











Ludwig Seyfarth

achieved. ‘Conducting a search for “optically similar™ images, apparently

without considering what similarity and comparison actually mean' cannot

offer a substitute for what an artist does with images: lr.'u'l-:in”(luwn inter-

connections that no other person and particularly no algorithm could ever

establish. The artists of the exhibition Dear Aby Warburg are collectors

of images; their artistic individuality consists less in a style or gesture than

in the specific manner in which they (sometimes going much further than
pioneers such as Prince and Piller) also physically open up new spaces for
thinking between the images — something begun by Warburg when he

started to pin photos to canvasses.
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