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I ntroduction

Climate changes a complex phenomenon and a concept which caiowe nowadays in
various fields such as science since the end of #1@<, politics and international law since
the 1990s (Earth Summit in 1992 and the 1997 Kytiocol), and, more recently, religions
since there are now theological interpretationstifications) of global warming.One may
feel helpless by such a concept omnipresent in angdidcourses and which vaguely refers to
an end of our world. Our belief is that the phenoaome needs to be analysed in a
transdisciplinary approach in order to get a bedtet deeper understanding of its complexity
and reality.

Western societies have progressively dissolved #reiestral link to climate, a link that was
critical: the quest for food. This is largely a uktsof massive urbanization and the
development of the modern lifestyle. It has beessfide to observe a deterioration of
sensitivity to meteorology and climate. Today, véey professions still reveal a direct
relationship to climate; our intuitive understargliof it is thus weakened. Artificial indoor
climates have given us a sort of secakih but also leveled our general experience of
climate. Until recently, in consumer societies, Weather forecast has mainly been used for
the organization of one’s leisure, and "talking atiihe weather" has a social function. It is no
surprise, then, that the science of meteorologyilisbelieved to be one of the last "objective”
sciences. Thus the divide is growing in our consum&cieties between our extended
knowledge of climate change and our relatively tediexperience of the phenomenon.

For such reasons, it seems obvious that climategehshould not be apprehended through the
sole climate models used by scientists. We neegketoa deeper and more comprehensive
experience of the phenomenon. It cannot remairobatr sphere of experience. And yet we

notice that this phenomenon is beginning to intetke contemporary art scene. Climate

change r31as been used recently as a concept byusaridtural programmers and artistics

directors:

Art could help us questioning our perceptions amthtionships to climate and its
modifications. Artistic explorations should not Ipestricted toillustrating our scientific
discoveries as in contemporary climate change sase& Indeed, Science Museums have
experienced new ways of diffusing scientific diseongs through techniques of immersion as
in the climate change exhibition entiti€imaxin Paris in 2003 at th€ité des Sciences et de
I'Industrie de la Villette? These new techniques induce, in the cas€liofiax for example,
more a logic of cultural production rather tharsoientific popularization since the aim of the
exhibition is to have the visitor experience an gamal “climate shock®. Instead, a work of
art may help us to experience and reveal our ipadicipation with climate, the rupture of its

! Flannery (2005)

2 For example, refer to statements by American Estistg after hurrican&atrina, in Hétu (2006).

% various exhibitions have been organized recenibyiad that topic : thé\rt and Climate Changexhibition
(Natural History Museum, London, 2006), an onlinelee exhibition in 2007 entitledNew Climates
(http://shanebrennan.net/climate/abjuthe Weather Report : Art & Climate changexhibition (Boulder
Museum of Contemporary Art, 2007), etc. This isyoal small account of various initiatives, lectueasd
exhibitions which have been organized recently.

* For more information about immersif environmengedito illustrate and provide the visitor a direxperience
of climate change, refer to Devarco.

® But, these showcases reveal an interesting patemti innovations which in the case of Climatengfeaaim at
involving the visitor of the exhibition and at proting his own perception of the phenomenon in tlesg@nce of
other visitors. For more information refer Bela20@4).




balance and its meaning for our inner world, in #ane way as landscape artists who
reframed the relationship of humans to their emnment. Art questions the status of our
perception of the phenomenon by deconstructingcoormon perception and revealing other
possible perceptions of it.

In this article, we will try tooutline a phenomenology of climate (first part) and clienat
change (second part) by refering to some aspedsdisfic perception in this field. However,
this presentation is not intended as an overvievthef climate (change) perception in the
contemporary art scene.

. What isclimate ? Outline of a phenomenology of climate

A phenomenology of climate should allow us to d#feciate our climate approach and to
sharpen up our sensations thus facilitating comopation on the subject.

General approach of climate

Such a phenomenology will try to caracterize owygidal sensation of climate rather than its
scientific determination. Indeedhatare we sensing as being climate?

Climate in phenomenological research

Surprinsingly, phenomenological research has ordgemtly concentrated on natural
atmospheric phenomena. Since the end of the 190w@omenology of atmospheres has
been developed in Germany but it didn’'t analyze tia¢ural climate as an atmospheric
phenomenon and rather concentratedaombiences(« artificial » indoor ambiences) and
feelings (taste and atmosphefe)Only recently a phenomenology of weather has been
outlined’ This phenomenology is a very interesting fieldot further developed. It would
need, for example, a phenomenology of large melegiaal time, i.e. climate, whiclatently
always englobes and contains meteorological semsatiVe will refer to this point later.

Climate as a landscape

From a scientific point of view, climate can beided into various series of meteorological
parameters such as temperature, air pressure, ityinvidnhd force, etc. However, it seems
impossible to conceive it as a totality except ubjsctive term$.° Climate exists as such
only for a corporal and sensitive being and canelgarded, phenomenologically speaking, as

® Bshme (1995, 1997, 1998), Schiemann (1997), Sehfh@93, 1996, 1998, 2002, 2005), Sloterdijk (2004)
Tellenbach (2002)

" Béhme (2003), Schmitz (2003)

8 We follow here the analysis of Gernot Béhme in pli;nomenology of weather and apply it to climafe:
Bdhme (2003).

° Of course, from a system sciences oriented pdiniesv, climate is of course conceivable as a tytadnd the
whole earth climate as one complex system (e.gh it Nifio). But phenomenology and system sciences
approaches radically diverge, and don't share déineespremises and objectives. Through phenomenalegyy

to approach climate through sensitive perceptions.



alandscape? Landscape does not exist in nature without thewdyieh grasps an expanse of
land as a landscape. Climate's existence is sirfite perception of climate is the perception
of an arrangement, a configuration of the real bgulject; this perception is a certain
presentation (and presentification) of an enserableatural atmospheric facts embraced and
expressed by a sensitive beffigClimate is thus a multidimensional phenomenon Hrictv
are combined the contributions of nature, culturstory and geography, but also the
imaginary and the symbolf@é.

Climate and Weather

Prior to further investigation, it is important destinguish the notion of climate from the one
of weather. Roman languages, as French, sharesddvdntageot to have an equivalent for
the word « weather » derived from the ancient Gaiméorm « weora » and refering to a
temporary state of the atmospheréhe French word «temps » refers as well to the
diachronic time as well as to meteorological tinmGerman, « Wetter » has given rise to a
series of interesting words for characterizing miationship to the atmosphere such as the
adjective « wetterfuhlig » expressing our sengitivo climate or the verb « wittern » which
refers to asenseor sensingof the atmosphere and which exists also in thexieke form since
the 16" century : « sich wittern » to signify what is raliag itself atmosphericaly in the same
way as when we say that « something is in the.air »

As said before, « weather » refers to a temportate ©f the atmosphere in opposition to
« climate » which according to the climate histori&tutcliffe refers to the «summary
description of meteorological conditions over aeseof years ». From a phenomenological
point of view it is the length which matters noetbxact number of years. Indeed climate is
always sensed as a given form of weather, it ispesteived as an average of weather
conditions over a given number of years. Therefatenate refers to a kind ofarge
meteorological time such as seasons. When | saywhahave « autumnal weather » this
feeling may have been provoked by a sensation dfiifnation of space (in my case
autumnal weather is associated with a large liffesh weather, and an expanding space).
But, when | have this kind of reflection (« It's tamnal weather »), | do nakefer my
meteorological sensation (of luminosity and tempegg to a series of past meteorological
conditions to realize that | am in autumn. On tlatary, | immediately experience the
sensation of stability of meteorological time whishstability of today’s meteorological time
but also the one of the next days and months. @mefers to a cultural relationship
established progressively between human beingsvaather. By means of the seasons, the
human being is grasping the broader articulatiom$ a balance of meteorological time.
Experiencing a climate (through a season for exajnptake placen time, weather, and my
life. Consciously or not, | do locate myself in @mTherefore, it is possible to state that
subjectively the climate experience correspondmtexperience of metof time. What would
happen if | could no longdean on time? How would | experience time if it would fonger

be bearing myself? if | could no longerestin and on seasons? From a scientific point of
view, climate is probably a « myth » because, darger scale, there is no such thing as a
stability of climates. However for human sensatisash stability is not a myth at all.

19 Gernot B6hme established the analogy between eeattd landscape, in Bshme (2003).

1 We follow here the definition of landscape givgnNichel Collot in Collot (2005): 9-17.

12 As an introduction to historical readings of climaplease refer to Le Roy Ladurie (1983), Cogsi(2005),
Duclos (2005) and for anthropological and ethnalagreadings refer to La Soudiére (1987, 1990, 198tz
(2002), Pérard and Pérrot (2003).



Seasons refer to the human scale of climates. TqWakparaiso for instance) or regions
(Brittany) may have their own climates which cangezceived sensitively. Climatologists
know many other climates which often remain alierotir sensations. Indeed, the more the
geographical and temporal scale of a climate isomamt (or minimal), the more such a
climate becomes unperceivable. As a matter of feleén do we sensecantinentalclimate ?

13 (except the Mediterranean climate which remainséuiately perceivable even if it's of
continental dimensions).

The sensing of climate

A climate « feeling » or « sensation » always cgpoads to an emotional state of the subject,
i.e. a climate sensation refers to a mere surfacatien whereas with feeling we dive into
ourselves.

Climate and feelings

Feeling climate is feeling life, feeling our lif€limate refers to an experience of a certain
constancy of time, this means that it is made of aanfidence in this constancy. Climate
feeling iscontrastingour meteorological sensation because through deikniy our affective
experience of meteorological conditions resonatéh wur broader real-life experience.
Therefore climate sensing refers to affective tibieal of the different phases of our life.
Whereas weather experience is characeterized by maphemeral sensations, climate
experience refers to more indefinite and largerpmalities. Thus, the experience of a
plurality of autumns is inherent in my autumnallifegz for instance, autumn may then
remind us of new beginings associated with thet sttaa new school year, the time of our
projects, the seriousness of our life — as temgamara season — which tries to project itself
ahead. Sometimes, the feeling of autumn may bermed by one aspect of the weather (for
example, a «windy » weather) which then resonatéis our dominant feeling (if such)
linked to this climate (for example the feelingufcertainty, the atmosphere of departure and
change). This element is then dominating our wisaliesation of this kind of climate, it is
considered to be representative of it.

| may choose to recall to me very consciously tifeer@nt automns of my life and then

understand that my « dominant » autumnal feelingsdaccult other feelings related to this
season but which | experienced less often. Thiddvoe relativizing my feeling but wouldn’t

change anything to the fact that climate necegsapiéns myself to my inner deepness.

Climate as atmosphere

The feeling of climate is also the feeling of amasphere, in other words the feeling of a
larger reality. The location of climate sensatisnndefinite, i.e. it is in and out of myself at
the same time, a situation which is very well egpesl by the German wo&timmungAs
Gernot Bohme (2003) pointed it out about weathetirig, the feeling of climate is also

3 However, one could try to develop a phenomenolofjthe climate perception induced by global tourism
industry, which has taken an inter-continental escahd could relativize the claim about the différecales of
climate perception.



sensation of a modification of space with blurredders. Thus the experience of climate may
be characterized by a certain experience of «tieisk » or infinite « dissipation », in other

words deepness. This deepness, which is at the tia@énner and outer deepness, is typical
of climate to which we are abandoned and in whitghHas been woven. It is impossible to

extractourselves of climate (without a reflective effoitt) « turn around climate », so much

climate issupportingandbathingus at the same time.

Climate, as well as weather, is not experiencednfr@ certain «view point ». At the
beginning we have spoken of a possible analogy dmtvelimate and landscape. In Western
art history, landscape can be characterized blyatszon structure which is also the case of
climate. Climate does not have any horizon, uta horizon. Indeed, horizon is not
necessarily a visual line refering to the commoreatation of this notion. Climate is horizon
in so far as it is atmospheric openess or, moreigely speaking, in so far as climate is
opening an atmospheric relation to the world. Tfoeeg the sensation of climate or weather is
coloring our perception of the world. In other werthe climatenhabitsour perception. The
Impressionists had already shown us what percepteomes when it is inhabited by seasons
(the four seasons in Monet’s series entil@dBassin aux nymphéak399 and later) or by
weather (Monet'sLilas. Temps gris 1872)** These paintings reveal us the atmospheric
perspective onto the world. This is a perceptiotictviis more or less « outside » the subject,
that is a perception which is no longer encompasseal gaze. This perception does not
assemble itself in a gaze, it is not a compactderde perception but a diffuse and peripheral
one. | perceive the world merelaterally, these paintings literallydisperse my gaze.
Perception does not focus on objects (the bridgetlaa flowers inLe Bassin aux nymphéas
do not hold my gaze). It is bBghter perception which is less knowing « objects » than
« impressions ». It does not try to « burst surfaé®lerleau-Ponty about modern painting)
but to enlarge the gaze and to reach space ixtengon. Maybe we should speak about a
lesssignificantperception because of a need of lightness andi@sxty which is necessary to
its deployment. The world is not built from and kvdbjects, it is born in the interdependency
of things and the gaze does not take possessidhirajs through their borders but from
within their middle'® Atmospheric perception is revealed at the suréddhings, precisely at
their utmost exteriority. It is driven by the intion of alarger reality.

Experience of climate modifications

Finally, the feeling of climate is always the expace of a modification of climate and a
phenomenology of climate should always tackle thgue of our experience of climate
modifications. We should for example study our eigee in loosing our seasonmarks, our
experience of the disapppearance of half seasansegpolated seasons, etc.

Our experience of changing seasons is revealingegperience of climate modifications. |
may try to find out which calendar days corresptmdhe summer or winter solstices and
think that on a given calendar day (June, 21 o@2December, 21 or 22) something is
changing because the day length is diminishingiareasing. But it is an external approach of
seasons’ modifications which is established in @alendars and through our rites
(Midsummer day, for example, which goes back t@macient fire worship). With an intimate
experience of season modification | generally elgpee atoppling into another time and

4 For more information, cf. Badt (1961): 95-117. & his descriptions of surface in Impressioniaiatings
to develop the idea of an atmospherical perspeotite the world.
1> Badt (1961)



space. | may certainly observe gradual modificatiand a progressive transition into the next
season. But subjectively, a season is always estpeed from its centre, at its point of
balance. | left the « middle » of summer when, ahifd, | started to count the days which
separated me from the start of school class (ineSaper in France). When autumn was
forthcoming, | could detach myself from the largel gacific Summer, | had lost the middle
of Summer and was awaiting the new season whichdreassemble my time and myself as
if 1 were preparing for another life. Consciousnetseasons is not the consciousness of the
flowing of days. We do not experience the passdgeaons as being more or less in Summer
or Autumn for example. This is because we expersggsons as atmospheres which are
bathing us. | do not experience « gradients » ofmi@ar or Autumn which could be
established from a scientific point of view. Oneinsa season (or a half season) by and
through itsmiddle Climate sensation awiddle sensatioff is probably due to the fact that
climate is experienced as a relatively closed yni{(n the paradoxical sense that it is
infinitely open) and that the climate sensations—well as the weather sensation — has a
radical singular and regional asp&cClimate sensation does not open onto another ima
it is openess to itself, and thus remaining sefiteeed and self-referential. Certainly, if | had
traveled a lot or if | had lived between two sems@nd hemispheres, the sensation of
finiteness of the season might not be unknow to I this would be a mere exceptional
situation.

The experience of climate fluctuations allows ubegome aware of theplicit character of
climate. Indeed, these fluctuations disturb theuladty of climate. Nowadays we all
experience climate fluctuations, ruptures or suddeanges of climate balances. However we
might still feel these intervals or interpoled swa&s (or how should one name the
phenomenon of « heatwaves » for example?) as atypnoments which will (still) be
equalizecby the normal course of weather and clintdt8ometimes, these fluctuations reveal
us seasons or climates @efective affecting our trust, maybe distressing us evesedsons
remain time structuring.

Thus, the sudden sensation of a tropical climatearns at the beginning of September 2006
might have struck me because | associated the sowntimately with a « Parisian » climate
composed of many impressions and maybe dominatggdyyand cloudy weather. Dense and
suffocating heat and Parisians wearing thong sarataldst traffic pollution were contrasting
with the absence of luxuriant vegetation. | sertseplical climate and Parisian climate at the
same time. Due to these variations, climatexgliciting itself. | tried to understand and read
in the newspaper that the Azores anticyclone paetponsible for beautiful weather on the
French Atlantic coast hugely dilated itself andvaked these heatwaves. Will | be driven
more intuitively towards what is far away from usdadirectly influencing us? Will we
become more attentive to what is hencefestpliciting itself?° These are only speculations
about the evolution of our meteorological send¥ivi

'8 The French word « milieu » would be more apprdprihan « middle » since it is refering at the séime to
an environment and a center.

" Bshme (2003)

'8 In French, the word “canicule” (scorching heafgrs ethymologically to ayclical period of great heat when
the star Sirius — also called Canicule — is rising setting with the sun between July, 22 and ALI@2s

19 |celandic contemporary artist Olafur Eliasson rking on these issues through installations asfample
The Weather ProjecTurbine Hall, Tate Gallery, 2004.



I1. Aspects of climate change perception in contemporary art

This outline of a phenomenology of climate will pelis to tackling the issue of the
phenomenological status oflimate changeperception. Therefore, we will refer to
contemporary artworks again.

Intrinsic difficultiesin climate change per ception

Climate change is a global concept used to evoghemomenon which operates at a large
geographical and temporal scale, and which pregmntgcular difficulties to its perception.
We can confer this phenomenon a certain visibibty introducing a multidisciplinary
approach of it in our university programs, whichoften not the case yet. There would be
much to say about this subject but we will remaerehat a very general level by
concentrating on the distinction between sociall¢ctive) perception and direct (individual)
perception of climate change and the intrinsiciclitties of such perceptions.

An invisible or almost-visible phenomenon

Collective perception of climate change is par #goee the climate historian’s perception
because historians work with sources provided|ypdry others’® Climate change perception
is a social one also because it depends on sugported by societies to research programs
and on the introduction of the topic into schoabgrams and on broader popularization as
well. Thus societies assure a slowly familiarizatwf individuals with geophysical systems
such as climate. This social infrastructure is ssagy for allowing a long-term perception
and helping to educate populations to consider @mdake larger temporalities and
geographical spaces into account. This collecteegption is fundamental and a matter of
politics : it is related to the will and the deoisiof a society to take account of the long term.

Such a «social » perception should be distingdisihemn an individual perception, i.e. a
direct and personal perception of the phenomenmmF phenomenological point of view
we prefer to speak about climate and its modiftecetj fluctuations and changes rather than of
climate changeIndeed, generally speaking we do not experietitceate changg(in its
scientific, political and theological sense), bug acknowledge changes, modifications and
fluctuations of climate. The notion of climate chanis not a notion which belongs to our
sphere of experience. It is a concept. Events willtoader existence, i.e. which deploy and
reveal themselves only on broader geographical tenmiporal scales, are generally not
perceivable. Our perception needs to be assistedubyintelligence to appropriate these
phenomena. Indeed, | m&powthat the massive rainfalls in August 2006 on iteede Ré
island near the French atlantic coast were linkedlimate change. Indeed, if | discuss with
the workers in the salt marshes | learn that tihasdalls are unusual and contrary to the salt
economy which is over thousand years old on thesds | am learning that these changes are
due to the degradation of the stable Azores aribogc But oviously | cannot say that the
perception of these rainfalls in August is a peticepof the global phenomenon called
climate change. « Direct » perception is alwaysblemmatic. Indeed, the qualification of
climate change is a difficult task because onetbagfer the event to a series of events, in
other words one has to do a quantitative and stieeniork in order to prove the existence of
the phenomenon.

% e Roy Ladurie (1983)



Climate reveals itself only in time and space cosdéions. Per se, climate and meteorology
are planetary phenomena, but our experience o€tpesnomena is local, rarely planetary.
We do not sense the horizontiésipative structuredefined by Illya Prigogine : we may only
know them. | cannot sense the interdependant phemamby which the flapping of butterfly
wings in China, during a year rich of butterfliekes provoke a hurricane in North America.
This is a major paradox of our meteorological alnthate sensitivity. Therefore, it might not
be suprising to note that poetry (often very saresito climate) does investigate vertical
correspondences between earth and sky (as in Barelelpoetry) rather than horizontal
correspondences between the different cardinaltpan Earth. It looks like literature is
tackling the issue of horizontal correspondenegiser through proverbs than descriptions of
personal sensations: « As has been written by gaeh: When a cow from Kai-Shi eats a
mulberry tree leave, the horse from Eki-Shi isefaitig »** The space we experience when
we experience weather or climate is a local spacerding to the German phenomenologist
Gernot Bohme: «the difficulty which consists inagping a totality — that is weather —
through a given and finite number of parameters|s®e linked to the fact that weather has
something radically singular and regionak.?? | remain ignorant of the greater context and
our common language is reflecting the extreme isaabn of our meteorological sensations.
In French language, | may for example say thataubfl weather is coming back » («le
beau temps revient ») or that the « sun is comauk bo France » (« le soleil revient sur tout
I'Hexagone »). This may be our feeling. But weatlsenot wandering about, like this, on
Earth’s surface. It is the condensed product arg eomplex global system.

An art of climate change

How would it then be possible fmerceivea mere global phenomenon which must have its
reality, its cohesion but which remains invisible anly almost-visible to us. This is a
question which could be adressed to a kind of daithvtries to account for such a global
phenomenon. Indeed, one should not renounce tgrateeparticular climate phenomena in a
more global vision in order to consider them aseating the global phenomenon. It is
therefore important to invent new meansapproachingthese phenomena in order to evoke
the greater framework without damaging the peroeptf the individual phenomena, i.e.
without forgetting our intuitive and sensitive erpace of these phenomena by over-
interpreting or over-determining them and thus dsmytheir sensitive dimension. In other
words, it is important to develop a mdlexible perception helped byapsor the framework
of storiesi.e. dramatisations of weather and climate. Sgentdo nothing else: maps and
stories are levers for the perception of a normalysible phenomenon.

Real perception of the phenomenon would also beepéon of our own participation in
climate change. This aspect of this kind of perogepis generally the most difficult and
problematic one. Perception of climate changewsags distorted if we do not perceive our
own responsability in this change. It's a matter pafrceiving what for weather we are
contributing toproduceand not a matter of perceiving « what for weativerhave» (in
French « le temps qufiait »). We cannot say anymore « what for weather ddhae? ».
This kind of question still refers to the geneds®a that weather is producing itself without us.
We would be more attentive to weather if we weldrasfor example « what for weather is

2L Marain (1995) : 17
22 Bshme (2003): 148. Author’s translation

10



produced?» or « what for weatherasting?»*> Indeed our weather sensation is made of an
impression of distance in relation to weather whgchroducing itself objectively, i.e. outside
of ourselves and by itself. Acknowleding our progearticipation in weather would be
acknowledging our greater exposure to climate pmama and probably stir up a latent
claustrophobia. Indeed we have become inseparaine Wweather and climate in a deeper
sense as ever imagined: we are abandonned to wdathalso a bit weather ourselves,
whether we accept this situation or not. Our lagguia still the product of an old-fashioned
weather sensitivity, and it is difficult to trantdanto our own language (especially common
daily language) our complicity with weather andn@te. When our most enlightened
contemporaries say that we are « Weather Makefsm» Elannery) or that we « amoing
weather » (Gilles Clément, in French : « le temps gousfaisons» 2%), they do not mean
that we are creating weather but they suggestweaparticipate in creating weather and
climate. And in this sense our common languagealeva binary approach to weather and
climate which is difficult to overcome.

Climate change per ception in contemporary art

It appears that recent anglo-saxon artistic prejéetve tried to tackle these issues linked to
the perception of climate change. We will focussaorecent artistic project and exhibition
entitledCape Farewell projecand on some recent experiences in art & sciendaboohtions
dealing with climate change.

The Cape Farewell Project

UK artist David Buckland is the originator of a miajexpedition taking forty artists,
scientists, teachers, and a film shooting teamethiraes (in 2003, 2004, and 2005) to the
Spitzbergen archipelago north of Norway in the &rdDcear?> Their work has been
exhibited for the first time at the Natural Histdviuseum in London (2006) and is now going
around the world thanks to the support of Britistefgn diplomacy.

Extreme climates and places of higher latitudes @aediculary adapted for a sudden
visualization of climate change. This observatioas hoften been reported by many
participants to the project in their writings aridaos?® Many contemporary artists interested
in climate change went to the poles or, at leaatiehworked in relationship with these
planetary regions’ These regions are the frdintes of climate change.

In fact, the Cape Farewell project is a story ofapwegions. During three expeditions, the
crew members have lived in this particular envireninn order to bring us back testimonies
of their experiences. We probably already know sstdries of white worlds and polar
regions. | remember having been very impressedcafdby The Call of the WildandWhite

%3 Surprisingly, our proper engagement in weather mrticipation in its production) is not approadhey
Bdhme in his weather phenomenology : « The phenomeve are talking about [i.e. weather] is and remai
nature » [own translation], in B6hme (2003): 160.

24 Clément (2005)

% The “Cape Farewell” expedition was repeated omeénain 2007.

%6 Robert MacFarlane, « Turning Points », in ed. Barit (2006): 170

2" For example, North American and British artistsdfea Polli and Joe Gilmore iN. (2005) and the
Argentinian artist Andrea Juan Antarctica(2005).
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Fang To me these worlds always represented an immarese in the North and a great
reserve of wild space. The Cape Farewell team kizerndured in a region much more
extreme than the one | like to dream of. It wenthe extreme edge of civilization where it
only met thedesertedplaces of Russian scientific colonies (Barentstamg Pyramiderd’
This world isout of our world. A sublime and pure world. The raergpns met by the team
photographer, Gautier Deblonde, seem to be absehisghotogrpahies, as if there wouldn’t
belong to this place, likdisplacedpersons...

All artists of the team have worked on the arclagel as a place. Almost all artworks are
characterized by the extreme consciousness ofldle df time. TheSinking Icevideo by
David Buckland occupies the center of the exhihitidt shows the top of an iceberg
dangerously unsteady and about to crush into thea®@cThe dramatization of time is
extreme. One feels what is going to happen andvigitors of the show contemplated the
video for about forty minutes (!), possessed bydiggtal timing displayed on the screen. This
consciousness of a world timing is properly unblel@grdecause it is taking away what is most
characteristic to this white world, i.e. its tasteeternity and space, the impression of an
immense present. A mere diffuse perception (andh@focal perception of this video) of ice
melting is present in other artworks. The compddex Eastley tells us how he left for
listening and recording the cracking linked to thmeration of 10 000 years old little air
bubles compressed in ice and which are joining aomcommon atmosphere. He tells us that
one couldn’t see the ice crushing linked to thetimglprocess; he remained helpless and
surprised by these sudden crushes: «when you'retinese glaciers, you’ll hear a sound like
a field gun going off.%

In these regions, the huge timescales of scientistome intuitivé® But it is also the
presence of the world at large which the artistsed in these regions. Many artworks reveal
us the planetary horizon which now comprises thaeatorld and links it to our world time.
One of the artists, Alex Hartley, for example, neparonically to London newspapers that he
discovered a new island after glacier melting. Téxkibition is not romanticizing the white
world, on the contrary it is showing us how thiaqd, Spitzbergen archipelago, is henceforth
joining our world.

During their stay, David Buckland noticed that seentists were fascinated by the artists’
work. “Yes, for them to understand the art process great. You operate rather like a
scientist, in that you have an idea and you folibthrough and half the time it doesn’t work
and you start again. The main difference was ti@astientists were interested in the minutiae
while all the artists were trying to understand gr®rmity of the place® Certainly, the
scientists of the team as Dr. Simon Boxall, weléecting data such as the water temperature,
in order to trace the diving of the Gulf Streamt lhis was in order to understand the
phenomenon on a planetary sc&leBut did the artists show interest in this scieatif
perspective on climate change? They didn’'t worktlua scientific climate forecast models
even if such models, such as the last HadCM3 climmaéinge simulation model for the North
Atlantic, had convinced David Buckland, for example organize these expeditions.

2 Actually, the Cape Farewell expedition also visitee Russian mining town of Barentsburg, whichultes! in

a series of photographs by Gaultier Deblonde.

29 Max Eastley in ed. Buckland (2006): 58

%0 Kathy Barber, another artist of the team

31 Journal of the exhibitioiThe Ship. The Art of Climate Chand¢atural History Musuem & Cape Farewell,
2006: 12.

%2 Simon Boxall, « Journal », in ed. Buckland (2005):
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References to such models and to scientific worksgtobal climate perspectives are
numerous in the exhibition catalogue but used rgaaslillustrations. The artists of the team
did not question the nature or quality of percapiinduced by such models. By the way,
David Buckland states in the catalogue: “When ukedgc each artist has in some form
responded to this cold, Arctic place and the way @hanging as the Earth warms. They have
all told the story on a human, rather than a pkyescale.® But putting things this way is
implying that the planetary scale (the one of tiaate models) is not a human scale.

Contemporary experiences in art & science collaborations

We notice that since the end of the 1990s, a ceniamber of contemporary artists are trying
to visualize, sonify or realize in another way, ewblogical and climatological data in order
to translatethese realities in a different manner than with well-known graphs and colored
maps we know from school. When collaborating witkestists, they use scientific material
(data) and technology whose investigation and gpf@aton they are aiming at in order to
offer new perceptions of geophysical processes saghclimate and its modifications
nowadays.

Thus for example North American artist Andrea Pbls conceived a series of projects on
sonification and visualization of meteorologicatlaslimatological data (rather temporal than
geographical series) by using her computer as &crmsirument which enables her to choose
meteorological and climatological parameters wtshi is translating ancomposingnto
sound wave compositiori$.In Heat and Heartbeat of the Ci{2004), Polli uses archives of
meterological data and data from sophisticated atkenforecast models (temperatures and
precipitations) for the Summer months in CentrakRalew York) in 1990, 2020, 2050 and
2080. She translates the variations of temperatuteudness, pitch, length, timbre, etc. as
well as in a colored graphic (website-)interfacaclhis changing while listening to her sound
compositions. The interface presents a zenitha wieCentral Park and the colors get burned
and tend to the red in order to illustrate thengsof temperature. The sound becomes
scratched and raw and is enveloping us slowly brelg while the ambience is closing itself.
In her various weather and climate projects AndPedli aims at going beyond scientific
illustration to deepen our perception of climatarme phenomena.

% David Buckland, « Cape Farewell Art and Climateafie », in ed. Buckland (2006): 6.

% Her artwork is accessible online with the follogidRL : www.andreapolli.com/centralpark/main.html

One of her weather and climat projects is entitiedh 2005 N. (pronounced n-point for North Pole/Arctic as
the northernmost point ; and also a little playvaords according to the artist : 'n-point' sounés liend-point’
implying the end of the world or the end of timg)ain installation in a gallery in New York creatadAndrea
Polli, Joe Gilmore (composer), and Dr. Patrick Merkmeteorologist) which is sonifying and visuaiziin
near-real time the evolution of climat at the Nagpthle (climatological data over five years is camgkd in an
audiovisual composition of forty minutes ; a 100d¥ect transmission would not have enabled thetapacto
apprehend the evolutions of Arctic climate).

% As stated in an email interview with the authoMarch 2007 :

Q : « | was wondering whether you also had to defapriori" the nature (climatic or atmospheri€}te event
you were working on, or did you discover it througdur artwork ? For example, when does the peroepf a
storm becomes the perception of a climate changate¥ In other words, can an art of climate chapge
something else that an "illustration" of climateange ? and become a sort of "presentification” lioiate
change ? »

A « Yes, that's something I'm really interestachow with the real time sonifications and visuafians. For
the storm sonifications, there was already a laddaih and a lot of analysis, so although we didmiw exactly
what it would sound like, a lot was already knoviaoat the data. That was an advantage, becausmshedsult
could be really high resolution and detailed. Hur projected summer climate project, the most cvatee
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Janine Randerson is an artist from New Zealand wgrkn the same direction. Her
Anemocinegraphnstallation (2006) aims at presentifying the camcemissions from the
Torehape site (New Zealand) from April-June 260Gorehape is a peatland which has been
drained, harvested and then abandoned and whichdwasfound a persistent source of CO?2,
At sunset®’, the Museum visitor oAnemocinegrapimay walk under big screen-cups and
admire satellite imagery of weather and images @rgacopic air and water whirls and
currents and listen at the same time to a soundpesition. The sound is not a real time
transmission but again compressed sounds of ti@latata generated by CO?, gathered over
the two months period at the Torehape weatheiostatith a sonic anemometer and an open
path gas analyser. These two instruments combim@rtunuously measure the latent heat
flux and CO?2 flux as a measure of soil respiragonording to the artist. The satellite imagery
is related to the weather composition. The slowlyreated weather satellite imagery relating
to the site was collected from the NOAA satelliteeothe same two month period of time as
the sound data (April-June, 2006). Both are conga@sersions of the same period of time.

In this artwork, Janine Randerson questions the @bhew technologies in our perception of
weather and climate and the modifications they @edThe artist wants to represent scientific
data in another medium and provide other approafdregerceiving not necessarily visible
processes like carbon emissions which normallycelg accessible through abstract data.
Again, the perception of climate is deepened everit iis mediated mainly through
technology. But, as the artist puts it: «when oneoenters a screen to walk under and
become immersed in the image and sound - the neeldiddta becomes re-invented as a
physical experience®$

Of course these are only examples of contempordrstia experiences in art & science
collaborations. The list of contemporary artisterassed in the climate change concept or in
a dialogue with meteorological and climatologiaziesces is a longer orie.

model was chosen for outputting the data, but & alavious that there were going to be a lot of gkeanpa lot of
increased heat in summers. The structure of thos#ications was actually also based on a kind arfrative
that came out of the impacts assessment the clireatsmrch scientists did. One thing the impactesassent
found out was that consecutive days over a cet&iperature were exponentially damaging. Threedags
spread out over a month was bad, but three dagsraw was really bad. Power plants would get dichiaed
people would not be able to withstand the heatth8csonification was programmed to get more intdrased
on the number of consecutive days. Dramatic redaltshe projected climate were pretty much guaredt
because we knew more hot days were predicted. 8di¢ime work is different, but also problematitid kind
of 'long time' work doesn't fit with the way peomrperience artworks. No one can stand in frorat pfece for
10 years to listen to how, for example, climatdha arctic has changed, even though in climategdhat's a
really short period of time. So, for those projettsould be interesting to somehow work out a morgg term
process, maybe online, maybe a permanent instailati physical space. Joe and | have been showimyl.t
piece for 2 years now, and have data for 5 yeat,vee have recently recorded a 40 minutes sound thait
interprets the data from the last 5 years. Thosdskof approaches can work well ».

% For more information, please visit the artist'sgmmal website : janineranderson.com

%" The projected work is revealed more strongly aghinfalls. Rather than the "black cube" of manyedid
installation spaces, the artist prefers to userahlight in her installations.

% Email interview with the author (March 2007). JaniRanderons added that she would also like tvaeti
other senses in the future — the haptic and semsalike hot and cold.

%9 We could have mentioned many other artistic apgres and projects here : In 2002, the Austriarstarti
Werner Jauk and Heimo Ranzenbacher exhibited aalletion entitledKlimakonverterat the Ars Electronica
Festival in Linz (Austria) which were physicalgonvertingclimate by artificially recreating climates of the
world with objective meteorological data given e ttelevision weather forecast. This is an exampteaybe
very illustrative — of a corporal relationship tceather models. The North American artist Gloria vigare
Simmons tries to go beyond scientific visualizatadrclimate data in her artworks in order to faumeractions
between a possible user and scientific geophysieadels. According to her, the user would rediscaber
climate map as lndscape But therefore we should first have to experieheevisualisations and maps which
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It appears to us that these artists interestednothar perception of meteorological and
climatological data are driven by the desire torapph (toseg climate and its modifications,
invisible and infinite, like the Australian climatgist Tim Flannery who said that he is
driven by the desire, to see, listen, and sense larger scale in order to live with the
transforming biospher®. It would be interesting to further question thetuna of such
perceptions of climate change in these projecidedd, to which extent do these artworks
allow an experience of the world in a phenomenalaigsense? In other words, what for an
experience of the world do they reveal? Unfortulyabecause of a matter of time we cannot
tackle this issue hef@.

Conclusion

There would be much to say about contemporary rajegts and climate change and their
various approaches. We tried to show that climsiti@separable from our inner world. This
inner world reacts to and can be apprehended atioal to atmospheric phenomena. Our
modern world and climate change are disturbing destroying our perception of climate. If

nowadays, in our temperate latitudes we are dajathe necessary political decisions, it is
also because we have become disconnected fromtelirAd, in a renewed dialogue with

science, might show us again why and how deeplyemgain climatic beeings as well as
helping us to appropriate such a complex phenomeocall climate change.
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