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Depicting, indicating, exhibiting, reproducing, putting on show, making visible, 
(re-)presenting: as difficult as it is to interpret the word display, as much has it to do with the 
action of showing. Whether it is on a flickering television or computer screen, on the screen 
of the cinema auditorium or at a screening in a music club, whether on mobile devices in 
everyday life or on the pages of a magazine on printed paper. Mass-media surfaces open 
up space for desires and projections of every kind: they form subjects, they indicate 
content, they state opinions, they put objects on show, they make processes visible – they 
(re-)present the world. However, despite the mimetic potential ascribed to images produced 
and conveyed by the mass media, the surfaces of the displays that exhibit them remain 
stuck in their two-dimensionality, because they deny their consumers the ability to 
appropriate the material displayed – the staged objects but also the subjects – and to make 
them their own. This fundamental difference between reality and representation, between 
material and image, between original and reproduction, the conditions of contemporary 
image production between everyday culture and questions inherent in art, is the starting 
point for Anita Witek’s artistic work. With collage pieces taken from mass-media networks, 
with the fixing of loose image objects through the medium of photography and with 
installations that draw on the commercialised stock of apparently infinite image space and 
shifting this into an ever-new temporal flow, the artist goes in exactly the opposite direction 
to the one commonly known from mass-media contexts. Not the word display in all its 
facets, that is, showing, depicting and reproducing content, but the opposite: hiding, veiling 
and blotting out is at the centre of an artistic production with which Anita Witek creates 
material that ultimately re-inscribes itself in the infinite loop of the contemporary image 
stock.

This process for the construction of pictures becomes clear, for example, in the work Retour 
en forme (2008), in which Anita Witek works with collaged materials from lifestyle, fashion 
and other magazines of everyday culture, in order to show a slide installation arranged as 
an endless loop. For the flow of layered images, the artist has taken two-page illustrated 
spreads from magazines and cut out the picture content at the centre of the originals with a 
knife: no models in unnatural postures, no portraits of well-known personalities, no bodies, 
no subjects, but a nameless vacuum without age or origin. As a result of Anita Witek’s 
treatment of the magazine pages, only transient photographic backgrounds and mass-
media surfaces remain. What dominates are the parts in shades of grey and pastel tones, 
whose different-sized cut-outs complement one another at a formal aesthetic level, 
strengthen, multiply or contradict each other and thereby take up the constructivist 
vocabulary of forms and reformulate it using 21st century methods. The gaps produced by 
the cut of the knife, which are responsible for the switching of the slide projection from light 
to dark and back again into a light photographic space, may indeed indicate the former 
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existence of a picture content, but through the overlayering of the magazine pages and 
through the filmic stringing together in individual groups the contours disappear from the 
observers’ view. The original mode of reception, the apparently aimless flipping through 
pages in magazines, the casual skimming of pictures and texts, the sensual wandering of 
the gaze, intended to take readers out of everyday life, is as much up for discussion here as 
the transience of the material itself. Because, with Retour en forme, it is a question of 
magazines that can be bought on every street corner, mass media marketed in large 
editions, which cater for rapid consumption and above all for entertainment and distraction. 
It is thus a question of printed paper that is generally considered worthless and whose 
content is regarded as superficial, trivial and banal.

“The present-day media world is in fact by far the biggest and most effective machine for 
the production of images – much larger and more effective than today’s art system,” writes 
Boris Groys on the repertoire of contemporary image worlds, which Anita Witek also openly 
uses: “We are constantly confronted with images of war, of terror, of catastrophes of various 
kinds. If one counts advertising images, commercial films and entertainment as well, it 
becomes clear that the artist – the last craftsperson of the modern age – has no chance to 
set his or her own art as singular against the dominance of these picture-generating 
machines. However, the artist who is a successor to the classical avant-garde can do 
something else – namely to refer to the infinity of the field of artistic images, in which the 
image fields of power, of advertising and entertainment represent only small sections.[1] 
Anita Witek’s artistic work is committed to the idea of not being able to escape this 
everyday culture dominated by images in the first place. The appropriation of material from 
a thoroughly commercial sphere, the artistic method of quoting and of circular recycling, is 
strengthened in Retour en forme through the additional media loops that the artist threads 
into her working process. Anita Witek, both literally and figuratively, starts from 
superficialities, because she uses banal, surface – superficial – content such as fashion or 
lifestyle photographs in order to deal with the surfaces of the carrier media of this content, 
that is, the paper of the magazines. The incision into the magazine pages, however, is 
formulated less as a critique of specific circumstances or complexes of themes than always 
also being an incision into the medium of photography that is presented there. With the 
individual images of the slide installation, whose rhythm is oriented on the cut out contours 
and background colours, this becomes visible for example through small ridges between 
the sheets of paper and their shadows; cutting mistakes such as crooked edges or small 
tears in the material make the worked surfaces increasingly spatial. The artist uses 
photographs to fix the materiality of paper as a ground, its structure, its constitution and 
vulnerability, by photographing each individual double-page spread and putting it into the 
slide projection as the following image. Giving a spatial structure to two-dimensional 
photography, which the artist initially undertakes with loosely overlapping layers of paper 
collages, leads her ultimately, through the reduction of the layers, to a single photographic 
level, back from the image space to the image content and thus back to the surface. The 
title of Retour en forme underlines this ambiguity, because back to where and back from 
where? Where is the starting point and where is the end point of the flood of images – in the 
artistic or in the commercial image? The artist consciously leaves the question of the 
direction unanswered.


