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When we say that seeing itself forms a central elem
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or the chemical processes involved in order to poin
character of the photographic image; further artist
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of the origins of the materials used, though not op
is written into the motifs. Thus Annette Kelm’s pic
factual seeing and comprehending, oscillating inste
between seeing and knowing.

The fact that behind every picture there is always
waiting is demonstrated also in connection with oth
when Annette Kelm decides to put the portrait of a
image having minimal shifts in gesture or facial ex
2013. By means of this strategy she uncovers the lo
looking at the picture — the comparative searching
and for the “right” image in the serial context —t
expectations that follow a traditional concept of t

The reception of Annette Kelm’s works has long igno
alongside their many allusions to the history of ph
hand with a research-based interest in cultural his
however, this interest came openly to the fore at t
Prints", 2007, whose subject are decorative materia
interior designer Dorothy Draper. This ongoing conc
form in photographs of glass-case displays on the h
movement in the Federal Republic of Germany, which
the Deutsches Historisches Museum in Berlin. This n
the question of the portrayability of complex polit
schematic narrowing-down in the context of a museum
exhibits from contemporary history conveys an all t
representation of a present-day period. The artist’
the glass case as an instrument for the imparting o
gesture of showing and educating — an instrument, h
quality not only fails to allow any in-depth approa
even disparages history and historical contexts, sh
window format which the historical figure of Baudel
taken pleasure in. The artist achieves the necessar
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case. Its presence makes clear that the images pass
that the work and the thinking about the image do n
juncture. Questioning the readability of signs and
them is a major driving force behind the artist’s o
expression in this new work also.
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