predictability. With her
sewing basket placed on a pedestal and filled
with small images of thumbs slid between micro-

scope shides, this artist proposes yet another
variation on the interdependent themes of loss
of identity and scienufic classification.

Interest begins to grow with Emmanuelle
Léonard’s series of large-scale blurred and
blanched photographs of details of walls, floors,
and electrical wiring. Next to them, a telegraphic
text briefly recounts an accidental death. While
the ambiguous relation berween the images and
the medical report-like text is arresting, the visual
component of this piece remains in want of
character. Emmanuel Galland - who is hardly a
newcomer to the Montreal art scene, and whose
frequent participation in recent exhibitions
makes one wonder about what the category
“jeune photographie” really refers to — has
produced another instalment of his ongoing
pursuit of family tes (his own) with the con-
ceptual cleverness we have come to expect of
him. Propped up like accordion menus on the
tables in the gallery’s area, Galland’s
heroic Les Retrouvailles reunites newlyweds

“café”

during wartime duty. In place of food, his
“menus” sport smiling faces that progressively

disappear with each new leaflet, until they re-
enter the framed portrait within the portrait of
which they originate.
Conversely, perhaps, the faces have 1ump1d out
of their frames to reveal themselves increasing-
ly to their object of love. In any case, just h::m

the spouse from

H'IULII U[ lth al‘tl‘;t '; lnthult\ ng\ ]“ I.J.-IL '“-:1\ (JT
w hu"- h]‘r art '|'Q ﬂl‘)[‘ul 15 UP h?‘r dCba‘LL
Unquestionably, the most engaging work
here is Anne Immelé’s sequential, almost cine-
matographic frieze. Nineteen very small pho-
tographs, horizontally arranged in groups of
varying numbers and spaced with reflective
pauses reveal the weight and inner silences of
everyday life. People, places, even seals by a
pool seem fully alive in the most mundane
sense of the word. Recalling Ailm’s ability to
magnify subjectivity, these acutely sensitive
images — due largely to their inordinate sense
of stillness—effectively ennoble the common-
place with feeling. Jennifer Couélle



