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STUDIO TALKS

MARION FINK

Malte BU|sl<émper

After | got to know Marion as part of the group exhibition “Tangerine Dreams” at Funkhaus Berlin, | visit her a few
weeks later in her studio in Potsdam. As soon as | arrive, | enjoy the peace and quiet and nature - out of Berlin and into
the magica| world that Marion has created for herself here. Your studio is in a beautiful location right on Sanssouci Park.
Among other things, we talk about how this location affects her work, how she uses monotype to produce her most|y
|arge-Format pictures, and how you end up here in Potsdam from the A”géu via Stockholm and Haml)urg and Fina"y

arrive at yourse”.
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Marion, when we met in the broadcasting house, you already explained a little about your work process and talked

about the technique of the monotype - can you describe again exactly how you go about it?

Yes, sure. So, | work with very thin, flexible P|exig|as because it is the easiest for me to use. First, | make mirror-inverted
pre|iminary c]rawings. Thenl paint on the p|exi with oil paints, Hip it over to the other side and print it on the paper. It is
actua”y a re|ative|y simp|e process, but it just becomes more comp|ex the |arger you work. | don't have a huge print that |
paint and print once, but rather it puzz|es together on the paper from several parts. With my technique | am of course

based on a print aesthetic and | like it a lot that this aesthetic flows into the painter|y.

| find it very interesting how the painterly feeling in your pictures connects with the classic print aesthetic. | am just
wondering why the transitions fit so perfectly, even though you “puzzle together” the motif from several printing

plates as you called it. Do you make markings or how does that work?

Yes, exact|y, | make marl(ings so that | paint in the right p|ace so that | can then create and print it appropriate|y. |
c]eve|opec] this technique in order to be able to paint |arge formats. The biggest work I've done so far is 4.40 meters high.
That is of course a lot of printing processes. The technique somehow also fits the motifs, because they are also created
by “jigsaw puzz|ing" or let's say they are put together like a co”age. When | do the sketches, | also put elements together
and move them back and forth. And then of course | a|ways look, what does it actua”y look like when | mirror it? It was
also interesting for me to see that the compositions are different because of the mirrored printing. | work |onger on the

compositions until they are rea”y balanced.
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Is it the case that you sometimes surprise yourself with the mirror-image printing? Or do you plan it so perfectly that

you a|ways know what to expect when you print it?

| can't contro| the technique 100 percent the way | can contro| the brushstrol(e on the canvas. When | printit, itis

sometimes stronger and sometimes weaker on the paper.
What is a great side effect of this technique that you can give up control, right?

Yes, in any case. This is interesting for me because | tend to be more perFect and a|ways have to goa bit against it. |
a|ways work a little against perFection, and this technique certain|y he|ps me. This is how things come about that | have no
control over or that | hadn't p|annec] on. | also like the structures that arise when printing and that it a|ways looks a little
different from what | actua”y paintec]. It's just more appea|ing to me at the moment. |'ve been working with this

techno|ogy since 2016 and | still find it very interesting and l(eep |earning.

The technique of the monotype is a|reac|y very old, | mean, that was a|reac|y done by Ec|gar Degas and what do |

I(I'\OW Wl‘\O uses everything.

Yes, Direr a|reac]y worked with monotype. | think it was also used a lot as a sketch medium to try things out quicHy. It
was then a bit Forgotten and was later used a lot in the hobby area, simp|y because it is a simp|e process that can be done

well with chilc]ren, for example.
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I find it exciting that you have learned that. | don't know any other young painters who work with monotype these

days like you do.

| don't know anyone who works like me. | have seen that the tecimique was used in abstract painting, but not iigurativeiy,

as | useit. | haven't actuaiiy seen ti1at anywhere beiore. It deveioped ior me iirst
... Yes, how actua"y? So how did you come up with the tecimique?

That was actuaiiy more of a coincidence. Back then | had Piexigias |ying around in the studio and just tried it out. First, |
made sma” si(etches and at some point tried a |arger picture and it worked out periectiy ior me. | thought to myseii: WOW,
that's tota”y exciting because it combines what | like best about painting and what is most fun. When | used to paint on
canvas, | aiways oniy painted one |ayer, so the picture oniy consisted of one uiayer" and in principie | oniy had one chance.
The typica”y painteriy aspect of painting over and over again |ayer by |ayer and so on, | never did that. At that time, |
aiready primed my canvases endiessiy until they were compieteiy smooth and hardiy had any texture. I've aiways enjoyed
working on very smooth surfaces. And when | work on paper today, it's similar: you actuaiiy oniy have one chance. You

can correct sma” mistai(es, but not a |ot. |i it's messed up, ti1en uniortunateiy it i1as to go (iaughs).
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But that also seems to me to be a very specia| paper that you use.

Yes, I've been |oo|<ing for the right paper fora |ong time. |'ve also used a wide variety of papers, from watercolor paper to
normal c]rawing paper. The paper I'm using now is actua”y used for p|otting with |arge printers. You can use this for fine
art prints or to print photos rea”y l)ig. | mean, in the end | also print on it, just manua”y. I've been to all kinds of art supp|y
stores in Berlin, but |'ve never found anything that is so fine, so absorbs so well and reproc]uces the color so well. | fina"y

discovered this paper in a printer's shop and | am super happy with it.

What are the best working conditions? Or to put it another way: Do you have rituals or are there any things that
he|p you paint?

What works very well for me is meditation.

So, | meditate before painting and again after lunch. Collect yourse”, empty yourse” and establish focus. Above all,
focus on the right thing. I've been c]oing this every c]ay for overa year. When | drive through the beautiful nature here in
the morning, that's where it actua”y l)egins, then I'm a|reac]y in the now. | just noticed how gooc] it was for me and that's
how | got around to c]oing it conscious|y. | actua”y find it difficult to l(eep such habits, but that's rea”y something else. This
is my time, even ifit's on|y 10 minutes or a quarter of an hour. In summer | sit under a tree in the morning and recharge
myse” with gooc] energy. Meanwhile | also have a gooc] structure, | no |onger work so much into the night, but getupin
the morning and go home in the evening. We a|ways eat together here at |unc|1time, which is also rea”y gooc] for me to

tal(e a l)real( at noon.
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Somehow there is a communal fee|ing here, right?

Abso|ute|y. There is a|ways someone cool(ing here and everyone can eat. The next day someone else cooks for everyone.
That's very good for me, because otherwise | just forget about it or “prioritize it away" (|aug|‘|s). Giving yourse” this
structure is very important because there is no emp|oyer or anyone who does it for you. | just learned to deal with it. In the

past | would never have taken the time to meditate because | would have thought it was lost time.
But the exact opposite is the case.

Yes, it is just the opposite. This time improves all the rest of the day by 100 percent.

And here in nature it somehow fits we", so the meditation and allow yourse" some rest.

| agree. That rea”y worl(ed out right here. | don't thinl( | wou|d have gotten there if | hadn't moved here. It's tota”y
amazing what this p|ace has changed for me for the better.

That's rea"y great. | think | should get out into nature more often from Kreuzl)erg. Do you actua"y listen to music
while painting?

| did a lot in the past. But sometimes it doesn't work at all. That has to be the right thing at that moment. At the moment |
tend to listen to audio bool(s, most|y when I'm doing something that doesn't require much thought. It's great when you can
inspire yourse” with something like this while painting, or even learn something. But sometimes | also need music, that is

very emotiona| l:OI' me.
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| can understand well. But briefly back to the location: where did you actually live and work before?

In Neukslln, on the border with Treptow. Before that | was in Haml)urg for 4 years and before that in Stockholm for 3
years. In Stockholm | lived l)y the water and | noticed there that | rea”y enjoy l)eing close to nature. | come from the
vi||age in the A"géu. And | a|ways wanted to get out of there because it was just so l)oring. When you grow up there, you
can't even appreciate what a great |anc]scape and nature it actua"y is. As a teenager you just think, | can no |onger seefit, |
fina"y want to go to the l)ig city. And | had that until last year and when | moved back into nature, | noticed how important
itis for me, for my we"-l)eing and my soul. | now rea”y have the Feeling that | have arrived. A Feeling that | harc"y knew

before.
| also think that when you are more with yourself as a person, that is also reflected in your work.

Yeah, probably a|reac]y. My WOFI(S come out Ol: me very strongly anyway or are very closely ||n|<ec] tomeasa person. It

has a|ways l)een |i|<e that. Asa chi|c] or as a teenager, | c]rew a |ot to express my emotiona| state.
How did it develop to the point that you really saw art as a profession for you?

| couldn't foresee that | would ever make art. | didn't grow up with it either and that didn't exist in my environment in the

vi||age in A"géu. My parents have very down-to-earth jobs and there was no interest in art in my Fami|y or anywhere else.

That | drew in order to put my Fee|ings on paper was private and nol)oc]y saw that either. For me that had nothing to do
with art either. AFter grac]uating From high school, | got to l(now a Swec]e on a trip with whom | |ater |ivec] in Berlin, anc]
there my interest in art s|ow|y arose. We were two idealists with the romantic-naive idea that we didn't want to be a cogin
the system and that art is the real thing (|aughs). And based on that motif, we went to an art school in Swec]en, where |
then started painting.
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Anci ti'nen you went to ti'ne HFBK in Haml)urg?

Yes, at some point Stoci(i‘noim was too muci1 oi an ideai worid ior me. | wanted to go baci( to Germany and ci1eci< ior
myseii whether it was valid here too. That was pretty tougi‘n at first. The reiationsi‘nip had broken up, | lived on the
Reeperbai‘m and it was all very different from what seemed like periect Stockholm. But | also |onged for this contrast.
When | iinisi‘ned, | ti‘nougi‘nt: amazing, that was 7 years of intensive art studies - what's next?

How cio you rate ti'ne course ior yourseii irom tociay's perspective?

That was a certain tougi‘nening up for me. You had to be very true to yourseii and defend yourseii against others. At the
HFBK | had the ieeiing that | had to maintain my position because | was pretty much alone with what | was doing. At
some point | was happy to get out of this "bubble” because that at university has little to do with reaiity. In the beginning it
is deiiniteiy a good thing that you don't have to deal with the art market and all ti1atjust yet.

Wi'nat ciass were you in ti'nere?

| never rea”y found myseii with Anselm Reyie, Werner Biittner or Jutta Koeti‘ner, so | was in Andreas Slominski's

scuipture class. | think that was better for me than studying in Dusseldorf or Leipzig under a lot of painters.

Y our older work from your student ciays was very different from tociay's, but it seems to me like a pre|iminary stage
that led to it. The "dismembered iigurative", as | call it, has a|reaciy been hinted at, as has the very personai or

intimate in your pictures.

Yes, that's rigi‘nt, there were aiready some indications at the time. In the past, my work was more cioseiy interwoven with
me. Ti‘nat was sometimes uncomiortabie ior me, because my pictures were quite intimate and | aiways reveaied myseii as
a person, even though | am actua”y avery private person. My oider pictures oiten made a strong impression on ti1e

viewer and particuiariy impressed loans.
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That often comes from the craftsmanship. Then peop|e like to say: oh, but you can paint well. But that's more

annoying, doesn't it?
Yes, that rea”y annoyec] me (|aughs).
Your current things seem somehow more self-confident and freer to me.

| also feel freer with it. To work with this technique on paper. The motifs also c]evelop very c]i”erently than if | were to

paint it c]irect|y on canvas.

| think your works also have interesting titles. Some sound very lyrical or poetic. And there is something very poetic
about your pictures and that is reflected in the titles. Other of your titles could in turn be the beginning of a story or

the first sentence of a novel ...

That's true. In genera|, [ find it very exciting to work with text and |anguage. My titles are often created from text
Fragments or things that | have picl(ec] up somewhere and put together in a new or different way. In the meantime, | have
collected a |arge archive from such text Fragments. My texts are composec] of individual parts, similar to the pictures,
even if you often do not notice this c]irect|y in the text. | like to use |anguage not as an exp|anation but as a sty|istic device
of my own. Instead of an exp|anation, my titles should rather show other perspectives on the picture. If you know the title,

you look at the picture very c]i”erent|y - I like that.
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| actua"y wanted to ask you which topics you deal with in your work - but somehow, | have the feehng that it all

comes from You as a person or is about yourse".

Yes, the images arise in my head and for me it is a way of thinl(ing about life. For me it's phi|osophy in pictures. | am
concerned with fundamental questions of existence and identity. | am not working on a specific topic, but rather it is a
combination of different inHuences, of things that | observe in my environment and questions that | ask myse”: Why do |
wal(e up every morning on a rotating rocl( somewhere in space? What's a” this about? |t doesn't stop there either, | used
to ask myse” such questions and | still ask them today. It used to be very strong for me that | transformed an intense
fee|ing into a picture, a desperation, |onging or whatever. Today more other influences flow into it, but it's incrediHy

difficult for me
What kind of reaction to your pictures would you like?

| don't rea”y think much about it. | don't want to provol(e a specia| reaction in someone. Everyone is comp|ete|y free to
react to the pictures as they wish. But | can tell when a picture of me triggers something in peop|e. Even if the pu|se rises
a little for a short time. Of course, you want the work to move something in peop|e, in whatever form. The question is

anyway: why do you do that at a”? | a|ways stumb|ed with the question.
I like to take up the question: Wl\y do you even make art?
| just want to be free and do what | want. This is the greatest gift of all that | can live here every day.

| can well understand it, it is indeed a tremendous amount of luck. Having the time and freedom of thought is

incrediHy valuable. But of course, it is also a great |uxury that many peop|e do not have.

Itis a mega |uxury and | am fu”y aware that it is something very specia|. That | can and may do that and that | also admit
to myse”. You have to assert yourse” against everyone who a|ways says: do something clever. Everyone said that back
then, my parents and other peop|e around me. To this day, | am sometimes surprised by myse” that | tool( this path,
a|thoug|1 it is very insecure and you are talked into many things and everyone asks you: Can you make a |iving fromit?

And you hear from all sides that it is not a safe way of life and so on.

You can certain|y listen to one tl\ing or the other while drinl(ing coffee with your relatives. Gir|, do something

decent

Oh yeah. But for me there is something almost spiritua| about wa”(ing this path. Artis a way for me to deal with life and
rea|ity while remaining free. Expressing yourse” and trying to find out something about yourse” and your existence. And
just not to be contro”ed by others. Of course, you a|so have the strugg|e, because the money has to come from

somewhere.
But to a certain extent everyone e|se a|so has tl\is strugg|e.

Exact|y, and even if peop|e have their secure job and a good income, they still ask themselves the question of meaning

and what do | do with my life.
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Yes al)so|ute|y. Anc] against the l)acl(grounc] that everyone is scramHing anyway anc] wondering where the w|10|e
point is, the artist's path is damn good compared to the supposec"y l)ourgeois |ife, if | may differentiate it from one

another.

I'm a bit surprised -or maybe not. In any case, it is very difficult for me to do something where the motivation does not

come out of myse”.

| can understand well. But think about how many peop|e go to work without such intrinsic motivation. So you should

actua"y come in here every morning and cheer first.
Yes! Anditis also so great to do something that is neither controlled nor does it have to make any sense.

Indeed! But now something comp|ete|y different: You recent|y not on|y exhibited in the Funkhaus at the show
curated l)y Johann K6nig, but also had an exhibition at EIGEN + ART, among other tl\ings. How about you with a
permanent ga"ery? Anc] what's next?

First of a”, it's great that there is interest coming from different directions. Of course, | want to work with a ga”ery ona
|ong-term Basis, but this current stage is also very exciting when you work with different actors. You have to be patient
and see how things deve|op. There has to be trust and a friend|y re|ations|1ip between the artist and the ga”ery, |oya|ty is
required, that's important to me. |t is a natural growth process and the delicate little p|ant will turn into a tree! Let's see, a
lot can still happen ...and alot is also being p|anned: a solo show for Ga”ery Weekend in the Aperto room in Mitte, for
examp|e, which I'm rea”y |ool<ing forward to. Then an exhibition participation in the Villa Schéningen in Potsdam and in

June a duo show in Hamburg.
That sounds great, I'm very excited! Thanl( you for your time anc] the great conversation.

With p|easure, thank you for your visit!

https://studio-ta|l(s.com/interview/marion-finl(
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