My works dissolve
fixed borders between
identities, bodies, and
realities, and create
surreal image-worlds
that open up visions of
another togetherness.

- Stephanie Pech
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Hidden Places, 2024

Acrylic, oil, oil stick on canvas, 125 x 100 cm
(Photo © Eric Lichtenscheidt)
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Hello Stephanie, thank you for speaking with us today.
Let’s start this interview with a little time travel—what
were your beginnings in the arts and do you remember

the first time you got in touch with painting?

I was always painting and drawing as a little girl. And,
unlike many adolescents, I didn’t stop when I began grow-
ing into an adult but did so even more. My next step was
learning from the work of painters throughout art history.
There were always lots of art supplies at home since my
mother was a stage designer and poster artist. She taught
me a great deal, as did my grandfather, who was an excel-
lent draftsman and portrait photographer. We often went

out into the surrounding countryside to draw.

Later, you studied Fine Art and Geography in Miinster,
Germany. Was it always clear to you that you wanted to
pursue art professionally and how did the decision to

study Geography come about?
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I had always been interested in art. Besides sports, it was
always one of my strongest activities and passions. And I
also found great delight in nature. Above all, the ocean’s
ecosystem and the people living on its shores fascinated
me. During my final school examinations the idea of doing
something associated with art ripened in my mind. I then
applied to study Fine Art at the Miinster Art Academy and

was immediately accepted.

My father, however, insisted that I enrol in teacher’s train-
ing. So I graduated with both degrees: Fine Art with the
academy certificate and master-class honour, and a degree
in geography, which I've never regretted. It is a richly fac-
eted course of study that deals with anthropogenically de-
termined living conditions, as well as with physiographic
factors. The exact observation of nature and its own unique
processes are foundational for both courses of study, a fact
that was very much akin to my view of life as an open and

interactive process.
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When I closely observe plants and other living things, a

feeling of being part of their world arises in me.

“I see humans as part of, not
separate from, a network of
relationships. This attitude has
also helped inspire my artwork.”

Let’s speak about your work now. You create colour-in-
tensive large scale paintings that oftentimes depict ele-
ments from nature and the human body. They come to-
gether in vibrant, seemingly abstract works with almost
hyper realistic elements here and there. Can you please

tell us more about your work?

My artistic method combines painting - with materials
like oil, acrylic, India ink, water colour, and spray paint
- with performative dance elements. Art models serve as
bearers of colour and movement; they contribute skin tex-
tures and become autonomous actors in the image compo-
sition. I strike a balance between coincidence and inten-
tional placement, between the figurative and the abstract.
My themes focus on the ephemeral, on the fragility and
vulnerability of human and non-human bodies. My works
dissolve fixed borders between identities, bodies, and real-
ities, and create surreal image-worlds that open up visions
of another togetherness. It is the coexistence and the in-
teraction between the contrary worlds of humankind and
nature that interest me. These are, after all, increasingly
separated and alienated from each other in our technol-
ogy-driven world. I ask myself how we are linked to our

non-human world?

By zooming in on natural structures such as flower buds,
crab shells, cuttlefish, earth worms, and on everyday
objects like irons, cables, and sink strainers, that I hy-
per realistically highlight, I create a unique cosmos that
competes with, overlays, or melts into the haze of colours
and textures of the body imprints. The combination of the
work’s elements that are woven together in collage-like

fashion, the stark colour contrasts, and experimentation

with perspectives and different sizes, create an alienation
effect and the picture cosmos baffles the viewer. The things
take on a life of their own, a physical presence through the
painting. The artistic and the natural levels collide. I often
give viewers a worm’s-eye perspective, thus opening up
new imaginary spaces and forcing them to encounter my

image cosmos at eye level.

A work I'd like to know more about is “Bursting Ovaries.”
I love the work as well as the title—can you please tell me

more about it?

This piece well illustrates my method of working. I was
guided here by the coincidental movements of my model,
by the actionist, archaic traces of colour that the body pro-
duced as a turquoise paint tracing. The body has become
the autonomous actor in my picture composition. I also
often let myself be guided by the spatial presence of the
colour tones. In this case it is the cold-warm contrast be-
tween the turquoise colour space derived from body frag-

ments and the orange-yellow egg yolk. I always look for

Bursting Ovaries, 2020
Oil, oil stick, spray paint on canvas, 200 x 160 cm)
(Photo © Eric Lichtenscheidt)



- Suboart Magazine -

the polarities and their collision in a hot-cold thing-mag-
ic. The egg yolk is, of course, the origin of growth, procre-
ation, and feminine energy, as is indicated by the work’s
title. The artistic rendering of the texture of materials also
interests me - in this case the slimy and slick-flowing egg

white with the fragile, tender skin of the egg yolk.

“The picture evolves during the act
of painting as I enter into a dialogue
with the materials and find artistic
translations for differing states of
the aggregate elements.”

Lines from a black-chalk frottage, created by placing bi-
cycle chains under the canvas, additionally move across
the picture’s surface. This places the painting in kind of
a hanging, hovering, and uncertain-existence mode and
points to the dissolution of material boundaries between
different identities and bodies and the artistic ephemera

of appearance.

Another project I'd like to speak about is “Hybrid Moves,”
where you painted the bodies of two dancers who then
went on to create a large scale painting through their
body movement. Can you please tell us more about this

project?

Last year, for the first time, I developed a choreography
for two female dancers as part of my “Hybrid Moves”
painting-dance project at Potsdam’s Kunsthaus Art Asso-
ciation. New was also the fact that the performance took
place not in the privacy of my own studio but in a room of
the Kunsthaus. This was first documented by filming, thus
showing the performative work with my dancers and their
imprints, as well as the genesis of the picture. In the Kun-
stverein Potsdam’s exhibition, the 25 square metre canvas
was hung as a mural with site-specific reference, thus as a

temporary centrepiece of the Kunsthaus.

I chose the title “Hybrid Moves” because two positions

from different living situations are presented in dance

form: on the one hand, the position of shrimp shoals and,
on the other hand, the human position. The point here is
how the two protagonists meet in their living environ-
ments. The dancers have performed the choreography,

each in their own individual but different colour.

Closeness and distance are the topic here: the protago-
nists meet without knowing each other; they repel each
other, are irritated, and an intrigue begins until they join
each other hesitantly and sceptically, only to separate once

again. Each one takes along part of the other.

This yields a stream of snapshots of the human body in a
variety of configurations that spotlight intimacy, touch-
ing, protection, holding, fragility, subjection, and release.

Everything that makes us humans human.

How the protagonists come together and how they interact
is always a theme in my work: what is happening right
now, do they destroy each other, who has the upper hand
at the moment - or are they merging together. Particularly
nowadays, in our technology filled and automated world,
people live in an increasingly digital and no longer real
world. Alienation is increasing among individuals and with
respect to nature. It is an ongoing matter of building a re-
lationship, to something apart from one’s self, to another
person and living thing, to an environment that includes
not only nature but also the technical world and the tran-
scendence surrounding us, and of localization in friendly,

human and non-human communities.
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Hybrid Moves (detail), 2024
Painting & Installation
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“In my work method, nakedness is also
an important topic. I want nakedness
to have a sensual, but not a sexual,
connotation.”

The female body is a protagonist in my picture compo-
sition, and here I seek to replace the conventional motif
of the female nude. Christoph Tannert, in his remarks on
this exhibition, aptly said: “There is something proclam-
atory about this work. Every wallowing and turning has
something of re-volution in it. The artist is rehearsing a
departure to new shores. On her banner I would inscribe:
‘Liberté, féminité, corporéité / Freedom, femininity, cor-
porality.”” (Christoph Tannert, in the address on “Hybrid

Moves,” Berlin, 2024).

My next question is about the creative process. How do
you usually get from an idea for a piece or project to ma-

terializing it?

I usually have a certain idea about the colour palette, which
then dovetails with the content-concept. But my picture
ideas always have their source in the external world, what
I am experiencing, seeing, what I read about, what I think
and feel. It is then an associative and often playful ap-
proach that weaves together different picture ideas. Work-
ing from sketches, photos, and collages, I further develop
these ideas. I exactly observe, inspect, dissect, and sketch

the plants and other objects in advance.

Before my model arrives, I have already prepared the can-
vases, partly with various base coats, unstretched and laid
out on the ground. I frequently also work with unprepared
rough canvas, leaving the unprimed white side on the
back. The unprepared condition of the canvas, completely
uncoated, gives me a natural structure that is somewhat
coarser; the colour adheres differently to the larger pores

and gives the body imprints a bolder look.

I often devise the composition in advance and have already
prepared sketches that are supplemented by painting. I

then decide on the initial colour contrasts and begin work-

ing with the models to transform the conception, ideas,
and emotions that I have in my head into movement and
body poses. My next step is to paint their naked bodies be-
fore they then move on the canvas as planned. Coincidence
ultimately remains determinative since even these speci-
fications can again be altered as the composition process
evolves. My painting begins along the tracks of the man-
aged spontaneity. I execute important steps and details
with veristic-artistic precision and, from this foundation,
develop new picture motifs. I also incorporate cut-outs as

stencils.
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Front View, 2024,
Acrylic and oil on canvas, 60 x 40 cm
(Photo © Eric Lichtenscheidt)

There are also variations where I make no decisions in ad-
vance because I am looking more for the pure movement
generated by the bodies. That is also always very exciting
because I only begin to develop picture ideas and compo-
sitions when the body imprints have been made. This is
when the work begins of questioning what should remain
of my original project and what should be abandoned. It
is a conceptual process that is then interrupted by coin-
cidence, and requires my renewed reaction. Sometimes I

completely dismiss my original concept.
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“I find that very exciting: this idea of
being open ended - just as the course
of life does not move along an orderly
track. The goal is to pursue painting
as an open medium.”

Creating your paintings and projects are very physical,
bodily activities. Could you put into words how creating

makes you feel?

The point is to make clear the thought manifested in the
work so that the work takes on the greatest possible phys-
ical presence, and a latent feeling of disquiet is generated
by the painting. Accordingly, I too must set myself into a

very focused condition of alert concentration.

Working as an artist means using all of one’s senses to
comprehend, it is a free-association activity, process-open
and unbiased, determined by coincidence, and neverthe-
less calculated. That means that, as long as it takes for the
artist to determine that the picture is finished, there is a
constant switching of phases between disengagement, in-
tuitive decision-making, and thinking through the concept

and its decisions!

Sometimes it takes very long, sometimes you are aston-
ished that it happened so fast. Or you go home in the

evening and keep on thinking - the process never ends.

And let’s wrap this conversation up with three last ques-
tions. First, is there anything you’re currently working on

that you’d like to share with us and our readers?

A project that I have just planned is “Dealing Relation-
ships,” where I concern myself with negotiating relation-
ships - between the sexes. I offer an alternative plan to pa-
triarchal power structures, in that I look for the balance in
human relationships. Using Bernini’s Sculpture “The Rape

of Proserpina” (1622, Galleria Borghese, Rom) as my point

of departure, I want to reinterpret this antique myth in
an interdisciplinary project combining painting that builds
on dance performance. The epitome of graceful form, this
piece simultaneously focuses on the theme of the forcible
abduction and subjugation of women. I therefore want to
pose the question: where does aesthetic glorification end,
and where does a critical consideration of violence in the

aesthetic sphere begin?

The core of my project is formed by the treatment of the
female body and its depiction in historic images. But I also
want to point to moments of brute force and male aggres-
sion as a theme both in the historical and a current context.
And while acts of violence in historical paradigms have
offered us the only possibility of portraying sexual desire
and female nudity under the cover of myth or historical
presentation, I hope to address the overall fascination gen-
erated by these sculptures and their historical myths, and
translate them into a modern, artistic narrative. To do so,
I plan to travel to Rome to look for and study these sculp-

tures.

Here, too, I would like to include certain poses for a dance
performance. The portrayal of the struggle in the dynamic
twisting movements of the “Figura Serpentinata” will in-
spire both the choreography of my dance performance and

the composition of my paintings.

I hope to find an exhibition venue to carry out the project.

Are there any fellow emerging artists you’d like to rec-

ommend?

Marlene Dumas, Miriam Cahn, Christina Quarles

And last one, if there was only one thing that people could
remember from your work, what would you want that to

be?

I want my painting to stare back! - with as great as possi-

ble a physical presence and latent disquiet.

Get in touch with Stephanie: www.stephanie-pech.com
Instagram: @stephaniepech_
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Up: Hybrid Moves, Performance (2024-05-07)
(Photo © Kristina Tschesch)

Down: Hybrid Moves, 2024
Installation View, Kunstverein Kunsthaus Potsdam, Germany
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Working as an artist
means using all

of one’s senses to
comprehend. It is

a free-association
activity, process-
open and unbiased,
determined by
coincidence, yet
calculated.

- Stephanie Pech
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Purple Dignity, 2022
Acrylic, oil, oil stick, ink, spray paint on canvas, 170 x 160 cm
(Photo © Eric Lichtenscheidt)
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