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Rolls of bubble wrap and unworked pieces clutter the studio space;
discarded stuff lies next to finished works, fragments next to raw
materials from the DIY store. Amidst the chaos, however, a strict
formative grammar rapidly becomes visible. Similar to when the for-
mal syntax of a musical composition comes to the foreground of the
listening experience, upon looking around Thomas Scheibitz’s studio
it is as if lines, sharp angles, interlocking diagonals, triangular shapes
and grid frameworks are weaving a thread through the disorder and
inscribing a structural principle within it. White-frosted colours and
hard-edged forms create an immediate impression of a seemingly
absolute artistic vocabulary. Purely formal perspectives combine seg-
ments of letters of the alphabet with architectonic elements. Fences,
houses and crystalline shapes hover within the austere emptiness of
otherwise abstract areas. Sharp edges are varied with frayed painted
borders. Aggressive coloration collides with cool understatement.
Stylized flowers, trees and landscapes form up in a jagged idyll. Be-
tween them are surprisingly soft, almost touching elements of form:
the saucer-like eyes of oversized toys seeking our gaze. While these
associations are not really tangible, they inscribe themselves in the
specific form of creative energy that characterizes Scheibitz’s works.

The artistic universe of Thomas Scheibitz unfolds in three studio
spaces reserved for sculpture, oil painting and graphic/photographic
work respectively. Scheibitz works in a district that has that particular
beat unique to Berlin: sleazy but sophisticated. He deadens the noise
coming from a workshop on the ground floor by erecting a sound
barrier: The Melvins' generate in a different way what Brian Eno’s?
Music for Airports does when creating the wallpaper-like sound space
of the Muzak ambience: a sonic backdrop that allows the listener to
make his own projections. Incidentally, as a musician, Eno is uncon-
ventionally open in talking about his frame of reference. He is not
afraid that having this knowledge will impede listeners’ receptiveness
to his music; in fact he prefers to include them in the creative process.
This extremely hazardous disclosure of one’s own artistic references
and objectives leaves an artist open to attack; it is precisely this risk
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that Scheibitz takes. His works present his artistic case directly and
without mystification - they are precisely indicative, yet always allow
enough room for interpretation. The titles of his exhibitions and indi-
vidual works allude to specific references (View and Plan of Toledo,
The man who built the pyramids), while in the recent sculpture exhibi-
tion ABC - /I lll in Geneva he concluded an accompanying series of
drawings with a copy of a work by William Blake from the 19th cen-
tury. In his photographs Scheibitz shows aspects of his works that
are particularly important to him, and at the same time he provides
insight into his material and creative working environment. His work
is inviting: in terms of his particular way of looking at things, in that it
encourages reflection on fundamental questions of artistic means and
because it invites every receiver to adopt a particular way of seeing.
It is an extremely refreshing approach taken by an artist in superb
command of his skills, a freshness that is conveyed to the receptive
experience of his works.

Found Worlds: Credit In The Straight World >

Mankind has always concerned itself with the scientific and aesthetic
examination of forms that exist in the world, continually finding differ-
ent ways to culturally transform and restructure them. Scheibitz takes
this as his starting point to develop a pictorial language aimed at
communicating fundamental questions of formal creation: a visual
vocabulary which, at the same time, facilitates a kind of shared under-
standing, whether this be of specific aspects of a work by Hercules
Seghers, the influence of Constructivism on the Adidas logo, elements
in a design by Jacques Tati’s film architect Eugéne Roman, particular
stylistic considerations in the architecture of Augustin Hernandez, for-
mal options in cake decoration, the rules behind the golden section,
the design of a display in the coffee section of a department store, the
dramatic development of Takeshi’s Castle or the way in which we view
floral decorations. Scheibitz chooses to discuss what in a practical,
everyday sense are non-functional, indeed purely stylistic, questions
in the traditional language of art. What is composition? What formal
transformation has taken place while the contents have remained the
same? What constitutes a potentially modern or a possibly contempo-
rary quality? What aspects of design are universal? Does it concern
the generation of style or the style of a generation?4 What perspectival
means are employed in a particular work? Which perspectival ap-
proach is appropriate for a sculpture, which for a painting?

Forms, colours and materials make up the filter through which
Scheibitz perceives the world. He is interested in the basic cultural
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ability to grasp the methods of construction, rules and conditions of
symbolic systems. Scheibitz conducts an unsentimental appropria-
tion of images, subjecting them to systematic artistic analysis and
questioning himself in the process. What interests him are ways of
moving from the visual world in one’s own head into the possible
world in someone else’s. As a draughtsman, painter, sculptor and
photographer, Scheibitz condenses ‘found’ worlds that have already
been subjected to interpretation and expands their pictorial reality by
playing with the forms he filters out from them. Gliding past formal
configurations and structural elements of art-historical tradition and
everyday aesthetics, the elements he considers to be worth using are
absorbed and, according to the perspective of his specific percep-
tion, are isolated from their context, reduced and extended in terms
of their formal, material and colour impact, and as such are returned
to the material using Scheibitz’s own vocabulary. The question here is
not whether something is ‘beautiful’ or ‘ugly’ — these categories do
not exist for Scheibitz — but more importantly, whether eidetic inven-
tions are ‘important’ or ‘unimportant’ for his artistic method.

Mimesis as Seeing-As: Licensed To IlI°

The historical spectrum of the concept of mimesis combines aspects
of presentation and expression (notatio) with that of creating likeness
or imitation (connatio). Besides being understood as the simple imi-
tative representation of nature, as mimicry, as imitatio of classical
models or as emulative imitation vis-a-vis methexis,® the concept

of mimesis is marked by a music-theoretical interpretation: mimetic
processes make visible by sensuous means or vehicles of expression
what otherwise escapes superficial apperception.

Scheibitz’s thinking about the world is directly converted into artistic
creation, and is immediately reproduced in that it becomes a concep-
tion of the world according to pictorial aspects. From his personal
collection of source images and texts, Scheibitz extracts prototypes
and picture themes, His mimetic interpretation and origination lies in
this materially defined, productively pictorial way of thinking: he
develops elements which allow a vague association with what has
gone before and reveal his way of looking at the world. His works
create an interface between the purely visual experience of the exter-
nal and the inner world. Through the gesture of repeating particular
elements and reincorporating them into new pictorial contexts, new
iconic dimensions and different constructive structures of meaning
are generated in the process of comprehension and subjectively
enhanced reworking. This transfer of a world into an artificial world
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is an instrumental process of cognition: reality is perceived and is
manipulated in the process of gaining this knowledge, as the percep-
tion of the world is now extended to include the objectives, purposes
and situation of the artistic method.

Scheibitz’s aim is not to create meaning or make reference to exter-
nal contexts; rather he analyses the complex structure of the symbols
with which meaning and reference are produced. This expansion of
comprehension is about clarity, elegance and altering our perception
of the world around us in the interaction with it. Beyond conceptual
reflection lies a sphere which is not concerned with truth or origin, but
instead with autonomous artistic practice. Scheibitz pursues its pos-
sibilities in a serious, almost scientific manner, subjecting the ‘found’
and the ephemeral to his own rules of depiction and filling them with
presence. The transformation into composition and a representative
motif takes place by way of internalized, intuitive points of reference.
These form the central star in the artistic cosmos and set the stan-
dard for the usability, originality and consistency of ideas. They also
serve as a gauge for the pictorial quality of the artist’s own creative
output: a formal concept must equally be able to prove its sound-
ness, ascertainable for example by turning it upside down or taking
black-and-white photos of the works. This purely visual gesture of
reflecting its own historicity characterizes every one of Scheibitz’s
works.

In passing through Scheibitz’s consciousness, a new world emerges
that has its own existence, one that can be comprehended in its own
right and can stand alone. In this respect, mimetic worlds clearly differ
from theories, models, plans and reconstructions. Scheibitz referred
to this connection in his work View and Plan of Toledo which also
impressively illuminates the visual semantics of ‘view' and ‘plan’. The
transformation comprises a transfer of elements from a first world of
Others into an eidetically generated world of ‘I’, the agent. Informing
this visual transfer process is the intention of displaying the prior
world in the newly created one in such a way that it is perceived as a
specific world - view and plan are united. This “Seeing-As” (Wittgen-
stein) is effectively conveyed by Scheibitz’s works.

Sens pratique: / Wanna Be Your Dog”’

The intuitive points of reference, i.e. the particular ability that directs
the artistic production process, combine technical and practical skills
gained through experience with theoretical and sensory faculties of
cognition and evaluation. In terms of practical knowledge, this pro-





















