








The paradox reflects photography's conflicted role in a mediated 

world - rife with image manipulation - as both the medium that most 

effectively dissembles its form in order to simply attest, and the 

one most likely to deceive with its evidential appearance. 

'a viewer looking at a piece and imagining the artist 
behind it, who crafted it'. His partiality corresponds 
to that of the filmmakers from whom he quotes, and 
implicitly to that of his audience, to which the internet 
has granted equal access to existing film material. 
Levine's 'gap' between replica and original - corre­
sponding to that between herself and her artistic 
predecessors - is configured into a simultaneity. 

At Kunstverein Munich this summer Lässig pre­
sented a series of stills from films produced in the 
1970s in the orbit of the Bela Balazs studio in Budapest. 
A young· girl's profile is snatched from a fleeting filmic 
transition. The prints equivocate between the aggregate 
of the original analogue frame and a digital clip's 
pixelation of it, producing an etfect like that of viewing· 
the world through smoked glass. The viewer and 
medium are held back; a medium - photography 
- which in its nature appears to hold nothing back.
What is lost in definition is gained in connoting his
excerption of the frame: a measure of his limited access
to its source, as weil as of the subjectivity of his engage­
ment with it and what it represents. Reduced to stills,
the moving image becomes a sitting target for this
scrutiny. In digitally treating· it, Lässig assumes
responsibility for his adaptation, one that art based
on art-historical precedence often dodges by means
of the irony with which it disdains to grant its source
more quiddity than that of a convenient repository
of reference. The process generates (mis)information
and (mis)interpretation, compensating for its reduction
of narrative momentum to framed almost-abstractions.
Rather than 're-photographing·', Lässig 'de-photo­
graphs'. Minim::i.l ditferences between a series of prints
- the girl's profile variously discernible - suggested
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Jose Montealegre, 'Nervous System', installation view, 

Kölnischer Kunstverein, 2022 

a highly compressed sequentiality, the distance between 
the prints further attenuated by the sparse hang. Time 
is fragmented by space: an equivalent of Lockhart's use 
of slow motion to convert a brake on filmic momentum 
into an obstacle to traversing a physical space. 

Lässig escapes the image's acquisitiveness, and the 
responsibility it puts into the artist's hands, into an 
associativeness native to painting, and its freedom from 
the bind of a causal link to its referent. The corner of a 
tablecloth resembles an animal's snout, while a hold-all 
bag on that table, its strap looping into the image, could 
be a black cat, its eye brightly reflecting. The documen­
tary essence of the process - a forensic probing of film's 
structure - is eroded, even as that process reflects 
its source: the clips derive from a filmic culture that 
challenged boundaries between documentary and 
fiction. Hungarian 'quasi-realism' used documentary 
tropes - a social-realist agenda, the casting ofnon ­
professional participants, sourced from the milieu 
being documented - to undermine or ground the 
dimensionless space of fiction. 

As if to underscore the equivalence of imag·e and 
text as mutual languages, both structured by temporal 
syntax, the Munich installation included photocopies 
of pag·es from book:s or online texts, redacted with a
marker before being re-copied. They resemble modern­
ist poetry, in a lineage reaching back to the dislocation 
of the line by Stephane Mallarme in his poem .A throw 

of the dice will never abolish chance, of which Marcel 
Broodthaers made a redacted version in 1969. Laid in 
piles on tables, the sheets could be reshuffled by visi­
tors, thereby resisting the consecutiveness of reading/ 
writing. The redactions - unlike Broodthaers's hard­
edged, printed blocks - double as gestural drawing·, 
implying a personal edit and the hand making· it. 
Language is qualified as comparatively figurative by 
the unequivocably 'performative' act of crossing it out . 

The fragmentation of text corresponded to the 
separation of frames across the walls. Springing 
signifier and signified apart, the white of the wall and 
the black of the marker had corresponding functions: 
to de-photograph the images as to un-write the texts. 
But in Derrida's terms, both the black redactions and 
the storms of marbly grain, into which the film clips 
are transformed, are forms of writing, free to separate 
out from the writer as, conversely, speech remains 
tied to an individual speaker's voice and the occasion 
of speech. That separation disrupts the functional chain 
of denotation, which drives the engine of contemporary 
media. Representation's reach is revealed by defining• 
its limits. The intermittent stills and phrases are like 
the trail of pebbles the abandoned children of the 
Brothers Grimm fable left to trace their way home, 
the attenuation of a linear syntax as much emphasising 
the significance of the g·oal as its separation of them 
from it. 

Mark Prince is a writer and critic, based in Berlin. 
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