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Untitled (Selbstregulierendes Motiv)
2016 
Acrylic, graphite and coloured pencil on canvas
140 x 110 cm (55 1/8" x 43 1/4")
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Untitled (Graues Interieur, auf einer anderen Ebene  
in Blau ein Stuhl unter Vorbehalt)
2017
Oil, acrylic and graphite on canvas 
140 x 110 cm (55 1/8" x 43 1/4")

Untitled 
2016 
Acrylic and graphite on canvas
200 x 150 cm (78 3/4" x 59")



Untitled (Perrathraphischer Herpling (Safemode))
2017
Oil, acrylic and graphite on canvas 
140 x 110 cm (55 1/8" x 43 1/4")

Untitled (Schema der Farbe Cynopreim)
2016 
Acrylic, graphite and coloured pencil on canvas 
200 x 150 cm (78 3/4" x 59") 07



09Installation view



Untitled
2016 
Oil, acrylic and graphite on canvas 
140 x 110 cm (55 1/8" x 43 1/4")

Untitled
2016 
Oil, acrylic and graphite on canvas 
140 x 110 cm (55 1/8" x 43 1/4") 11



Untitled (PF/KF)
2016 
Acrylic and graphite on canvas 
200 x 150 cm (78 3/4" x 59")

Untitled
2016 
Acrylic and graphite on canvas 
200 x 150 cm (78 3/4" x 59") 13



Philipp Fernandes do Brito: Where do you want to start?

Tristan Wilczek: I would start with my most recent works. First I 
had worked on a series of paintings entitled “Plastics” that  
showed compositions of closed figurations placed on the canvas. 
After I did that for some time, I started to replace all that was 
intended to be shown as plane surface through terms. That led to 
an analysis of different aspects, among them were also diagrams. 
One of these is called “Sankey – Diagram”, which indicates a 
certain amount of volume. Basically they inherit the potential to 
indicate any size. The several amounts of volume are divided by 
arrows into different segments. I worked with these concepts for 
some time and adopted their scheme. Many of my works refer 
back to this diagrams. That what is inserted in those diagrams, is 
exactly what can be summarised by the definition of painting, like 
water, pigments or binder. The paintings also show abbreviations 
like “C.I.” or “C.I.77891”. These are numbers according to the  
international Colour Index, which is a register listing all pigments 
by a systematic of numbers mostly utilized for industrial use.  
“C.I. 77891” for instance is the reference code for titan white. I was 
interested in the fact that it's not the condition of the colour that 
changes, but the signification of this state. Thus, it showcases the 
dependency of systems based on certain levels of information.

Was that the starting point for your work?

That was the basis for recent works, I worked on. At the same  
time there were also some parts that were involved with more  
theoretical questions dealing with the status of a painting. I believe 
my works rather deal with the actual idea of a painting itself , than 
with the way the picture is created. One of my last works was  
“Untitled (Modus Lanze)”, which was very important for me because  
it focussed on the idea that visual perception is always enriched 
with information. This means that everything we see is not only 
part of a cognitive process, but it can only be perceived based on 
the level of information one is provided with. Through this the  
act of seeing becomes a concept of power. I strongly believe that 
this claim to power is mostly expressed as a verbal articulation 
while other forms of communication exist too. To a certain extent, 

a statement or a verbal expression always inherits the claim to 
validity. Or at least I'm putting pressure on someone with a  
statement, even if I compliment on someone. I always request the 
receiver to respond.

One aspect you mentioned is 'Seeing as a concept of power'. If  
we look at your paintings and consider the fact that what we see 
or rather which information we are able to perceive...

...you are speaking of information, thats very important. For me,  
a painting is a state of information.

With that and the outlined state of information in mind, how 
would you define the relation between the visual information  
present through abbreviations, texts and lyric and that what  
space and form try to contour in a concrete way?

The idea of 'Seeing as a concept of power' leads me directly to the 
problem that all images of a linguistic system are endemic. Just 
like all images of a particular type of picture are endemic.  
I can't explain an image or an impression as such through a lingu-
istic picture and therefore not comprehend it. Just as a linguistic 
picture can't be explained and comprehend through an odor  
signature, a taste, a frequency. That is a problem for me. I do feel, 
that I woke up sensing a completely  fragmented version of percep- 
tion, whose surrounding parts present themselves as provisionally 
suspended.

This also holds true for colour?

Yes, that's what's addressed in the painting “Untitled (True 
Black)”. Most people look at it and break out in laughter, exclaiming  
“So that's a true black”! But actually there is no colour bearing  
the designation of a true black – it does simply not exist. Of course 
there is the notion of a true black, but it's only existing within  
the limits of this linguistic statement. It's a true black, but it only  
becomes real within this type of picture. What I find interesting 
about linguistic images is that they equally make use of a picture as 
well as of a frequency while remaining endemic as an image  
deploying language. I try to play with the terms that appear in the 
pictures by either moving them towards the image or the frequency. 
A line in one of my newest painting reads “[Hyplix] [-ix -ix] [Echo]”, 
which would for me rather represent the realm of the image.  

Interview with Tristan Wilczek 
by Philipp Fernandes do Brito
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“Cynopreim” reflects perhaps more the notion of the frequency.
This started with a painting called “Untitled (Scatterplot), which 
introduced triple combinations of Ancient Greek letters. They  
are referencing the names of American student fraternities, which 
use the letters and captions as pure sound. The fraternities, for 
example, are named “Theta – Ny – Theta”, or “Omikron – Phi – Psi”. 
Everything is possible, but the names are just about the pure 
sound.

Especially in this very example of the fraternities' use of  
abbreviations, the value or the enrichment of the sound – thus  
the signifier and that what's signified, don't seem to be highly  
congruent? If one looks at their scope of action, it seems that  
moral values or certain terms that utilize language seem to be 
left behind?

Right, but as I pointed out, all images of a linguistic form or all 
images of a particular type of picture are endemic. Every subject 
can only be touched with words. Just as a note is only the taste  
of a verbal capacity. Of course it's equivalent, but it's an equivalent 
within a different system, that is not longer corresponding with  
the actual system. That's why I think of this as fragmented  
perception.

If we take the notion of a fragmented world – this constant drive 
to describe oscillating between specific and vague – for granted, 
do you feel that it's helpful to apply the term “layering” or  
“superimposition”? Are these options for an visual approach?

Yes, of course. Layering would be that, what we would define as 
perception. A fusion of information. I mentioned that a painting is 
a state of information. Something is created, but it is something 
that exists only based on the knowledge of this system. If I'm  
unaware of the facts that “C.I” is referring to the international  
Colour Index then I have no access to this. In most of the pictures 
it's more a flow of volume. Colour is shifting on the canvas, but  
only within the limits of a system conceived by the mind. At a  
certain point I started to accentuate the term of motive on different 
levelsand it literally appeared several times – for example in the 
painting “Untitled (Self-regulating Motive)”. I extended this notion 
in a painting entitled “Untitled (Perratraphic Herpling (Safemode))” 
that also contains this flow of volume. It's colour is shifting on the 
canvas and merges into the term of the motive, which is marked as 

“x1” and symbolizes the “perrathrapic Herpling within the Safe-
mode”. In this way immanent words and definitions emerge within 
the paintings that have no literal meaning outside of the works. 
Additionally, an interdependency is created that not only links 
specific sectors within one painting, but also several works with 
each other.

This question has also been raised regarding the word “Reta”?

“Reta” is also an immanent definition. I sometimes entitle  
individual sections of the system with names like “Reta”, “Arbus” 
or “Trufüx”. But these are immanent definitions. They only exist 
within the painting and therefore not apply to anything outside of 
the work.

Regarding the appearance of  words with multiple levels of  
meaning and the emergence of linguistic scopes and sections,  
are there echoes or links between the paintings? One work  
seems to imply this through its title. Are these informations  
that continue and perpetuate themselves?

Perhaps, but not necessarily. Each picture is like a dissecting 
table where a certain  materiality appears that I start to slice and 
cut. At the end, something that seems disconnected remains,  
even though it is part of the same body. Some basic ideas run like 
a thread through each picture, but every painting inherits the  
potential to surpass them. Each painting develops different sorts 
of statements and  interdependencies.

Considering the example of interdependencies, I would like  
to return to the sections that you outline or cover with paint.  
To what extent are these compositions and their elements not  
only balanced, but connected by arrowed diagrams to spaces  
designated with informations, texts or even numbers?

Basically every entity can be filled with meaning. The pictured  
elements are like vessels that can be filled linguistically or graphi-
cally. Often, for example, there is a blue, red or green rectangle, 
which signifies water within the used diagram or it corresponds  
to the size of 100 gram of titanium white pigment.
Here, the pictorial space is just the space I'm staying in. But for  
me space is nothing that's really safe, like the Constructivists  
wanted us to believe. Space is something fragile. Something that 
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is constantly subjected to change as long as I am staying in it. That's 
what I try to visualize with the material. I'm presenting a highly 
contrasting program of colour modes. There are coloured pencils, 
graphite or small particles applied by airbrush appearing on the 
surface. In contrast, the thickly applied oil colours represent a 
highly physical form of paint for me. Maybe it's this contrast that 
reflects for the me difference between the physis and the psyche 
for me.

Are they sketches outlining the possibilities of these spaces or  
reference systems that result out of the shifting superimposition 
of space and surface? This seems especially true for paintings 
like “Untitled (The imperative client)” or “Untitled (Scatterplot)”?

It differs for each painting. I said everything can be filled with   
meaning, but that also implies that a meaning can be deducted from 
a pictorial space if thick colour is superimposed. Eventually, all  
of my pictures are exactly that: the addition and deduction of  mea-
ning. But maybe this indicates in a another painting that a certain 
size or amount of value is added – but this is usually verbally 
articulated within the form. One always moves within this diagram 
as an observer. It is a flow of volume. What's illustrated is pure 
painting that shifts over the canvas. It's a constant rotation around 
the same centre.

With reference to subject, is it the idea or the basic concept that 
gets captured on canvas

It's the verbalization of an idea.

Is there a requirement on the beholder to be capable to read the 
pictures?

It's sounds simple, but it remains within the realms of the viewer 
himself. The idea that visual perception is always enriched with 
information, is based on the fact that I'm only capable to see what 
I can comprehend. That is exactly the concept of power. I'm using 
a notion of power that is always part of a certain system.
The information I display, is just painting. But it is a form painting 
that exists within a system led by the limits of human comprehen-
sion. That's why I said earlier that it's about the dependency  
on such systems. I think it is entirely paradoxical that the painting 
wouldn't exist without these systems.

19

Interpretations of your pictures often involve associations of 
rooms and particularly things that can be seen on the canvas. If  
I don't have the required information, to which extent am I able  
to read the paintings? Do they close themselves off or are they 
open to the viewer?

That is very complicated. In the end the depicted composition  
is that what it is. It exists an extensive repertoire that may not 
always be seen and finally read in the same way.

Is therefore language itself always to be understood as a multiple 
construct?

Whats a word more then an arbitrary contract of language. Perhaps 
that what I am doing can also be read as a vivisection on the  
fontanel of language itself. It's an attempt to understand the linguis- 
tic possibilities of language.

We regard language as something that signifies and that transfers  
information. Do your works aim to analyse the linguistic  
possibilities of language itself? I mean what language is capable 
to transmit?

Well yes, I think so. Everything only signifies itself and every object 
can only be touched with words, because it's an linguistic picture 
in itself. Maybe this rather seems to focus on the introduction of a 
new type of image. If we speak of “words” or “images” themselves 
like we speak of  drawings or paintings, they rather refer to two 
completely independent states. I'm not saying that the statement 
of a “True Black” is complete a lie in reference to the material, but 
in a certain way it is.  

In terms of the statement “True Black” this concept of lying  
raises the question, to what extent one wishes to see it? I mean 
to what extent do we want to insists on the linguistic potential to 
transmit meaning? And to which degree on the revelation of the 
fundamental impossibility of a “true” black?

Yes, but it is only black within the linguistic limits of language itself. 
It's an equivalent of a certain state within a system, nothing  
more. Even if we try to indicate a connection through pointing on it.
Considering the aspect of space, I think the images are maybe  
an attempt to find a space for this system itself. That's where my 



definition of painting starts. This search, this continuous repea-
ting, results in multiple layers. Often an interaction is created  
between the system trying to blend into the pictorial space and 
the space of the canvas itself. My older works showed back-
grounds that were all covered in one colour, so that a pictorial  
space holds this system. In my more recent works it's almost  
a fight for pictorial space between the surface of the canvas and  
the system.

Do theses moments in a search for space take up room for their 
own and is it important that they remain somehow ambiguous?

Well, what's not ambiguous or in conflict? I think there would be 
nothing without its opposite. Even though you cannot directly 
read it, there are writings in the paintings. Its a very interesting 
moment, when a concrete word with a concrete meaning becomes 
a graphical relict. The same can be said of the rooms. It's not  
completely dissolved – I don't believe that the paintings are able to 
do that.

Do you believe, that this is a central part of the tension?  
A painting like “Untitled (Scatterplot)” for example shows a kind 
of spatial and linguistic condensation as a mis-en-abyme effect 
that is hardly to grasp.

It remains in a floating state. The terms become self-reflective and 
their meaning self-signifying. Therefore we can perceive it as an 
image, because the state it's in forms a closed interval. It preservers 
itself and doesn't change.

Is an empty space as significant as a filled one?

Everything is pure function.

This means that words – or language in general – lose their  
meaning by themselves. It seems that they not only take on a new 
meaning through that, but through their implantation into new 
signifying systems?

Yes, “JETZT +3 +6 +1“ displays of course a certain state as an image, 
 but you read it as a precise temporal sequence of addition and 
deduction. Plus and minus signs are often references that often 
appear in my paintings. Something is elapsing, but then suddenly 
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something new is added or subtracted. These are condensed 
forms of perception. The small white canvas that depicts this 
phrase as well as the large blue painting are about the separation 
of a spatial and temporal definition in reference to the painting 
itself. “JETZT +3“ is basically a temporal term, that is portrayed 
based on a spatial component. They are only seemingly separated 
from each other, but the paintings are not conclusive  – they offer 
are no solution.
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Untitled (Arbus)
2016 
Acrylic and graphite on canvas 
170 x 220 cm (66 7/8" x 86 5/8")

Untitled (Scatterplot)
2016 
Acrylic and graphite on canvas 
160 x 210 cm (62 1/2" x 82 5/8")
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Untitled (Modus Lanze)
2017 
Oil, acrylic, graphite and coloured pencil on canvas 
150 x 200 cm (59" x 78 3/4")

Untitled (Der imperative Mandant)
2016 
Oil, acrylic and graphite on canvas 
200 x 240 cm (78 3/4" x 94 1/2") 27
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