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In 1978 while giving a lecture at the
University of Minnesota, Philip Guston
recalled that he was once asked by Bill
de Kooning at an opening: “Do you know
what the real subject is?” They both
simultaneously replied, “Freedom.” Guston
later pointed out, “Of course that’s what
it's about. Freedom. That’'s the only
possession an artist has — freedom to do
whatever you can imagine.”’ When this
question was posed to Eddie Martinez,
he responded, “We can say ‘oh | see a
banana’ but you can't tell someone to see
a banana, they might see something else
whether or not the painting is considered
‘representation’ or ‘abstraction.” That’s
exciting. That is freedom for me.”” In fact,
there is no need for further elaboration; for
as within the artist’s oeuvre, the answer
emerges organically.

Martinez's painterly vocabulary generates
a wide range of interpretation: a skull in
one of his works might be traced back to
the study of a singular symbol in different
forms and be compared in terms of stroke,
color choice or underlying tension to
Picasso, Guston and Basquiat. One could
also interpret his collage, silk—screen print
and whiteout on canvas as homage to
Braque, Rauschenberg or Warhol. One
might also attribute his creations to his
profound understanding of pop culture
through background research. Dada also
might cast a shadow on his rebellion
against academia and intellectual doctrine.
Despite a tendency from external forces
to categorize his stylization, to reveal the
meaning behind each symbol, the artist is
immune to these specific questions. Just

as are his paintings, inspired by fragmental,
journal-like drawings borme of his journeys
and daily routine, Martinez’s style is
authentic and full of primal interactions.
There are no rules in his practice. His use
of unconventional tools such as palette
knives, the wrong ends of brushes, whiteout
or Sharpie all serve to free his paintings.
Even when documenting his observations
of the world on paper, he never constrains
himself to a particular manner, whether
it be representation or abstraction,
minimalism or maximalism. Right on the
edge of a multitude of boundaries, Martinez
navigates through numerous obstacles with
the inherence of freedom.

In spite of the artist’s statement of his
obsession with container, frame and
schema-filling, proven by his representative
series “Table” and “Mandala” which
also reflect his obedience to law, the
restriction and limitation of the framework
still seem to be a veil of deeper freedom.
For example, his “Mandala” series derives
from sand mandala, which construct the
religious universe with dyed sand and
crushed colored stones, depicting beings in
both the real and spiritual world. Painted by
trained monks, sand mandala often possess
strict rules regarding their form, length
and geometric measurements. Looking
at Martinez’s “Mandala,” the painting is
a snapshot or visualization of ‘Chaos.’
Although it does not seem to adhere to a
specific religious practice, it does impart
a sense of spirituality. From the very
beginning of its construction, there were
no rules. Limitations of size and scale are
transcended. We could promptly assert that

frame is law, but within the artist's model,
we lose it all again. It’s impossible to
encode an algorithm in the frame — color,
pattern, and meaning fade away. Freedom
overflows the frame.

Instead of deciphering Martinez’'s
meditation-like paintings with borders
or freedom, we might take Heidegger's
“world worlds,”® in The Origin of the
Work of Art as another entry point into
his works. The philosopher pointed out
that “the stone is world-less. Similarly,
plants and animals have no world...The
peasant woman, by contrast, possesses
a world.” When the being “stays in the
openness of beings,” and the non-
objectual spaciousness gathers together,
the world worlds." In Martinez’s paintings,
non—objectual subjects, such as the rhythm
of daily life and personal experiences
propagate, allowing Heidegger's gathering
of spaciousness. The artist’s extraordinary
use of line, manipulation of color and
unidentified graphics enable him to build a
land to “make free the free of the open and
to install this free place in its structure.””
Here, world is not a mere collection of
abiotic things. World worlds.

As a whole presentation of Martinez’s
practice, “Open Feast” has no intention of
leading the audience to choose a correct
answer, but seeks to open the box for
everyone. Within this space, a banana
doesn’t need to be a banana; manifoldness
composes a new chapter of aesthetics;
everyone is welcomed into the artist’s
inner world. Whenever the audience starts
to make essential conclusions, whenever

they “obtain or abandon them,” whenever
“they go unrecognized or are brought into
question once more,”® Martinez’s world
worlds.

1 Philip Guston. “Philip Guston Talking at the University of
Minnesota in March 1978 edited by Renée McKee.” Philip
Guston (Whitechapel Gallery, 1982), 49-56.

2 Martinez, Eddie. Interview with the author. September
14, 2019.

3 Martin Heidegger. Off the Beaten Track. (Cambridge
University Press, 2002). 23.
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THhERS
Mandala in the Sky

2019
®: 502.9 cm
WERERTEY  Acrylic paint and gesso on canvas



SE1S
Study No.1

2019
26.7x 31.9x 3.2 cm
[ E=FRICSE. WE. BnE. EERLH
Sharpie, pen, marker, crayon and paper collage on paper

SMES S
Study No.5

2019
21.6 x 2715 x 3.8 cm
K LE=RICSE. WE. BDRE. MEIN. BERRIEE
Sharpie, pen, marker, oil paint, whiteout and crayon on paper
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"Open Feast," installation view at Yuz Museum, Shanghai, 2019
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Open Feast

2019
289.6 x 1954.5 cm
MERE. BUR. hEE. ABER. =@icSE, TRRRG ST TER L
Oil paint, spray paint, oil bar, acrylic paint, Sharpie, linen & canvas collage with push pins on canvas






JE28
Study No.2

2019
20.3 x 25.6 cm
HKLE=RICSE. DRERMNE
Sharpie, marker and pen on paper

SE6 S
Study No.6

2019
16.24 x 20.8 cm
ME=RCSE. DRE. PHARE
Sharpie, marker, colored pencil and debris on paper



JE3 S
Study No.3

2019
1.75 x 20.3 cm
HE=RICSE. IHE. HE. THRNE
Sharpie, pencil, crayon, colored pencil and pen on paper

Yuz Museum: Your drawing practice seems more like keeping a visualized diary created
from your everyday life, like a biography, born from moments like going to work, planning
a vacation, and many others. You once mentioned, “drawing makes you a better
conversationalist.” When did you form this habit?

Eddie Martinez: | started drawing like most people at a very young age. For me it was a very
common activity, like being at a playground. | just really took to the act and continue to use it
as a tool for navigation. | draw a lot, it’s obsessive and compulsive and natural. | like to do still
lifes but not always in the traditional sense. I'll draw one object from life sometimes mixed in

with my normal iconography.

Skulls appear frequently in your work, whether in drawings in 2005, or in your recent
Blockhead series. Evan Moffitt pointed out that the latter is "paying homage to Jean-
Michel Basquiat’s 1981 masterpieces.” How should we perceive this repeating element?

Sure, the way | use the skull as a motif is a reference to JMB. Just as his skull works
referenced Picasso and Guston, and Braques and Dubuffet, etc. Picasso, | feel was the first
painter to “characterize” the skull. He took it from being a heavy subject and turned it flat
and graphic and made it more manageable with a sort of cartoon edge to it. As far as the
repetition of it, | think that’s more a nod to Warhol. I'm also interested in Murakami’s take on
the subject. But this is how all art is made in all forms. Rethinking, recycling, retelling the same

stories and perceptions of human life from individual perspectives.

You had a project called “Draw Jam” at The Drawing Center in 2017-18. What is “Draw
Jam”? How did you start?

Draw Jams are something the Surrealists did. They would sit around and draw and draw over
each others work. | grew up drawing with friends, but the concept of the Draw Jam as an“event”

was introduced to me by my friend Brian Bellott.

Drawing and painting are two pillars of your work. You wrote in an email to Claire
Gilman,” Their (drawing and painting’s) relationship is based on a back and forth, a lot
like a human relationship.” What’s the relationship between these two different forms?

Drawing is painting but painting isn’'t drawing. | rely heavily on the use of line, particularly black
line in my paintings, which for me is a direct extension of drawing with a Sharpie while in my

house.

Oil paint, spray paint, and acrylics are applied to your paintings. What kind of tools do you
use when you paint? Is it random, or planned?
Brushes, palette knives, my fingers and hands, the wrong ends of brushes, screws; whatever is

around me. It's a primal interaction.
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You introduced silkscreen printing into your work around 2014, transferring drawings to
canvas. How did this technique come to you? Was it experimental?

| wanted to find another way to make the paintings feel like drawings and I've found this
technique to be pretty successful. The screen printer enlarges my small drawings to make the
printing screens. It's a direct way to enlarge and transfer my drawing gestures onto the canvas.
I'm still utilizing this method but not exclusively. Some paintings have silkscreen buried beneath
other paintings, some paintings are white outs of the line work, etc. Some paintings have zero

silkscreen, like all of my work there is no formula. Each canvas is considered individually.

Coming to your White Out series, what are you trying to white out by using the whiteout
on your paintings?

The white outs are about erasure and deduction as a means of coming to a new image,
using the ghosts to make new compositions. It becomes an exercise in impermanence. Not
as significant but akin to the way Tibetan Buddhists spend time and energy creating these
elaborate mandalas only to sweep them away as soon as they are done. Of course the
paintings stay around. If | was disciplined enough | should probably burn them after they are

made but I've bought into the material world. Haha.

When did you start to gravitate towards the mandala?

I have long been interested in Eastern philosophies and religions, never spent much time
considering Western views. Meditation is an important practice for me, both in and out of
the studio. The mandalas appealed to me when | was younger because of the repetition and
patterning. One of my first influences was M. C. Escher. | could see how his weird drawings
played off of mandalas. A couple of years ago my assistant found some mandala drawings
I made in 2004-5 and they felt incomplete until | started making large paintings of them.

Mandala in the Sky started as a small drawing.

You seem to be more interested in discussing geometric aesthetics through the Mandala
series rather than religious interpretation. Would you elaborate on this?

I'm not sure I'm talking about geometry, but I'm definitely not talking about any specific religion.

It seems you have been attracted to certain frames or formats since the very beginning
of your career. No matter the Table series or the Mandala, the process is like shaping the
container then filling it with the content.

Yes that’s absolutely correct. | am drawn to containers, putting marks, colors and shapes in
a neatly confined area, all smashed in and having a solid blocked out background makes me
feel like | am able to exploit maximalism and minimalism in the same picture. That feels pretty

complete to me. It’'s something I've been exploring for over a decade.
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JE48
Study No.4

2019
16.24 x 20.8 cm
KE=RICSE. DRE. FH. BE. BERRNE
Sharpie, marker, colored pencil, crayon, whiteout and pen on paper
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EM YUZ 2019

2019
16.5 x 39.85 cm
MEHNE, HAE=RICSE. WE. PH. BE. WE. EERKER
Paper collage, Sharpie, crayon, colored pencil, pencil, pen, whiteout, and debris on paper

Willem de Kooning said that when he was through with getting the color the way he
wanted it to be, he had six other colors in it to get that color; and then he took those six
colors and used them with it. How about your color? How do you choose your palette? Do
you begin with a particular one first?

| think de Kooning was an incredible colorist because he used clashing and difficult palettes
and made them work. For me it's more random and considered at the same time. | like to
have tubes, mixed colors, oil bars, and loose, soupy paints at the ready. Then | just grab, often

without looking first.

In 1978 while giving a lecture at the University of Minnesota, Philip Guston recalled that
he was once asked by Bill de Kooning at an opening: “Do you know what the real subject
is?”, then they both said at the same time “Freedom.” Guston said that “The only
possession an artist has — freedom to do whatever you can imagine. ” Your recent works
are less figurative than your previous ones, or to say, people will probably put them into
the box of “abstract paintings.” When was the turning point? It seems like you have found
a way of freeing your own paintings from storytelling?

| don’t really know if there is a big distinction between abstraction and representation. We
can say “oh | see a banana,” but you can’t tell someone to see a banana. They might see
something else whether or not the painting is considered “representation” or “abstraction.”
That’s exciting. That is the freedom to me. | go in and out of the two and that will probably

continue until I'm gone.

The works you bring to Shanghai this time are very ambitious in size and scale, a
breakthrough compared to your past experiments in boundaries and limitations. What are
you trying to achieve through them? What’s the inspiration?

Yes, one painting is 10x65 ft in 3 panels, the other is a 16 ft circle. I've never made either.
Previously the largest work | made, The Feast, in 2010 was 8x28 ft in three panels. This is
Open Feast and it's meant to encompass the entire wall in the Yuz Project Space. Hopefully

that works! We will see in November.
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REBEANIEIE
Yuz Study

2019
29.85 x 75.88 cm
H{E=RICSE. BIER. HE. TH. BE. B, A RBHKRINEE
Sharpie, whiteout, crayon, color pencil, pencil, paper collage, debris and certified
organic fruit sticker on paper

98
Study No.9

2019
21.6 x 70.8 cm
4 EIRBEUR ., HEBER. A, AR
Inkjet pigment, oil paint, acrylic paint, debris and packing tape on paper
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IE7T S
Study No.7

2019
14.9 x 21.6 cm
ME=RCSE. WE. BRHRE. DRERBIER
Sharpie, pen, solid paint marker, marker and whiteout on paper

JfE8 8
Study No.8

2019
14.92 x 20.96 cm
HE=MBCSE. WE. BER. DRERKE
Sharpie, pen, whiteout, marker and watercolor on paper
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About the artist

Born in Connecticut, 1977, Eddie Martinez now lives and works in Brooklyn and has
exhibited widely in museums and art institutions. His solo exhibitions include: “Eddie
Martinez: Fast Eddie,” Museumn of Contemporary Art, Detroit, 2019; “White Outs,” The
Bronx Museum, New York, 2018; “Blockhead Stacks,” Perrotin, Tokyo, 2018; “Eddie
Martinez: Studio Wall, ” The Drawing Center, New York, 2017; “Ants at a Picknic,” Davis
Museum at Wellesley College, Wellesley, 2017; “Salmon Eye,” Mitchell-Innes & Nash, New
York, 2016; “Island |, © Timothy Taylor Gallery, London, 2014; “Eddie Martinez: Selected
Drawings 2005 — 2011, Schwarz Contemporary, Berlin, 2011, etc. Group shows include:
“Jaywalkers,” Loyal Gallery, Stockholm, 2019; “The Sleeping Procession,” Cass Sculpture
Foundation, Chichester, 2017 — 2018; “New York Painting,” Kunstmuseum Bonn, Bonn,
2015; “The Avant-Garde Won't Give Up: Cobra and Its Legacy, ~ Blum & Poe, Los
Angeles, 2015; “Body Language,” Saatchi Gallery, London, 2014, etc.
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About Yuz Project Space of Art

Yuz Project Space of Art, opened to the public in September 2015, is an independent
program from Yuz Museum's exhibitions. Yuz Project Space of Art invites artists to create
site—specific works or projects where it engages boldly with the museum, the surroundings
and the audiences. Combining "a project + an exhibition," the program aims to present the
interaction between the artists, time, and space.

Yuz Project Space of Art is where innovation and creation cross paths. It provides an
interesting platform for artists, both Chinese and international, to use this space to
generate conversations toward each other with their own unique and groundbreaking
artworks. Yuz Project Space of Art invites artists to break through their usual practice and
explore all kinds of possibilities of contemporary art.
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This brochure is produced in conjunction with Yuz Project Space of Art exhibition "Eddie
Martinez: Open Feast" at Yuz Museum from November /th, 2019 to January 12th, 2020.
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All artwork images courtesy of the Artist and Timothy Taylor, London.
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