www.art-magazin.de, Art Magazin, Hamburg, Juli, 2008
HEIKE MUNDER UBER FABIAN MARTI

Fiir unsere neue Serie "Radar" fragen wir jede Woche Sammler, Kuratoren,
Dozenten und Kritiker nach ihrem aktuellen Lieblingskiinstler. Diesmal: Heike
Munder, die Direktorin des Ziircher Migros-Museum fiir Gegenwartskunst iiber
den Schweizer Kiinstler Fabian Marti.

Das Medium der Fotografie gehorte fiir mich zu den Mitteln, die technisch sehr weit
ausgereizt sind und selten mehr Uberraschungsmomente bergen. Doch die Ziircher
Kunsthochschschule produziert diese immer wieder aus ihrer Fotoklasse, die schon seit
langem fiir guten Nachwuchs sorgt.

Damals Daniele Buetti, spiiter dann Shirana Shabazi oder Stefan Burger und vor nicht
all zu langem Fabian Marti. Die kiinstlerische Methode von Fabian Marti (*1979)
beruht auf dem Einsatz von Scanner und analoger Fotografie. Das Vorgehen, iiber den
Umweg des Scannens zum Bild zu gelangen, lisst trotz technischer Prizision auch
Spuren wie Staub und Kratzer zu einem wichtigen physischen Element werden.

Und genau dies macht die Fotografie von Marti so ungewoéhnlich, denn sie ist von
einer mysteriosen haptischen Prisenz. Seine Symbolik greift auf christliche
Metaphern, Undergroundsymbole oder esoterische Zeichen zuriick, wie in "The Rise",
ein Foto mit einem stark vergroBlerten goldenen Daumen auf schwarzem Grund. "The
System", "The Inspiration” oder "The Future" (alle 2008) scheinen als wiirde Marti die
Tarotkarten von Alistar Crowley neu auflegen wollen.

Fabian Mart:, "Brot & Tod”, 2005 (Courtesy: Galene Peter Kilchmann, Zinch)
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'(Turning The) Back To The Future

William Gibson, qui en fut un temps intronisé pape (version cyberpunk) n’a
de cesse de le répérer : la science-fiction n'est plus possible car la réalité actuelle
contient plus de zones d’'ombres que notre imaginaire ne peut en générer — a
fortiori en ce qui concerne la science et la technologie. Ses derniéres ocuvres
s'attachent a déchiffrer un passé immédiat sur lequel on peut encore avoir quelques
prises. Au-dela de cette ligne, la parole et I'imaginaire butent. Or plus que tout
autre genre, la science-fiction a besoin d’inventer des mots. Le néologisme est la
condition sine qua non de la création, par extrapolation ou translation, de ces
mondes futurs.

Mais depuis 2001 et la fin de I'odys-
sée de I'espace, I'imaginaire est devenu
plus noir et la figure majeure de la culture
populaire est le zombie, le survivant au
milieu de I'épidémie. Les films 28 semaines
plus tard, Shaun of the Dead, Phénoménes,
[REC] etc, réactivent avec force un courant
déja ancien mais jusqu'alors marginal. Er
si Cloverfield (].]. Abrams, 2008) s'écra-
sait lourdement, c’était en révélant in
fine la cause du cataclysme. La menace

n'est méme plus identifiable & un Mabuse
/ Ben Laden qui cristalliserait toutes les
inqui¢tudes: d’un instant a lautre, le fami-
lier devient laleérité et vice versa. Clest
I'horreur, c’est-a-dire I'indéfinissable, I'in-
nommable qui attend 'humanité : le cri
remplace le mot.

Dans ce contexte, les objets de la
science-fiction survivent comme les traces
étranges d'une époque qu'on ne comprend

plus ol des vaisseaux décollaient vers les
cieux dans un mouvement d’élévation et
d’espoir. Et le versant dystopique n'en érait
alors que le revers, exprimant la peur que le
progrés ne soit pas si évident ou immédiat.
Mais dans une époque ot le survivant est
le héraut, cette alternative n'est méme plus
envisageable.

Aussi l'exposition Science & Fiction qui
occupait la cave de la Générale a Paris du 20
janvier au 20 février 2008, s'accommodait,
on ne peut mieux, de ce sous-sol un peu
sale et délabré. Dans ces couloirs blafards,
les oeuvres y développaient une dimension
hermétique et mystique digne d’un avenir
crépusculaire : si elles sont envotitantes, les
acuvres n'en sont pas moins mutiques. Le
choix des commissaires a éeé clairement de
situer I'"époque de la science-fiction dans
un futur d’aprés la civilisation, et non, par
exemple, comme une projection techno-
logique : ainsi les formes ésotériques de
Lauris Paulus (comme cet ceilleton trian-
gulaire qui laisse apparaitre une cascade),

les monolithes vibratoires de Benjamin
Hocart ou les collections, entre moulages
et gravats, de Thomas Klimoski entrepo-
sées sur les éragéres d’un musée qui n'existe
pas encore.

Il n'est pas anodin que les Récifs aigus et
froids de Cédric Alby soient sous-titrés Le
Jour daprés. Quelque chose, un événement,
a transformé le futur en un passé sans fin,
irrémédiablement aphone et amnésique.
Mais cette fiction, c’est celle de I'exposi-
tion elle-méme, et rares sont ceux qui en
I'occurrence ont embrassé ces paradoxes
temporels de maniére explicite, & part
Fabian Marti. Sa science-fiction se trouve
dans les bacs de soldes, dans les puces
quon parcourt un samedi aprés-midi. Les
visuels rappellent une époque que 'on a
connuge, puis oubliée mais les titres et les
textes ont disparu, recouverts par une cou-
che de scotch noir. Se risquer a le retirer,
c'est déchirer le livre. Mais de toute facon,
la plupart n'ont pas résisté au temps et leur
désuétude a effacé d’elle-méme leurs noms
de nos mémoires.

Le geste de Marti n'est pas si diffé-
rent de celui de Gerard Byrne qui, dans
I'oeuvre 1984 & Beyond, faisait rejouer par
des acteurs les discussions des grands pon-
tes de la science-fiction sur un avenir qui
nous semble maintenant anachronique.
Clest le présent qui recouvre le monde du
futur, comme dans Ubik de Philip K. Dick
(1969) : le futur d’'une autre époque qui
s'est perdu. Sans cet horizon qui se pro-
file, la fronti¢re est ténue entre habiter les
formes du présent et entretenir un réseau
de signes fétichisés ot I'objet d’art devient
une relique. T

Florent Delval

* www, lll-g org
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_ Vincenzo de Bellis

The imagery in Fabian Marti's photogra-
phs and sculptures comes from different
sources and reflects his fascination with a
wide range of subjects. From medieval and
Gothic symbols to pulp sci-fi novels, Mar-
ti appropriates existing images and mixes
them up to create a strange and personal
world composed of classical themes such
as vanitas, and underground culture and
music. Skulls, crosses, runes, crystals,
but also Minoan vases and African women
populate a body of work whose beginning
and end coincide in the artist’'s persona.
Vincenzo de Bellis recently interviewed
the young Swiss “artists”, realizing that
he had to talk with more than one..."”

Who is Fabian Marti?

My main medium. An integral part of my work consists of exactly
that question, I believe that in the beginning we are empty
buckets, and throughout our lifetime this bucket gets filled with
experience. So the question is who do I want to be? I want fo
make myself. Art as a way 10 create an identity.

What does that mean, exactly?

The artist has to invent himself, I think that it is best 1o lead a
biographical life, which means a life that is worth being written
down. This idea, which I like very much, goes back 1o Nietzsche.
I'm interested in the question of what it means to be an artist,
The artist is someone that decides to become an artist.

All T do in my life is to be preoccupied with myself. Every work
I create becomes part of my identity or my identities. I try to
immerse myself in my work. Maybe it is a bit like a Method
Acting. I become my work. At least temporarily, I try to believe
that what I make is important.
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Kiinstlerisches Krisenmanagement

Fabian Martis installative Arbeit in der Galerie Peter Kilchmann

In seiner Ausstellung in
der Galerie Peter Kilch-
mann stellt Fabian Marti
Fragen nach der Domesti-
zierung des Wahnsinns.
Die asthetischen Oberfla-
chen seiner Arbeiten wer-
den von einer kritischen
Dimension gebrochen. Sie
sprechen eine Thematik
mit aktueller Brisanz an.

In Krisenzeiten, wie sie gerade
anzubrechen drohen, finden
nicht nur Psychologen und Strip-
liden Zulauf. Auch alles Mysti-
sche bekommt Zuspruch. Dem
Unerklirlichen wird mehr Platz
eingerdumt. Ein Kiinstler, der
sich bereits zu Beginn seiner
Laufbahn, in der schonsten
Boom-Zeit Ende der Neunziger,
mit dieser Thematik befasste, ist
Fabian Marti. Der 1979 in Frei-
burg i. U. geborene Fotograf be-
arbeitet seine Bildvorlagen mit
Stift, Klebestreifen oder durch
teilweise brachiale Einritzungen
und blist sie ins Uberdimensio-
nale auf. Die Motive sind von
alten Symbolen, Runen oder
mythischen Sphiren wie dem
Schamanismus geprigt.

Seine derzeitige Schau in der Galerie Peter
Kilchmann treibt die Thematik in einer museums-
reifen Installation aus Fotografie und Skulptur
auf die Spitze. Im Hauptsaal scheint eine fiinffach
reproduzierte Stammesfrau in Trance um die Be-
trachtenden herumzutanzen. «Spiritual Me»
heisst die Arbeit und steht fiir den Versuch Mar-
tis, ganzlich gedankenlos und frei von Restriktio-
nen zu arbeiten. Die Geste ist eine Zelebrierung
des Kiinstlermythos und dessen kritische Hinter-
fragung in einem. Eine verflochtene Holzstruktur,
die sich durch den Raum zieht, dient einerseits als
Sockel fiir Keramik-Objekte und schafft andrer-

i

L

Der Wahnsinn brodelt unter der Oberfliche: Fabian Martis Picasso-«Bearbeitung» in der Galerie Peter Kilchmann.

seits eine Allusion zu den Linien, die sich iiber
Martis Bilder erstrecken.

Im zweiten Raum finden sich Motive, die das
kulturelle Erbe der westlichen Gesellschaft sym-
bolisieren: eine Picasso-Reproduktion («Le Prin-
temps aux Fous»), die Abbildung minoischer Ge-
fasse («Philosopher and Shrink») und eine grosse
Giacometti-ahnliche Figur, die eine Schlange in
der Hand hilt («L'Homme Qui»). Diese Motive
stehen als rational begriindeter Gegensatz zur in-
tuitiv agierenden Ténzerin. Verbunden werden
die Rdume durch die Abbildung einer Tropfstein-
hohle, die als von der Natur hervorgebrachte
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Skulptur beide Sphéren vereint. Laut dem Kiinst-
ler ist diese Zweiteilung ein Hilfskonstrukt, das er
schafft, um fiir ihn wichtige Fragen zu formulie-
ren. «Der Wahnsinn wird in unserer Gesellschaft
schlichtweg ausgeblendet», sagt er. «Dennoch
brodelt er irgendwo unter der Oberfliche und
kann jederzeit ausbrechen.» Tatsichlich durch-
dringt diese kritische Dimension die wunderscho-
nen Oberflichen von Martis Arbeiten wie krie-
chender Nebel. Die Thematik ist durchaus brisant
— gerade zu drohenden Krisenzeiten.

Karolina Dankow
Zirich, Galerie Peter Kilchmann (Limmatstr. 270), bis 20. 12,
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Exhibition ofthe week
Fabian Marti

% k&

Alexandre Pollazzon
Soho to Hampstead

At the risk of further banging on about

the creeping neo-gothic tendency in

contemporary art, along comes

another show with the same

drumbeat. This time the mood is of

sword-wielding knights siring naked

damsels to animagined soundtrack of

hippy wind chimes and ’70s soft rock.

Recent Zurich art grad Fabian Marti

clearly reads too much pulp science

fiction, rifling old book stalls for

folksily illustrated covers thathethen

distances further with black tape,

concealing the author and title.

Shame, because works like ‘Drive-In’

and ‘La Force Mystérieuse’ really

begin to resonate if one bothers to read

the captions. Insteadit’s up to the

images to exude a musty air of bygone

fantasy, Marti’s point being that you

don’t need to read the titles toimagine 4 =

Earth populated by robots-gone-bador  ‘Composition for a Rhombus’, 2007

misunderstood sentient aliens.
Marti’s dark end game is to create pieces, propped up and left out of the

memento moriby scanning things on show’s hang, have a deathly pull that

his desktop Epson. Giant photos of belies the show’s fruity title
crystals, heathen runes and Christian ‘Fruchtzimmer’. All we can be sure of
crosses are all blow-ups of objects is that Marti’s a fantasist in the long

placed on an A4 scanner, withspecks neglected tradition of Dungeons &
of dust and rogue hairs adding anextra Dragons or those choose-your-own-
layer of visual static. The blackest adventure books. Ossian Ward

Galleria Fonti, via Chiaia 229, Napoli Italia - zip 80132 - tel/fax 0039 081 411409 - www.galleriafonti.it - info@galleriafonti.it



Artforum, Zurich, Sept., 2009, pp. 309 - 310

ROME

Piero Golia and Fabian Marti
ISTITUTO SVIZZERO DI ROMA

Italian artist Piero Golia and Swiss artist Fabian Marti conceived of
their collaboration “Ruins, Regrets and Visible Effects” in an inge-
nious way: an exhibition on two levels, where the main attraction was
the membrane joining the inner and outer areas of an elaborate instal-
lation—a liminal space reminiscent of a “third landscape,” a nether-
world between natural environment and artificial construction, as
formulated by landscape architect Gilles Clément. A twisting architec-
ture of plywood arches, columns, and tunnels—designed by Marti in
consultation with Golia—unraveled, like catacombs rising to the sur-
face. The walls were colored in five different tones, reproducing the
plays of shadow generally created by exhibition spotlights. The result-
ing environment was disorienting, not only in its initial impact, but
even upon further observation.

The architectural structure became both support and container.
The exterior of this armature displayed photographic works from
Marti’s series “To Be Titled under the Influence,” 2009, as well as
ceramics created in situ during his residency at the Swiss Institute in
Rome. These are objects with defined but malleable forms—distorted
vases, but also ashtrays and a large dog striking a pose (TINMLO
MZL IOM RF MJT]SM, 2009). Foregrounding the originally soft
material, the artist allows his process to remain apparent: Signs of
manipulation are visible and any equilibrium appears precarious. The
sculptures were scattered around the structure, covered in incompre-
hensible writing (the titles of the works), and thus attested to Marti’s
tenacious display of expressive freedom, an optimistic openness to
free association. A duality based on the use of superimposition pre-
vails in both the sculptures and the photographs. While the sculptures,
with their black-and-white palette and glazed surfaces, become akin
to images of the objects they represent, the photographs instead tend
toward a sense of three-dimensionality. Combining found images or his
own pictures into collages of unrelated scenes (their surfaces sometimes
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View of “Piero Golia and
Fabian Marti,” 2009.
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covered in dust), Marti digitally scans the resulting arrangements to
create photographic images of spatial ambiguity, playing with our
sense of depth.

A roughly two-foot-wide opening in one of these photographs led
inside the structure; crawling into the shadows amid the odor of
wood, one came upon seven hidden works by Golia. The viewer unex-
pectedly confronted pieces such as 19 Mercedes Hood Stars Ring,
2005, a framed, circular chain of Mercedes-Benz hood stars, and
Concrete Cube with Juicer, 2007, a Philippe Starck fruit juicer set in
concrete with its legs protruding, all created recently but rarely or never
exhibited. The arrangement formed an atemporal passage through
this artist’s oeuvre, removed from the context of Marti’s formal refer-
ences to the early twentieth-century avant-gardes, with their allusions
to the scientistic and the subcultural. Rather, Golia’s sequestered work
turned inward, toward a personal past, one culled from the oxymo-
rons and artifacts of American popular culture. Not only visible but
also invisible ruins, a kind of postindustrial melancholy, remained.

—Francesco Stocchi
Translated from Italian by Marguerite Shore.
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FABIAN MARTI
PETER KILCHMANN - ZURICH

FABIAN MARTI, Exhibition view, 2008. Courtesy Peter Kilch-

mann, Zurich.

Once more, Fabian Marti leads his view-
ers through the history of mankind. For
this exhibition he has combined a new
inkjet print series with four new ceram-
ic sculptures and an enormous wooden
structure that also serves as a plinth. As
in some of his earlier works, he uses a col-
lection of found pictorial material: he has
worked on numerous pages from maga-
zines dating from the 60s to the ’80s, with
a draughtsman’s line, using charcoal or

black adhesive tape. But the completed
product is not the “original collage,” it is
simply used as a model for the scanning
process that Marti has institutionalized.

Marti puts three-dimensional objects —
in this case mushrooms arranged in a par-
ticular way — on the scanner’s glass plate,
as well as photographs he has taken him-
self and found pictorial material. Then it is
not just the objects placed on the scanner
or the image that is translated into two di-
mensions: so much natural light gets into
the machine that the flat image acquires a
spatial depth of intergalactic darkness.

Marti has concentrated mainly on large-
format black-and-white and color pictures
of prehistoric and archaeological finds
from magazines — Romanesque vases,
horse reliefs and bronze sculptures. As
well as this evidence of historical high cul-
ture, Marti also chooses reproductions of
modern paintings and a photograph of a
black African woman in a trance.

Marti lends an aesthetic quality to these
old and venerable artifacts merely by re-
producing them in enlarged form, but he

distorts them to the same extent by his
formal interventions. He is both recreat-
ing a piece of human history while also in-
troducing us to a contemporary discourse
on adapting art history.

The African woman dancing in a trance
can be read as a self-portrait of an artistic
type who has fallen captive to shamanism
or as a metaphor for existence as an artist.
Marti himself has this to say about it: “I
believe that all knowledge from past eras
— the entire time-line — originates in the
human being. Not only in the sense of in-
tellectual knowledge, but also as regards
instinct and emotion. Basically, these pic-
tures are replaceable and, in my opinion,
are all on the same level.”

Fabian Marti is an outstanding connois-
seur of the epochs, making ancient and
modern, photography and sculpture, and
even figuration and abstraction collide. He
develops compositions that are creatively
quite simple, formal kaleidoscopes, but
opens up a discussion of some complexity.
(Translated from German by Michael Robinson)

Alexandra Blittler
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Fabian Marti

Salvatore Lacagnina

Looking at Fabian Marti measuring
a table designed by Ettore Sottsass, I
asked, “What are you doing?!” "I am
going to do it exactly the same,” he
answered.

SALVATORE LACAGNINA: Who
are your muses?

Fabian Marti: My muse is the will
to be an artist.

SL: What is your weakness?

FM: I am very much in need of be-
ing adored.

SL: What is a challenge for you?
FM: The challenge is to never ac-
cept what is, but at the same time to
use what is to one's advantage.

SL: How do you avoid trends?

FM: I make them.

SL: Who influenced you most as an
artist and why?

FM: Francis Picabia for his now.
Helmut Federle for his purity. Jack
Goldstein for being honest. Helio
Oiticica for his yet to be discovered.
John Armieder for his kindness.

Steven Parrino for combining su-
perman with Malevich's square,
Beatrice Wood for not giving a
fuck.
SL: For your new body of work you
collected African 3-D masks bought
on the Internet and integrated them
into the work. How come?
FM: I've always liked the idea of ap-
propriation — thanks, Elaine Stur-
tevant! African masks immediately
connect to the avant-garde of the
early 20th century, so they reach an
art historical level; also their mysti-
cal and ritual aspect together with
the fact that masks evoke portrai-
ture fascinate me.
SL: How did you start combining
dzgual imagery and photograms?
FM: I started using my scanner as
a camera. Later I would use the
negative film to draw on by scratch-
ing lines into it or by doing micro
collages on it, in order to later blow
it up. Working with Photoshop I
realized that most of the effects

Fabian Martiwasbornin 1979 in Fribourg, Switzedland, He livesand worksin Zurich,
Selected solo shows: 2009: Swiss Institute, Rome. 2008: Peter Kilchmann, Zurich,
Alexandre Pollazzon Ltd, London. 2007: Salon Vert, Prague; Peter Kilchmann,
Zurich; Fonti, Naples. 2005: White Space, Zurich; Goldankauf, Munich.

Salvatore Lacagnina is head of artistic programing at the Swiss Institute in Rome.

stem from analogue effects. So I
wondered what would happen if 1
merged effects done in Photoshop
with effects done in the darkroom.

SL: You founded the artist-run space
Amberg & Marti in Zurich in 2006.
What was the idea behind it?

FM: Annette Amberg and | lived
in the “hip" neighborhood of Zu-
rich. At some point we thought:
“Why not to use it as an exhibition
space!?” The idea to make shows in
our own place seemed very interest-
ing. But it was also a way to intro-
duce talents to the public: Pamela
Rosenkranz and David Hominal
had their first Zurich exhibition at
Amberg & Marti Zeigen.

SL: You recently started working with
film. How did this come abowt?

FM: I was a student at The Moun-
tain School of Arts (MS") in Los
Angeles where I met the Italian
artist Federico Spadoni. We would
hang out a lot together. One day we
decided to drive out to the desert.

It was a very intense experience;
coming from Europe one never ex-
periences such vast, untouched ter-
rain. We came up with the idea to
do a ‘reversed’ Land Art piece: not
to add something to the landscape
but to take something off. We saw
this huge boulder that was sitting
on a cliff, much like in the famous
Warner Bros. cartoons. We wanted
to tip it over. So, a couple of weeks
later we drove back to the desert
with two sets of HD cameras. One
would film the stone from beneath,
the other from the top. Unfortu-
nately we couldn’t get it to fall off
the cliff.

SL: What would readers think if they
knew that I never asked any of these
questions?

From left clockwise: Lucide Dreams 1952,
2009. Gelatine silver print. 30 x 40 cm.
Courtesy Peter Kilchmann, Zirich; Fonti, Na-
ples. Installation view at The Swiss Institute,
Rome (2009). Fabian Marti and Federico

Spadeni, To Be Titled, 2008. HD video, 16
mins. Courtesy The Swiss Institute, Rome.
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Fabian Marti
HANS-TRUDEL-HAUS
Obere Halde 36,
March 4-April 22

Fabian Marti is an expert maker—or shamanlike conjurer, say—of

totemic images. See, for instance, Brot & Tod (Bread & Death),
his oddly mystical 2005 image of a piece of sliced bread atop a
skull (sacrosanct and sacrilege at once). His latest exhibition,
however, finds the Zurich-based artist making use of actual
totems, namely a faux African “primitivist” mask he found on the
Internet. The mask’s familiar kitsch, in a range of eerily modified
versions, pops up in surreal photograms that mine late Francis
Picabia paintings, and in a series of three-dimensional white
masks pierced by two white sticks (both crucifix and grid).

Playing provocateur and examining modernism’s obsession with
primitivism, Marti also considers museological display and the
exchange between analog and digital cultures. To that end, his
photograms feel both analog and digital (the spectral images
begin in the computer and end up in developer baths). The white
masks, meanwhile, appear nearly digital: fragmented into parts
and pixels, a kind of cubist-animist digital animation. These
individual works are brought together by the pyramidlike structure
the artist built to display them on. Comprising a series of stacked
pedestals (which add up like a game of Tetris), the installation
seemingly cuts through the gallery’s three small, stacked floors.
Bookending the installation, and adding to its heady admixture,
are two large photographs of magical fungi. The ghostly images’
sincere spiritualism complicates the critique available elsewhere,
imbuing the exhibition with a nearly utopian ethos. Nevertheless,

View of “Fabian Marti,” 2010.

the question remains of whether “primitive” cultures will always be reduced to consumable goods for consumer

cultures like ours.

— Quinn Latimer

All rights reserved. artforum.com is a registered trademark of Artforum International Magazine, New York, NY
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FABIAN MARTI

*Time for the monkeys to move
into hyperspace«

Kunstmuseum Winterthur
14.4.-17.7.2011

OF APES AND MEN
If the eponymous monkeys are poised for
their trip, Fabian Marti (*1979) has already
undertaken a psychic passage; on the open-
ing night of his Manor Kunstpreis exhibition
he was entombed in a huge sarcophagus
where he remained, visible only through a
narrow gap, for the duration of the opening.
This »dream machine«, entitled Time for the
monkeys to move into hyperspace, (2011) was
positioned in a small room adjoining the
main space. The main gallery is populated
by five white ceramic octopi contained in
cubic boxes (75 be titled) surrounded by six
large black and white photograms (Cosmic
Laughter I-11I and VI-VII]) on the walls. A
fine, spidery line of black vinyl travels around
the perimeter, making uneven progress from
floor level to ceiling, then progresses into the
adjoining gallery. In the wake of the open-
ing performance the sarcophagus lies there
empty, its lid propped against the wall, a light
at its head blinking ceaselessly, eerily white.

Photograms are a familiar part of Marti’s
practice. It's not the first time he has com-
bined digital image manipulation with man-
ual exposure in processing. The enigmatic
works do not feature the impassive totemic
masks seen before, but several hypnotic
graphic spirals conjure psychedelic depth

and movement from the flat print surfaces.
The octopi, meanwhile, are petrified in the
act of escaping. What would have been sup-
ple invertebrates are frozen, yet none the less
menacing for all that, as a couple of tenta-
cles push up the heavy box lids to reach out.
Despite the relative sobriety of the presen-
tation, Marti’s titles, poppy visuals and mys-
terious machines bring to mind an old-fash-
ioned school of science fiction, when
uncharted galaxies were there for the discov-
ering. Ladies and Gentlemen We Are Floating in
Space is a phrase that sticks in the mind; the
band Spiritualised took this, the title of their
1997 album, from Jostein Gaarder's chil-
dren’s novel Sophie’s World, which introduced
the basic tenets of different philosophers.
Marti’s exhibition title echoes the cool tone
and cryptic message of this sentence. In
Gaarder’s novel the declaration is made by
inquisitive philosophers still on earth mak-
ing the »perilous expedition to the outermost
reaches of language and existence« but the
public do not care to listen to what they
report. Exactly who speaks with authority in
Marti’s exhibition title is not clear, and this
play on agency pervades the show. Propped
to one side of Marti’s dream machine is a
small canvas called Johnny Graf for Fabian
Marti, made in collaboration with the other
artist; its proximity to the site of Marti’s med-
itative performance suggests an umbilical,
nurturing link. Is Marti the engineer of tools
for insights into an alternative reality, or is
he the voice of a collective that is sending

monkeys into the unknown? Or has he con-

FABIAN MARTI

Exhibition view / Ausstellungsansicht »Time for the monkeys to move into hyperspace«
Manor-Kunstpreis Kanton Ziirich 2011, Kunstmuseum Winterthur
ot Gunnas Metes
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structed a resonance chamber for distant
mockery as Cosmic Laughter suggests? But
hyperspace, notwithstanding the hugeness
the elements of the word suggest, is not the
unfathomed depths of space but a man-made
virtual labyrinth of hyperlinks. Monkeys can-
not chart a territory that only exists where
we meet the limitations of our minds. Now
that the artist has left the building, we are left
like acolytes without a guru, teetering on the
brink of something beyond the immediate-
ly evident, wondering whether to leap in too,
or whether we have been taken in, then aban-
doned in an uneasy limbo of our own cre-
ation. It is to Marti’s great credit that he can
combine these elements with a light touch
and let them play out so vividly.

VON AFFEN UND MENSCHEN
Wenn die Affen fiir ihre Reise bereit sind,
hat Fabian Marti (*1979) schon eine Fahrt ins
Ubersinnliche unternommen. Den ganzen
Eroffnungsabend der Ausstellung des
Manor-Kunstpreises lang war er in einen rie
sigen Sarkophag eingeschlossen, nur durch
einen schmalen Spalt sichtbar. Diese »Dream
machine« mit dem Titel » Time for the mon
keys to move into hyperspace« (2011) wur
Kabinett

Hauptraum der Ausstellung platziert. Der

de danach im neben dem
Hauptraum wird von fiinf weilen Oktopus
sen aus Keramik in wiirfelférmigen Kisten
»To be titled«) bevolkert, die von sechs gro
Ben schwarzweiBen Fotogrammen (»Cosmic
Laughter I-III und VI-VIIl«) an den Wiin
den umgeben sind. Eine feine, spinnwebar
tige Linie aus schwarzem Vinyl lduft stufen
formig die Winde vom Boden zur Decke
entlang in das Kabinett hinein. Dort liegt der
leere Sarkophag wie ein Relikt, der Deckel
ist gegen die Wand gelehnt, und ein Licht
blinkt unaufhérlich an seinem Kopfende in
gespenstischem Weil3 .

Fotogramme sind ein bekannter Bestand
teil von Martis Kunst; nicht zum ersten Mal
kombiniert er digitale Bildbearbeitung mit
manueller Belichtung in der Dunkelkammer.
Die riitselhaften Arbeiten zeigen nicht meh
wie frither teilnahmslose, totemistische Mas
ken, sondern hypnotische Spiralen, die eine
psychedelische Tiefe und Bewegung aus den
flachen Abziigen hervorzaubern. Die Okto
pusse hingegen sind beim Versuch, sich zu
befreien, versteinert. Die weichen, wirbello
sen Tiere sind wie eingefroren und doch
nicht weniger bedrohlich, driicken doch eini
ge mit ihren Tentakel die schweren Deckel
der Kisten auf. Trotz der recht niichternen
Priisentation rufen Martis Titel, seine poppi
ge Bilder und mysteriose Maschinen eine alt

FABIAN MARTI
Ohne Titel, 2011
Silbergelatine Print

Photo: Gunnar Meier

modische Spielart von Science Fiction in
Erinnerung, wo es noch unerforschte Gala
xien zu entdecken gab. »Meine Damen und
Herren, wir schweben im Raume, ist ein Satz,
der in Erinnerung bleibt. Die Band Spiritua
1997

erschienen Albums von Jostein Gaarders

lised iibernahm ihn als Titel ihres

Kinderroman »Sofies Welt«, der die Grund
gedanken verschiedener Philosophen vor
stellt. Der Titel der Ausstellung ist ein Echo
auf den kiihlen Ton und die kryptische Bot
schaft dieses Satzes. In Gaarders Roman
stammt er von wissbegierigen Philosophen,
zwar noch auf der Erde, aber auf einer
»gefihrlichen Reise an die @uBeren Grenzen
der Sprache und Existenz«; doch die Men
schen kiimmern sich nicht darum, was die
Philosophen zu berichten haben. Wer in
Martis Titel mit solcher Bestimmbheit spricht,
ist nicht klar; dieses Spiel mit Stellvertretern
durchdringt die ganze Ausstellung.

An Martis Dreammachine ist eine kleine
Acrylmalerei gelehnt, »Johnny Graf for Fabi
an Marti«, die in Zusammenarbeit der bei
den Kiinstler entstand. Deren Nihe zum
Schauplatz von Martis meditativer Perfor
mance lassen eine enge und nihrende Ver-
bindung annehmen. Sind Martis Arbeiten
Schliissel zu einer anderen Welt oder sind sie

die Stimme eines Kollektivs, das Affen ins
Unbekannte schickt? Oder hat er eine Reso
nanzkammer kiihlen Spotts konstruiert, wie
die Fotogramme »Cosmic Laughter« vermu
ten lassen?

Doch ist der Hyperspace, ungeachtet der
ungeheuren GroBe, die die Bestandteile des
Wortes suggerieren, nicht die unergriindli
che Tiefe des Raumes, sondern ein men
schengemachtes, virtuelles Labyrinth von
Hyperlinks. Affen kénnen ein Territorium
nicht ausmessen, das nur dort existiert, wo
wir an die Grenzen unseres Verstandes sto
Ben. Jetzt, nachdem der Kiinstler das Haus
verlassen hat, bleiben wir wie Jiinger ohne
Guru zuriick, am Rand von etwas jenseits
des unmittelbar Einsichtigen taumelnd und
fragen uns, ob wir hineinspringen sollen,
oder ob wir hereingelegt und in einem beun-
ruhigenden, von uns selbst erzeugten Nebel
zuriickgelassen wurden. Es ist Marti hoch
anzurechnen, dass er all diese Elemente mit
leichter Hand kombiniert, und sie so leben
dig miteinander agieren lisst.

AOIFE ROSENMEYER

Aus dem Englischen von der Redaktion
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in the same manner, as if Marti were turning
the hand print — the ultimate marker of indi-
vidual and artistic identity — into a mass-
produced product. Here, the artist questions
the Modernist notion of a signature style with
an ironic, literal reading of the fingerprint as
photographic print.

In his latest film, Because | Travel a Lot
(2011), we hear the voice of a woman narrator
describing a return to a prehistoric culture,
before tools and stylistic conventions. The
recited text, from the late ethnopharmacologist
Terence McKenna, explains that our received
culture is a mere operating system which
can be rebooted by using psychoactive sub-
stances. For McKenna, such drugs hold the
key for overcoming ‘Capitalism 5.0’ and a
return to the ancient ‘animal soul’ of human-
ity. As we listen, we see a ceramic object
being made which resembles the one used
for the Marti Keramik ... poster. In the hands
of a skilled craftsman, a lump of clay becomes
a round object, built up by laying bands of
clay on top of one another and finished with

a coloured glaze. We hear the hypnotic
spinning of the potter’s wheel and a mix of
muffled drumming and synthesizer sounds.
The footage could well have been taken by

a team of ethnographers, documenting a
recently discovered exotic culture. After fol-
lowing every step of the production process,
we see the finished ceramic once again but
against a black background, as if it were
already in a museum.

For his exhibitions, Marti often designs
his own display units using MDF walls,
plinths and items of furniture which are pre-
cisely made but tend to look somehow clunky.
While he leaves signs of a direct physical
contact with his materials, there’s a playful
distance to the resulting art works — a distance
that effectively conceals the identity of the
artist as the producer of both the works and
their displays. By moving between anonymity
and identity, he turns the creative impulse
into a primal question: not only who and what
makes art but why it is made in the first place.
Translated by Nicholas Grindell
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