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Photography at the End of the World

On Darren Almond’s Fullmoon Series1

T.J. Demos

Abstract: 

This essay examines the Fullmoon photographs of London-based artist Darren Almond and puts them in 
relation to speculative realist philosophy (that of Timothy Morton and Bruno Latour), which claims that 
we are living in a post-natural condition. As such, Almond’s work, which is also productively compared 
to the photography and video of related artists such as Ursula Biemann and Subhankar Banerjee, shows 
the conceptual end of the category “world,” which has dominated philosophies of nature since the 
beginning of the Enlightenment. The essay inquires into the aesthetic and political dimensions of this 
ecological transformation and the fraught images that mediate and negotiate it.

Résumé:

Cet essai examine les photographies de la série Fullmoon de l’artiste Darren Almond et les met en 
UHODWLRQ�DYHF�OD�SKLORVRSKLH�GX�UpDOLVPH�VSpFXODWLI��GH�7LPRWK\�0RUWRQ�HW�GH�%UXQR�/DWRXU��TXL�DI¿UPH�
TXH�QRXV�YLYRQV�GDQV�XQH� FRQGLWLRQ�SRVW�QDWXUHOOH��/H� WUDYDLO� G¶$OPRQG�� HI¿FDFHPHQW� FRPSDUp� DX[�
photographies et aux vidéos d’artistes œuvrant dans la même veine tels qu’Ursula Biemann et Subhankar 
%DQHUMHH��PRQWUH� OD� ¿Q� FRQFHSWXHOOH� GH� OD� FDWpJRULH� ©�PRQGH� ª� TXL� GRPLQDLW� OHV� SKLORVRSKLHV� GH� OD�
nature depuis le début du Siècle des Lumières. L’essai nous plonge dans les dimensions esthétiques et 
SROLWLTXHV�GH�FHWWH�WUDQVIRUPDWLRQ�pFRORJLTXH�DLQVL�TXH�GDQV�OHV�©�IUDXJKW�LPDJHV�ª�TXL�OHV�UHODWHQW�HW�OHV�
mettent en question.
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1. An earlier version of this essay appeared as T.J. Demos, “Photography at the End of the World,” Darren Almond 
(London: White Cube, 2014), 25-31.
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Darren Almond’s Fullmoon@Cape Verde (2013) pictures a dreamscape of geological wonder. Eerie, dark 
volcanic crags emerge in a sea of fog, forming a liminal topography where it’s impossible to distinguish 
the thick atmosphere from the mysteriously still watery surrounds. In related images from the series of 
photographs taken on the Central Atlantic islands just off the coast of Senegal, the hallucinogenic glow 
of bluish calm sets off the distant mountain formations in startling passages of environmental marvel. 
$W�¿UVW�JODQFH�� WKHVH�SKRWRJUDSKV�DUH�HQWUDQFHV�LQWR�WKH�ZLOGV��FRQMXULQJ�LWV�XQFLYLOL]HG��VDYDJH��DQG�
barbarous connotations—the complete other, in other words, to the familiarity, order, and structure of 
human culture and technology—yet I hope to show they are anything but. 

Fig 1. Darren Almond, Fullmoon@Cape Verde (2013)

Still, these pictures suggest some of the fascination Charles Darwin must have felt when he visited the 
LVODQGV��DV�WKH�¿UVW�SRUW�RI�FDOO�RI�WKH�%HDJOH��FRPPHQFLQJ�KLV�KLVWRULF�YR\DJH�WKDW�VHUYHV�DV�ORRVH�UHIHUHQFH�
for Almond’s own recent travels to the ends of the world. The naturalist recorded his impressions in his 
Journal of Researches, published in 1839, which Almond read during his own trip south. In it, Darwin 
described Cape Verde as “an utterly sterile land,” especially to “any one accustomed only to an English 
landscape,” but one that nonetheless possesses “a beauty totally unexpected, from the prevalent gloomy 
FKDUDFWHU�RI�WKH�UHVW�RI�WKH�LVODQG�>���@�ERXQGHG�E\�ORIW\�DQG�MDJJHG�ZDOOV�RI�VWUDWL¿HG�ODYD�´2 One can 
certainly perceive some of that gloomy grandeur and the sterile land’s surprising beauty in Almond’s 
entrancing representations.

2. Charles Darwin, The Voyage of the Beagle (New York: Cosimo, 2008), 12-14.
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Fig 2: Darren Almond, Fullmoon@ Cerro Chaltén (2013)

Also included in Almond’s recent exhibition at White Cube gallery in London were photographs from 
the series To Leave a Light Impression, portraying the mountains and valleys of Patagonia, the site of a 
subsequent stop of the Beagle, and for Almond in turn. One image, Fullmoon@ Cerro Chaltén (2013), 
GHSLFWV� WKH� MDJJHG�RXWOLQH�RI�0RQWH�)LW]�5R\�� ORFDWHG� LQ� WKH�6RXWKHUQ�3DWDJRQLDQ�,FH�)LHOG��QHDU� WKH�
border between Chile and Argentina. Named after the Beagle’s captain, the mountain is striking for its 
uncanny visual qualities. In this and other images taken in the Patagonian region, the representations’ 
HVWUDQJHPHQW�HIIHFW�RZHV�WR�WKH�ZD\�WKH�ZDWHU�DSSHDUV�VWLOOHG��DEVHQW�RI�WKH�GH¿QLQJ�ULSSOHV�DQG�OLTXLG�
textures one would normally expect in such a landscape photograph. Similarly, the clouds are blurred 
together, without any of the hard edges that would otherwise articulate their discrete shapes. As well, 
the vibrant chromatic range seems unexpectedly intense, particularly the way the autumnal reds and 
EURZQLVK�\HOORZV�DUH�VHW�DJDLQVW�WKH�MDUULQJ�WXUTXRLVH�RI�WKH�RGGO\�PRWLRQOHVV�ÀRZ�RI�WKH�5LR�%DNHU��7KH�
photograph shows a nature estranged, as if glimpsing a parallel reality only vaguely resembling our own, 
which, for Darwin, pertained to “a country completely unknown” near “the end of the world.”3

3. Darwin, The Voyage of the Beagle, 108.
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Fig 3. Darren Almond, Fullmoon@The River of Turns (2013)

Fig 4. Darren Almond, Fullmoon@River Baker (2013)
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Of course the reason for this extraordinary aesthetic sensibility is that these photographs, as hinted in 
Almond’s titles, were taken in the middle of the night, with the landscapes bathed only in the light of the 
full moon. Using exposure times of between twelve and ninety minutes (depending on the extent of cloud 
FRYHU��� WKH�DUWLVW�HPSOR\V�ODUJH�IRUPDW�+DVVHOEODG�FDPHUDV�DQG�OHQVHV�ZLWK�.RGDN�¿OP��ZLWK�LPDJHV�
SULQWHG�IURP�GLJLWDOO\�VFDQQHG�QHJDWLYHV�DIWHU�YLVXDO�QRLVH�KDV�EHHQ�UHPRYHG�IURP�WKH�¿OHV�4 Almond’s 
SKRWRJUDSK\�LV�HVVHQWLDOO\�DQDORJ²WKHUH�LV�QR�GLJLWDO�PDQLSXODWLRQ�RU�DUWL¿FLDO�SURFHVVLQJ²DQG�LW�LV�RQH�
of duration, as if the expanded footage of a video were collapsed into a single image. It is this approach 
that explains the peculiar illumination in these images, and the odd way light interacts with matter, 
FUHDWLQJ�D�VHQVH�RI�H[WUHPH�DUWL¿FH��DV�ZKHQ�VWDUV�DUH�VKRZQ�DV�ZKLWH�OLQHV�P\VWHULRXVO\�VWUHDNLQJ�DFURVV�
WKH�VN\��,W¶V�DV�LI�ZH¶UH�ORRNLQJ�DW�DPD]LQJO\�GHWDLOHG��EXW�ZHLUGO\�ÀDWWHQHG�RXW�QDWXUDOLVW�GLRUDPDV�

 In some ways, Almond’s approach returns us to the laboratory origins of the photographic 
medium, when early technology necessitated protracted exposures to capture images of the visible 
world, and where, consequently, environmental movements were rendered imperceptible, or made 
visible in an unfamiliar way—as when the moon shifts orbit over the course of Almond’s exposure, 
creating a visual effect that softens the edges of objects, blurs clouds, and merges waves into a seamless 
surface. Consider, for instance, the images of American photographer John Whipple, who took perhaps 
the earliest daguerreotype images of the moon and astral bodies from Harvard College Observatory 
in Cambridge around 1852, appearing now as almost abstract painterly compositions owing to the 
photographs’ discoloration over time. As well, given his recurrent choice of pastoral subjects, Almond’s 
full-moon images, which he began taking in 1998, recall a history of landscape painting, a reference 
UHLQIRUFHG�E\�WKH�IDFW�WKDW�KH�FRPPHQFHG�WKH�VHULHV�E\�SKRWRJUDSKLQJ�SODFHV�VXFK�DV�&p]DQQH¶V�0RQW�
Sainte Victoire, Constable’s Flatford Mill in Suffolk, and areas where Casper David Friedrich and John 
5XVNLQ� JDLQHG� LQVSLUDWLRQ�� ,Q� DGGLWLRQ��$OPRQG� KDV� UHWUDFHG� SODFHV� ZKHUH� HDUO\� SKRWRJUDSKHUV� OLNH�
William Henry Fox Talbot and Carleton Watkins worked. As the artist has explained, his full-moon 
photographs “are intentionally concerned with memory and chance, with mobilising light and time, and, 
LQ� WKH�FKRLFH�RI� ORFDWLRQV²]RQHV�RXWVLGH� WKH�XUEDQ��XQWRXFKHG�E\�DUWL¿FLDO� OLJKWLQJ²FRQWLQXLQJ� WKH�
OHJDF\�RI�5RPDQWLF�SDLQWLQJ�´5

 Given these diverse references, coupled with the hyper-intense appearances of Almond’s 
ODQGVFDSHV��LW¶V�QRW�VXUSULVLQJ�WR�¿QG�LQ�ZULWLQJV�RQ�$OPRQG¶V�ZRUN�DQ�DSSHDO�WR�WKH�5RPDQWLF�DHVWKHWLFV�
of the sublime.6�)RU�FHUWDLQ��WKHVH�LPDJHV�RI�IDU�ÀXQJ�JHRJUDSKLHV�DQG�H[WUHPH�JHRORJLFDO�IRUPDWLRQV�
resonate with Edmund Burke’s awe-inspiring experience of what surpasses perception, and Immanuel 
Kant’s writings on the boundlessness of nature that exceeds human comprehension. The shared focus on 
EHDXWLIXO��DZHVRPH�QDWXUDO�DUHDV�DV�³]RQHV�RXWVLGH�WKH�XUEDQ��XQWRXFKHG�E\�DUWL¿FLDO�OLJKWLQJ´�FHUWDLQO\�
MXVWL¿HV� WKDW�FRPSDULVRQ��<HW� WKH� OLQNDJH�DOVR�PLVVHV�D�VLJQL¿FDQW�SKLORVRSKLFDO�GLVFUHSDQF\��DV�ZHOO�
as the historical rupture, between the two, a disjunction that marks Almond’s practice as something 
altogether different, and rather appropriate to our own post-Enlightenment era founded on the complete 

4. Almond, email communication with the author, 27 June 2014.
5. Darren Almond, quoted in Darren Almond: 50 Moons at a Time (Koln: K21 Verlag der Buchhandlung, Walter 
Konig, 2005), n.p.
6. See Brian Dillon, “The Black Mirror,” in Moons of the Lapetus Ocean (London: White Cube, 2008), esp. v, vi, 
vii.
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HUDGLFDWLRQ�RI�DQ\WKLQJ�OLNH�DQ�RXWVLGH��RU�EH\RQG��WR�WKH�KXPDQ�UHDOP��,I�WKH�5RPDQWLF�VXEOLPH�WRRN�
nature as ultimate aesthetic object, then in Almond’s work, we confront a landscape photography that, in 
SHUKDSV�LWV�PRVW�EL]DUUH�DVSHFW��LV�ZLWKRXW�QDWXUH�

 Of course this doesn’t mean that there are no mountains, streams, valleys, glaciers, and trees in 
$OPRQG¶V�SKRWRJUDSK\��5DWKHU��LW¶V�WKDW�³QDWXUH´�QR�ORQJHU�H[LVWV�DV�DQ�LVRODWHG��SXUH�FDWHJRU\�XQWRXFKHG�
by human activities, as it once was imagined (even if that imagination was always somewhat of an 
illusion), which indicates no less than a paradigm shift in conceptual thought, and an expression of our 
FXUUHQW�IUDXJKW�UHODWLRQ�WR�WKH�RXWVLGH�ZRUOG��:KDW�WLSV�XV�RII��¿UVW�RI�DOO��LV�WKDW�$OPRQG¶V�LPDJHV�DUH�
not what they seem—transparent to an exterior referent, as if referring to something out there, captured 
DW�D�SUHFLVH�PRPHQW��,QVWHDG��WKH\�GHOLYHU�WKH�DUWL¿FLDOLW\�RI�SKRWRJUDSK\�LWVHOI��UHFRUGLQJ�YLVXDO�HIIHFWV�
that human perception could never experience as such without the aid of prosthetic technology. (In some 
ZD\V��WKH�IXOO�PRRQ�SKRWRJUDSK\�UHDOL]HV�WKH�LQYHUVH�RI�KLV�HDUO\�ZRUN��A Real Time Piece [1996], the 
real-time video projection of the artist’s studio, which appeared largely static, save the shadows moving 
VORZO\�DFURVV�WKH�ÀRRU��RYHU�WZHQW\�IRXU�KRXUV��D�SHULRG�EH\RQG�WKH�DWWHQWLRQ�VSDQ�RI�KXPDQ�YLVLRQ��7 In 
RWKHU�ZRUGV��$OPRQG¶V�IXOO�PRRQ�SLFWXUHV�UHSUHVHQW�QDWXUH�DV�WKRURXJKO\�WHFKQRORJL]HG��FRPSUHVVLQJ�DQ�
extended duration of time into a single image, with the effect resembling something we might once have 
FDOOHG�³QDWXUH�´�EXW�LQ�IDFW�GH¿QLQJ�DQ�DOOXVLYH�REMHFW�XQDYDLODEOH�WR�KXPDQ�SHUFHSWLRQ��ZKLFK�PDNHV�DOO�
the more sense that these images are revealed only in nocturnal darkness).

Fig 5. Darren Almond, Fullmoon@Quelat (2013)

7. Jean-Charles Vergne describes the piece as a “double impossibility of seeing,” in “...between here and the surface 
of the moon,” Darren Almond: Between Here and the Surface of the Moon (Clermont-Ferrand and Sotteville-lès-
5RXHQ��)5$&�$XYHUJQH�DQG�)5$&�+DXWH�1RUPDQGLH������������
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More than simply dissolving the distinction between nature and culture on the representational register, 
Almond’s photography draws our attention to “natures” that are already thoroughly hybrid and devoid 
RI�WKH�ZLOGHUQHVV�GLVFRYHUHG�E\�'DUZLQ��7KHVH�PLJKW�EH�FDOOHG�QDWXUH�¿FWLRQV��WKH�YHU\�VWUDQJHQHVV�RI�
which betrays their non-identity to themselves. Consider Fullmoon@Quelat (2013), taken in Chile’s 
Quelat National Park, showing a distant glacier lodged between two mountains, from which descends a 
waterfall. Far from untouched wilderness, the scene of glacial melting shows a geology beholden to global 
warming, and as such its nature is intertwined with modern fossil-fuel capitalism (just as the Cape Verde 
images show low-lying topographies threatened with the climate change of rising seas). In addition, its 
protected status as a “national park” makes it, in part, an effect of legal systems, economic calculations, 
and bureaucratic policies. Likewise, Present Form Exposed (2013), a triptych of close-ups of blue ice 
seen through the deep cracks in a glacier, discloses geological forms—including invisible subatomic 
particles called neutrinos originating from outside the solar system lodged in never-before-seen ice—
whose very state of cracking and melting similarly owes to recent anthropogenic environmental change.8

Fig 6. Darren Almond, Present Form Exposed, (2013)

8. See Kenneth Chang, “An Icy Observatory Detects Neutrinos From Far, Far Away,” The New York Times 
(November 21, 2013). Thanks to the artist for this reference.
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,Q�RWKHU�LPDJHV�IURP�WKH�3DWDJRQLD�VHULHV��ZH�VHH�WKH�JODVV\�EOXH�5LR�%DNHU��ZKLFK�LV�DOVR�WKH�YLVXDO�
IDFH�RI�D�FRPSOH[�DQG�VKLIWLQJ�¿QDQFH�VFDSH��&KLOH� LV�FXUUHQWO\�FRQVLGHULQJ��ZLWK�JUHDW�FRQWURYHUV\��
selling the right to build a series of dams on this river to the State Grid Corporation of China, creating 
a multi-billion dollar megaproject of geo-engineering to bolster the country’s electrical grid. Or take 
the site of the future Patagonia National Park, the location of several of Almond’s pictures, which is 
being developed by billionaire philanthropists Doug Tompkins (founder of The North Face and Esprit 
clothing corporations) and his wife, Kristine (former CEO of outdoor gear company, Patagonia). Set on 
a 300-square mile area of former cattle-ranching land, the park will be dedicated to protecting the natural 
area and its wildlife, and promoting ecotourism in the Aysen region. If Almond’s landscapes conform to 
a visuality of “nature” that correlates—even if distantly—with earlier art historical depictions, they also 
differ in revealing the irrevocable cascade of earth into the global networks of contemporary science, 
law, and economy, as well as online databases and Internet systems, as signaled by Almond’s use of the 
character “@,” a stamp of the age of new media.

 Almond’s work does suggest a moonlit primordial world seemingly untouched by human 
activity—think of his Moons of the Iapetus Ocean�SKRWRJUDSKV���������DOOXGLQJ�WR�WKH�3DOHR]RLF�RFHDQ�
of around 500 million years ago that would later become the Atlantic. Yet it also portrays a “geologic 
now,” as (OL]DEHWK�(OOVZRUWK�DQG�-DPLH�.UXVH�GHVFULEH�LW²WKDW�LV��³D�WHHPLQJ�DVVHPEODJH�RI�H[FKDQJH�
and interaction among the bio, geo, cosmo, socio, political, legal, economic, strategic, and imaginary.”9 
For example, his photographs of the dark forests and river rapids of Tasmania depict an island close to 
being half nature reserve, including shots of Blue Gum trees, which as a quickly growing eucalyptus 
variety, have been transplanted to Europe and North American with unforeseen effects. These trees 
were introduced in the nineteenth century to California to provide resources for railroad construction, 
building, and fuel, and have since wrought environmental havoc on the native habitat and its species.10 
As haunting images, Almond’s portrayals show landscapes that have long since entered the migrant 
geographies, legal territories, and geo-engineering projects of global modernity.

� 7KH� VWUDQJH� YLVXDOLW\� RI� WKHVH� SKRWRJUDSKV�� WKHLU� VHHPLQJ� DUWL¿FLDOLW\� DQG� XQFDQQ\� TXDOLW\��
betrays, I would suggest, a nature no longer available to us conceptually, experientially, and physically, as 
LW�RQFH�ZDV��5DWKHU��WKH�LPDJHV�XQOHDVK�WKH�DIIHFWV�RI�D�QDWXUH�QRZ�RXWPRGHG��LQFOXGLQJ�WKH�ORQJLQJV�DQG�
nostalgia for an untouched environment, as well the critical recognition of the distance and foreclosure 
of that now outdated mirage. They do so insofar as the images are less representations of the complex 
networks of exchange and interaction within the heterogeneous assemblages of the geological now, and 
more a bringing into focus of “nature” as it recedes into a simulacral construction that is inextricable 
from human systems, becoming an effect of culture, economy, and technology. In other words, the 
aesthetic strangeness of Almond’s landscapes translates the sensibility that arises when our attachment 
to an erstwhile nature is dissolved. 

 In this regard, these photographs invite us to consider what Bruno Latour calls the “politics of 

9��(OL]DEHWK�(OOVZRUWK�DQG�-DPLH�.UXVH��HGV���Making the Geologic Now: Responses to Material Conditions of 
Contemporary Life (Brooklyn, NY: Punctum, 2012), 23.
10��6HH�7HLVKD�5RZODQG��³+RZ�WKH�(XFDO\SWXV�&DPH�WR�&DOLIRUQLD��$�&DXWLRQDU\�7DOH�´�The Independent (Saturday, 
January 15, 2011), www.independent.com/news/2011/jan/15/how-eucalyptus-came-california/.
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nature,” which “is always manifested, in practice, by the destruction of the idea of nature.”11 Political 
HFRORJ\��IRU�/DWRXU��FRQFHSWXDOL]HV�WKH�ZRUOG�DV�D�SRVW�DQWKURSRFHQWULF�FROOHFWLRQ�RI�KXPDQ�DQG�QRQ�
human agents, like the teeming assemblage of the geologic now. As such, it removes the security of our 
relation to nature, as “nothing, precisely, can naturalize any longer”—that is, be taken for granted, or 
XQGHUVWRRG�LQ�LVRODWLRQ��7KH�HDUOLHU�DVVXPSWLRQV�RI�ULVN�IUHH�REMHFWV�WKDW�ZHUH�RQFH�GH¿QHG�DV�³PDWWHUV�RI�
fact” in regards to a nature “out there,” have given way to precarious attachments and entangled objects, 
becoming “matters of concern” that implicate us “in here,” leaving us with fraught images that give rise 
to a crisis of objectivity. Even when we try to protect nature, whether from industrial exploitation or via 
legal preservation, we only entangle the world even more intimately in human systems.12

 So what comes after the end of nature? For eco-literary theorist Timothy Morton, building 
on Latour’s speculative realism, “ecology without nature” allows us to focus on “hyperobjects,” 
assemblages that are massively distributed in time and space, such as global warming, which extends 
hundreds of thousands of years into the future, or neutrinos that travel to us from supernova explosions 
of stars outside our solar system possibly 165,000 light years away, which takes advanced technology 
to detect. These phenomena are so vast and long-lasting that they “defy human time and spatial scales”; 
in addition, they are wrapped up in hybrid bio-geo-technological systems.13 For Morton, once we 
move beyond the outmoded paradigm of nature as an isolated category separate from human culture, 
and see the distributions of hyperobjects in its place, we face the problem of representation. For such 
FRPSOH[LWLHV� H[FHHG� WKH� IUDPHG� REMHFWL¿FDWLRQ� RI� ³ODQGVFDSH� SDLQWLQJ´²WKH� DUWLVWLF� DSSUR[LPDWLRQ�
of the philosophical idealism that has reigned for the last few centuries. With current post-natural 
entanglements, we experience “the end of the aesthetic idea of ‘world’ as an environing, distancing and 
GLVWDQFHG�KRUL]RQ�´14 What is left after its disappearance is profoundly uncanny and strange—a world 
VXGGHQO\�GHÀDWHG�RI�UHDOLW\��D�KXPDQLW\�H[SDQGHG�ZLWKRXW�UHVHUYH��RQH�WKDW�FDQQRW�EH�FDSWXUHG�LQ�DQ�
artistic frame.

� ,W� LV� WKLV� GHQDWXUDOL]HG� QDWXUH� WKDW�� LQ� P\� YLHZ��$OPRQG¶V� SKRWRJUDSK\� JOLPSVHV�� RQH� TXLWH�
GLIIHUHQW� IURP� WKDW� LPDJLQHG� LQ�5RPDQWLFLVP� RU� GXULQJ�'DUZLQ¶V� H[SORUDWLRQV� RI� WKH� IDU� UHDFKHV� RI�
the world. In this sense, his work suggests something quite distinct from the construction of a neo-
SLFWRULDOLVW�SKRWRJUDSK\�RU�DQ�DHVWKHWLFV�RI�WKH�QHR�5RPDQWLF�VXEOLPH��IRU�H[DPSOH��DV�LPDJHG�LQ�WKH�
digitally-manipulated works of Andreas Gursky or Jeff Wall, these being more attuned to a postmodern 
critique of representation than Almond’s investigation of the politics of nature).15�5DWKHU�� LQVRIDU� DV�
VXFK�5RPDQWLF�QDWXUHV�DUH�UHIHUHQFHG�LQ�$OPRQG¶V�ZRUN��WKH\�DSSHDU�DV�DQ�RXWPRGHG�IRLO��ZKLFK�KHOSV�
make evident the conceptual—even ontological—paradigm shift that his photography participates in 
and singularly develops. This approach provides one answer to the aesthetic imaging of hyperobjects—

11. Bruno Latour, Politics of Nature: How to Bring the Sciences into Democracy, trans. Catherine Porter 
(Cambridge, Mass.: Harvard University Press, 2004), 25.
12. See Latour, Politics of Nature, esp. 21-25.
13. Timothy Morton, “Zero Landscapes in the Time of Hyperobjects,” Graz Architectural Magazine 7 (2011), 80.
14. Morton, “Zero Landscapes in the Time of Hyperobjects,” 87. 
15��2I�FRXUVH�LW�ZDV�GXULQJ�SRVWPRGHUQLVP�WKDW�WKH�VHSDUDWLRQ�EHWZHHQ�QDWXUH�DQG�FXOWXUH�ZDV�GH¿QLWLYHO\�PDGH��
today, the difference is that cultural investigations appear less occupied with the critique of perception and more 
with the post-natural inquiry into so-called object-oriented ontology and speculative realism. 
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to show the estrangement of “nature” as an aesthetic category, and elicit, in a necessarily fragmentary 
way, the complex hybrid forms and interconnections that now stand in its place.

Fig. 7. Subhankar Banerjee, Caribou Tracks on Coal Seams II, from the series Coal and the Caribou 
(2006)

In this vein, Almond’s work participates in a larger formation of photographic—and more broadly, 
video-based—practices that have taken up the post-natural condition in recent years. One can see various 
traces of this formation in the work of diverse artists, such as the photographs of Subhankar Banerjee and 
his images of the nature-culture landscapes of the far North, as in his series Coal and Caribou (2006), 
which records the interlacing trajectories of coal seams and animal tracks on the ground in the Western 
$UFWLF��%DQHUMHH¶V�H[SDQVLYH�FDSWLRQV�DGG�DQ�DQDO\WLF�IUDPH�WR�KLV�LPDJHV��DV�EH¿WV�D�SKRWRJUDSKHU�ZKR�
is also an environmental activist: “Only from air can one grasp the magnitude of the devastation, with 
GDUN�FUDWHUV�DQG�KXJH�EODFN�SRQGV�¿OOHG�ZLWK�D�WR[LF�E\SURGXFW�FDOOHG�FRDO�VOXUU\��,Q�WKH�8WXNRN�8SODQG�
it is not an issue of aesthetic, but ecology, as these vast caribou herd use this area both for calving and 
post calving aggregation.” Or consider Ursula Biemann’s Deep Weather (2013), a video-essay project 
WKDW�LQYHVWLJDWHV�WKH�GHJUDGHG�ODQGVFDSHV�RI�WKH�$WKDEDVFD�5LYHU�UHJLRQ�LQ�$OEHUWD��&DQDGD��DQ�DUHD�RI�
fragile biodiversity invaded recently by the Tar Sands oil extraction industry. In the second part of this 
nearly nine-minute video, Biemann pairs aerial overviews of the Tar Sands with subsequent footage 
of Bangladesh’s threatened delta, where multitudes of people are shown carrying out a massive geo-
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engineering project, buttressing the coastline with sandbags to protect against rising seas and thereby 
forming what is a new kind of human-made nature (compensating for a human-destroyed one).16 

Fig. 8. Ursula Biemann, still from Deep Weather (2013)

*UDSSOLQJ� ZLWK� VXFK� FRPSOH[LWLHV�� $OPRQG¶V� SKRWRJUDSKV� RI� XQQDWXUDO� QDWXUHV� VLPLODUO\� GH¿QH�
D� UHÀHFWLYH� VSDFH� RI� DHVWKHWLF� FRQWHPSODWLRQ� LQ� ZKLFK� WR� FRQVLGHU� H[SDQGHG� WHPSRUDO� GXUDWLRQV��
multifaceted geological networks, and newly constructed natures. Like Biemann’s and Banerjee’s work, 
they offer a set of propositions with which to consider what “nature” has become in the age of the 
anthropocene, signaling a new geological era, beginning in the 18th-century with the inauguration of the 
LQGXVWULDO�UHYROXWLRQ��ZKHQ�KXPDQ�DFWLYLWLHV�EHFDPH��IRU�WKH�¿UVW�WLPH�LQ�KLVWRU\��WKH�FHQWUDO�GULYHU�RI�WKH�
transformation of the earth’s ecosystem.17 (The term is also one that Almond has explicitly referenced with 
his work Anthropocene: The Prelude���������D�WKUHH�VFUHHQ�¿OP�LQVWDOODWLRQ�WKDW�SRUWUD\V�HQYLURQPHQWDO�
FRQGLWLRQV� DURXQG� WKH� IUR]HQ�<HQLVHL�5LYHU�QHDU�1RULOVN�� RQH�WLPH�6RYLHW�JXODJ�DQG�RQJRLQJ� VLWH�RI�
nickel mining.)

16. For more discussion of such practice, see T.J. Demos, “The Post-Natural Condition: Art after Nature,” Artforum 
�$SULO����������������7�-��'HPRV��³'HFRORQL]LQJ�1DWXUH��0DNLQJ�WKH�:RUOG�0DWWHU�´�World of Matter, ed. Inke 
Arns (Berlin and Dortmund: Sternberg Press and Hartware MedienKunstVerein, forthcoming).
17�� 7KH� WHUP� DQWKURSRFHQH�� FRLQHG� E\� HFRORJLVW� (XJHQH� 6WRHUPHU�� DQG� SRSXODUL]HG� E\� DWPRVSKHULF� FKHPLVW�
3DXO�&UXW]HQ��KDV�EHHQ�WDNHQ�XS�LQ�JHRORJLFDO�FLUFOHV�DURXQG�������DQG�E\�WKH�HPHUJLQJ�¿HOG�RI�HQYLURQPHQWDO�
humanities (e.g. see “The Anthropocene Project,” the current research initiative of Haus der Kulturen der Welt in 
FRRSHUDWLRQ�ZLWK�WKH�0D[�3ODQFN�*HVHOOVFKDIW��'HXWVFKHV�0XVHXP��WKH�5DFKHO�&DUVRQ�&HQWHU�IRU�(QYLURQPHQW�
and Society, Munich and the Institute for Advanced Sustainability Studies, Potsdam). For its critical consideration 
in relation to imaging practices, see T.J. Demos, “Welcome to the Anthropocene,” Winterthur Fotomuseum blog, 
2015, at: http://blog.fotomuseum.ch/author/tj-demos/.
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Fig. 9. Darren Almond, Sia (2013)

7KLV�KXPDQ�GH¿QHG�FOLPDWH�LV�FHUWDLQO\�GLIIHUHQW�IURP²EXW�QRW�WRWDOO\�XQUHODWHG�WR²WKH�ORQJVWDQGLQJ�
human desire to transform the local environment, as is evidenced in the prehistoric arrangement of 
Callanish Stones pictured in a further series of Almond’s, comprising many portraits of individual 
monoliths found on the west coast of Lewis island in the Outer Hebrides, just west of Scotland. These 
stones, titled by Almond after cardinal numbers in Gaelic, were assembled and positioned approximately 
four thousand years ago, with some historians proposing that they constitute a modeling of a lunar clock 
obeying an eighteen-year cycle. Shot in daylight with overcast skies in order to bring out the subtle 
WH[WXUHV�DQG�LQGLYLGXDO�GHWDLOV�RI�WKH�VWRQHV��WKHVH�SLFWXUHV�IRUP�FRXQWHUSDUWV�WR�$OPRQG¶V�WZHOYH�EURQ]H�
columns, which correspond to the respective weight of the twelve astronauts who have thus far walked 
on the moon—an ongoing metaphor and structuring device in Almond’s work. Minimalist geometrical 
IRUPV��WKHVH�F\OLQGHUV�¿JXUH�DV�VFXOSWXUDO�DGGLWLRQV�WR�ZKDW�EHFRPHV�D�FRQFHSWXDO�DVVHPEODJH�WKDW�WHOOV�
D�KXPDQ�OXQDU�KLVWRU\��ZKHUHLQ�WKH�PRRQ�VHUYHV�DV�RUJDQL]LQJ�PDWUL[�IRU�$OPRQG¶V�ZRUN��RSHQLQJ�XS�
an entirely different way of looking at the world. These sculptures become pendants to a dark ecology 
of visibility that illuminates the gradual envelopment of nature by human culture and technology. For if 
these prehistoric standing stones constitute an early form of geo-engineering, built on Lewis island’s rock 
formations that, at 3.5 billion years old, are some of the oldest on earth (and further hyperobjects of extra-
human geological time), then the reference to space travel points to recent technological developments 
on a vastly larger scale that have irrevocably joined earth’s environment to human activity.
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Fig. 10. Darren Almond, Apollo 11, 12, 14, 15, 16, and 17 (2013)

Photography at the end of the world brings into relief the surprising shortness of humanity’s lifespan, 
as compared to geological time, even while it can highlight the momentous impact humans have had on 
their environment to date. In this regard, these photographs (and videos) propose an aesthetic revealing 
of geological complexity, offering conceptual insight into shifting categories of nature, which presents 
XV�ZLWK�D�¿QDO�HWKLFR�SROLWLFDO�TXHU\²KRZ�WR�UHODWH�WR��DQG�LQKDELW�� WKLV�QHZ�SRVW�QDWXUDO�FRQGLWLRQ"�
+RZ� WR� OLYH� DW� D� WLPH�ZKHQ�RXU� UHDOL]DWLRQ�RI� WKH� GHSWK� RI� RXU� LQWHUWZLQHPHQW�ZLWK� WKH�ZRUOG� ERWK�
VLJQL¿HV�WKH�HQG�RI�WKH�ZRUOG¶V�FRQFHSWXDO�LGHQWLW\��DQG�SDUDOOHOV�D�JURZLQJ�HQYLURQPHQWDO�FULVLV�QHYHU�
before experienced, leaving us with a world increasingly beyond recognition?
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