Headbanging Anna-Catharina Gebbers

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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