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Gallery 44 Centre for Contemporary Photography is an artist-
run centre committed to supporting diverse approaches to 
photographic and image-based practices through exhibitions, 
education programs and facilitating artistic production. 
Gallery 44 provides space and context for meaningful dialogue 
between artists and publics. Together, we offer an entry point 
to explore the artistic, cultural, historic, social and political 
implications of the image in our ever-expanding visual world.

Colin Miner
The fugitive and cyclical are ongoing departure points for 
Colin Miner, whose practice takes form through arrangements 
of objects and images. Notable exhibitions include The 
Contemporary Art Gallery, Vancouver; 2nd Kamias Triennial, The 
Philippines; Beijing Center of Art, China. Responsive projects 
have developed from research into non-human subjectivity 
at the Banff Centre for the Arts, Treaty 7 Territory; Tambopata 
National Reserve, Peru; Sloth Island, Guyana; and La Datcha, 
Berlin. They co-edit moire.ca and facilitate the experimental 
project space Moire’s Catwalk. Studies on the ontological 
anxiety of photography lead to a PhD at Western University.

Laura Demers is an artist, writer, and independent curator 
based in Toronto. She holds a BFA in Painting & Drawing from 
the University of Ottawa (2015) and an MA in History & Theory 
of Art from the University of Toronto (2017). She is interested 
in ecology, scientific and pseudoscientific discourses, local 
natural histories, and the materiality of our surroundings, both 
built and natural. She is co-founder of the plumb.

The artist extends special thanks for their support with this 
project to Ella McGeough, Jessica Groome and La Datcha, 
Michael Krois, Lillian O' Brien Davis, Laura Demers, Stefana 
Fratilla, Ginger Carlson, Nestor Krüger and the various feral 
boars in my life.



Snouts to ground, plough-shaped skulls digging through soil 
for rhizomes, earthworms, tubers. Riparian lands are ideal 
for building burrows with plenty of mud in which to wallow. 
But we can thrive on scraps. Sus scrofa; our migrations 
across the map, far too complex to trace, were concomitant 
with conquest. Our ancestors were hunted, domesticated, 
bred, consumed, circulated through invasions of the 
non-animal kind. Our young now grow tusks and bristle 
their backs to survive in disturbed landscapes. The rooting 
instinct comes from deep within. Our new feral presence 
is unwelcome. Nose to earth, we search for pieces of 
knowledge in the dirt. 

In The clearest image, Colin Miner enlists the feral hog to 
give thought to notions of migration, refuge and patterns 
of disturbance—geospatial, historical and ideological. 
Uprooted beings uprooting the ground under their 
feet, the hogs hint at states of unfixedness, a perpetual 
questioning, a deep historical (colonial) malaise. How 
to inhabit Earth, and occupy space without living from 
conquest and expropriation? What should be done to this 
post-imperial, post-industrial landscape, if we must inhabit 
it?¹ Referencing the animal’s ceaseless rooting behaviour, 
an innate source of self-soothing and a way to scrounge 
for subsistence, Miner points to methods for apprehending 
the anxious future promised by the current systems and 
powers in place. Comprising both photographic and moving 
images, sculptural armatures, bright neon afterimages and 
interventions onto the walls of the gallery, Miner’s works 
coalesce into an arrangement where transient narratives 
are slowly revealed to the unsettled, vigilant viewer. Here, 
we too are bodies attuned to unpredictability.
 
As the works that constitute The clearest image articulate, 
history—particularly violent histories entrenched in 
colonialism, fascism and other regimes of oppression—
cannot be understood as a mere chronological series of 
events. They must be experienced as a layered presence.²  

The artist’s interactions with members of the Sus Scrofa 
species unfold in Berlin’s Volkspark Rehberg, in the 
algae-pixelated pond; a boar gently wades in verdant, 
shallow waters. As a site deeply rooted in histories of 
conflict, Volkspark Rehberge has undergone countless 
transformations, from the initial plans of a city zoo to a 
space of propaganda for the National Socialist Party leading 
up to the Second World War. Miner’s fieldwork alongside the 
feral hogs, in what is now an inner-city allotment garden, 
prompts questions about how to live, as social bodies, 
in these fraught territories. Characterized as habitat 
generalists and voracious omnivores, Eurasian pigs were 
first introduced to the American continent by explorers 
and early colonists in the 1500s. Given their adaptability 
and short gestation period, they constituted a reliable 
and self-renewing food source despite periods of scarcity. 
Described as the most prolific mammals on Earth after 
humans, they have since prevailed over many native habitats 
across the world. For Miner, their extensive reach becomes 
an apt metaphor for how past histories continue to ripple 
spatially throughout the present. And their digging and 
wading, an imperative to follow. 

Where do we go from here?

1939, Berlin. The photographer Hugo Jaeger candidly 
immortalizes the smiling Führer accepting a polished 
convertible Volkswagen from the engineer Ferdinand 
Porsche, surrounded by a cavalcade of decorated Nazi 
officials on the day of his anniversary. Described as a 
fascist before the formation of the Nazi Party,³ Jaeger 
documented, between 1936 and 1945, countless public 
and private moments in the life of Adolf Hitler. Throughout 
his photographic career, he fraternized with the upper 
ranks of the Third Reich, capturing an insider’s view of 
the various propagandic festivities that were part of the 
regime, including the dictator’s 50th birthday celebrations. 
A national holiday, April 20th, 1939 was a spectacle of 

1 Paraphrased, these questions are central to Dalie Giroux’s geophilosophical inquiry into modes of post-colonial habitation. Given the total 
spatialization of Western thought, Giroux suggests that a politico-spatial reorganization of our current world would necessitate a significant 
philosophical reimagining of notions of space and territory, towards detotalization. Dalie Giroux, La généalogie du déracinement (Terrains 
Vagues, Les Presses de l’Université de Montréal, 2019), 31.

2 Allison Hargreaves & David Jefferess, The Land We Are, (Winnipeg: ARP Books, L’Hirondelle Hill & McCall, 2015), 204.
3 Liz Ronk, “Hitler at 50: Color Photos From a Despot’s Garish Birthday Bash,” LIFE.com,  

https://www.life.com/history/adolf-hitler-at-50-color-photos-from-a-despots-birthday-april-1939/. 

The buried image



outrageous luxury and military power. Larger than life, the 
events were strategically documented to show the world 
the extent of Nazi Germany’s dictatorial ambitions. In 
essence, the camera and photography became subservient 
to the political regime that manufactured it; Jaeger’s 
medium of choice to seize these moments was Agfacolor, 
a German-made colour film stock first introduced in 
1936.⁴ More lifelike than black and white, Jaeger’s images 
stood out against a multitude of comparatively lackluster 
images of the same era. The affective qualities of his visual 
accounts of the Third Reich, at the time, allegedly prompted 
the Führer to declare that “the future belongs to colour 
photography,”⁵ imagistically projecting his envisioned 
world-order into a future that is now our present. 

In Miner’s works Untitled (Restoring Photographs: 
Re-creating Lost Colors #1 and #2), part of the ongoing 
series Available Light, two images from Jaeger’s collection 
(one slightly faded, the second, retouched) are borrowed, 
surprisingly, from a page spread in a contemporary 
photography manual. The manual’s captions for Jaeger’s 
image indicate that the original slide has yellowed with 
age and provide granular technical notes pertaining to 
colour restoration processes, without further context for 
the ominous subject depicted. The political and cultural 
infrastructure that underpinned the making of such images 
lurks in the shadows, a flagrant omission. Adding to the 
already layered temporalities embedded in the image, 
Miner reproduces it in black and white, rendering its 
inner narrative illegible with grime and unfixed emulsion. 
Continued exposure to neon sun accelerates the natural 
entropy of these photographic works; they darken until 
only abstracted forms remain, a retinal afterimage of sorts. 
Miner’s use of this materially and ethically unfixed image 
leads us to consider the myriad ways in which circulating 
visual signs, photographs and (social) media occlude the 

‘shadow work’ they perform. 

Writing about the troubling archive of Western visual 
pleasures and the role of hegemonic media forces in the 
making of photography that helped construct systems of 
(White) oppression, cultural historian Mark Sealy claims 
that by “choosing over time to put [a] photograph back 
to work, its original dominant meaning could become 
redundant, allowing a secondary reading to surface more 
clearly."⁶ Jaeger’s photographs were seemingly circulated as 
propaganda until the end of the war, although it is uncertain 
whether credit was attributed at the time. When the war 
came to an end, the photographer, fearful that his personal 
archive (incriminating evidence of his involvement with the 
Nazis) would fall into Allied hands, buried the pictures in 
sealed jars around the city, returning periodically over the 
years to clean and reseal them.  After a decade or so, in 
the mid-1950s, Jaeger finally disinterred his secret and, yet 
another decade later, sold it to LIFE magazine, no doubt 
for a large sum, before passing away in 1970. What sense is 
there to make of this exhumed horror?

With the revelation of these memories, in these layers of 
disturbed soil, the hog must wallow. In my own struggle 
to decode the image—in attempting to elucidate some of 
its inner workings, its complex and ambiguous registers of 
free floating symbols and distorted temporalities—I mimic 
Miner’s methods and the boars’. But the surface has only 
been unearthed.

4 Colour photography had only recently been invented, and was popularized in competing American markets with the release of Kodachrome film in 
1935 (which would remain popular until discontinuation in the early 2000s). Agfa, on the other hand, discontinued consumer products and merged 
with Bayer in the 1960s; it continues to manufacture (mostly medical) imaging products and systems in the present day.

5 Ibid. I write allegedly, because much of the story surrounding Jaeger’s photography career is narrated by the editors of LIFE.com, the current 
owners of these color photographs. Mark Sealy provides further critical analysis of LIFE magazine’s record of editorial misrepresentation in 
Decolonizing the Camera. 

6 Mark Sealy, Decolonizing the Camera; Photography in Racial Time (London: LW, 2019), 70.
7 Brief anecdote from the technical photography manual, which serves to explain why the photographs yellowed.




