
EDDIE MARTINEZ
SALMON EYE



4







MITCHELL-INNES & NASH

EDDIE MARTINEZ
SALMON EYE



4



5



6



7
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Alison Gingeras: Our shared passion, or even 

obsession, with the Cobra movement has brought 

us together in many ways. I have this persistent 

observation that most great artists need to have a 

romantic, intellectual, even necrophilic relationship 

with art history that is compelling to their practice. 

Plus, I always love hearing about what artists see  

when they look at historical work that is meaningful 

to them.

What do you find in the work of the Cobra artists 

that is compelling to you now? Which artists or 

iconography of that group do you return to most?

Eddie Martinez: Yes. It’s visual cannibalism. It’s still 

the rebellion, and the embrace of the child’s hand. I 

relate deeply to their practice of experimentation and 

their haphazard stream of consciousness approach, 

as well as their ability to embrace themselves, and to 

enjoy success on different levels. I am drawn by just 

how weird and charismatic some of them were as 

“figures.” I’m not sure it’s an iconography as much  

as it’s a constant abandonment of structure while 

being structured.

More and more, I’m looking at Alechinsky, Appel 

and Jorn. I love Corneille and Constant as well. 

AG: For the show we recently collaborated on I was 

really impressed by the way you were able to make 

a new painting in response to the Alechinsky black 

and white painting on view that you playfully titled 

Alechinsky Sandwich that both completely resonated 

with the formal look of the Alechinsky work but 

brought a breath of fresh air and a whole new set of 

present day concerns to your own work.

EM: Thank you, but generally an assignment or even 

idea of an assignment makes me completely useless; 

it makes me feel like I’m in school, and I really sucked 

at school. But yes, you’re right: the drawings and 

practice of drawing have always been a constant thing 

and have existed on their own laurels. It’s the easiest, 

fastest way for me to chronicle my life. I don’t draw in 

my studio, I draw at home and traveling, so it’s really a 

biographical, journalistic tool.

Then they make their way into the painting  

studio and feed the paintings, sometimes they get 

glued directly to the paintings. I carry them around 

and poach different marks and moves. Some of them 

go straight on to my “drawing wall” which at time 

houses up to 500 drawings all mashed up on and over 

each other.
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AG: I am bringing up these examples to try to get you 

to say more about your process and perhaps how it 

both relates and differs to the Cobra paradigm. Can 

you talk about the role that spontaneous drawing 

plays in your work? The phenomenal wall that we 

installed with the Cobra ceramics seems like a major 

coda within your work. Like a mothership!

EM: I suppose a major difference between my work 

and that of some Cobra artists is that there is a lack 

of direct political influence in what I do. It does seep 

into my work—though it’s certainly more in the 

background and not generally narrative.

The work really became a visual vehicle for the 

politics of some of the Cobra artists, and the writings 

and graphic works as well as just the whole birth of 

the group.

What I relate to most in my own work and process 

is the speed and raw unfiltered mark making. The 

complete indulgence of the child’s mark making, and 

just letting it “happen.”

AG: Let’s talk about this new body of work you are 

preparing for your upcoming show. I am interested in 

the jump in scale from the drawings to the paintings 

and I’d like to understand better how you compose 

these works. Each painting is autonomous—its own 

pictorial island—but at the same time they share a 

lot of common ground. The palette, the energy of the 

mark making, the use of black and the compositions…

can you tell me about these? Can you talk about the 

role that silkscreen, paint, oil stick and such play in 

building up these compositions?

Pierre Alechinsky
De deux choses, lune, 1960
Ink on paper mounted on canvas
49 by 59 1/8 inches (124.5 by 142.6 cm.)

Eddie Martinez
Alechinsky Sandwich, 2015
Oil on canvas
49 by 59 1/8 inches (124.5 by 142.6 cm.)
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EM: This work is largely about the translation of small 

drawing to large painting. I’ve been working towards 

this for years, I feel like it’s really started to come to 

fruition here. For the past year I have been employing 

a new tool, silkscreen. I take the small drawings, blow 

them up and silkscreen the skeleton of them with 

black ink onto canvas, stretch them up and go from 

there. In the beginning I was mostly working within 

the structure of the lines and using them more like 

coloring book pages, then I started to obliterate the 

line, some completely. I think I learned a lot during 

this period like how to keep the speed and spontaneity 

of the mark alive on a larger scale. 

One super fun thing that came out of this is 

that I will continue to use the silk screening for the 

“stationery” paintings, I’m stoked for you to see these.

It’s as literal as it sounds…drawings made on 

stationery/letterhead then turned into big paintings; 

it’s a super goofy trick and really fun to make.

As far as palette, I never know what to think 

or say: the choices are always intuitive, not pre-

meditated. I’m not sure how an artist can be expected 

to stick to a palette or consider it one’s own, seems 

unnatural to me.

AG: Does this body of work have a name?  

EM: Pictorial Island! I like that. That makes sense.  

I definitely see paintings and the studio in general  

as a dumping ground, kinda like Fresh Kills in  

Staten Island.

AG:  Since intuition plays a large role in your work—

especially due to the kind of “automatic drawing” that 

animates so much of your practice—I like this mental 

image of Fresh Kills as a way of encapsulating your 

work. The blank pictorial surface, whether canvas or 

paper, becomes a dumping ground for your mind… 

a kind of liberating psychoanalytic activity for your 

artistic unconscious.   

How has this “dumping ground” changed since 

you took a break from painting in 2013? You’ve talked 

about how it was really an important turning point for 

you to have a hiatus from the studio. It seems like the 

work has increasingly moved away from figuration. 

EM: Well actually the move away from figuration 

started in 2010 when I was making a 30 foot painting 

with all figures, I got so burnt out and started putzing 

around making anything but a face.

Then I thought what I should do is to zoom in and 

sort of magnify the still life elements closer and closer 

until they lose their form and just become shapes.
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Study for Dancer in Winter, 2015 (pg. 29)

Study for That Afrika Bambaataa Uptown Kick, 2015 Study for Vow Renewal, 2015 (pg. 21)

Study for Lip Service, 2015 (pg. 25) Study for Untitled, 2015

Study for Turbo, 2015 (pg. 23)
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I didn’t really fully start pushing the abstraction 

until 2012 though, and that actually preceded the 

studio break.

So after that I started to look at how I could bring 

the line and gesture of the figuration back into the 

work and see how it would meld with the bold shapes 

which is essentially where I’m at now.

AG:  Are you tempted to decipher or psychologically 

read the more abstract works that you’ve been 

producing in a more narrative way? As an admirer of 

your work I guess it is always tempting to keep some 

sort of narrative thread going in how one digests your 

œuvre.  Curious to hear your thoughts about this 

narrative or interpretive temptation.

EM: Actually, as the maker I try to keep myself 

outside of the narrative as much as I can or, at the 

least, I try not to walk people through it.

That’s like the difference between a Playboy and a 

Hustler magazine—you gotta leave something to the 

imagination.

AG: How about your curatorial practice? I have really 

enjoyed looking at the show’s you’ve organized and 

have especially appreciated different artists that you’ve 

brought to my attention, most recently Alice Makler 

who we included in the Cobra show. Do you have a 

show cooking up in the back of your mind? I always 

find that the artist’s own pantheon of whom they 

admire or how they put different artists together sheds 

a revealing light on their own work. The artist curated 

show is almost always some sort of veiled self portrait.

EM: That’s cool that you appreciate that; I feel like 

some curators just get annoyed when artists do that. 

Like it’s their territory.

But I agree, artists like artists because they are 

doing something they wish they could do or feel like  

if they made that type of work that’s what it would 

look like.

When we were in LA you said that you had always 

learned the most about artists from other artists. I 

heard that and it totally made sense.

A veiled self-portrait like a Woody Allen movie.
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Carlsbad Icepack

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Bombay Bambino

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.





20

Vow Renewal

2015
Oil, acrylic, silkscreen ink, cardboard and thumbtacks on canvas
96 1/4 by 79 3/4 in.  244.5 by 202.6 cm.
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Turbo

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Lip Service

2015
Oil and silkscreen ink on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Air-Lechinsky

2015
Oil and silkscreen ink on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Dancer in Winter

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Diet Jello

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Inside Laugh

2015
Oil, silkscreen ink, enamel and spray paint on canvas
96 by 84 in.  243.8 by 213.4 cm.
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Fresh Direct

2015
Oil, acrylic, silkscreen ink and spray paint on canvas
84 1/8 by 96 1/4 in.  213.7 by 244.5 cm.
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Space Pig

2015
Oil and acrylic on canvas
30 by 40 in.  76.2 by 101.6 cm.
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Bumper Traffic

2015
Oil, acrylic, silkscreen ink and enamel on canvas
108 by 144 in.  274.3 by 365.8 cm.
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Untitled

2015
Oil, silkscreen ink, enamel and spray paint on canvas
96 by 72 in.  243.8 by 182.9 cm.
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Figure in the Lean of Phase II

2015
Oil and acrylic on canvas
40 by 30 in.  101.6 by 76.2 cm.
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Untitled

2015
Oil and enamel on linen

40 by 30 in.  101.6 by 76.2 cm.
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Beep Bop Bope Boop

2015
Oil, acrylic and silkscreen ink on canvas
72 by 60 in.  182.9 by 152.4 cm.
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American Eagle Pie

2015
Oil, silkscreen ink, enamel, spray paint, paper  
towels and plastic thumbtack on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Sound Bath

2015
Oil, acrylic, silkscreen ink and enamel on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Space Desert

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Keys to a Defunct Castle

2015
Oil, acrylic, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Kale Painting

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Restartation

2015
Oil, silkscreen ink, enamel and spray paint on canvas
72 by 108 in.  182.9 by 274.3 cm.
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Illustrations

Page 10: Left to Right
Pierre Alechinsky
De deux choses, lune, 1960
Ink on paper mounted on canvas
49 by 56 1/8 in. (124.5 by 142.6 cm.)
© Estate of Pierre Alechinsky/ARS
Collection of Marion Lefebre
Courtesy of Blum & Poe, Los Angeles/New York/Tokyo

Eddie Martinez
Alechinsky Sandwich, 2015
Oil on canvas
49 by 59 1/8 in. (124.5 by 150.2 cm.)
© Eddie Martinez
Courtesy of Blum & Poe, Los Angeles/New York/Tokyo

Page 12 Drawing studies
Left to Right 1st row:
Study for That Afrika Bambaataa Uptown Kick, 2015
Oil, acrylic and marker on paper
7 5/8 by 10 in. (19.3 by 25.4 cm.)

Study for Vow Renewal, 2015
Oil, acrylic and marker on paper
7 5/8 by 10 in. (19.3 by 25.4 cm.)
 
Left to Right 2nd row:
Study for Lip Service, 2015  
Marker on paper
5 1/2 by 8 1/2 in. (13.9 by 21.6 cm.)

Study for Untitled, 2015
Acrylic and marker on paper
5 3/4 by 8 in. (14.6 by 20.3 cm.)

Left to Right 3rd row:
Study for Dancer in Winter, 2015      
Oil and marker on paper
5 5/8 by 8 1/8 in. (14.3 by 20.6 cm.)

Study for Turbo, 2015    
Oil and marker on paper
5 5/8 by 8 1/8 in. (13.9 by 20.3 cm.)
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