Thomas Scheffer -
From the monochrome perception revolution to neurovisual
glitch aesthetics in the digital age

Thomas Scheffer is a Berlin-based artist who explores the interface between perception,
neuroaesthetics, and digital disruption. In his body of work MIND MACHINE, he creates glitch
phenomena that occur not in the technical system, but in the brain of the viewer. His works
examine cognitive patterns and explore the boundary between noise, cognition, and imagination.
Scheffer understands glitch as an epistemic experiment that reveals human perceptual
automatisms while simultaneously subverting them. His works engage in dialogue with
contemporary debates on artificial intelligence, algorithmic control, and the emerging body
images of digital cultures.

In the tradition of Turner's atmospheric light painting and Albers' relational color theory, color
functions not as an object but as a zone of instability that requires constant reorganization.
Scheffer's digital fields become commensurate with neuroplastic observation machines that
generate, discard, and reassemble patterns.

The monochrome art of the 1950s to 1970s—Ryman, Reinhardt, Klein, Rothko —sought a zero-
point experience in which the viewer encounters himself in the image.

Reinhardt's “Black Paintings” create negative perception, a seeing of one's own blind spot;
Ryman uses white to open up a space of experience in which light and materiality only take shape
when viewed; Klein transforms color into an immaterial field that directly involves the viewer's
body; Rothko achieved introspection through contemplation. The artists involved the viewer in
processes of dark adaptation, spatial orientation, physical instability, or light-sensitive movement.
The work only existed in interaction with breathing, pupil dilation, posture, and time —the body
became a resonance chamber in which perception was created.

While Rothko's spaces lead into depth, Scheffer's works open up zones of perceptual uncertainty.
The connection between Thomas Scheffer and Mark Rothko can be understood above all in the
understanding of perception as an “event.” Following Max Imdahl's concept of “iconicity,” the
image does not arise as a representation, but in the act of seeing: Rothko's color fields generate
an atmospheric space that only takes shape in perception. Scheffer radicalizes this principle so
that the pictorial event emerges in the viewer's neural processes—a “glitch” of perception itself.
Historical image reflection is combined with contemporary neuroaesthetics: both artists create
transsubjective spaces of experience in which perception becomes not stable but existential—an
oscillation between order and dissolution, between eye, brain, and world—a dynamic arena for
the self-negotiation of the perceiver.

All artistic positions share an iconic principle (Imdahl): meaning does not arise in the work, but in
the act of perception.

Scheffer shifts the self-encounter from the phenomenological to the neurocognitive space:
synaptic pattern formation creates an image event that is unstable, self-generating, and not
bound to any fixed image body. The aforementioned zero-point experience does not arise through
reduction, but through controlled frequency modulation and glitch processes that keep perception
in constant motion and lead to a loss of control over one's own perception. MIND MACHINE does
not reproduce technically coded disturbances, but neurocognitive glitches that arise in the
synaptic dynamics of the viewer's perceptual system. Micro-saccades, head rotations, body
movements, gaze rhythms, and neural patterns generate the images that are seen. Perception is
no longer represented, but operationalized; the work not only shows something, but shows how
the body sees. By shifting the error from the machine to consciousness, Scheffer radically
advances glitch art. In doing so, he reveals the fragility of visual expectations and the unstable
self-structure of perception.

Thomas Scheffer's position marks a third generation of glitch art: from technical artifact to
aesthetic disturbance to neurocognitive instability. He makes perception itself the site of the glitch
and thus the site of insight.

Just as monochrome modernism sought the zero point of the image, Scheffer creates the zero
point of vision—not through reduction, but through perceptual condensation. In an age in which



displays, interfaces, and Al systems pre-structure perception, Scheffer's approach marks a
reclaiming of the physical dimension against algorithmic standardization.

This gives glitch art a new epistemic meaning. It is no longer an expression of technical error, but
a process of re-embodiment: a resistance to the digital disembodiment produced by social media,
automated image selection, and algorithmic feedback. Here, glitch means disrupting the machine
before it standardizes our view —a moment of recapture in which the body asserts itself as the
origin of vision.

Scheffer's works make precisely this fragile autonomy visible: perception becomes physical,
situational, unpredictable again—and precisely in this way becomes an act of freedom.

An essay by Verena Voigt M.A. — investigative curator; written during numerous inspiring
conversations and in cooperation with Karina Lejeune M.A. — between October 2024 and
December 2025

Verena Voigt M.A. is director of the Society for Contemporary Concepts e.V. and a member of the
IKT - International Association of Contemporary Curators



https://www.thomasscheffer.de/

Underlined is clickable and leads to the website above and the corresponding work.
The quality of my works is affected when they're viewed online.

In an age characterised by the rapid development of increasingly sophisticated digital tools aimed
at interacting with reinterpret-able and newly created realities, it seems to me to be of significant
relevance to focus on the human brain. It continues to constitute our central interface through
which our assessments and models are ultimately determined. The human brain is exposed to a
variety of influencing factors which, if not reflected upon, can lead to equally unreflected actions.
The MIND MACHINE group of works is based on the concept of “embodyness”. Viewers will
receive the work with the help of eye and head movements and thus assume authorship of their
own perception. This happens through the possibility of rotating, zooming and shifting the image
as well as giving direction to particle storms or experiencing color shifts.

It is of crucial importance that this “interactivity” arises exclusively in the brain and is not, as is
often assumed, predetermined by sensors and programming.

In this context, the brain once again proves to be a fragile instrument that requires further
investigation and whose possibilities have not yet been fully explored. In the context of my
investigations, the cognitive body of biochemical consciousness is of particular relevance.

The synaptic bodily processes that feed into our essential phenomenological experiences of the
world create a reality that sometimes requires critical scrutiny.

The creation of patterns is a basis of the phenomena described. The development takes place
under consideration of the parameters of color, frequency, surface and contour as well as image
repetition and rhythm. Terms such as wagon wheel effect, color phi and stroboscope effect are
known in this context. However, an empirical approach is taken to the development of patterns
and interruptions over time in order to achieve the desired complexity, as the above-mentioned
factors interact, cancel out or reinforce each other.

In this context, patterns are assumed to be models of thought and action. The brain thus saves
energy and uses building blocks as components of patterns in a template-like manner. Patterns
are developed on the basis of noise.

This process is similar to an artificial intelligence that hallucinates figurative representations from
noise. Refining the above-mentioned patterns leads back to the noise.

A successful reception, which enabled the viewer to change the image via head and eye
movement, was conditioned by a learning process, the duration of which varied individually. As a
result, a certain degree of habituation was assumed, which led to a reduction in the initial stressful
moment of viewing.

Is it tenable that the above-mentioned viewing can promote the formation of synapses?

+~RECOGNISE THAT HUMANS ARE THE LAST MILE OF RUNTIME.*

Regardless of what analog or digital systems you use to massage your glitch, it still ultimately has
to 'run' on human wetware. Could you develop a system or make a work of art that causes human
wetware itself to glitch?" Yes, that’s MIND MACHINE!

PORTAL TRANSZENDENTAL

Newest investigation at the time of writing



https://www.thomasscheffer.de/works/portal-transzendental.html
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https://www.thomasscheffer.de/works/portal-deluxe.html

VOID
Another subversive statement, as it allows the viewer to play with their own mind.


https://www.thomasscheffer.de/works/void.html

STORIES OF YOUR MIND

This work can be interpreted as a subversive statement, as it allows the viewer to play with their
own mind. Eye and head movements while viewing create a “glitch” moment in the brain.

The perception of stereotypes and familiarity as comfort potentially leads to a failure of social
systems of knowledge. In this case, the autonomous comprehension and classification of
complex relationships could no longer be guaranteed. Controversial discourses have been
replaced by habit and accustomization. Although this experience can evoke emotions such as
familiarity and security, it can be classified as a dangerous game with the recurring same in only
slightly altered forms. The function of this reference can only be understood in a closed
worldview. In an age characterized by the development of artificial intelligence and its increasing
use in automated processes, this tendency can sometimes be seen as welcome.

ONCE IN A BLUE MOON combines the possibility of influencing the image via eye movements
and head movement



https://www.thomasscheffer.de/works/stories-of-your-mind.html
https://www.thomasscheffer.de/works/once-in-a-blue-moon.html

This means that, as with OUT OF THE BLUE, an eye movement, for example a regular upward

and downward eye movement, can lead to a 'wobbling' of the image, which does not stop even
when the viewer has stopped the movement. The same happens with horizontal or circular eye
movements.

However, it is also possible to zoom out if the eyes are moved closer to the display and vice versa
to zoom in. In other words, it happens in the opposite expectation.
It is still possible to rotate the image by tilting the head to the side.

FANTOME FRAGILE in a series of 5 elements based on the same pattern framework.

CYBORG'S DREAM

Hybrid states of perception at the border between human consciousness and machine are part of
the reality of medicine and in our everyday life. People with artificial prosthesis are referred to as
cyborgs - hybrid beings of biological organism and machine.

Thus, technological components such as screens, displays or mini-monitors are the elements of a
precarious set-up of perception, which places human dreams in a hybrid interplay between mind
and machine.

However, such dreams are technically coded and only play out in the limited color spaces of the
red-green-blue of the RGB color system. The starting point for the reception of CYBORG’S
DREAM is therefore a technical norm, stimulating the dance of pixels through the viewer’s eyes
and brain. The technical dream presented its non-figurative, abstract visual representation is
complemented by an explorative search of the viewer.

DOESN'T LOOK LIKE FILM is a decorative variant that takes a long time to 'see’, but does not
pulsate. It could hardly be reproduced and unfortunately cannot be experienced via the website.



https://www.thomasscheffer.de/works/out-of-the-blue.html
https://www.thomasscheffer.de/works/fantome-fragile.html
https://www.thomasscheffer.de/works/cyborgs-dream.html
https://www.thomasscheffer.de/works/doesnt-look-like-film.html

The degree of observation is essential for this work and suggests that reality is influenced by
observation. Depending on the viewer's distance from the object and the movements of the head,
the shadow-like points of a foreground or background change into movements and swirls. Signs
appear. A fixed perception ends this phenomenon, as if the interference were thereby erased.

Other works examine the fragility of the human mind in other ways. E.G:

DISCLOSURE

shows at first glance a rapidly pulsating
white surface; over time, one sees
pulsating, circling shadows and an
imaginary space, especially in the center
of the fixed point; structures and other
imaginations wander, dissolve and
sometimes seem to be replaced. The
moving image work DISCLOSURE aims to
re-establish contact with the 'real'.

In Foucault's sense, the viewers
themselves become the authors of their
perception.

VERA IKON
...It is the fragility and the chaotic indeterminacy of the human fluid imaginarium that generate
cognitive reinterpretations of what is seen through neuronal derivations...

THE BLIND SPOT

...The combination of an orange-red
background and an anthracite-colored,
digitally rustling passe-partout forms the
compositional basis for the sporadically
appearing olive-green diffuse fields, which
are evoked as if from the nothingness of
the depth of space. They move towards
the viewer, solidify there after a certain
time and remain even after the viewing
has long since ended.

This sometimes leads to the erroneous
assumption that we have become patrtially
blind...

Further works in the context of MIND MACHINE can be found on the website, e.g. META with an
introductory text by Mark Gisbourne.


https://www.thomasscheffer.de/works/disclosure.html
https://www.thomasscheffer.de/works/vera-ikon.html
https://www.thomasscheffer.de/works/the-blind-spot.html
https://www.thomasscheffer.de/works/meta.html

