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La Galeriedes 2 portesaccueille
pour la premieére fois Patrick
Martinez-Mees, artiste franc-
comtoisissudel’école des
Beaux-Arts de Besancon, exilé a
New York. L’exposition Dégra-
dé, dont le vernissage a eu lieu
vendredi 11 juillet, est visible
jusqu’au 24-aott.

. Unretour trées attendu
Sa derniére exposition bison-
tine remonte a 2005. Patrick
Martinez-Mees revient avec de
magnifiques ceuvres sur papier
dans lesquelles il dompte le vi-
de et s’y glisse. Qu’il s’agisse de
la toile noire, monumentale et
ardente, ceuvre maitresse qui
ouvre ’événement, ou de for-
mats plus discrets, chacune de
ses créations délicates et inspi-
rées happe le regard du specta-
teur.

Lartiste explique son travail :
«Sur cette grande toile, il ya
11couches de papier de diffé-
rentes couleurs. » Par une exca-
vation subtile et

minutieuse,
fait s'enﬂammeﬂa toile. «Je m%

atrick Martinez-Mees

Patnck‘Martmez Mees devant une de ses t01les

sers aussi des erreurs pour cré-
er quelque chose d’mattendu »,
ajoute-t-il.

Le (presque) triptyque musi-
cal silencieux mérite aussi
quon s’y attarde. A partir de
playlists trés «niches» de musi-
que post-punk, rétrominimales
ou d’expérimentations sonores,
Patrick Martinez-Mees tranb-ﬂ

forme ses playlists en images.
«Une contradiction entre I'im-
médiateté de la musique et le
temps minutieux que demande
la création plastique. »
Dégradé de Patrick Martinez-
Mees, Galerie des 2 portes,
Jusqu’au 24-aot, 11, rue de
Pontarlier. Sur rendez-vous:
10633321290 0u 0680338546
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Bourgogne Franche-Comté

DEGRADE
Oeuvres sur papier
PATRICK MARTINEZ-MEES

Tout dans la pratique de Patrick Martinez-Mees
contredit I'idée de fixation tant dans une forme
que dans une définition. Le maintien dans un
état de basculement d’un c6té ou de 'autre, la
recherche du mouvement permanent, de la

Ll &< fluidité et finalement de I'hybridation sont au
22 > > \ ; coeur des expérimentations de I'artiste. Il s’agit
NSNS ' : de se glisser dans les interstices, les écarts et
7 \ \<\\\\\§\ les entre-deux, sans craindre I'indétermination.
2 S’approprier le vide, étre a I’aise avec cet

apparent rien, I’explorer...

LSO \ﬁ\\» S
S \ NN \\“\\

Dégradé joue des ambivalences, entre
transition et dégradation, deux aspects qui
marquent I'idée de la progression vers un
nouvel état tout en conservant une trace de la

\ \\\\ \\\\ \\\ forme initiale. Creuser pour mettre au jour,

tew{fr\ révéler ce qui est enfoui, recouvert.

w.les

Live your dash : se souvenir que les dates de
naissance et de mort sont reliées par un tiret
qui matérialise la vie a laguelle on s’efforce de
donner forme. S’attacher au dégradé méme, plus qu’aux points de départ et d’arrivée.
Comme une invitation a ralentir pour revenir a soi et retrouver ce qui nous lie avec force
a la matérialité.

Patrick Martinez-Mees est un artiste Franco-Ameéricain originaire de Besancgon, vivant
et travaillant a New York depuis 25 ans.

Au moyen du dessin, de I’ installation, du design d’objet ou de la création de jeux, il
s’intéresse a la question du regard, de I’experience artistique au travers de la relation
entre le processus créatif, I’oeuvre et le spectateur.

Cassandre Ver ekke

Lien Direct: https://www.seizemille.com/?evenement-membres=degrade



Watch How Limitless Turned 27,625
Straws Into The Ultimate Party Trick

Posted on Apr 20, 2016 | 08:30am

Being on NZT often seems like a magical dream for Brian Finch (Jake McDorman). When the
mind-enhancing drug found its way to the Manhattan party scene in Limitless' "Finale: Part
One!" (Episode 21, Season 1), it was the first time he got to enjoy other creative minds using
their newfound powers for art—instead of crime-solving or other serious work.

In the episode, Brian found himself at a party decorated as only another NZT-enhanced mind
could do. The entrance included a stunning tunnel made entirely of straws.

Actually, there was one other way to make it all happen: harnessing the creative powers of artist
Patrick Martinez and the logistical wizardry of Limitless Production Designer Sarah Frank.

Frank explained how they turned this NZT fantasy into a reality, along with an exclusive behind-
the-scenes video showing how the set was made.

Q: How long did it take and how many different people worked to build the straw tunnel?


http://www.cbs.com/shows/limitless/video/3YKD4ufeH1X1RrRVutmtIQio5GrzbAq5/limitless-finale-part-one-/
http://www.cbs.com/shows/limitless/video/3YKD4ufeH1X1RrRVutmtIQio5GrzbAq5/limitless-finale-part-one-/

FRANK: Because the time frame was so short to install the piece (which was 14’ x 18’ and 8’
high), we had my great dressing team pre-assemble the elements with Patrick overseeing the
work. We had 10 dressers for four days at the stage working on the project, and the same

dressers installing on location for two days.

Q: How many straws were used?
FRANK: 27,625! When the crew got to the set everyone was in awe, including Jake. We had a

contest to see who could guess how many straws and the closest was 28,000.

Q: How did you come up with and design this set?

FRANK: Jenny Alex, the decorator on Limitless, was at a trade show at the Javits Center
scouting out cool furniture, lighting, and other cool props for the show and the sets. She came
across a booth that had a small straw installation and she made contact with the artist,
Patrick Martinez. She called me excitedly, saying she met a great artist and an amazing
installation that we had to incorporate somehow into the show. That was around January.

| kept the photo of his work tacked to my board in my office. When the outline for Episode 21 of
Season 1 came out and there was an NZT party, | knew we had to go big. This was now months
after the first mention of the artist. When | read the outline, | called Jenny immediately and said,
"Let’s get the straw guy and make a super cool installation for the NZT party." We had no idea
time frame, or cost, or material —but we knew we needed the piece.

Given the nature of this show, we had little time—so she called Patrick and said we had two
weeks tops, but really 10 days. He said he was available but that he had never done a project
that quickly. | presented the idea to Paul Edwards (the Director), Craig Sweeny (the Executive
Producer), and the writers.

Not knowing at all how it would fit into the space, they loved the idea. Once we secured the
location for the NZT party, | measured out the area and designed the space knowing that it
would be the showpiece. | decided to make it a tunnel that Brian and the people at the party
could walk through.

Watch a time-lapse of the set construction with moments from the wild scene:
Paramount+ © 2025 Paramount Skydance Corporation. All Rights Reserved.
Link:

https://www.paramountplus.com/shows/limitless/news/1005165/watch-how-limitless-
turned-27-625-straws-into-the-ultimate-party-trick/?
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False Appearances Mask Hidden Truths

* Jillian Steinhauer January 30, 2013

Patrick Martinez, “LINX” (2012) (all photos by the author for Hyperallergic unless otherwise noted)

When you first enter Parker’s Box, you’ll find a clear aisle in front of you but to the right, a giant
construction blocking your way. The size of the piece is imposing, but its material is puny — one
of the most lightweight and disregarded objects imaginable, plastic drinking straws. The work is a
manifestation of artist Patrick Martinez’s LINX, a system he devised and recently funded on
Kickstarter that lets users assemble drinking-straw constructions with a specially designed
plastic connector.

It may sound a little silly or frivolous, but Martinez’s installation is actually mesmerizing. You
quickly forget you’re looking at straws, if you even knew that in the first place. The structure’s
delicacy, contrasted with its large size (it takes up the whole front portion of the gallery), lends it


https://hyperallergic.com/category/art/
https://hyperallergic.com/author/jillian-steinhauer/
http://www.kickstarter.com/projects/29943525/linx-the-drinking-straw-construction-game
http://www.kickstarter.com/projects/29943525/linx-the-drinking-straw-construction-game
https://hyperallergic.com/

a tentative equilibrium, like an enormous house of cards. You edge past, tempted to touch or

blow, and hope it doesn’t fall.

Just beyond LINX lies Julie Favreau’s

“Anomalies.” The centerpiece of Favreau’s
installation is a video screened on a kind of white
pad or cushion; below it hangs a white sculpture
consisting mainly of geometric, intersecting pieces
of wood. The gridded plane they form echoes the
LINX, but the construction here feels sturdier; the
concern is less blowing or knocking it over than it
falling of its own volition, as the plane splays
forward and slopes at an uneasy diagonal.

A softer form, something like an arm, snakes
through the holes in the grid, and a few slats that
look like they may have come from window blinds
are strung together in the shape of a ladder further
below. These add-ons raise questions that the LINX,
too, seems to be asking: what can be made with the

Julie Favreau’s “Anomalies” seen through Patrick materials we’re given, the ones that already exist in
Martinez’s LINX (click to enlarge)

the world? How can we transform blinds or plastic
straws into something beautiful? Off to the side,
another construction by Favreau echoes the first one’s tensions — malleable and organic matter
versus the rigid, geometric kind. And while I couldn’t say for certain, the orchestral music that

filled the space seemed to emanate from this second piece.

Favreau’s silent video consists of a few vignettes, each of them showing a single actor whose
movement or efforts are an anomaly in nature. In one, for instance, a woman balances an easel on
her head; in a second, a man levitates with a poll balanced upright on his crossed legs. Yet another
man, wearing a conical hat, seems to keep an elaborate construction of sticks dangling above his
head, while another woman arranges balls of clay on small, glass shelves (again that contrast of
organic vs. artificial matter), her hands tracing obsessive patterns in the air. We seem to be
somewhere at the intersection of science and magic here, perhaps dabbling in alchemy,
confronting mysterious happenings that are clearly unnatural but that Favreau implies are
somehow possible. Again the question hovers, of what we can do with what we’re given. The
focused gazes of her actors, their intense concentration, suggest that they’ve achieved some kind
of place or state that the rest of us are still in the dark about, still striving for. The sweeping,
emotional music that plays out across the gallery reinforces the thought.


https://i0.wp.com/hyperallergic-newspack.s3.amazonaws.com/uploads/2013/01/IMG_2096.jpg?quality=90
https://i0.wp.com/hyperallergic-newspack.s3.amazonaws.com/uploads/2013/01/IMG_2096.jpg?quality=90
http://www.juliefavreau.com/

Julie Favreau, “Anomalies” (2012), video still (image via juliefavreau.com

Moving on from Favreau, you arrive at Steven Brower’s “Hatch,” which is wonderfully and
precisely what its title implies. The door contains a circular unit with a special lever to pull,
instructions on how to open and close it properly, a repressurization valve, and other convincing
parts and pieces. Brower hasn’t made art with the materials of the world so much as he’s created a
work of art that convincingly mimics them. In doing so, he shifts the burden of activating the
piece uncomfortably onto the viewer. I stood in front of the door for a few very awkward, drawn-
out minutes when I first confronted “Hatch.”

Once you make your way through the portal, you find yourself in a pressurized chamber where a
two-channel video by Mathieu Beauséjour screens on the far wall. The video is simple, just a

loop of a man hitting a gong and a black circle that shifts ever so slightly, but its repetition and

ritual feeling connect its actor with Deverau’s figures.

It also provides a bit of visual zen that works against its own title, “To Be Governed.” That title,
meanwhile, captures something of the state of finding yourself enclosed in a not-so-small, but
also (the longer you stay inside or the more people in there with you) not-so-big hatch. On
opening night, after a man closed the hatch tight and said jokingly that he had locked it (there’s
not really a lock), I could read the panic rising on a nearby woman'’s face. She turned and told
him to let her out.

Beauséjour’s second, stronger contribution screens in the back stairway of the gallery, a video of
a man dressed in a suit and tie with a ball stuffed in and taped over his mouth. Though the image,
along with the title of the previous work, may conjure up thoughts of S&M, it quickly becomes
clear that this isn’t some coy sex game; the man wants, and is trying, to deliver a speech of some
kind. His eyebrows move up and down, his voices comes out muffled but aggressive.


http://www.juliefavreau.com/index.php?/recent-work/ongoing-projectsnews/
http://www.mathieubeausejour.com/

Handouts from the gallery will tell you that the
video is called “Don’t Worry Darling, There Will Be
More Riots in the Spring,” and that it’s actually
about free speech. Once you know the premise, it
starts to seem a bit literal and heavy handed, but the
evocative contrast remains: the man who seems
angry and menacing is actually trying to lecture you
on the importance of freedom of speech.

Steven Brower, “Hatch” (detail) (2012) (click to
enlarge)

Mathieu Beauséjour, “Don’t Worry Darling, There Will Be More Riots in the Spring” (2012)

If there’s one theme that strings all of the pieces in the show together, it may be that of contrasts,
of false appearances that belie more mysterious, or just harder to understand, hidden truths. It’s


https://i0.wp.com/hyperallergic-newspack.s3.amazonaws.com/uploads/2013/01/IMG_2092.jpg?quality=90
https://i0.wp.com/hyperallergic-newspack.s3.amazonaws.com/uploads/2013/01/IMG_2092.jpg?quality=90

not quite enough to deliver a strong, cohesive message, but it holds the exhibition together in a
delicate, LINX-like equilibrium.

Brooklyn/Montreal: Mathieu Beauséjour, Steven Brower, Julie Favreau, Patrick Martinez

continues at Parker’s Box (193 Grand Street, Williamsburg, Brooklyn) through February 17.

© 2025 Hyperallergic


http://www.parkersbox.com/exhibitions/current/current.html
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1) How did you stumble onto the idea for JIX? What prompted you to start
thinking about this kind of modular building project?

The project is the result of a combination of ideas that derive from both my drawing
and sculpture practice as a visual artist. My drawings are usually very detail oriented
and often represent intricate tangles of lines that saturate every available bit of space. In
my installation/sculpture work, | work with unstable materials such as light systems,
liquids, sound or smoke and | am interested in creating a sense of density out of
immateriality. the JIX project is another step in that direction. It actually allows me to
realize monumental space filling structures, mostly made of air, since | am using straws.

2) Is the idea for basing the system around something as ubiquitous as drinking
straws a novelty or rather, was it intended as something of a statement?

There are various things at play here. First of all, | am interested in drinking straws as
objects because they are light, they can be translucent, opaque or colored, and they
can be bent, cut or assembled in many different ways. If you strip them of their primary
function, and look at them for their visual qualities only, straws are a an interesting and
resourceful building material. Also, as mentioned before, | like the idea that something
tangible could be built out of air mostly.

With the JIX project, | wanted to make something that | could use for my own installation
projects but also create a mass marketable product that would be affordable and
versatile. Of course, the fact that JIX uses standard drinking straws, which are cheap,
easy to find, and can be reused, plays an important role here.

Also, | think the project is somehow rooted in the context in which | started working as a
visual artist in the early nineties. It was after the speculative art market extremes of the
eighties, and in reaction to it, to a certain extent. Using cheap, humble or mundane
materials, focusing on process, experimentation, economy was obvious and natural to
me and became some kind of a statement. | was considering art as way of life more
than a way to make a living. | was in search of a form of authenticity in my own practice
that | could find in other areas, for example with the emergence of the home recorded
musical movement identified as lo-fi. Making more with less, dealing with the



ephemeral, transitory nature of things is an attitude that | have always felt close to. |
guess is still visible in my work today.

3) What applications do you see for JIX? How is JIX different from other similar
geometrical/spatial toys like LEGO or K'NEX?

JIX, unlike other construction kits on the market, makes use of preexisting elements
such as standard drinking straws. It revisits the way we look at these ubiquitous objects
and somehow redefines their function.

| am interested in the fact that JIX can be used both by adults and children, for
spectacular art as well as for interior or set design projects (I have recently started
making furniture such as desks and space dividers) or just as a fun and educative toy.

| keep discovering new ways of assembling the straws and | like the fact that one can
come up with so many different building systems out of the same connector shape.

The connectors, which come in flat grids, easily snap apart, intersect, and lock into
place to create a three dimensional star shape to allow for more complex structures.
The flat design is also part of a strategy that tends to simplify the industrial process and
reduces the production costs so that the finished product could be put on the market at
a competitive price.

Both connectors and straws are light, easy to carry around and take very minimal space
before assembly, which makes the game easy to set up.

JIX also brings the construction game experience to a whole new scale and level.The
specific connector design makes it possible to build ambitious immersive structures
filling up entire spaces.

Finally, the fact that JIX relates as much to a game than to sculpture or geometry and
proposes a practical approach to volume, gives this product an undeniable educational
value: it gives children an opportunity to develop their motor and spatial skills through
hands-on play. This is a great introduction to polyhedra studies and a resourceful tool
for many other activities throughout the entire school education. For that matter, | am
planning to extend the distribution of JIX to schools, organizations specialized in
children education and occupational therapy practices.

4) Why did you choose to funnel the project through Kickstarter? What will the
funds earned in that campaign go towards?

It was crucial for me to be able to control the whole production process and to be
independent, which is why | decided to go for a Kickstarter campaign. The amount of
money collected was just enough to finance the injection mold, start the first production
batch and ship the product to the backers as a reward for their support. Being involved
in every step of the process takes energy, money and time and is a big commitment.
However, | have a specific vision concerning the development of JIX which | am not
willing to compromise. One of the focus being the social and environmental aspect of
the project: | am striving to make JIX as sustainable as possible. As for now, The
connectors are made out of a 100% recycled plastic in the US, and come in the most



minimal of packaging. Additionally, JIX are designed to be manufactured with little or no
waste. Down the road, among other initiatives, | am planning to initiate programs whose
purpose will be to collect and reprocess used straws (from movie theaters, bars,
restaurants, schools...) in order to reuse them with the JIX construction kit. Should JIX
be successful, | would also be interested to work in collaboration with rehabilitation
organizations or people living in precarious conditions. In general, | consider that
running a business, however modest, is a good place to encourage responsible
practices and redefine the notions of growth and consumerism, and | would like to
participate in this effort..

5) How, in general, has JIX been received by the public? How do your JIX
installations play a part in launching/"selling" the project?

| have always been interested in cross disciplinary practices that blur the lines and the
most natural way for me to develop JIX is to use it as part of my artistic practice. JIX is
currently creating its own space, somewhere between art, interior design and the toy
industry. It is being viewed as a product as much as an artwork. Personally, | like the
fact that the connectors | use for my own creations can be used by everyone else, like
an ever expanding sculpture project. | emphasized this aspect of the project on the
occasion of an exhibition | had recently at the Children’s museum of the arts in New
York. | had realized an ambitious tunnel like structure that kids were invited to explore.
In parallel, | was also making workshops where children could learn how to make their
own JIX constructions.

It has been a few months since | have started marketing JIX. So far, my installations
have helped me get the attention of museum and design stores, architects, event
planners. Of course, | would need a much larger distribution network to be able to
develop JIX in new directions and hopefully | will get there soon.
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Giant Drinking-Straw Sculpture on
View at Children's Museum

By Andrea Swalec | April 19, 2013 8:55am
@AndreaSwalec
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MANHATTAN — A massive sculpture made from thousands of drinking straws debuted
Thursday as the latest interactive feature at the Children's Museum of the Arts in Hudson
Square.

Constructed in a second-floor loft "bridge" space near the whimsical museum's "ball pond" filled
with plastic spheres, CMA curators selected New York artist Patrick Martinez to make the piece
to get children to consider light, space, perspective and color.

“How much fun to be able to make your way through an incredibly fantastical construction
created completely with ... flexible drinking straws," Jil Weinstock, the museum's director of
education, said in a statement. "Anything is possible!”

Martinez, who hails from France and has displayed his work worldwide, made the plastic art
using a kit he created called JIX that uses recycled plastic connectors to link ordinary straws. He
said he hopes kids will find their own uses for the space.

“The bridge at CMA allowed me to create an immersive sculpture like a tunnel or a cave, which I
hope will be an engaging environment for kids, where they can hide, play or just do nothing and
rest," the artist said in a statement.

The CMA knows how many straws Martinez used to make the piece, but they won't reveal the
number yet. Kids can enter a contest with their own guesses, and the winner will get a
membership to the museum and a JIX connector set to make their own art.

The straw art is the first of four site-specific pieces that will be shown in the CMA's loft space
this year.

The museum moved from Lafayette Street in SoHo to a former loading dock on Charlton
Street in October 2011, tripling its size to 10,000 square feet. Founded in 1988, the museum
aims to display and encourage children's art.

Julianne Moore, Paul Rudd and Brooke Shields will be honorary co-chairs of a benefit for the
museum on May 5.

The Children's Museum of the Arts at 103 Charlton St. near Hudson Street is open Monday and
Wednesday noon to 5 p.m., Thursday and Friday noon to 6 p.m., Saturday and Sunday 10
a.m. to 5 p.m., and closed Tuesday. Admission costs $11 per person, with free entry for seniors
and infants under a year old. Admission is pay what you wish on Thursday from 4 to 6 p.m.

link to the article:

https://www.dnainfo.com/new-york/20130419/hudson-square/giant-drinking-straw-sculpture-
on-view-at-childrens-museum/#slide-17
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Children’s Museum of the Arts
www.cmany.org

Contact: Jess Peterson, 917- 409-1208, Communications Coordinator, jpeterson@cmany.org

Children’s Museum of the Arts Launches New Initiative With Contemporary Artists
Hosts First Commissioned Work By Patrick Martinez
Public Opening, Thursday, April 18, 4-6 PM
VIP Reception, Wednesday, April 17, 6-8 PM (invitation only; media welcome)

New York, April 4, 2013 — The Children’s Museum of the Arts (CMA) is pleased to launch The
Bridge Projects, a new initiative that commissions site-specific projects created by contemporary
artists. CMA’s Bridge, formerly known at the Groove Tube, will host four interactive installations
each year, encouraging young participants to identify and consider elements of space, light,
perspective and color.

The program commences with a commissioned work by artist Patrick Martinez. The installation
opens to the public on Thursday, April 18" from 4-6 PM during the museum’s Pay As You Wish
hours. The VIP reception will be held on Wednesday, April 17 from 6-8 PM. To attend,
please RSVP to Anna Dubose at adubose@cmany.org

In Martinez’s piece, the viewer must navigate a monumental installation consisting of thousands of
drinking straws. To create this, Martinez uses his commercialized construction kit called JIX. JIX
are recycled plastic connectors, conceived to transform drinking straws into a variety of structured
or abstract sculptural forms. These connectors consist of small modular elements that are
specifically designed to allow standard drinking straws to be connected together in order to create a
wide variety of constructions, from ambitious room-sized structures to intricate table-top pieces.

“There is a lightness and performative nature to Martinez's work that will entice and appeal to all
ages,” says Jil Weinstock, Director of Education and Curatorial Programming, “How much fun to be
able to make your way through an incredibly fantastical construction created completely with
nothing but flexible drinking straws (and easy to use JIX connectors.) Anything is possible!”

Patrick Martinez was born 1969 in Besancon, France. He studied at the Ecole des Beaux-Arts of
Besancgon and Grenoble and at The Institute of High Studies in Visual Arts in Paris. In 1997, he
received a grant to work in Tokyo, Japan, where he lived for 3 years before finally settling in New
York. Since the 1990’s, Martinez has been exploring different forms of expression including video
art, sound art, drawing, installation, and design. Using a wide range of media, he establishes
experimental structures to examine ideas about process, action, mobility, adaptation, and



resistance. His work investigates the relationship between an object and its presentation in order to
challenge our perception.

“The bridge at CMA will allow me to create an immersive sculpture like a tunnel or a cave, which | hope
will be an engaging environment for kids, where they could hide, play, or just do nothing and rest”, says
Martinez, “By changing the scale of the bridge, | would like to create a space that kids can relate to. Also,
JIX is a construction kit, and through workshops, children will be able to build and create things by
themselves. Touching is a good way to understand your environment and to acquire experience and
knowledge. This applies to art too.”

Martinez has exhibited widely both nationally and internationally in Europe as well as in Brazil and
Japan. His work is represented by Parker's Box Gallery in New York. His recycled JIX connectors
will be for sale in the CMA store.

For more information on Patrick Martinez’s work, visit his website, www.patrickmartinez.net
www.blankbubble.com and www.jix.us.com.

To learn more about this project visit cmany.org

ABOUT THE CHILDREN'S MUSEUM OF THE ARTS

Founded in Lower Manhattan in 1988, the Children’s Museum of the Arts provides authentic
hands-on art experiences for children with practicing artists, both in our art-filled museum and in the
community. CMA’s mission is to extend the benefits of the arts to all children and their

communities and to secure the future of the arts by inspiring and championing the next generation
of artists and art lovers.

CMA works to fulfill its mission through four distinct initiatives: On-Site Public Programming that
includes interactive art stations and artist-led workshops, early-childhood arts workshops,
after-school classes, intensive art camps and special family programs; School & Community
Outreach Programs throughout New York City; Art Exhibitions; and a Permanent Collection of 2,000
pieces of children’s art from around the world. More information is available at www.cmany.org.

The museum is open to the public: Monday and Wednesday, 12PM to 5PM; Thursday
and Friday 12 PM. to 6PM; Saturday and Sunday, 10AM to 5PM. Closed Tuesday.
Admission: Adults $11; Children $11; Seniors, Infants (0-12 months) Free. Thursdays 4-
6 PM, pay-as-you-wish.

Children’s Museum of the Arts
103 Charlton Street

New York, NY 10014

(212) 274-0986
wWww.cmany.org
www.twitter.com/cmainnyc
http://blog.cmany.org
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http://www.google.com/url?q=http%3A%2F%2Fwww.patrickmartinez.net&sa=D&sntz=1&usg=AFQjCNFn4izJMvQk0-zo7cTvmS7H7dKIJA
http://www.google.com/url?q=http%3A%2F%2Fwww.blankbubble.com%2F&sa=D&sntz=1&usg=AFQjCNGCcNNnoZyXpB6dB0qHszVWK5FOwg
http://www.google.com/url?q=http%3A%2F%2Fwww.jix.us.com%2F&sa=D&sntz=1&usg=AFQjCNHOMSozz9ugg0qdaARwGRTIGWmOiQ

Jix Straw Sculptor Connectors | Patrick Martinez

ANASTASIA ANDREIEVA

Patrick Martinez demonstrates the versatility of his innovative construction method in
installations, creating both spaces to interactive with and sculpture. The system is made via a
series of pioneered nodes which connect with drinking straws to create form. He uses his
modular system to contrast between informal, chaotic doodles and rigid grid forms. The pieces
are made from recycled materials, and are minimal in material usage making them highly
sustainable.



https://www.arch2o.com/author/anastasia_andreieva/
https://www.facebook.com/sharer/sharer.php?u=https%3A%2F%2Fwww.arch2o.com%2Fjix-straw-sculptor-connectors-patrick-martinez%2F&t=Jix+Straw+Sculptor+Connectors+%7C+Patrick+Martinez
https://share.flipboard.com/bookmarklet/popout?url=https%3A%2F%2Fwww.arch2o.com%2Fjix-straw-sculptor-connectors-patrick-martinez%2F&title=Jix+Straw+Sculptor+Connectors+%7C+Patrick+Martinez
https://www.arch2o.com/jix-straw-sculptor-connectors-patrick-martinez/#

The sculptural pieces have the ability to be deconstructed down in too smaller pieces to be re-
assembled at other locations with ease.

He used Kickstarter to turn his sculptural system into a product for commercial use. Using the
simple connector’s one can build entire structures from typical drinking straws. The design
focuses on user flexibility both in size and shape.

S —
N
‘(AYI .

Courtesy of Patrick Martinez
The ability to create both curvaceous sculptures and rigid grid forms quickly, easily, and with
little material usage, is a great minimal construction toy for designers, artists and architects.

Link to the article:
https://www.arch20.com/jix-straw-sculptor-connectors-patrick-martinez/

ARCH 20/Anastasia Andreieva/ 2013


https://www.arch2o.com/jix-straw-sculptor-connectors-patrick-martinez/
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Climat de tension et beauté paradoxale

Julie Favreau/Patrick Martinez
Mathieu Beauséjour/Steven Brower
Le Centre d’art et de diffusion Clark

5455, avenue de Gaspé, local 114

Jusqu’au 24 novembre

Janet Biggs

Aude Moreau

Musée d’art contemporain de Montréal
185, rue Sainte-Catherine Ouest
Jusqu’au 6 janvier 2013

Publié le 17 nov. 2012


https://www.ledevoir.com/
https://www.ledevoir.com/

Photo: Sébastien Lapointe Vue sur LINX, une installation en pailles de Patrick Martinez au
Centre d’art et de diffusion Clark.

Marie-Eve Charron

Le volet montréalais de 'événement Montréal/Brooklyn tire déja a sa fin, a tout le moins dans la majorité des espaces de diffusion,

au nombre de huit, participant au projet. Un des apports peut-étre insoupgonnés de I'aventure, qui, rappelons-le, consiste a jumeler
des organismes de Montréal et de Brooklyn pour un échange croisé, est d’avoir révélé une diversité de maniéres de faire et, ce fai-
sant, d’avoir valorisé les particularités de chaque espace de diffusion. La richesse de |la scéne des arts visuels locale tient sans au-

cun doute a cette variété.


https://www.ledevoir.com/auteur/marie-eve-charron

Ce n’est donc pas dans un rapport de rivalité entre eux que les espaces de diffusion montréalais ont concocté leur programmation,
mais chacun a leur fagon, en relation avec I'organisme brooklynois avec lequel ils ont choisi de se jumeler pour des raisons d’affini-
tés, elles aussi révélatrices de leur identité. D’ou les différentes propositions pour faire se rencontrer le travail des uns et des autres,
sous la forme de solos juxtaposés ou d’expositions de groupe, par exemple. Aucune directive n’a d’ailleurs été donnée en ce sens,
les organisateurs tablant sur I'idée qu’il n’y a pas d’orientation meilleure qu’une autre.

Chez Clark, 'organisme qui a lancé ce vaste projet de rencontre et de collaboration, il a été décidé de jumeler quatre artistes en
paire pour former des couples issus des deux villes. La démarche de chaque paire a consisté a anticiper une interface de rencontre
entre leur travail respectif. Sans avoir été créées ensemble, les propositions s’arriment et se nourrissent réciproquement selon un
mode particulier. Comme le remarque Anne-Marie St-Jean Aubre dans I'opuscule de I'exposition, « dans chacun des cas, une des
oeuvres fait obstacles a I'autre ».

Pour arriver a l'installation vidéo de Julie Favreau (Montréal), il faut donc traverser un assemblage de pailles élaboré par Patrick Mar-
tinez (Brooklyn). La contribution de Martinez n’est pas la plus forte, mais elle enrichit le climat de tension et d’étrangeté posé par la
vidéo de Favreau, qui s’aveére ici pour I'artiste une oeuvre de plus grande maturité. La vidéo se compose de quatre tableaux ou dans
chacun un personnage se livre a de curieuses activités, mettant en scéne un compas, un mobile et un laboratoire. Une trame musi-
cale enrobe l'installation de mystére, alors que I'on sent les personnages investis d’'une mission qui, si elle a a voir avec la science
(instrument de mesure et d’'observation), tend surtout a verser dans I'absurde. Cette ambiguité entre les deux mondes est efficace-
ment maintenue.

Dans le duo suivant composé de Mathieu Beauséjour (Montréal) et de Steven Brower (Brooklyn), franchir l'installation de I'un pour
atteindre 'oeuvre de l'autre est encore plus prégnant. L'oeuvre de Brower, qui constitue la « barriére » pour apprécier le travail de
Beauséjour, excellent, repose sur un leurre qui fonctionne si bien qu’il est préférable ici de ne pas en dire davantage pour vous lais-
ser tout le plaisir d’en découvrir la teneur. C’est en fait un sentiment de crainte, dans un premier temps, que procure 'intervention de
Brower, ce qui convient parfaitement a I'installation vidéo de Beauséjour.



Par intervalle, un plan fixe montre le visage en gros plan d’'un homme d’age m{r a cravate qui tente vainement de parler, un ruban
adhésif retenant dans sa bouche un oeuf. L'oeuf comme la parole cherchent a éclore, métaphore peut-étre d’un désir de revendica-
tion, du soulevement d’'une nouvelle génération, ce qu’a tout le moins le titre évoque, Don’t Worry Darling, There Will Be More Riots
in the Spring. Si 'oeuvre fait allusion au « printemps érable », elle le fait sans littéralité par la construction d’'une image — ou situation
— forte ou convergent plusieurs préoccupations, nourries de fiction et de réalité, portant sur les rapports de domination, la malversa-
tion ou la marginalisation (dont les rayures rouges en arriére-plan peuvent étre le signe, suivant I'historien Michel Pastoureau).

Biggs et Moreau

L'approche du Musée d’art contemporain de Montréal (MACM) est différente en ce que la commissaire Lesley Johnstone a choisi
deux artistes exposées séparément, bien qu'il y ait des liens a faire entre les vidéos de Janet Biggs (Brooklyn) et celle d’Aude Mo-
reau (Montréal). L'attention est davantage portée sur Biggs, a qui le MACM a consacré un véritable solo avec quatre oeuvres vidéo,
les plus récentes de l'artiste qui expose depuis le début des années 1990.

Les vidéos présentées ont en commun de montrer des paysages grandioses ou des personnages se trouvent dans des situations
extrémes. The Artic Trilogy est emblématique avec ses paysages nordiques a couper le souffle dont I'aspect désertique fait ressortir
la solitude des personnages, une spéléologue glaciaire, un kayakiste et une mineuse de charbon. Formellement séduisantes aussi,
les oeuvres prennent part a un imaginaire du Nord aux relents romantiques, mais qui, par des effets de rupture, de contraste et d’al-
ternance, introduisent d’autres réalités qui remettent en question certains stéréotypes liés aux genres et a l'identité. Ainsi, I'explora-
teur semble tourner en rond, la blonde délicate affronte les profondeurs insondables de la mine de charbon.

Le travail de Biggs mise, a répétition, sur une beauté inquiétante, paradoxe qui n’est pas étranger a 'oeuvre d’Aude Moreau. D’un
long déplacement latéral depuis la riviere Hudson, elle a capté avec une caméra Manhattan et ses édifices, dont ceux du quartier fi-
nancier qui, de leur impeccable facade élancée, font oublier 'appétit de Wall Street, un désir de croissance souvent destructeur. Plus



en retrait au MACM, le travail d’Aude Moreau sera a I’honneur en janvier au Smack Mellon a Brooklyn. Elle y fera pour une qua-
trieme fois son Tapis de sucre, une oeuvre éphémeéere monumentale de trés haut calibre.

Collaboratrice

*k*

A surveiller

L'exposition Anarchitectures, inaugurée hier au centre VU (550, céte d’Abraham, Québec), qui réunit Gordon Matta-Clark, Marc-An-
toire K. Phaneuf, Yann Pocreau et Denis Thibeault. L'expo est dédiée a Melvin Charney, dont le décés a interrompu sa participation
au projet. Jusqu’au 16 décembre.

L'exposition Martin Beck, en cours depuis vendredi a la galerie Leonard et Bina Ellen de I'Université Concordia (1400, boulevard de
Maisonneuve). Les projets exposés mélent art, design, architecture et histoire. Jusqu’au 26 janvier.

L'ouverture aujourd’hui d’'une annexe de la galerie Pierre-Frangois Ouellette art contemporain (372, rue Sainte-Catherine Ouest). Ré-
servé aux jeunes commissaires, 'espace pfoac221 sera inauguré par une expo signée Eduardo Ralickas sur les vidéos de Simon

Benedict. Vernissage dées 15 h.

L'exposition Lieux échafaudés, qui sera inaugurée mercredi a la galerie Simon Blais (5420, boulevard Saint-Laurent). On y propose
les ceuvres de six jeunes peintres, élaborées a partir de compositions architecturales éclatées. Jusqu’au 22 décembre.

Jérébme Delgado
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Linx: A Connector That Turns Drinking Straws Into An Infinite
Building System
A Tinkertoy for the 21st Century.

BY
TIM MALY

Artist Patrick Martinez wanted to make massive structures that were as immaterial as
possible. He settled on straws as a building material, because they are mostly filled with
air. In order to hold those straws together, he invented Link, a custom connector that
transmogrifies the simple drinking straw into a 21st-century Tinkertoy. The ingenious
connectors can be used flat to create intricate surfaces, or they can be snapped
together to create 3-D star shapes.


https://www.fastcompany.com/section/making-it
https://www.fastcompany.com/1669062/linx-a-connector-that-turns-drinking-straws-into-an-infinite-building-system
https://www.fastcompany.com/1669062/linx-a-connector-that-turns-drinking-straws-into-an-infinite-building-system
https://www.fastcompany.com/user/tim-maly

Though the most exciting part of Linx are the formal possibilities (“It will allow me to
realize monumental space filling structures,” says Martinez), as much attention was paid
to the logistics as to the final product. “Our main concern was to design a shape that
would be cheap to produce despite its formal complexity,” he says. “Getting the
elements to intersect and click in perfectly was tricky.”

After a series of prototypes, Martinez settled on the design you see here. The
connectors are manufactured as flat grids that are easily snapped apart. This makes
them cheap to produce and avoids the need for much in the way of packaging. When
the project gets to scale, the connectors will be made of some kind of recyclable or bio-
plastic.

Martinez says that as a visual artists, he has become interested in cross disciplinary
practices that blur the lines between art and design. | find this approach really
interesting. In order to realize a particular hand-crafted artistic vision, Martinez needed
to create a mass-produceable product.

https://www.fastcompany.com/1669062/linx-a-connector-that-turns-drinking-straws-into-an-
infinite-building-system



https://www.fastcompany.com/1669062/linx-a-connector-that-turns-drinking-straws-into-an-infinite-building-system
https://www.fastcompany.com/1669062/linx-a-connector-that-turns-drinking-straws-into-an-infinite-building-system
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Blank Bubble: Linx construction game

After a successful funding campaign on Kickstarter, artist Patrick
Martinez starts production of an ingenious construction game.

05 April 2012
New York

Linx, an ingenious construction game developed by New York-based artist Patrick Martinez,
has been successfully funded on Kickstarter, achieving $31,435 of its $30,000 goal. The
simple construction game springs from a single connecting piece, which, combined with

plastic standard drinking straws, allow construction of myriad structures, ranging from table


http://www.patrickmartinez.net/Accueil.html
http://www.kickstarter.com/projects/29943525/linx-the-drinking-straw-construction-game

top to room-size. According to Martinez, "Linx is portable, less expensive than anything else
around, and ultra light weight, so that even if your mammoth construction falls, no one gets
hurt."

The connectors — produced in "kid-friendly, recycled" plastic — come in flat grids which
easily snap apart, intersect, and lock into place to create a three dimensional star shape to
allow for more complex structures. They are designed to accommodate most standard
straws. By cutting, bending, or using multiple colors of straws, the possibilities are endless.
You can make highly organized geometric structures, or free-form tangles. Martinez further
notes that the game inspires creativity, giving children an opportunity to develop their motor
and spatial skills through hands-on play.

The project is being developed in collaboration with designer Tom Gerhardt. Now that the

campaign has been successful, Martinez points out that "one of our first goals will be to get

Linx in the hands of teachers and physical therapists.” therapists.

link to the article:

https://www.domusweb.it/en/news/2012/04/05/blank-bubble-linx-construction-game.html


http://tomgerhardt.com/
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Building Toys We Love: "Linx" by Patrick Martinez

Ray Hu Toy | Kickstarter

Born and raised in France, visual artist Patrick Martinez is currently based in New York City
who works in just about every medium, from video to drawing to sound. His latest project
might be described as sculptural, though its more properly considered as product design
as opposed to fine art. Martinez created "Linx" because he "wanted a construction game



https://codex.core77.com/users/Ray
https://www.core77.com/Toy?utm_source=from_tags
https://www.core77.com/Kickstarter?utm_source=from_tags
http://www.kickstarter.com/projects/29943525/linx-the-drinking-straw-construction-game

that was cheap, flexible and light"; he ultimately arrived at small, X-shaped connectors for
plastic straws.

They parts come in fence-like flat sheets that snap apart as in plastic model kits, which (if
all goes according to plan) will be produced out of recycled or bio plastic right here in the
United States.

The project, of course, invites an easy comparison to the successfully-Kickstarted
"Skallops," a building toy that consisted of laser-cut connectors for playing cards.
(Martinez's goal is four times that of E&M Labs largely due to production costs of injection
molding.)

Link to Article:
https://www.core77.com/posts/21703/building-toys-we-love-linx-by-patrick-martinez-21703?


http://www.core77.com/blog/kickstarter/move_over_mcm_laser-cut_skallops_house_of_cards_in_the_digital_age_21525.asp

Parker's

193 GRAND STREET - BROOKLYN NEW YORK 11211 - 1 718 388 2882 - WWW.PARKERSBOX.COM

Drawing of High, Low and in Between installation,
2010

HIGH, LOW AND IN BETWEEN
PATRICK MARTINEZ

SEPTEMBER 17 - OCTOBER 17, 2010 GALLERY HOURS: THURSDAY TO SUNDAY 1 TO 7 PM
OPENING RECEPTION: FRIDAY, SEPTEMBER 17, 6-9 PM

Parker's Box is delighted to present High, Low and in Between, a new installation by Patrick Martinez.

The artist’s previous exhibitions at the gallery have borne witness to Martinez’ eclectic and prolific practice, providing
spectators with memorable sensorial experiences, (large holes smashed in the gallery floor filled with bubbling green
liquid...an interactive, optical-effects tunnel animated by rotating colored circles...) as well as striking individual works
including smoke sculptures, monumental doodles, laser-cut drawings, and a multitude of experimental videos.

Among the latter, a number of recent works have involved the technique of using series of similar chosen images as the
frames of a film. Parker’s Box begins its 2010-2011 season with a special screening of The Hole a week before the
opening of High, Low and in Between. The Hole (2008) was produced by filming a zoom into multiple images of holes,
creating the impression that we are hurtling into a completely irregular tunnel that has been cut, blasted, drilled and bored
into a whole variety of diverse materials. Once again, this work and the two new works presented in the exhibition, High,
Low and in Between, use completely contrasting techniques but add their voices to a coherent reflection.

Through his tireless and prolific research and experimentation the artist explores a particularly rich, personal universe in
which suggestions of matter and anti-matter share the center stage and become interchangeable. The experiential basis of
Martinez’ work often simultaneously utilizes objects and materials as the hyperrealist representation of themselves, the
suggestion of natural phenomena and/or an abstract expression of particular atmospheres and sensations. In the work titled
High, Low and In Between, for example, a number of sheets of Styrofoam are used to create a false ceiling and a platform
allows visitors to pass their heads into the space created above the expanse of Styrofoam. While thoughts of an inverted
Inuit fishing hole in the polar landscape come easily to mind, a curious and unexpected atmosphere is created by the semi-
transparent whiteness of the familiar, cheap material that the artist has used to create this horizontal division of the space.
In his most recent projects, Martinez increasingly avoids any temptation to hide or camouflage the mechanisms of his work.
While careful use of lighting becomes an important vehicle of atmosphere here, the materials used ultimately represent
themselves much more than the illusion of something else. The simplicity of the means allows other layers of metaphor to
develop, and the origins of the title (given to both this piece and the exhibition) suggest that the artist welcomes this.
“High, Low and In Between” is a country album by Townes Van Zandt (1972), whose use of the phrase would seem to refer
to psychological levels, or degrees of depression.

The second work presented in the exhibition is titled Blush. To make this work, the artist has inserted into one of the
gallery walls a very flat, circular material known as “Flatlite” that acts as a glowing light source. The idea is a simple one,
but once again finds the spectator drawn into an experiential situation in the face of an unexpected, and unusual physical
presence. Walls do not normally glow, and they certainly are unlikely to blush. Martinez often enjoys this kind of discreet
transformation applied to something as banal as a wall. The strangeness of the resulting experience has a grain of the
surreal, but corresponds also to a kind of neo-existentialism in the artist’'s concerns with the physical world and its
impermanence.



As a logical extension of these preoccupations, Martinez has pursued an activity as a designer in parallel with his

artworks. The line that divides these two parts of the artist’s creativity is often particularly fuzzy, though his design work
necessarily tends to graft itself onto functional objects. That said, it could easily be claimed that the wall described above
is also a functional thing, and certainly the artwork Blush relates closely to a number of objects designed by Martinez. One
of his most recent projects is a computer screensaver that essentially transforms the computer into a lamp whose various
parameters of color and intensity can be modified by the user. The Martinez Click Lamp has been named Best of Category

winner in the 2010 I.D Annual Design Review Competition, and is currently on view at the AIGA National Design Center in
New York.

Patrick Martinez was born in Besangon, France in 1969 and studied in Grenoble and Paris before leaving to live in Tokyo and finally
settling in New York. He has exhibited widely in Europe, Japan and the US including at The Showroom, London; Galerie Georges-
Philippe & Nathalie Vallois, Paris; Galerie Anne Barrault, Paris; Futura, Prague; Metronom, Barcelona; Intercommunication Center,
Tokyo; D'Amelio Terras, New York; Exit Art, New York; Artists’ Space, New York...

Parker’s Box. Gallery Hours: Thurs-Sun, 1-7PM. Further information: +1 718 388 2882 or info@parkersbox.com

WILLIAMSBURG | lTA
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DRAWING QUIRKS 3

Vincent Bizien Catharina van EetveldeSimon Faithfull
Patrick MartinezFleur NogueraMike Rogersjustin
Storms

APRIL 17 - MAY 17, 2009

OPENING RECEPTION: FRIDAY, APRIL 17, 6 TO 9PM

A few years after the previous episode, Drawing Quirks 3 re-launches our
investigation into the contemporary relevance of certain idiosyncratic drawing
practices. With the relative rarity of images made by human hand accelerating by
the millisecond (in the face of the tsunami of computer-generated images), could it
be that the shock of the old is increasing, endowing drawing, for example, with
renewed pertinence, potential and desire in the eye of the beholder?

Drawing Quirks 3, offers diverse and refreshingly quirky drawing practices through
a selection of works including a number of animated films. In his large ink
drawings, Vincent Bizien has developed personal metaphors and symbolism in
which both abstract marks and rudimentary spaces and figures combine.
Catherina van Eetvelde bears interesting witness to a love-hate relationship with
fragments of flow charts, graphic schemas and such, infiltrated by more
personalized, yet equally obsessive iconography. Simon Faithfull also turns the
tables on the digital world in his palm pilot drawings, made directly from
observation, and instantly translated into pixels, to be etched or animated. Patrick
Martinez has also turned certain drawings into animation, but his immediate tool
is nothing more sophisticated than an eraser. In his more recent series of ballpoint
doodles, titled Spinheads, images emerge from a flow of consciousness to be
viewed from any angle. Fleur Noguera takes us on a similarly dreamy journey
through landscapes that seem both familiarly contemporary and nostalgically
timeless, in both drawings and her animation film: Smoke. Mike Rogers presents a



new version of the drawings he showed in Drawing Quirks 2, -banal suburban
interiors and exteriors, transformed by obsessive and intricately exotic decorative
elements, rendered here in the strangely soft hues of school-issue colored pencils.
Finally, Justin Storms’ minutely detailed drawings take us deliberately back in time
into the misty and barbaric world of 17th Century whaling. For all the romantic
cruelty that Storms depicts, the power and subtlety of his work also owes
something to our awareness that the barbarism of modern man has created
devastation on an incomparable scale. Ultimately Drawing Quirks 3 seeks to present
multiple aspects of the use of “old” drawing techniques, which can optimize
contemporary attitudes and vision in artists’ relationships to the world.

Simon Faithfull, Patrick Martinez and Mike Rogers are represented in the USA by
Parker's Box; Vincent Bizien is represented by Galerie Trafic, Paris; Catherina van
Eetvelde by Galerie Anne Barrault, Paris; Simon Faithfull by Galerie Polaris, Paris;
and Mike Rogers by Galerie Cosar HMT, Dusseldorf. Recent shows by participating
artists include Vincent Bizien at Galerie Trafic, Paris (current); Catharina van
Eetvelde at the St. Louis Art Museum; Simon Faithfull at the 52nd Venice Biennale;
Patrick Martinez at The Showroom, London; Fleur Noguera at the Contemporary
Art Center, Séte, France; Mike Rogers at ADN Galleria, Barcelona, and Justin Storms
at Raum fur aktuelle Kunst, Berlin.

For further information please contact Parker's Box at 718 388 2882 or Hélianthe
Bourdeaux-Maurin at helianthe@parkersbox.com

gallery hours: Friday trhough Monday 1PM TO 7PM

PARKER'S BOX . 193 GRAND STREET . BROOKLYN NEW YORK 11211 .1 718 388 2882
. INFO@PARKERSBOX.COM WWW.PARKERSBOX.COM
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THE TUNNEL

PATRICK MARTINEZ
MARCH 14 — APRIL 28, 2008 GALLERY HOURS: FRI TO MON 1 TO 7 PM
OPENING RECEPTION: FRIDAY MARCH 14, 6 TO 9 PM

Parker's Box Is proud to present The Tuamel, a solo show of recent works by Patrick Martinez.

The central work in the exhibition gives the show its title, with visitors being invited to enter The Tunnel, a new
interactive installation whose parameters they can modify. Using touchscreen technology visitors can transform
their own experience ol The Tuneel, which begins on enlering the piece itsell. The Tunne! (which uses the
principhe of concentric colofed clrcles, rotating to provide optical effects) situates itself i many ways in the
underexploited lineage of experimental works such as Thomas Wilfred's Clawifux, 1920's, and Peter Sedgley's
Windome, or Brion Gysin's Dveam Maching, both from the 1960's.

The unusual and unexpected nature of much of Patrick Martinez” work is a seductive side-effect rather thamn in any
way being the aim of the arlist's relantless exploration of the unchartered territories of dillerent madia. Parker's
Box regulars will recall the artist's memorable previous shows, Liguid, and The Ends which featured such orlginal
offerings. as large holes in the gallery floor filled with bubbling green liquid, smoke sculptures, and a
chorecgraphed dance performed by audio speakers on legs..,

Martinez” eclectic practice sees him fraquently searching for limits, of both medium and idea, in practices thal in
Lthair simplast forms can be called drawing, installation, video and sculpture. The artisl lends lo deal with notiens
of “matter” rather than abstraction, and “cesmic reallsm™ rather than figuration. At the same time, he has an
unassuming knack for embracing the strongest of symbolism and metaphor, which he processes so that they seem
entirely familiar and thorsughly new, While Freud would have a field day here, &5 would many other interpraters of
dreams or fantasies, Patrick Martinez” is first and foremost precccupied with questions of the physics of existence,
the: physicalily of cur world or the physical possibilities of our universe, even though he is Tar from averse lo Lhe
sensory, cefobial and even metaphysical stimulation that his arbwerk may proveke, |n The Hole, a new single-
channel vides made for the exhibition, Martinez has used multiple images of holes as stills for his film, allowing
him to create the impression of an endless, vertiginous journey, tunneling into the bowels of a hypathetical mass,
its existence generated simply by the technique. This creation of an existing but immaterial space in which to
operate is characteristic of the artist’s work. In & series of recent "drawings"”, the artist abandoned any mark-
making implameanls other than a blade that culs lines inlo the paper, and than abandonad this loo, in favor ol laser
cutting devices, allewing him, for example to cut away as much paper as s left behind, without its shape or
integrity quite collapsing under its own presencefabsence. Meanwhile, in another ongoing series, the artist is
equally capable of using up endless ballpoint pens to overload his paper with feverish imagery andfor obsessional
mark-making....

Patrick Martinez was born in Besangon, France i 1969 and studied in Grenoble and Paris batora leadng to live in Tokyo and
finally sattling in New York. He has exhibited widely in Europe, Jepan and the US including at The Showroom, London; Galerie
Georges-Philippe & Mathalie Vallois, Paris; Galerie Anne  Barrault, Paris; Futura, Prague; Metrinom, Barcelona;
Intercommunication Center, Tokyo; D'Amelio Terras, New Yorks Exil &L, New York: Artisis’ Space, New York

For further information please contact Parker's Box at + 1 718 388 2B82 or hellanthe@parkershocom
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o - 1 “The Haole,” & Inoping projec-
: tion of variows apertures, cracks,
and crevices swoeosh past the screen
likeawormbolethat passes through
ignored orifices in the ground and
i the sides of buildings, It conjures
thedichotomous experiences of ex-
iting the birth canal and entering
the aftedife. The French artis,
+Patrick Martinez exposes hisobses-
sive side through two grand-scale
beallpoint drawings—"Big Doodle,”
anabstractwork made ofthousands
of simple pen lines, and *VRAC," a
kind of vast dream map or conspir-
acy theory that took elght years o
comiplete— which resembile same-
thing an overly talented art-school
: RN studentwould create in the margins
“Wrea Wy, JOUET Lry Porkich Mdariirmes. Lawar £ of his notebook during history and
SRR STEEHURPHENS DL MOV Y0P math classes. Also, look for his in-
teractive touch-screen piece, "The
Tunnel,” which, due to computer
programming difficulties. has yet o

be comnple ted us of this writdng,

i)




Brooklyn Dispatcnes by James Kalm
Computer Brain, or Human Stain

ARNING: If the frank discussion of bodily

fluids and their excretion make you squea-

mish, perhaps you should skip the first para-
graph of this essay.

While going to college in the early seventies, my
older brother worked for a local cleaning service. Most
of their jobs amounted to scrubbing and waxing floors
in supermarkets after hours and cleaning windows at
office buildings. Occasionally they labored at private
residences after fires or plumbing disasters. In one in-
stance, as my brother related later, they were hired to
clean a house as part of an estate sale. It seems an old
lady, a neighborhood stalwart for decades, had passed
away leaving her modest Victorian home to out-of-
town relatives, this despite the fact that she had a son
who had lived with her well in to middle age. As it
happened, the son was mentally or emotionally “chal-
lenged” and ended up being institutionalized. As the job
progressed, they vacuumed, removed stacks of domestic
clutter, squeegeed windows and tried to make things
presentable for the real estate agents. When they went
to check on the son’s room, tucked away upstairs under
the eaves, they found a small, spare cubical with a chair,
a small writing table and a bed pushed against a wall.
On this bedside wall was a thick, pealing accumula-
tion of what my brother described only as “a forty-year
residue of God-awful human gunk”. Despite their best
efforts with scrub brushes, steam machines and putty
knives, they finally had to slap up new pieces of sheet
rock, tape, spackle and paint over this smutch. In the
years since I've often thought about this Boo Radley
blotch with a kind of comforting disgust. But it wasn’t
till I'd come to New York and involved myself 1n the
marginal underground art scene that I came to realize
the pathetic appeal of the skuzzy nature of life.

t's not just famous works like Vito Acconci’s 1971

performance piece “Seedbed,” Carolee Schneemann’s

1975 “Interior Scroll” (the actual “scroll” in all its
discolored and Scotch-Taped glory is currently on view
in the terrific WACK: Art and the Feminist Revolution show
at PS1) or the grandiosely rotting, long-term sculptures
built by Dieter Roth that attracted and repelled me. Work
by anonymous unknown artists, the “Outsider” and “Art
Brut,” also had a new resonance. If the initial attention-
tug was Dadaist anti-art shock, eventually the recogni-
tion of human frailty, decline, death and decay, and our
pathetically gallant struggle despite this knowledge, led to
an enhanced appreciation of work that retained an authen-
tic residue of existence. The hard-worn and piss-stained
seemed an undeniably fitting artistic reliquary.

In a way, this was a reaction against the super-slick
presentation of the Minimalist artists (think of Don
Judd’s pristine metal boxes, Ryman’s iiber-elegant white
canvases or the statements by Warhol the he wanted to

“be like a machine”). Sentiments like these were gain-
ing credence at the time, and led to a cluster of works
apparently “untouched by human hands,” produced by
followers of the French Deconstructivists and marketed
as Neo-Geo and Consumer Art.

Time has passed. The computer has altered our
vision and become a standard studio tool. Photoshop
and animation programming have replaced anatomi-
cal drawing and painting classes in some university art
departments, and with the ever-expanding galaxy of
the Internet, virtual art is becoming an institutionally
accepted and vibrant form. As we'’re becoming more ac-
customed to artificially intelligent accessories infiltrat-
ing every aspect of our lives, I can’t help but see on the
horizon a final aesthetic cleansing: art by machines for
machines, an Academy of the Mechanical.

MAY 2008
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Yoon Lee, “Untitled,” (2008), acrylic on PVC panel, 96 x 48 inches.

ith The Tunnel, his latest exhibit at Parker’s
Box, Patrick Martinez displays works employ-
ing various media and concepts—including
ballpoint-pen drawings, sheets of paper, hand cut into
meandering ribbons, and video—but a couple of works
using laser cut paper were what made me take a second
look. In one, “The Web” (2008) Martinez tapped the
expertise of the New York Design School at CUNY
and programmed its sophisticated computer-driven
laser cutter to incise a twenty-sided web pattern into
a piece of heavy drawing paper. The impossibly fine
cuts have left behind filaments of thread-thin, scorched
browned paper that appear so delicate that a breath
might break them off and send them drifting across the
room. The other paper piece that intrigued me, “Winter
Tree” (2008), was a silhouette of a tree backgrounded
against two grids of tiny rectangular holes cut to form
a horizon line. Again the precision was impeccable, and
far beyond human capability. For these pieces Martinez
spent uncounted hours using Illustrator to draw the
files. The process required another six hours of cutting
time by a laser mounted on an articulating arm. What
troubled me was probably not that different from what
bugged the 19" century French critic Paul Delaroche
when, upon seeing his first daguerreotype spouted,
“from today painting is dead.” Now laser paper-cutting
probably won’t mean the end to collage or scissors or
X-acto knives, which Martinez used before he got his
hands on the laser, but with such a reliance on mechani-
cal and computer-aided techniques, how can the art-
ist introduce and maintain a human presence? Can the
viewers' expectations for humanly-derived inspiration
and ingenuity be satisfied, or should they surrender to
the technology?
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In the case of Martinez, the web piece seems to have
pushed the laser cutter to its maximum capacity, slicing
the strands so thinly as to confound the practical ap-
plication of the apparatus and push its abilities to a level
useless for anything beyond art (in a phone conversation,
the artist admitted to testing the capability of the ma-
chine to the point of setting the paper on fire). [ felt a
certain relief thinking that overly enthusiastic program-
ming could overload the system and goad the machine
to levels it wasn't designed for, leaving evidence of a
mischievous hand.

hat look like high speed vapor trails or curv-

ing tracer shells weaving through crisp mod-

ernist architectural space are the subjects of
recent paintings by Yoon Lee at Pierogi. Lee’s approach
1s yet another take on computer-assisted work with a
subversive twist. On my initial viewing at the open-
ing, I was faced with what appeared to be huge photo-
silkscreened images. Though more textural, and with a
considerable overlaying of paint, their facture on PVC
board gave every indication that these pictures were
produced in some massive commercial print shop with
the latest in high-tech digital imaging. Obviously a
lot of thought and effort was expended to create this

“machine-made” quality. When I came up with the idea

of writing a piece about art by machines for machines,
I Googled Lee and skimmed some reviews. I gleaned
that her pieces are actually produced by hand, using a
squirt bottle and other mysterious techniques to paint
a composite of scanned images. A second viewing in
an uncrowded gallery was enhightening, as was an as
yet unpublished catalog interview by Joe Amrhein and
Susan Swenson. Lee refers to as her reliance on “digital
interfacing” and its ability to introduce the illusion of
speed into her forms. An echo of Warhol’s *“I want to be
like a machine™ no doubt plays a part in justifying the
tedious replication of Benday dots, massed and haloed
forms, and other telltale signifiers of photo and com-

mercial computer graphic techniques.

At seven by twenty feet, “JFK” (2008) fills the entire
back wall of the gallery, its swooping, abstract vector lines
lacing through a realistically painted wall of windows,
reading like the afterimages of the blastoff a superhero
or some 1ntergalactic speedball from a computer game
or an animated feature. Broad fingers of yellow green
paint taper precipitously from the right margin toward
a left-center vanishing point. Other trails arc through
the central space like the rings of Saturn, dissipating into
screens of dotted mist. Strangely, it's impossible to tell
whether the implied momentum is approaching or re-
ceding. Punctuating the foreground are small abstract
silhouettes, many in unnamable tones of pinkish grays or
beige that could be figures or signage in a parking lot.

“Untitled, 2008 is the only vertical painting. Again,
swirling bands of protoplasm seem to emanate from just
over the central horizon. These have a more organic feel
and present a more persuasive pun on the image of paint
slinging. Lee’s colors are muted, with swirls in ochre,
black, and powder blue. There’s a sense of explosive en-
ergy and velocity, like an attack by military jets: by the
time you seem them coming, it’s too late. Imagistically,
they relate to Pop Abstraction in their knowing use of
mass media graphics and slick, crisp finish. That Lee
is able to fake this kind of mechanical precision and
also use a variety of transparent and opaque colors is
impressive. Despite the “digital interfacing,” her imita-
tion machine-making bespeaks a technical prowess that
subverts the premise with a painstaking, hand-wrought
style. Computers may not yet rule the world, but they
make up an ever-larger part of the artist’s toolbox.
Maybe this is just a fad, a new toy to explore, or perhaps
unknowingly, artists have already become their tools.BR
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Videodyssey

GALERIE ANNE BARRAULT

Anthony Poiraudeau

12 Jan 2008
La galerie Anne Barrault présente «Videodyssey» conjointement a la Parker’s Box

(galerie new-yorkaise de Brooklyn): sept artistes vidéastes choisis par Alun

Williams, directeur de la Parker’s Box.

Chacune des vidéos dispose d’un accrochage spécifique, selon la hauteur et la taille de 1’image sur la cimaise, selon
qu’il s’agisse d’une projection ou d’une diffusion sur moniteur, et selon la disposition du moniteur. Deux vidéos sont
projetées aux murs (les autres sont visibles sur moniteurs): 1’ceuvre de Philippe Bazin et celle de Simon Faithfull.
Trois des sept vidéos sont également sonores: celles de Steven Brower, d’Agnieszka Kalinowska et de Jason
Glasser.

The Jesuses de Patrick Martinez est présenté sur un moniteur accroché verticalement et en hauteur, comme un
crucifix. L’ceuvre est un montage trés rapide de photogrammes de nombreuses représentations du Christ en croix, de
Descentes de croix et de Dépositions du Christ, issues de la peinture classique.

L’artiste n’a extrait des peintures que le corps du Christ, sans son environnement pictural. La vidéo se déroule sur
fond noir. Les postures du Christ sont suffisamment proches les unes des autres pour que leur montage rapide
produise une animation cohérente.

La séquence commence avec le Christ crucifié, se poursuit avec le corps penchant vers la gauche jusqu’au sol,
comme s’il chutait, repasse progressivement a la station verticale avant de chuter a nouveau vers le c6té droit.

Le corps allongé au sol clot I’ceuvre. Les variations de postures d’une image a 1’autre donnent au corps animé des
convulsions et des sursauts de douleur, hors de tout autre contexte visuel que le fond noir permanent.

Sur fond de musique rock, Le Lion et I’oiseau de Jason Glasser est une vidéo d’animation ou un lion poursuit un
pigeon. Par des procédés informatiques, 1’artiste insere sur un fond jaune des dessins filmés en super 8 noir et blanc.
Les animaux qui évoluent au milieu d’éléments paysagers changent de morphologie et deviennent des créatures


https://www.paris-art.com/lieux/galerie-anne-barrault/
https://www.paris-art.com/createurs/philippe-bazin/
https://www.paris-art.com/createurs/steven-brower/
https://www.paris-art.com/createurs/simon-faithfull/
https://www.paris-art.com/createurs/jason-glasser/
https://www.paris-art.com/createurs/agnieszka-kalinowska/
https://www.paris-art.com/createurs/agnieszka-kalinowska/
https://www.paris-art.com/createurs/patrick-martinez/
https://www.paris-art.com/createurs/mike-rogers/

fantastiques, le lion n’ayant plus que ses deux pattes avant pour tout corps, ce qui lui donne une stature verticale
évoquant un étre hybride, mi-homme mi-lion.

L’ensemble des autres ceuvres semble questionner — entre autres et chacune a sa maniére — le caractére partiel de
notre perception de I’espace. Cross Country, de Mike Rogers, est un enregistrement en super 8 de la traversée des
Etats-Unis, d’est en ouest, que fit l’artiste en voiture. La vidéo montre en accéléré, et derriere le pare-brise, la
progression constante du véhicule sur les autoroutes. Les milliers de kilometres parcourus se réduisent alors a des
variations progressives d’intensité lumineuse et de conditions météorologiques. Le territoire disparait derriere la
présence obstinée de la route et du ciel.

Conrad Carpenter’s Ladder, de Steven Brower, montre un astronaute américain en train de gravir sans fin une
échelle. La blancheur et la brillance de son équipement tranchent sur le noir sans fond de I’espace ou il évolue. Cet
homme seul ne semble aller nulle part, si ce n’est dans le vaste espace que les missions pionni¢res américaines ont
voulu annexer, mais qui nous reste tout a fait opaque.

Dans Ski centre, Philippe Bazin montre en plan fixe une station de ski apres 1’hiver. Ce territoire de plaisance tres
aménagé est alors vu a I’arrét, désceuvré, comme au dépourvu. La remontée mécanique inactive est le témoin muet
du vent et de ’alternance d’éclaircies et des dernieres averses de neiges, entre lesquelles la neige fondra bien vite.

Dans Well, That Is What Everybody Thinks About Us Militaries..., d’ Agnieszka Kalinowska, de jeunes marins
militaires conversent dans une salle en regardant au-dessus d’eux, sous le regard de ce qui les surplombe. Ils
semblent décrire, dans une langue incompréhensible, et avec pénétration, ce panorama invisible. Ensuite, I’'un d’eux,
une femme, revient dans la salle et s’adresse a elle-méme, les yeux toujours rivés vers le haut, pour confier ses
espoirs et ses peurs, dans la perspective du long voyage que sa carriere va lui faire entreprendre.

Escape Vehicle n°6, de Simon Faithfull, retrace le voyage d’une chaise accrochée a un ballon-sonde. On la voit
survoler la ville, traverser les nuages et trouver la lumiere du soleil. Puis surplomber la vaste mer de nuages sans ne
plus voir le sol, mais en distinguant la courbure de la Terre. La chaise devient alors la proie de vents tres violents,
avant d’entamer sa désintégration.

English translation : Rose Marie Barrientos
Traduccion espafiola : Maité Diaz Gonzales
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Parker's Box
February 24-March 27, 2006

Parker's Box provides a glimpse of very recent European video (all from 2005) with Videodyssey, an exhibition alzo
staged at the PULSE art fair and, in a different version, at Galerie Anne Barrault in Paris. The five arfists
represented here tend to indulge in spectacle and whimsy even when dealing with such topicalities as cultural
representation, militarism and religion—an approach that seems a far cry from the sef-obsessed body politics of
many of their American counterparts.

Jordi Colomer's Arabian Stars was shot in Yemen, where the artist placed placards ingcribed with names like
Minnie Mouse, Picasso, Bruce Lee and The Ramones, handwritten in Arabic, in the hands of its citizens. The video
consists entirely of these ordinary persons carrying their signs through city streets, across stretches of desert and
along a windswept highway. The piece is absurdly overlong, which, for the patient viewer, is the source of its
humaor; one extended take after another, set against timeless landscapes or sumptuous vemacular architecture,
compounds the ridiculousness of the jutapositions, leaving us to contemplate not the remoteness of Yemen, but
rather the provincialism of our own Westem experience.

“Well, that is what everybody thinks of us militaries” by Agnieszka Kalinowska Is primarily & monalogue by a
waman in a military uniform musing on the joys, skills and nsks of her chosen profession. The video's minimal
production values and the airy generalities of the script feel somewhat slight and confounding, although injectad in
spots with unexpectedly clear-eyed poetry. Jason Glasser's animation Lion et Oiseau is also slender in its means
and content, but it doesn't seem to intend to be any weightier than the fanciful black-and-white creatures collaged
against its oddly attractive wheat-yellow backdrop—a two-legged lion, a headless ox, an apparently intact pigeon
and a unicom—all moving with a halting, childlike gait to a catchy electric guitar score.

The punchiest videos in the show are also the ones based on the simplest ideas. For The Jesuses, Palrick
Martinez compiled hundreds of reproductions of the Crucifixion and Deposition, mostly from Renaissance sources,
and eliminated everything except the body of Christ. He then placed the cutout images against a black background
and sequenced them, one per frame, into the film. The resulting animation is a mad, beautiful, agonizing dance
that ends only when the body descends from the invisible cross, writhing like Warren Beatty in the bloody climax of
Bonnie and Clyde, and then falls prostrate for a split second before disappearing altogether,

And Simon Faithfull's Escape Vehicle no. 6 focuses on a simple metal frame chair—the kind you'd find in a
cafeteria or convention hall—tethered to an ascending weather balloon. The chair seems to beckon you to take a
seat even as it spins wildly at the end of its cable, its image growing grainier as the unseen balloon rises to an
altitude of 30 kilometers, where the curvature of the earth is plainly visible. Acrophobes need not apply, the
quotidian familiarity of the chair and its primeval promise of rest and comfort, combined with the fantastically
vertiginous heights that it fies across, seem to violate some bagic and very personal sense of zecurity. The video
feals like a fever dream in which you discover that the floor has suddenly vanished from beneath your chair, and
before you know it, you're clinging for dear life at the edge of the atmosphere and praying that gravity isn't all it's
cracked up to be.
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11 awvril 2006
Hormme crucifié
A la galerie Anne Barrault, jusqu'au 22 Avril.

Ce n'était en rien prémédité aprés le billet d'hier, je sortais simplement de chez mon coiffeur (le mérme que lui 7),
& qui j'avais parlé de brosses, et je zigzaguais de galerie en galerie rue Saint-Claude : de la musique chez Frank
Elbaz, de linfiniment petit chez Eva Hober (a suivre), Mircher déja fermé, et Videodissey chez Anne Barrault : sept
vidéos venues de Brooklyn.

Beaute intemporelle de Ski Center de Philippe Bazin, temps qui s'@coule et qui vous glace littéralement.
Enervernent devant les militaires incompréhensibles d'Agnieska Kalinowska. Impatience devant les animaleries
doucedtres et fantastiques du Lion et ['Qiseau de Jason Glasser, Amusement face au temps raccourci dans Cross
Country de Mike Rogers (traversée des Etats-Unis, une image tous les 160 métres) et 4 I'espace raccourci de la
chaise voyageant dans |'espace de Espace Vehicle n6 de Simon Faithfull. Vous en saurez plus ici.

Fremier arrét prolongé devant un cosmonaute effectuant une sortie dans 'espace, grimpant une interminable
échelle: Conrad Carpenter's Ladder, de Steven Brower. Tache de Sysiphe de cet homme dont le casque doré ne
dévoile rien, épopée inutile et glorieuse de I'espace, mais ici nulle apesanteur, nulle [égéreté, pas de "big step for
mankind" bondissant, chaque pas, sur chaque bamreau de I'échelle, sernble peser une tonne. Le tout sur un fond
noir (l'espace intersidéral) qu'on retrouve dans la vidéo suivante,

Le moniteur est accroché haut sur la paroi, De loin, une forme apparemment est agitée de soubresauts rapides,
violents, syncopés, elle bouge frénétiguemnent comime frappée d'électrochocs; d'abord verticale, elle se couche,
puis se reléve, ses bras battent, ses formes, ses couleurs ne cessent de changer. On s'approche et on découvre le
corps du Christ, de mille Christs: photogrammes détourés, sur fond noir, sans croix ni suaire, ils viennent de
Byzance, du Quattrocenta, du baroque, des Flandres, peut-&tre aussi du coté de chez Rouvault ou de chez Ensor,
on ne sait, chagque image ne dure gu'une fraction de seconde, st i peine reconnaissable. On se prend & vouloir
ralentir, reconnaitre, identifier, mais qu'importe, on est emporté par cette danse de douleur, sans musigue,
aucune musique ne peut accompacgner ce ballet tragique, descente de croix aprés crucifixion, comme une break
dance aprés, je ne sais pas, du charleston peut-étre; la douleur pourrait aisément laisser place ici 3 une certaine
sérénitd, voire a de |a sensualité. Ces Christs sans accessaire, sans fond nous ameénent & méditer non seulement
sur leur universalité religieuse et artistique, mais surtout sur notre regard, que nous soyions croyant ou non, en
cette Sernaine Sainte, sur notre capacité i identifier les symbaoles, les codes indépendamment du contexte, i
extraire 'essentiel, la quintessence de ce qui est peut-étre l'image la plus répandue de l'iconographie
occidentale. C'est une vidéo de Patrick Martinez, Frangais vivant & New York, titrée the Jesuses, pluriel barbare et
pew suphonique, le l'aurais bien achetée et mise en boucle au-dessus de mon bureau...
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FRICHE
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DE MAI

ouvert du mardi au samedi de 15h a 19h
Galerie Friche la Belle de Mai
41 rue Jobin, 13003 Marseille

triangle@lafriche.org
www.lafriche.org/triangle

Strangers in the night

Emmanuelle Bentz . Christelle Familiari . Camille Henrot .
Lina Jabbour . Patrick Martinez . Myriam Mechita .

Vernissage le jeudi 2 février a partir de 18h30

Strangers in the night présente le travail de six artistes aux pratiques multiples qui vont du
dessin a la vidéo en passant par la sculpture et I'installation.

En confrontant des oeuvres ou se cotoient le corps-machine, I'objet organique, la maison-monde et
toutes sortes de créatures indéfinies et indéfinissables, Strangers in the night propose un répertoire de
formes hybrides, un voyage entre greffes et rejets qui dessine en creux un assemblage de I'univers,
étrange, poétique et irréel.

Bien des expériences artistiques affichent aujourd'hui comme ressort de création l'incorporation de
composantes hybrides. Dans son sens courant, le terme "hybride" signifie "composé de deux éléments
de nature différente anormalement réunis". L'enseignement de I'hybride est donc d'une indéniable
richesse puisque d'une part il concerne des procédés (substitution, inversion, collages) qui entrainent
une critique du signe, et que d'autre part il conduit a une multitude de formes dont les
caracteristiques sont : I'entre-deux, la coupure, la métamorphose, le combinatoire, I'effraction,
I'inquiétude, bref, tout ce qui nait d'un travail d'instabilisation. Ce n'est pas seulement affaire de style,
mais de déplacement du sens dans le langage. Ne pas seulement écrire les impressions communes, ce
que tout le monde reconnait, ne pas peindre simplement des personnages stéréotypés aux
identifications trop aisées, mais prendre le risque d'une différence et d'une irrésolution, réveillant en
route monstres et chiméres.

Le spectre de I'hybride nous conduit ainsi des films mutants de Camille Henrot aux trophées baroques
de Myriam Mechita, en passant par les vidéos de Christelle Familiari ou des créatures mi-homme mi-

monstre s'ébattent a l'infini dans un univers fantomatique et irréel. Le brouillage de la perception est

également a I'oeuvre dans "l'alien" de Patrik Martinez, sculpture minimale déformé par jeu de miroir,

mais aussi chez Emmanuelle Bentz, dont la vidéo "wallparty" provoque dans un méme temps rire et
inquiétude. Quant aux dessins de Lina Jabbour, ils provoquent en nous un sentiment d'incongruité,



une tension entre plusieurs « corps » d'univers variés, une confrontation entre I'intime et I'urbain,
I'organique et le statique.

Patrick Martinez

La diversité et la fluidité du travail de Patrick Martinez sont sans doute a I'image des contextes
culturels contrastés au sein desquels il a travaillé, d’abord en France, puis au Japon et depuis 2001, a
New York.

A travers une grande variété de médias, I'artiste met en place des dispositifs expérimentaux qui
interrogent les notions de processus, de mobilité, d’adaptation et de résistance. Ses matériaux de
prédilection incluent souvent des éléments versatiles tels que le son, la lumiére, la matiére en
transformation, des liquides, la fumée, le vide et le néant.

Ces substances peuvent tout a coup envahir I'espace d’exposition alors méme que Martinez les
contréle, ou justement joue a ne plus les controler.

Cette précarité de l'artiste lui confére une dimension néo existentialiste.

Ses tentatives pour harnacher la matiére méme, sous la forme de sculptures ou d’installations par
exemple, vont de paire avec une recherche plus vaste ol I'art (et peut-étre la vie?) est considéré
comme une chose prise dans un cadre plus large.

Explorant la matiére dont nous sommes faits selon la méme perspective, son “Alien”, une espéce de
sculpture bulbeuse dressée devant nez un miroir déformant, est comme en contemplation devant le
reflet de ce qui aurait pris I'allure de la normalité, si tant est qu’elle existe.

Alun Williams.
Traduction : Alexandra Borer
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Critic’s Pics

“The Ends”
Patrick Martinez at Parker’s Box

Patrick Martinez continues his surreal

~manipulation of elemental forms in his

bizarrely elegant solo show. A layer of
smoke hangs in the main gallery, slowly
spewing from three black garbage bags,
creating the illusion of thinly veiled walls
delineated by a hanging rectangle of tape.
Together, they generate an atmospheric
room within the gallery where two bass
speakers dance around to a sub-audible
signal. In the back gallery are several draw-
ings that like the dancing speakers, seem
to be about creating patterns and spaces
out of nothingness. Martinez coyly titles the
show The Ends, referring to the systemic
means employed to generate the draw-
ings and cloudy, illusory space. In between
Martinez creates an inky void having emp-
tied a can of black spray paint on a single
spot. Martinez deftly conjures a beautiful
nothingness out of signals and noise.

William Powhida
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Patrick Martinez
The Showroom East End

here are thudding loudspeakers and

dry ice, but this exhibition by
American artist Patrick Martinez — part
of an exchange project with Brooklyn
gallery Parker’s Box —1s far from a repli-
cation of a rock-concert experience. The
condensed gas spews slowly and
delicately from a bin-liner and a black
plastic dustbin connected to a smoke
machine; i1t barely clears their rims
before dissipating —so no chance for the
scent to spur Proustian daydreams of
my finest teenage evenings. The foggy
drift i1s echoed in a video wherein the
artist manipulates various liquids in
slow-motion close-up and turns them
into toxic-toned landscapes that mutate
achingly slowly. Meanwhile, another
example of diffusion has hit the wall, in
the form of a circle of black spray
paint ringed with a halo of fainter
droplets — graffiti passed through a
scrim of abstraction.

Martinez i1s also a musician who
makes sub-bass compositions that
sound like soundtracks for aspirin
advertisements yet vary enough to be
weirdly beguiling. They play through
two subwoofers flipped on to their backs
and mounted on truncated metal stools;
the frequencies cause the lighter stool to
thud about restlessly on the plywood
base. This all pertains, we're told, to the
artist’s sense of displacement and diffu-
sion; what it also shows i1s a nous for
twisting a theme through a variety of
minimal and seemingly unforthcoming
media. When the juddering sounds
bring the two epileptic speakers jog-
gling together on the dancefloor, the
effect is almost romantic.

Martin Herbert
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>THROB
STEVEN BEROWER, SIMON FAITHFULL, PATRICK MARTINEZ, TERE RECARENS, MIKE ROGERS

EXHIEITION DATES: FEBRUARY 18 = MARCH 21, 2005
GALLERY HOURS: FRIDAY TO MOMDAY 1 TO 7 PM
OPENING RECEPTION: FRIDAY, FEBRUARY 18, &- 9PM

Pairick Martises, Unisiled { Afier the Yisdhle Human Project & 5002 courtesy af The Mafowal ibrary of Medictee

Throb, iz a group exhibition of video works by five Parker's Box arists living respectively in Brooklyn,
Manhattan, Los Angeles, Berin and London. Their diverse uses of video as a medium are sirongly
linked by the fact that in each case the artist has adopted video as a means to achieving a particular
end, recording experiences and experiments, rather than simply setting out to "make a video™. The five
artigts in Throb, all tackle human parameters - physical, psychological and cerebral, and offer us a lively
tour along a few of the frontiers that challenge us Homo Sapiens.

The foundations of Throb are provided by Patrick Martinez and his unconventional video diptych,
Unfitted {Affer the Visible Human FProject), in which the artist has animated the lateral lager slices of two
human corpses (male and female) photographed for the Mational Library of Medicine. Martinez' simple,
but labor intensive idea takes us on an unfamiliar expedition through the human body from head to toe
and back again. Works by Tere Recarens and Mike Rogers both flit with an almost abstract
documentary medium in which Recarens explores the dedicated but anonymous efforis of the amateur
pole-vaulter, and Rogers records the obsessive, endless drumming of a California teenager hidden
behind the closed doors of a suburban garage. In Simon Faithfull’s recent work, 30km, his video
camera becomes our eyes, as he attaches it o a weather balloon and launches it into the air. It
“watches” the assembled crowd get smaller and dizappear, then fields and physical features merge into
landmass, until the curve of our planet becomes visible, and the camera wanders off into space.
Steven Brower iz also concerned with the symbolism of space, but hiz character, Conrad Carpenter,
The Underemployed Astronaut, stays firmly on the ground, as Brower offers us another episode in his
exploration of the Apollo legacy, and Carpenter deals with the frustrations of being an American Hero in
appearance and training alone.

While Patrick Martinez uses the literal dissection of the human body as his subject, the other artists in
Throb are also dissecting human activity in different ways, revealing its absurdity in relation to the
bigger picture. This existential attitude is al the same time balanced by a clear preoccupation with
strong formal gualities in these works, from Recarens' real interest in the sculptural properties of a pole-
vaulting equipment, and Brower's investigation of space paraphemalia, to Mike Rogers’ video fixation
with a garage door and its drumbeat, Simon Faithfull's airy views of landscape and Pafrick Martinez’
esthelic presentation of sliced human meat.

Steven Brower's Lunar Excursion Maodule (Mon Funcions! Surplus Haroware) is curmently on semi-permanent display at Art
OMI, New York; Simon Faithfull ended 2004 with a solo exhibition at the Centre for Conternporary Art, Glasgow, UK; Patrick
Martinez" ambitious instellation Bubbiing Green (inaugurated at Parker's Box Movernber 2003) is currently part of the exhibition
Frocess amd Percepbion at Kenmesaw University, GA; Mike Rogers' work is on view at HOTEL, London, UK; and Tere
Recarans’ most recant solo show, Shoofimg Star, was in the fall of 2004 &t Galleria Maze, Turin, Haly.
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Patrick Martinez: an intervievw with Parker's Box

Parker's Box (PB): Some of your work fits easily into a conventional gallery setting, while other
things that you do are totally outside of it. A sculpture like Fantassin (1992), or the video
Freestyle (2001), really demands that conventional context, but your activity as an artist
explores a wide range of practices and maodels of presentation. | was thinking that your maost
unorthodox installations, your forays into industrial design, or the experimental music
performances (1) are ultimately different explorations of the way your work relates to the

spectator and hisfher perceptions. So how conventional or not is your work in the end?

Patrick Martinez (PM): Right after the Sex Pistols era, when Johnny Lydon started to perform
with PLL. he usually wore a suit and tie, which | found disturbingly conventional. Fooling the
fans’ expectations when punk was on the verge of becoming the next convention was a precise
and efficient attitude, and, of course, the notion of convention is always relative. It's about

& manufacturing a consensus, which only has any value at a given time - politically, socially,
culturally... It is true that | often want to make use of such a consensus, and that was certainly
the case for Fantassin, which invites the spectator to “take up position’ {in all senses of the
waord). Freestyle, on the other hand, shows airliners performing acrobats. In a conventional
context {gallery, cinema ate.) the illusion of normality is somehow reinforced, and it does take
a while before the viewer realises that it's simply made by very controlled movements of the
video camera.

So the public exhibition is the best way to present certain kinds of work, It provides a particularly
well-defined relationship with
time and space as well as with
the spectator. The use of
maverment and sound in many of
my installations capitalises on
this, while other works like Alien
{2003}, with its distorting mirror,
places more specific importance

Fantassin
1992




on the direct relationship with the public that is only possible in an exhibition. But exhibitions
are just one way of presenting work, albeit an important one. When my work with experimental
music ends up as a concert, it really is an extension of the problematics of performance as

visual art and of the physical implications of presenting work - somehow in the same way as

sculpture, installation, video etc.,

PB: | think it was Albert Camus who said that every artist always makes the same artwork again
and again. | always took this as license to follow lots of ideas, however different they might
seam. Do you see, for example, an installation like Bubbling Green (2003), and a work like

Scan-X (2003}, as being what Camus would see as different versions of the same work?

PM: It’s true that an idea can have a number of different wehicles, and I've noticed that certain
ideas and precccupations sometimes reappear without me realising at first that they are the

same, That's not quite the case with Bubbling Green and Scan-X, although, while both works
have their own specific history and were triggered by differant concerns, Camus might be right
in the end. Bubbling Green, is an installation that | have created (differently) three times now

in as many years. It uses

fluorescent green paint that fills
up large heles, usually in the floor,
and it bubbles thanks to a system
of compressed air, tubing etc
Paint, in its ligquid form, doesn’t
represent 311'3.-'”'Iil'|{:|, not even an
abstraction. It fills up a specific
space, and might even overflow
from it. Furthermore, paint in a
hole in a way suggests that it's
only the visible part of an
underground mass that has no
definable limits. The paint that |
use was specially developed for

me by Golden Artists’ Colors, and

Scan-X
2003




not anly does it have a very particular viseosity in order to accentuate the bubbling action and
the sound it makes, but it has the rare properties of being translucent with low apacity, as well
as baing fluorescent. In other words, it is algo trying 1o maneuver itself as close as possible to
the properties of light, and of course colour and light are as indissociable in painting as they
are in science. Bubbling Green sometimes gives the impression that it is also its own light
source, and | wanted it to have the potential to evoke fundamental questions (of art and science},
while also creating a suggested narrative and science fiction type atmeosphere which again could

parhaps grab the spectator by challenging their conditioned perceptions,

On the face of it, Scan-X seems to be on the opposite end of the formal poetry scale. However,
it also has a fundamental relationship with light, The piece is made up of a series of quite
abstract, minimalist images that are the result of controlled apening and closing of an empty
scanner while it records the (non) image. Surprisingly, the dark zones are a recording of the
outside space, while the light areas correspond to the recording of moments when the scanner
was closed. For me, Bubbling Green, and Scan-X, are closely linked by their paradoxal relation
to light, and all of the notions that accompany that fact. At the same time, both pieces forefront
their own materiality, and emptiness. | certainly did want both to be contemplative, and open

to interpretation.

PB: Your artistic practice has developed in a number of culturally different spheres, and | know
that you elected to uproot yourself on a number of occasions, often with very limited means.
How much do you think your self-imposed displacement into other cultures has influenced your

practice?

PM: We ware discussing the
relationship between my wark and
its context, and | often think of this
in terms of adaptation and
resistance. On a personal level,
whaen it comes to confronting
another culture, | think these

notions of adaptation andfor

Froestyle
Video still, August 2001




resistance are also very relevant. Experiencing the harshness of being a foreigner is very

formative. In the beginning, | found that my creativity often resulted from clumsiness or lack
of adaptation. A good example of this is language. | began learning English in Tokyo, where
it's the simplest way to communicata, My English was bad, with poor structure and vocabulary.
Yet my thinking was getting more accurate, since it became more direct in the absence of

style. This process is particularly interesting to me and certainly underlies some of my video
work and drawings. Also, I've found that my art has become physically lighter in parallel with
my successive moves. | think the idea of mobility was there from the beginning but travelling
has reinforced it. Recently, it's developed towards even more dematerialisation as in the work

for the Showroom, which involves sound waves and smoke.

Parker’s Box
Parker's Box is direoted by Allyson Spellacy and Alun Williams

(1) With Lapin Kulti (duo consisting of Patrick Martinez and Finnish artist, Piivi Biorkenhaim)

Aliern
2003

Photo: Etienne Frossard




The SENTINEL

Stephen Valdes
Staff Writer

Students gathered on the
sidewalk to the south of the
English building to view myste-
rious sewers.

The unfamiliar sight was
sitting underneath two canvas
tents, and bubbled with green
slime that looked remarkably
similar to the “ooze” from the
“Teenage Mutant Ninja Turtles”
movies. |

Was it a problem with cam
pus plumbing or a science ex-
periment gone wrong ? Not at all.
This spectacle is part of a new
modern art exhibit, ‘“Process
and Perception.”

The exhibit opened in the
Sturgis Library Art Gallery on
Jan. 19 and will be available to
the public through March 1.
Tying into KSU’s “Year of
France,” the gallery features the
work of French artists, Stephen
Dean, Anne Deleporte and
Patrick Martinez who currently
live in New York. The artists
visited KSU for three days to
present their work to students in

Wednesday, February 9, 2005

classes and at the grand open-
ing.

The outdoor exhibit,
“Bubbling Green,” is not what
most people expect to see when
they think of art, but it fits in
quite well with the many features

~of “Process and Perception.”

There is a sculpture in the gal-
lery called “The Alien.” It is
positioned in front of a mirror

~in such a way that its reflection

resembles E.T.

In another part of the gallery,
two wall-sized photographs ap-
pear behind glass windows that
are covered in a filmy white
substance. Visitors are encour-
aged to scrape this material
off in whatever way they please.
Students have dfawn pictures,
written their names and adver-
tised fraternities on this piece
of interactive art. One of the
French artists used a ball point
pen to draw numerous little
objects on a large white piece
of paper. He filled in the empty
space with drawings of french
fries. This too is on display in
the gallery.

The exhibit utilizes vari-

Nick Mracek | The Sentinel

The unfamiliar sight of bubbling, green liquid draws attention from students.

‘Bubbling Green’

French art makes presence known on campus

ous types of multimedia. On
one wall there are photographs
which progress from all white
to all black, as if someone were
shooting away the white with a
shotgun. While you look at these
pictures, you can hear gunshots
going off as a recording is played
from a nearby audio device. Just
past the front door of the gallery,
two large televisions sit across
from one another. One plays
footage from a carnival in Brazil,
the other one shows us the crowd
at a soccer stadium in Argentina.
Each film is full of color and
sound, but the meaning is ob-
scure. As a matter of fact, there
is not a piece in the gallery that
has a clear intent. So what is the

point of 1t all?
The name of the gallery,
“Process and Perception,”

seems to imply that the artists
wanted to challenge the way
that people process and per-

ceive the world around them.

The artists wanted to make
their visitors think. If this 1s the
goal, these artists have accom-
plished it through their strange
and interesting works.
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> THE ENDS Wioof. detail of installation at Parker's Box
PATRICK MARTINEZ

EXHIBITION DATES: SEPTEMEBER 16 — OCTOBER 17, 2004
GALLERY HOURS: FRIDAY TO MOMNDAY 1 TO 7 PM

OPEMING RECEPTION: FRIDAY SEFTEMBER 16, 6-3 PM
BEER BY CARLSBERG

Parker's Box is delighted to open its 2005-2006 season with a solo exhibition by New York based artist, Paltrick
Martinez.

The arkst has ttled the exhibition The Ends which may seam sirange for a season opener, but the cinematc
plural nacessarily means repeated new beginnings — a halimark of Martinez' practice, and in this way can further
be taken to rafer to the artist's multiple intentions (his ends) in successive and contrasting experimantal woarks. It
also refers to spacific works in the show, like the drawings made with what's left of chosen drawing instruments,
{mostly markers and ball pens) in some cases worn right down to mere stumps (or ends) of plastic.

Regular visitors to the gallery will remember Martinez' previous exhibition, Ligwd, which included an installation
made up of several large holes smashed into the gallery floor, and containing a translucent green liguid! whose
thixotropic bubbling echoed throughout the exhibition space. This work was characteristic of Marbnez' practice, in
which the arlist's choice of materals is dictated by his desire to constantly reinvent his relatonship with his
artwork, and his ability to conjure strong presences and often unexpected identities from the most unlikely
components. In some cases this is achieved by a simple but technical pirouette, as in his installation Fre! (shown
at the gallery in 2002) where slides of bright explosions manufacture their own deafening soundirack as a
microphone amplifies the mechanism of the slide projector. As a result of such thought processes, Martinez is
oftan drawn to the use of what ostensibly are the most unstable materials and madia such as sound and Eght,
smoke and mirrors, air and water. Even when he resorts to more “arthodox” practices such as drawing, video, or
sculptura, the contexts he develops make these disciplines the vehicles of arfistic ideas that can ulimataly
challenge spectators’ conventional perceplions.

Mew works in the exhibition, developed for Parker's Box and The Showrcom (Londen), include Woof, an
installation in which "music” with carefully calibrated frequencies endows up-turned speakers with the faculty of
movement across a white dance floor, as well as Whoosh, a sculplure in smoke using various tubes, containers
and timars to train this most unpredictable of materials to hold and repeat its “pose”. The exhibition is completed
by a series of drawings, a video work concentrating on the eraser as animation tool, and a minimalist graffiti piece
using a single aerosol emptied on one spot on the wall.

For further information, directions sio. pleass call the galiery or visi parfkersbox com
Biagraphical and background information an the artist at: ww pabrickmartinez. ret

I “Martinez Bubbling Green’ by Golden Paints
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= N> ECSTASY?X3

Part One: Virginie Barré & Joyce Pensato
OCTOBER 21 - 24, 2005
OPENING RECEPTION: FRIDAY OCTOBER 21, 6-8 PM

Part Two: Tim Laun & Chris Miner
OCTOBER 28 — 31, 2005
OPENING RECEPTION: FRIDAY OCTOBER 28, 6-9 PM

Part Three: John Bjerklie & Patrick Martinez

NOVEMEER 4 -7, 2005

OPENING RECEPTION: FRIDAY NOVEMBER 4, 6-8 PM

with a performance by John Bjerklie as a part of The Williamsburg Gallery Association saluting
PERFORMAQDS: the first biennial of visual art performance.

GALLERY HOURS: FRIDAY TO MONDAY 1 TO 7 PM
BEER BY CARLSEBERG

That unmatched form and feature of blown youth Blasted with ecstasy.
Vililliam Shakespeare.

Dictionary definiions of ecstasy describe it as: g fiesling of infense delight & mental sigfe in which self-
confrel and somatimes consciousness are lost, usually caussd by intense religious experience. sexual
plessure, or drugs.

The fact that Western society has built large sections of its foundations on the guest for parsonal
fulfillment and achievement means that allusions to ecstasy are particularly rife in our society's
marketing sfrategies. Advertising is the “vulgar® mouthpiece of this underlying constant,
manifesting itsell paricularly in inflated claims of instant physical andfor spiritual ecstasy,
automatically available through the purchase of advertised products, especially food, drink, cars,
toiletries and medication. The artists in Ecstasy’x3 exploit and explore notions and states of
acstasy particularly in relation 1o sociaty’s parceptions of it Curiously a concurrent axhibition
entitled Ecsfasy: in and About Altered Stafes is on view at the Los Angeles MOCA, and deals
more spacifically with artists’ representations of states of ecstasy, or works that may offer
changad states to tha viewar, (www.moca.org)

Continued over!
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Information sheet

Parker's Box, Brooklyn — Sound Exchange Project
[Woof : Patrick Martinez]

13 July = 14 August 2005

Wednesday — Sunday 13.00 — 18.00hrs

The Showroom is delightad to presant the first stage of its Sound Exchangs Project with Parker's Box,
Brooklyn: the sound installation Woof by Patrick Martinez. For his first solo show in London, Patrick
Martinez prasents three new works alongside one existing piece.

In the front space of The Showroom, Whoosh, 2006 follows a current precceupation in Marinez's
practice to lighten and dematerialisa, a reflection of Martinez's own self-imposed cultural
dsplacement, which in turn has resultad in thess increasingly more mobile and physically ight works.
Whoosh, combines the smoke produced by a smokea maching with prosaic materials, and Martinez
strikes a fine balance between revelation and disguise, on the one hand showing us the mechanics of
how the plece works and on the other employing a cunning sleight of hand to produce the mystarious
affact.

The other two works shown in this part of the gallery are the graffiti piece Bombing, 2005 and the
video Liguid World, 2003, As with Whoosh, Liguid Warld employs lo-fi maans to create spactacular
affect. Using a combination of liquids and camera movemeant Martingz works like an alchemist o
prompt chamical reactions within the materlaks he is using, As in many of his other works, in Liguid
Waorld the artist explores how the work relates to the spectator and his or her percaptions. A trick is
being played on the viewer: by working on a micro scale Martinez creates a dramatic other world that
refers to the macro. While Bombing (a term usad by graffiti artists to describe the act of tagging), is
made by emplying a spray can of black paint onlo one spot on the galery wall, Liguid Workd is the
product of the inherant rules or internal order governing the chamical make up and therafore reactions
af the liquids used. Common amongst the works shown in the front space i a random unpredictability
in the outcome of the piece which contrasts with the sfrictures that the arlists has decided to operate
within.

In the back space, Martinez's sscond new work made especially for The Showroom, Woof employs
woofer bass speakers. These emanate sub-base composiions by the artist, The speakers on their
specially constructed stands appear to 'dance’ in response to the frequencies that are being played
through them. It is hard 1o avoid projecting anthropomonphic qualities onto these cartoonish, three-
legged creations as they make thelr clumsy, faltering movemeants across the dance flpor.

(continued)

The Showroom Gallery Lid. | Registared charity #1055262 | Registered company &3184071
Compary limited by guarantes egsterad in England & Wales | Registered office 44 Bonner Aoad London E2 SUS.




New York

CRITICS" PICKS

Patrick Martinez

PARKER'S BOX

193 Grand Street at Bedford Avenue
September 16-0October 17

Whoosh, 2008,

Do the ends justify the means? This question, which must plague many If not all anists, was neatly rendered
moot by French artist Patrick Martinez's second New York solo exhibition, tited "The Ends.” Here ends
became means: Martinez used either markers or ball-point pens on the verge of expiration to execute his
drawings. The almost-dead markers lend a feathery lightness to his lines, so that the drawings made with
that unusual implement, such as Poisson Fakir (all works 2005}, possess an airy delicacy. In contrast, two
works done in ballpoint pen have a kind of ferocity; Untited, rendered in black ink. recalls the cloud of dirt
that trailed Pigpen. "The Ends” also includes Woof, an installation that dominates the main space: Two
loudspeakers, removed from their cabinets and set on short metal stools within a white rectangle painted on
the floor, literally dance to music composed by the artist. One speaker is lighter than the other (they are
different brands), and it bounces around the heavier one like a young boxer trying to intimidate an aging
champ. But the highlight is the site-specific work Bemb. To make the piece, the arlist stood in front of a white
wall and fired black spray paint at a single spot until the can was empty. It is a stark, alegant performative
gesture. Far from boding an end, this exhibition is a clear signal that we can expect still more interesting
work from Martinez.

—Claire Barfiant

All material in the artforum.com archive is protected by copyright. Permission to reprint any article must be cbtained from
Artforum.
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PATRICK MARTINEZ: WOOF
13 JULY- 14 AUGUST 2005

The Showroom presents a sound installation by Patrick Martinez, the first stage of the Sound Exchange
Project with Parker’s Box, Brooklyn.

Patrick Martinez works with sound, video and installation. While aspects of Martinez’s practice sit easily
within a conventional gallery context, many of his other activities as an artist explore a wide range of
practices and models of representation, including industrial design and experimental music performances.
All of these forms are different explorations of the ways in which Martinez’s work relates to the spectator
and his or her perceptions. As if reflecting Martinez’s own self-imposed cultural displacement, increasingly
his work has become more mobile and physically light: for The Showroom Patrick Martinez created a new
site specific installation using sound waves and smoke.

The second stage of the project - a new sound work commissioned by The Showroom - will be presented
at Parker’s Box, Brooklyn during Summer 2006. Parker’s Box is a young commercial gallery, that used to
represent practitioners well known to UK audiences such as, Simon Faithfull and Caroline McCarthy, as
well as other US and European artists. There were strong parallels between the location of Parker’s Box
in Williamsburg, Brooklyn and the East End of London (The Showroom’s former location) with its potent
mix of commercial, publicly funded and independent spaces.



in 2002, is based exclusively on the cryosec-
tion images produced by the National Library
of Medicine (NLM) for the Visible Human Pro-
ject®. The French visual artist Patrick Mar-
tinez employed these images to create two
animated movies, one for the female and the
other for the male. Martinez also digitally
reconstructed a number of images that were
missing in the original dataset of the NLM
(due to the division of the cadavers into four
blocks using a saw before serial sectioning)
and added them to the sequence to create a
complete journey (head to toe and back)
through each of the bodies. The videos are
looped and produce the hypnotic sensation of
an ebb and flow of almost abstract pictures.
They also give one the sensation of travelling
through the bodies at great speed. The two

INDEPENDENT
FILM
SHOW

Napol, Palazzo Dello Spagnuolo
Dicembre 2004

PATRICK MARTINEZ

Unritled (after the visible human project), 2002
New York/Besangon, mini-DV, color, silent, 3 min. of
infinite loop

This video is derived from the cross-sec-
tional images of the human body produced
for the ‘Visible Human Project’ of the National
Library of Medicine.

The Visible Human Project®, sponsored
by the National Library of Medicine, involves
the creation of complete, anatomically
detailed, three-dimensional representations
of the human body. It consists of magnetic res-
onance (MR) images, computed tomography
(CT) images, and cryosection images of rep-
resentative male and female cadavers. The
male was sectioned at one millimeter inter-
vals, the female at one-third of a millimeter
intervals. The video installation project Unti-
tled (after the visible human project), realized

62

LET'S GET TESTED

videos are intended to be shown next to one
another, on two distinct screens.

The two human subjects used in the orig-
inal project of the NLM were of different
heights and therefore the time necessary to
scan vertically through their respective lat-
eral sections is also different. Consequently,
this time difference puts the two videos pro-
gressively out of sync until they briefly catch
up with each other.

Patrick Martinez’ video document/artwork
deals with the limits of technological repre-
sentation of the human body, underlining the
paradoxical relationship between high reso-
lution and abstraction and playing with the
notions of symmetry, identity and difference...

Patrick Martinez

Since 1990, Patrick Martinez has been explor-
ing different forms of expression, including video,
sound art, drawing, installation and industrial
design. Through a wide range of media, he estab-
lishes experimental structures to examine ideas
about process, action, mobility, adaptation and
resistance. His work investigates the relationship
between the object and its context of presentation
in order to challenge conventional perception and
instead offer the viewer something broader, often
leaving more guestions than answers.

Born in France, Patrick Martinez now resides
and works in New York City.



193 GRAND ETREETI BKYMN; NEW YORK 11211 I 718 388 2882

Wivw. parkersbox.com [ PRESS RELEASE ]
LIQUID : PATRICK MARTINEZ

EXHIBITION DATES: NOVEMBER 28 — DECEMEER 22, 2003
GALLERY HOURS: FRIDAY TO MONDAY 1 TO 7 BPM

Parker's Box is delighted to present Liguid, the firsl Mew Yok solo exhibition by
Patrick Martinez.

In the emirenment that Marlinez has created for his exhibibon at Farker's Box, the
Mew York based arfiet sets out to animate the gallery with works that blur precon-
ceived notions of process and finizhed product. Paint becomes sculpture becomes L i u U i’ U
installation becomes video. and ambiguous substances permeate the space,

saaping through the very floorboards of the gallery, This is & world that links into
reality a5 much &s into science ficlion, fo outer space as much as to tabletop mi-

crozoems as in Martinez's film Liguid World, a homemade epic, with hand crafied
gpecial effecte, and cosmic vibrations.

Patrick Merfinez is an artist of greal diversity, working variously wilh innovalive film lechniques, chiscts, machines, drawings elc. a5 a
means to fulfill an endless flow of idess. One ares of practice forefrontied &t Farker's Box, desry desls with notions of *matter” and bath
itz angoing valee to the arfizt, and its frequent instability and impermanence. The gallery finds itzelf infiltrated by substances that may be
under the artist's control, or not, nudging Martinez towards a stabus as a kind of "nec-existentialist” Af the same time, his efforis to hamess
matter as sculpurafinstaliationfart, are parallaled by the complementary exploration of art (and perhaps lifa?), as stufl in a wider context |

Examplas of the latter are Untitfed (After The Visible Human Project) Martinez's video raconstruction of twe humans (male and femals),
realized from the exising Mational Library of Medicine archives of lateral laser shices of two enfire human bodies. (This film is to be shown
at a special ccreaning at the gallery on Movember 21, 22 a preview to this show. It can alzo be seen during the show by appointment,
of at The Center for Photography at Woodstock - see below * ). Exploring the matter we are made of in a similar way, his Alien figure, a
hlh-like sculptune standing in front of a disterting miror contamplatas its own reflection which gives it back some semblance of nermalsy
- whataver that might be

Patrick Martinez wag barn in Bezangon, France in 1969 and has exhibited in Europe, where he iz represented by Galerie Vallis in Paris
and in Japan and the LUSA

* Uinfifed {After The Visible Human Project) can also be viewsd until Dacember 21 at The Canler for Photography at Weoodstock, where
itis part of the exhibiion Diviming Fragments: Recancilimg the Body curaled by Koan-Jeff Baysa.

Liguid by Patrick Martinez has been made possible with suppart from the Cultural Services of the French Embacsy in Mew York, The As-
sociation Frangaise d Action Arlislique (AFAA) and Golden Artist Colors, and is part of a Patrick Martinez project in collaboration with Le
Pavé dans La Mare, Besangon, Franca

With special thanks {o: The Mational Library of Medicing, Pani Biorkenheim, Angela Garca, Jason Lang, Thierry Millotte, Eve Laroche-
Joubert, Tim Laun, Frederic Yvelin, and Tim and Mancy Grumbacher.
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Critical perspectives on arts, politics, and culture

| Potick Marinez, “Alen” (2003), ploster, wood
papiermdché, mefal, fun house mirror, paint, lamp.

Patrick Martinez
Parker’s Box

eep existential questions like

“Why are we here?” are answered
Dwith wit and empathy in Patrick
Martinez’s show Liquid. The title isn’t an
afterthought, but the theme of the concep-
tually analogous works. Martinez works
successively, building a quietly stunning
narrative starting with “Orange Wall”
(2003). The partition facing the exterior of
the gallery is painted neon orange that
absolutely glows in direct light like the flash
of an explosion.

Inside the main space, the reflected orange
light seeps in, giving the darkened space an
ambient glow. The room contains two dis-
tinct works, a video projection, “Liquid
World” (2003) and three liquid filled holes
in “Bubbling Green” (2003).The projection
is a montage of organic, fluid scenes that
evokes oceans and atmospheres. The beau-
tiful imagery shifts from wvast spaces to
microscopic views of strange life forms.The
soundtrack is limited to a sudden “big bang”
that snaps the soothing regularity of the
images and confirms one’s feelings that they
may be watching the birth of the universe.

DECEMBER 2003 — JANUARY 2004

1 his teeling 1s also supported by the souna
of the bubbling, neon green liquid that
appears to have flooded the lower levels of
the building, permeating the structure. It is
at once primordial soup, as well as toxic
spill. Still, there is a sense that life might
emerge at any moment from the green
soup. Expanding the cosmic narrative,
Martinez introduces a life form. A
monoped alien with a bulbous head con-
templates its own reflection in the back of
the gallery, but in a fun house mirror. Upon
approach, the sympathetic alien begins to
morph into an abstracted, vaguely
humanoid form out of modern art. The
show achieves a moment of poignancy and
pathos as self-awareness is presented and
experienced simultaneously in the mirror.
The viewer’s reflection distorts, while the
alien becomes slightly less distorted.
Martinez’s bizarre, sci-fi narrative suggests
the evolution of life culminating in the
fleeting moments of self-awareness signal-
Ing sentience.

Martinez’s subtle ironies in the intersection
of process, material, and subjectivity keep
the show from cheap theatricality or farce.
“Liquid World,” for example, was shot
entirely in a fish bowl using various liquids.
The epic scale is an illusion, as are the holes
in the floor, and the funhouse mirror.
Martinez, conceptually, is toying with mod-
ernist ideas of pictorial flatness and its rigid
adherence to abstraction by creating illu-
sions of depth and space, narrative and fig-
uration. His art traverses French conceptual
work as easily as Surrealism. Martinez
explores profoundly human questions with
deceptively simple gestures that don't so
much transform the physical space as psy-
chologically transport the viewer to anoth-
er world. Martinez respects the viewer’s
intelligence enough that he allows us to use
our imaginations freely.

— William Powbida
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Monomanie : on savait déja que l'artiste Patrick
Martinez avait ses petites lubies. Celle, entra autres, de
faire de ses meilleurs amis, parmi lesquels les artistes
Michel Blazy, Hugues Reip cu Jacques Julien, des
répliques miniatures, petites figures en platre habillées
comme & 'ordinaire en jean et pull noir, les bras en
croix ou vautrés dans un fauteuil.

Mais pour cette nouvelle exposition & la galerie GP & N,
Vallois, 'artiste donne & voir toute 'étendue de ses tocs
artistiques. Séjourmant au Japon, il installe devant la
télé une plague de verre et dessing tout ce qu'il voit
les pubs pour savon, le visage des speakerines, les
servieltes hygiéniques. Ses traits de crayon se
superposent, s'accumulant au rylhme du zapping
intégré de la publicité, et produisent au final des dessins
azimutés, brouillés. Technigue du cryptage.

Sinon, il peut aussi écouter de la musique : plagant son
crayon sur un disque vinyle, le jeune Patrick laisse filer
50n stylo qui tourne en rond et dessine des spirales
dans l'espace. A ses heures perdues, il dessine au style
bille, et dans Vrac, ceuvre magnifique, toute en noir &
blanc et qui flinte avec les genres du poster teenage ou
du fanzine rock, il entasse minutieusemeant tout ce qui
lui traverse 'esprit. Pourtant, rien de fou, de carcéral ni
d'hystérique dans ce travail : la monomanie n'ast pas un
travers involontaire, plus simplement un médium, une
technique d'inspiration, une procédure pour produire
des ceuvres variées, dans un mélange ordonné de
dessin, de vidéo, et donc de dessin animé. Preuve que
la monomanie paut voir les choses en grand : dans la
salle principale, Patrick Martinez a installé une
Ball-machine qui envoie sur les murs blancs de la
galerie des balles de tennis selon un angle precis : du
coup, les balles sont récupérées par un filet, retombent
dans la machine, repartent sur les murs.

Machine autonome, inutile, geste répétitif et
anti-romantique & souhait, tout juste capable d'omer |2
mur d'une jolie tache noire. Un wall-drawing tennistique
? Plutdt de 'art & I'gre de Mautomatisation des fonclions
humaines. =

Jean-Max Colard
30 nov, 2000
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Patrick Martinez, US 1998,Exercise (Boxing) 3 min

Initially, my work was based on exploring the concept of commitment in
sculpture. | didn't seek to limit myself to specific themes, but rather sought to
examine the processes by which my art was produced and then received by
the public, to shed light on these dark areas by focusing on action, process,
and mobility. Practice quickly became the central focus of my efforts. It allowed
me to define the three crucial points in the triangular relationship between my
activity, the artwork, and its perception, and to explore the various
combinations. The word "praxis" is intentionally ambiguous in French, as it
conveys both the idea of a particular skill and ability and, as in "practical," the
notion of versatility and adaptability to a purpose, since my aim is to posit my
art as a functional and generative mediator. This leads me to emphasize the
object and its background and to attempt to shed light on their singular
coexistence. These general ideas continue to characterize my current work;
However, | recently stopped focusing solely on sculpture and began exploring
other forms of expression such as video art, sound art, drawing, installation,
and design, as | want to systematically reinvent the rules and do what | can't
yet do. | focus on experimentation to assert my right to non-specialized, open
work. Generally speaking, my research topics are directed toward the
identification and activation of energy. This is also driven by the need to
explore and research different creative fields and their modes of production
and diffusion.

LINK:
https://werkleitz.de/exercise-boxing
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French artist shows the importance of being ridiculous

By Jes~iFer PUrviS
Sraff Writer

Srendhal, one of this century's
most brilliang interpretive critics

fires of passion. A man may be gified
with the most brilliant intelligence,
the sharpest wit, the keanest faculties,
and yet it will avail him nothing; for,
unless he has first fulfilled the one
essential condition. which is al some
time or other 1o have made himsell
unspeakably ridiculous, he will never
behald or make art otherwise than
through the dim folds of a veil.™

Stendhal was nod averse to appear-
ing a little ridiculous himself, in his
own writing —"a pande of enthusi-
asms apd detestation's” with a “fatal
weakness for anecdote,” as some
lager, more somber critics have
labebed him but probably the reason
why he is still read today.

The purpose here, however, is not
o discuss the merits of Stendhal, but
rather to sel in conlext humor or
ridicule, in the work of the French
artist Patrick Martinez, who did pre-
cisely as Stendhal suggested, in the
recent exhibition “New Media Mew
Face” curated by Keiji Nakamura
The exhibition can be summarized a5
an attemnpt to demonstrate the artistic
value of simple techmology. Martinez
explains his participation in the show
= “Nakamura was interested in
doing something different at 1CC, as
they usually have exhibitions dealing
with high technology and my work is
the exact opposile — always using
cheap matenals and simple 1echnobo-
gy, demonstrating the complete
process, as | did in the installation

‘Feu™ — a collection of scraiched
slides. depicting explosions, accom-
panied by the amplificd sound of the
slide carouse]

Mariinez, also as part of this exhi-
bition, screensd a series of short
films which featured him doing vasi-
ous silly, repetitively mundane
things. For example a seminaked
Martinez self-consciously pretending
o irony, in & single shat facing the
camer, imitates a rock star singing
intently aleng to the radio using the
showerhead as a microphone and
occastonally choking on the water.

On anather momator he is dressed
in cool clothes, stylish boots, jeans
and tight white T-shirt — playing a
guitar to a ghetto blaster in an empty
TOOM..

It continges — on another monilor
he repeatedly hits at a lamp cord with
all the eamestness of a boxer train-
ing, until the light finally cuts cut. On
the next one he repeatedly descends a
stiircase in as many wivs possible,

One that doesn’t feature him is
“Degomme™ (Erase) a meticulously
made, scatological animation of a
line propelled by a fart. Martinez
drew o hine with a pencil, filmed i,
and erased it and repeated the whaole
process until the animation created a
rapid movermnent over the paper in an
endless eycle of breathing, propul-
sion, exhawstion and death.

Martinez"s ability 1o ridicule him-
selfl im a mundane way, as he did in
this particular show — 1o not take
himself seriously and 1o objectily
that by reconding it and viewing it to
the public takes a ceriain brashness.
By not couching the work with any
mdern rony or wit, just miming and
repeating simphe actions, is brilliant
in its banality. Martingz is not

artempting 1o relay a message but it
could easily be read as an atack on
repetitive social mores and the com-
mon endless personal desire for
kudos — identifying one of the last
bastions of social sanction today as
being what is or is not cool o do.

Consequently, when faced with this

Patrick Martinez presented *Fancy” at CASA Gallery covering the whole space, the whole wall.

vainglorious ridiculousness — a
game of sorts, it is Tuch mone shock-
imng to viewers® sensibilities than
more explicit wor could be. It is
harder to read and pople fieel embar-
rassed by what the! see or feel that
they are being tricked by his camest-
ness and somehov made to feel

absurd in the active role of being
spectator. Martinez's self-parody is a
courageous one and a path which few
foods, angels or smart guys tread,
Since Martinez has been in Japan,
amiving two years ago on a French
cultural anist-in-residence program,
his work has become much more

immediate, compact and easily
nssembled and dismantled. To create
art that hides nothing of the

of the making, o incorporate the
processes to become part of the
work, is for Maninez his method of
demystifying art and a tactic he often
uses,

“I want to make a connection
between my own work and how peo-
ple see it, what I show is just that
process, the way I ransform some-
thing like a simple activity into a
temporal work, [ did the same at
CASA Gallery (in Nippori) when I
did *Fancy” (pictured left) a fluores-
cent drawing that covered the whole
space, the whole wall. At the begin-
ning it is just ke an automatic draw-
ing [ in & small size — just a
tangle of lines, & very mechanical
pracess. Then, | project it huge on
the wall and paint it with fluorescent
paint, £0 it doesn't exist if the black
light iz mot on. In this way I am
demonstrating concerns with time
and exposure — in & certain tme and
in & certain space. When the exhibi-
tion i over — | paint over the wall
amd it is gome. It has a hypaotic ambi-
€Rce, you can't get wsed 1o it as it is
only a momentary work ... like a
marker.”

Films, everyday objects, humor
and repetitiveness of everyday life
are tied up with many other projects
thai Martinez is working on. One
example is the ongoing film project
using perfect]y detailed miniatures of
his best friends — they become the
material to tell stories in real scenes
— by the sea or around a
but in a reductive world with a differ-
ent time and scale,

Whatever Martinez does, and he is
always doing something, there is
often a quirky element of humor or
the ridiculous. involved, although he
could mot be mone serious o passion-
ane about his raison d’etre. The point
is really in how his work is done:
incorporating simple repetitive
devices and sidelong glances at life's
vanity.
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In recent years, we see young artists who independently search for
expression with various kinds of media and exhibit their works in one-artist
shows or group exhibits at art galleries. We now see more and more works
which, while they may lack in technical advancement or may not be
sufficiently refined, attempt to develop a variety of fresh and highly
interesting ideas about the media. Here we often discover desirable works
which might perhaps be called études, whose creators will only later reach
wEHT 4 R 19985 perfection, or preliminary sketches in the media ans, rather than being
SHIMOGAWA Kei  THE GEMEALOGY highly perfected works of art.

(EN: BIIE— photo: Hayakawa Koichi)

Such exhibits often end without fanfare and are forgotten without the works
of art ever being especially noticed. We would like to bring together works
which show germinal ideas done with an awareness of the new media and,

Qu even if anly for a short time, make it possible to exhibit them anew.
Surely it is important 1o give attention not only to large-scale projects
1 | which make use of the best of the technology, but to focus also on
“smaller-scale” media art, which uses everyday familiar media in the

ITERCOMMUNICATION CENTER search for individual expression.
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POSt-mEdia art The Humour of Patrick Martinez.

By now, the media arts are surrounded by so many people with
English-sounding titles like engineer, programmer, operator and, if
lucky, sponsor with the latest equipment they manipulate, that the
artist himself becomes hard to find in the crowd, making for a drastic
situation. The cooperation of so many people makes it possible to
overcome one's modemnist ego and rid oneself of complacency,
giving us creations in the new mode and much virtual hope of
anticipating the future. They seem to shine as if saying that the media
and the technology that supports it is everything.

But in reality it is not the people but the binary equipment that
controls everything and the people involved only play out the roles
assigned to them. Their existence can't even be found in memory.
They are merely tools of the contents and they have no rulebook for a
strategy for recovering their own selves.

Seli-expression may be too ald-fashioned, but what is there for us if
ars - whether it be technology or art is not for human beings ? If we
adore equipment and rely on it too much, the artist will be busy
doing errands for the electrons and expression will become
impossible, There is too much media art that has progressed too far
and is using equipment that they cannot manage so that they are left
in a straitjacket. And so very often we feel a strange sort of joy, a fresh
surprise at works like those of MARTINEZ which take common, well-
known equipment that will fit anyone’s ruler and masters it for
purposes it was never intended for,

A slide projector shows us a hand-drawn image of a flame endlessly
in regular cycles. Thus far, all is commonplace, but each time the
picture changes we hear a tremendous noise. In this is hidden a great

technological and artistic device. A projector usually makes a
mechanical noise each time the slide changes. The artist picked up
this sound, distorted it with an effecter, amplified it and presents us
with the result. A rhythm of destruction is etched at a slow, dull pace.

Some of today’s top quality slide projectors are extremely high tech,
with automatic projection, auto focus and dissolve, controlled by
micro computer; they are hardly to be despised. Yet he pays no
attention to all this, but makes us breathe a sigh of relief at his witty
use of this meaningless noise.

We may perhaps call this a sound installation which uses ready-made
technology or bricolage (do-it-yourself) media art.

I might add that the title “Feu™ {flame or fire) is hard for us to
distinguish in sound from fou (crazy) and it is hard to pronounce [fa)]
and [fu] differently. In fact MARTINEZ' flame reduces the spell of
meaning to ashes and releases us in humour.

Let us also at this time slowly steep ourselves in the nonsense of
video works, which are being presented in the same show.

NAKAMURA Keiji

(Deputy Director / Chiel Curatar, NTT InserCommunication Center)
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PATRICK MARTINEZ

exposition du 29 septembre au 27 octobre 1996 &

L'HOPITAL EPHEMERE

Patrick Martinez appartient &
cette nouvelle génération d'arfistes
dont le travail se compose es-
sentiellement de gestes humbles et
dérisoires qui célébrent avec
bonheur et sans complexe la fin
d'un certain héroisme de |'art.
L'ceuvre telle qu'il la présente
apparait souvent comme dréle,
préférablement ténue et de dimen-
sions réduites. le cas échéant,
elle adopte des stratégies d'hy-
pertrophie qui relévent plus du
bluff que du grand format, au
sens historique du terme.

On l'aura compris, l'attention
de Patrick Martinez ne s'arréte
pas a la matérialite de I'artefact,
elle englobe également les cir-
constances que la fabrication de
celvi-ci génére, du contexte de

production a so réception. Du
méme coup, aucun médium et
aucune problématique particuliére
ne sont privilegiés. L'artiste avance
avec prudence ef détachement
dans le présent de chacune de ses
réalisations au risque de produire
une ceuvre réussie, vaire facile, ou
‘moyenne” pour reprendre le mot
d'Armleder, mieux encore, ratée. ..

Or, c'est dans cefte notion
d'activilé que se fisse un lien entre
les différents travaux de Patrick
Martinez et par lg-méme se
reconstitue le puzzle cher a Péréc.
le protocole d'élaboration qu
préside & chague ceuvre est ainsi
expérimenté de fagon métho
digue. L'ocbjet de cette contrainte
devenant la pratique artistique
glle-méme el non son hypo

thétique résultat final. Qu'elle soit
obsessionnelle, machinale ou
franchement ludique, I'activité
selon Patrick Martinez s'identifie
systématiquement avec la confron-
tation @ une série de siluations
données. le déncuement de la
pratique n étant jamais acquis,
I'ceuvre peut encore échapper &
I'effet de miroir faible d'une norme
en vigueur |esthétique du ratage,
ete.] Et & linstar de Bouvard et
Pecuchet, Pairick Martinez de résu-
mer ireniquement & travers les yeux
du personnage de sa nouvelle :
"Bnfin o occupe. .. *”




Occupé, Patrick Martinez
risque de I'&tre toute sa vie durant
avec ce projet de collection
d'amis, des figurines en plaslique
réalisées @ 1/10° qui repré-
sentent de facon assez réaliste les
gens avec lesquels il a des
affinités. A I'Hépital Ephémére, la
collection est montrée dans son
état actuel, c'est & dire avec six
personnages dispersés & la
suface  d'un  ferrgin  vague
reconsfitué avec des fragments de
ce lieu alternatif en voie de
démolition. Bien gu'elle scit
soumise oux aléas de la vie
privée de |'artiste, la collection
gamis ne suspend le cours
d'oucune narration. les clénes
des amis qui font également
I'objet d'un film oU ils sont
manipulés pour étre confrontés &

divers envirannements, se ratia-
chent & des récits sans début ni
chute. Deux mots échangés,
quelques situations de lo vie
quotidienne suffisent & créer une
situation d'étrangeté o0 la
narration n'est qu'un élément
précaire.

Avec "Sans titre” [1994), la
sphére d'activité s'enrichit d'une
collaberation pour passer ensuite
dans le camp du regardeur. Dans
cette installation réalisée avec la
contribution d'Hugues Reip et de
Jacques Julien, une caméra filme
et projette simultanément en
grand sur un mur |'image d'une
cossette audio sur laguelle est
peinte une petite voiture. On se
loisse prendre par ce semblant
de road movie qui use et abuse
de l'effet “canada dry** : caalo

saveur du cinéma, mais ¢'est
pratiquement fixe puisque seules
les roues de la voiture avancent
tant bien que mal comme dans
un dessin animé. Il faut dire
quelle nous hypnotise cette
image car elle nous met dans
Iattente d'un défilement et d'une
narration qui ne se produiront
jamais visuellement, mais que
l'on experimente déja au fil de
la musique. Plus qu'une piéce
g voir et @ écouter, voild une
atmosphére & vivre, un lieu &
habiter.

Catherine Macchi
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Chorégraphie d'Inbal Pinto
Scénes Parmi les chordgraphes invitds en
France pour la Saison lsraélienne, il en
fallait bien un pour traiter par humour
la dure réalicé d'Teraél auwjourd hui. Ex
Inbal Pinto a peut-&tre une bonne raison
pour épingler avec désinvolrure ses
personnages atypiques, entre BD et
dessin animé, s'attardant plus sur
l'intangible nature humaine que sur ses
particulanismes géographiques. Sa méne
est d'origine polonaise et son pére,
sépharade, est issu d'une famille installée
depuis neuf générations sur une terre
qui nest israélienne que depuis
cinguante ans... Ce qui lui donne une
certaine assise et un recul évident. Aussi
peut-clle affirmer d'une voix calme :
“Mes créations sont apeinisees et differentes
de Lz véalitd quotidienne parce que fai
enivie de denner antre chose & voir. " Autre
chose que la sempiternelle confrontation
ave bes interdits impaosés par les
ulerareligicux. Sauf que, par le biais de
I'humour, elle malméne allégrement
l'image stéréotypée des rapports entre
hommes et femmes,

Formée i la danse contemporaine depuis
[dge de 13 ans, elle suivir également des
érudes d'ant graphique er de design
intérieur A Jérusalem. Proche de la
Batsheva Compagnic done elle fuz
interpréte pendant quelgques anndes
avant de créer ses propres pidees, Inbal
Pinto officie désormais dans le superbe
centre Suzanne Dellal 4 Tel-Aviv et
poursiit avee bonheur ke mélange des
genres en eravaillant 4 la fois la danse et
le décor, les costumes et les pantomimes
burlesques quiils font naitre. Dans
W’m]pl,l:-ﬂi, le quotidien est |11.1gniﬁ1é oL
ridiculisé par lagrandissernent done il est
Fobjet : verticale outrageante du papier
peint qui absorbe les personnages,
coiffures 4 la Fifi-brin-d'acier {mal)
accorddées aux redoutables talons
aiguilles des filles, grimaces et bruies

de bouche soumis & Iarbiteaire

d'un rythme qui tent lieu de langage,
fausse complicité er vraie rivalicg, ..

Le paradoxe d'une existence accrochée
au perpéruel déséquilibre des forces
surgit sans emphase : il n'est que la
conséquence d'un regard acéré, rempéné
par la tendresse, I'empathie et une
indécrotmable volonté de libérer le regard
et de dévoiler, dans le méme
mouvement, des couleurs
insoupgonndées et des accords imprévus.
Fabienne Arvers

Miison des Ares de Créeeil, les 7 e

18 movesnbre, prais & Saine-MNazaive, Angers,
Farbach, .ﬁ'rr.i.fﬁrmrx. Toulorze, Roanne,
Chelons-en-Champagne et Aix-en-Provece.
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Jeune artiste francais exilé au Japon, Patrick Martinez aime tellement
ses amis qu'll en fait des statuettes, puis des vidéos et des installations.

L es faux am

N

Arts A ce jour ils sont huit, chacun réduirt 4 I'érac de
statuerte en plastique dur, chacun figé dans une pose,
une fois pour tutes, pour le meilleur et pour le pire :
Jacques, son ratouage de marin et ses pompes couleur
argent, Alexandra les cheveux longs, Laurent les bras
croisés, Christophe assis dans un fauteuil, Michel
avec son bouc... “Clest un geste simple, fai commencé
cette collection un pew comme on fait le bilan de sa vie
ou le ménage de printemps. Un jour on a besoin d'y voir
plus clair, alors an fait le tri dans les chawssertes et dans
ses relations. Clest une fagon de gérer sa vie & certains
moments.” En méme temps, le cercle d'amis de
Pacrick Martinez est prét 3 s'élargir : commencée

en 1996, la collection d'amis peut 4 tous moments,

et tout au long de la vie, s'augmenter de nouvelles
figurines. “Mais powr moi, tont ga na pas vraiment

d importance, ce nest pas le sujet de mon travail,

Cest un tervain de départ assez affectif; cest vrai, mais
cest un pew comme quand je fais une installation sonore
avec des musiques que jaime. Evidenment, je nai
auctene relation affective avec ces figurines en plastique,
ce sont simplement des matériaux: que je manipule

s méme titre que de la peinture et du dessin, des
bibelots qui ont perdu lewr identité de départ. Dans

la pratique et & force de les triturer, tout devient de plus
en plies abstrair.”

La collection des amis est donc d'abord une collection
de formes, un matériau souple et multiple avec ses
contraintes particulidres et avec lequel ce jeune artiste
né ¢n 1969 i Besangon compose différents travaux
des sculprures ol il tente de les faire monter les uns
sur les autres, des effets de peinture, de dilution et de
recouvrement qui transforment les visages des amis en

55. Lea Inrockuptibles. Aria/Seénes

mionstres étranges ou acndiques,
miais aussi quelques rushs,
comme 51 on était au cinéma
avec de vrais acteurs, sauf qu'ici
les figurines sont figées et que
leur visage n'offre qu'une seule
expression : pour animer |'image,
pour monter un micro-récir,
l'artiste est obligé d'utiliser tous
les cadrages du cindma, de
PECOUTIr A toute une rhéruriquc
visuelle. Champ et contrechamp,
plongée et contre-plongée,
travail des différents plans de
l'image pour que la figurine ne
paraisse pas naine, par exemple, 3
eité d'un simple caniche.
Présentée pour la premiére fois, la collection d’amis
prend ici Iallure d’une installation, avec un mini-
studio de tournage et un jeu ludique d'image dans
laquelle on peut pénétrer. La question n'est
évidemment pas de faire soudainement partie de ce
cercle d’amis, Patrick Martinez ne bradanrt pas son
amitié aussi facilement. Pas question donc de cerre
fausse et facile convivialité que certaines ceuvres d'art
t:unri.:mpumin :;ru'u,'nt [,mm-nir Emblir a CCH..lpG
d'interactivité foireuse : “fe niaime pas les wuvres
interactives, je nai jamais envie d actionner les choses, et
(i e e vient s watirellement. 1 'n'l,l'H‘E'.i mai, cette
mnstallation west s initeractive : et ].I'J.'rrf!{].l' 1n Pff’gc‘, ]
est s dirs f}'magr. A

Seul dans la pidce, on est méme géné, on ne peur pas
s€ voi: SUr r:[:\cmn, on est ]_'J:I‘i.:i entre ]'im:tge [ 8 L’l
sculpture ot sont disposées les figurines. Tour est un
leurre : la taille du plateau circulaire oii sont posés les
amis maintient le spectateur i une cerraine distance,
favorisant ainsi son cadrage et son apparition

a l'image ;
sur le plateau orientent le regard du spectareur et
permettent de donner l'illusion qu'il s'entretient bel
et bien avee les amis. Encore une fois, ce teavail

de méme, les positions des figurines

ne parle pas de 'amitié : en 'occurrence, c'est juste
un dispositif—pii:gc, une¢ proposition plastiqu:. la
possibilité d'inventer de multiples micro-récits, Cest
un dialogue entre une image et ses conditions réelles
de pmnluctiun. Une uxpéricm:-: de cinéma.
Jean-Max Colard

“Les Amis 1996-20...", Paris, galerie Georper-Philippe

o Narhalte Viallots, 36, rue de Sefre, tél or.46.34.61.07.
Susgriian 28 novenibe,



Un temps donné

Quand on regarde un travail appartenant & la
sphére de l'art, on ne se demande pas
toujours, ol commence et ol s'arréte
l'intervention artistique ? Le plus souvent, on
constate, on observe, on éwdie un processus
créatif qui a abouti & une forme concréte ou
conceptuelle, et ¢'est elle qui constitue
I'eeuvre. Dans le travail de Patrick Martinez,
P'avant et Paprés de ce processus sont aussi
importants que le pendant.

Une des installations se compose de deux
moniteurs vidéo sur lesquels on voit deux
images : d'une part, un espace que l'artiste
titre Espace velu, d'autre part, un couloir avec
des planches accumulées le long des murs. Le
premier environnement est un sol recouvert
de poils synthétiques noirs, ol la référence
une surface velue évoque la partie d'un corps
humain, animal, ou végétal, représentée i une
échelle macro. Le second est une maquette en
bois, ol les soixante centimétres de longueur
évoquent en fait un couloir de onze métres,
qui serait représenté 4 une échelle
lilliputienne. Par un basculernent de 'ordre de
grandeur, ces deux environnements, congus
comme des espaces indépendants, se
retrouvent 3 une méme échelle - celle de
I'écran vidéo -, et, filmés par une caméra dite
de wsurveillances, donc en temps réel,
indiquent que ce que l'on voit, existe en direct
dans une partie du musée qui nous est
invisible,

Seulement, personne ne traverse ces espaces,

I'image est fixe en permanence, aucun
élément-événement ne vient perturber

jourdef
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Texte du Catalogue de I'exposition Jour de Féte.
Musée des Beaux -Arts d'Orléans, Décembre 1994-Février 1995

Fimmobilité de ce que I'on a devant les yeux,
€t 5 on Ne remet pas en cause directement la
réalité de ces environnements, l'image
(rejprésentée ne figure que le présent de la
chose. Comme I'écric Gilles Deleuze dans
L'image-Temps, «si le présent se distingue
actuellement du futur et du passé, c'est parce
qu'il est présence de quelque chose, qui cesse
justement d'étre présent quand il est
remplacé par autre chosey. Le remplacement
d'une chose par une autre crée une action,
voire une succession d'actions, permettant de
passer d'un passé & un futur aprés avoir
traversé un présent.

C'est ki gque I'on en revient & l'avant, l'aprés et
le pendant Avec Boques de flove, on est
précisément dans cette action ; le travail
prend autant en compte le contenant - un bac
de résine d'une hauteur d’environ deux
centimétres, posé 4 méme le sol -, le contenu
- de la boue fraiche -, que |'entretien
nécessaire pour maintenir cette boue, fraiche
justement. Des serres posées pendant la nuit
permettent de protéger les baques en gardant
I'humidité et un abri de jardin (un vrai)
contient les outils qui serviront, tous les jours,
i |la personne chargée de l'entretien. «Les
raisons de l'intégration de I'abri de jardin dans

Elvan Zabunyan

le champ de I'Art ne sont pas esthétiques mais
pratiquesy précise Patrick Martinez. Ainsi, un
élément fonctionnel vient s'intégrer -
physiquement et par 1 méme visuellement -
dans le champ de l'installation. Cette précision

quant 2 l'importance de la fonctionnalité de
I'objet est également démontré quand artiste
se filme en train de préparer la boue des
Bagues de Flouve et présente des
photographies de la vidéo. L4, on est encore
une fois dans une action, celle qui servira de
modéle illustré 4 la personne - rémunérée -
qui prendra le relai pour I'entretien durant les
quelgques semaines d'exposition.

Le travail se congoit donc selon des étapes
distinctes, qui subordonnent 'objet définitif au
processus mis en place pour le réaliser, dans
la mesure ol celui-ci ne I'est jamais vraiment,
si ce n'est pour un temps défini par l'artiste.
C’est aussi parce que le travail ne se fixe pas
dans une temporalité inhérente i la durée de
I'exposition que des éléments sont [ pour
déranger cette notion du temps, soit en la
mettant en actes (production/entretien), soit
en I"annulant (image fixe sur les écrans).
Finalement, ¢’est au spectateur-visiteur de
refaire le parcours du processus créatif en se
déplacant visuellement dans les étapes, en
allant du présent - qui inclut sa propre
présence -, vers le passé de I'oeuvre

présentée, tout en imaginant et gquestionnant
s$a destination.
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PATRICK MARTIMNEZ
GALERIE SINTITULD

C'est dans |a notion d’activité que se tisse le lien
antre les différents travaux de Patrick Martinez.
Souvent obsessionnelle, parfois machinale ou fran-
chement ludique, la pratigue artistique telle qu'il la
congoit s'identifie en tout cas avec la confrantation
@ une situation donnée. Loeuvre ne s'arréte done
pas & sa matérialité, elle englobe & ses risques et
périls les circonstances que sa fabrication génére.
Du méme coup, aucune problématique particuligre
n'est privilégige. Ce cdté expérimental Martinez, en
Buster Keaton, le dévoile avec humour et applica-
tion dans Rock maigre ; des petits clips ol il se met
£n scéne avec sa quitare électrique. Réalisé quasi-

Patrick Martinez. Matiére grise. 1996
& Galerle Sintitulo. Mios
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