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Principle of space in sculpture
Carlos Ciriza is able to provide a sole block of iron with movement and life. This gift to fragment and twist something so solid and robust is a consequence of his will to let air penetrate into matter. Not only he creates volumes manipulating iron and steel, but he also searches for the forge of gaps.
On this purpose, the author fragments the original blocks into different pieces which, when displacing or twisting, generate multiple hollows. It means that, when a piece knocks out of a volume, space is what is fitting, making an opening through the work. This expresses in a forcefully way the direct and inseparable relationship between volumes and gaps, which is one of the fundamental artistic principles of the author.
The decomposition of matter in favour of space involves the claiming of what is apparently fragile and futile over what seems to be more corporeal and substantial. What is invisible also acts and gives things shape. Ciriza likes to reflect on the ambivalence of these realities as two kind of complementary spaces: one is full, the other is empty.
Although in different ways, both are in charge of filling the vacuum. Physics has discovered that the empty space “is not so empty”. Rather the opposite, it is full of particles that carry out essential interactions. The poet Jorge Guillén went further in this “recovery of the ethereal”, with a sentence that Chillida identified as his own philosophy: “Air is what is deep”.
In the case of works for open spaces, sunlight and the rest of atmospheric elements add up an extra component of vitality. Ciriza wants his works to bathe in natural light, to draw silhouettes, to get wet, to wear out, to “breath” and to integrate into their environment. This kind of works, of big and monumental format, capture a poetry that is intimately related to nature.
Thus, spaces and lights are as important in Ciriza’s work as the vigorous matter that surrounds and complements them.

Principle of dynamic work
Another way of giving life to his works is the dynamism the author impresses on every single piece of those. Sometimes, the dispersed fragments of his sculptures group together in different ways, defying balance, both horizontally and vertically; another times, they slide into the edge of gaps, or float suspended on air, defying gravity.
This way, fragments compose “sculptural puzzles” in constant movement, that fit together and knock out, organizing or disorganising themselves in relation to the vacuum that surrounds them. This “constant metamorphosis” of pieces, as Rosa Martínez defines it, “will exchange forcefulness for flotation” and “gravity for ethereal ascension”. As for paintings, his brushstroke is, in Ignacio Urricelqui’s words, “accelerated, vigorous, nervous; cutting, sometimes; provocative, ground-breaking”.
Ciriza defines himself as a “painter and sculptor of movement”. This dynamism seeks to express “will, impulsiveness, passion”, qualities that the author considers to be part of a “gesturial meaning inherent to movement”.
However, dynamism is generated as a result of the tension between pieces, not the speed in which they displace. Works do not communicate fleetingness, but rather strength and forcefulness. By means of metal loosening and displacements, as well as tense balances between fragments, these robust pieces seem to lose material weight and start splitting before our eyes, although its “visual weight” remains intact.
Ciriza’s volumes are rationalist and solid in its shapes, because they are eminently geometric; but at the same time, they are sensitive, spiritual and passionate in its breaking-offs and movements. In the author’s opinion, “the rusty steel makes accurate reference to earth”, to what possesses “original” and “changeable” qualities.
This is, indeed, the sensation that his sculptures communicate:
they are made in a “blunt, hard, sober and permanent material”, although aiming for the “search of an aesthetic language”; as a result, they recreate themselves through diverse shapes, and reflect on an infinity of concepts. We are talking about works that explore different variants, although always interconnected by a very coherent thread.
Thanks to this, they compose a poetic that is both singular and universal, and thus works as individual reflection and collective encounter. In the author’s words, his art constantly changes “the course of shapes”, but always within the same “cosmopolite world of volume”. Free and coherent, as it has to be.

Principle of complementation between opposite realities
The coexistence between opposite but complementary realities is another common principle in Ciriza’s work. The author usually captures dual concepts that contradict each other only in a theoretical level, because those happen jointly in real life. This is another quality that gives life to his works, as they seem to want to embrace the complexity of aspects and shades that inform the human existence. Ciriza finds in this “palette of philosophical, material and aesthetic realities a very wide research and creative field”.
Opposite realities like the solid and the ethereal, or the stable and the dynamic are, as we have seen, two of the most studied ones by the artist. Chillida also considered both couples of qualities to be fundamental, and referred to them by a metaphysical mix: what is visible is called “slow space”, and what is invisible, is “fast matter”.
Wherever there are tangible volumes, there are non-corporeal spaces that surround and drill those. Straight pieces coexist with twisted ones; those that are stable with those others dynamic… While some fragments spread apart, others get closer, by means of a synthesis and contention process.
Some of them even appear to do one thing or the other, depending on the point of view from which they are observed (which generates another opposite play). Some shapes are harmonically balanced with the rest; some others couple each other, generating tensions between them; and also, another ones detach and follow their own course.
The fact that every fragment detaches from major volumes, that those are not only additions to metal, expresses the intimate relation between the whole and the parts, between diverse realities and a common origin. According to Ciriza, “several opposite parts are needed to achieve one’s unity”.
Each piece that fragments and detaches itself remains a relative to the “mother” piece by means of the gap that leaves, of identical form and size. Here arises also the idea of the object and its mark, of the positive and negative aspects of the same reality. 
Sometimes, and due to diverse displacement plays, it gets more difficult to find out the origin of these fragmented pieces. But if we pay closer attention to the silhouettes drawn by its edges, we will be able to follow the visual trace of all volumes until they converge into the original piece.
Even the most diverse fragments can be related to each other for having detached from the same “major section”. However, to realise these highly intimate interrelations, same as happens in life, we must be ready to move into deeper contemplation, one that transcends appearances.
Therefore, Ciriza’s works demand a serene and open contemplation, so to be able to perceive the wide range of concepts they synthesise. We cannot remain in the initial disposition of pieces.
The first impression has to lead us to a whole world of reflections, where this “volume thinker” invites us to introduce ourselves. As we can see, his works are simple in the sense that they are stripped of ornamentations, but never elementary in their message.

Principle of experimentation and research
Ciriza is a painter and sculptor eminently empiric. His work would not be as it is without his researching and experimental vocation, and without the tenacity and discipline that guide him. Thus, his creative process, “both in a conceptual and physical level”, is not due to fortuitous bursts of creativity. Instead, it is “deep and constant”. Ciriza makes the saying “inspiration comes working” his own.
As Carmen Areopagita says, Ciriza’s art does not respond to “fleeting emotions”, but is “the fruit of a work”. The fundamental pillar of this labour is “a will of rationality and deep reflection” regarding the “different elements and plastic fields”. As Urricelqui synthesises, it is about a “cognitive, plastic and emotional process” at the same time. That is why, in the author’s words, his works irradiate “the strength and energy of the ordered creativity”. 
His creative process starts from the initial effort of “visualizing the emotions and thoughts” that he will capture into matter. His inspiration sources can be many: aesthetic, emotional, conceptual… However, he is always searching for “the development of an idea that harmonizes effectiveness with beauty, and persuasion with esthetics”.
Some of his works constitute “completely genuine expressions”, while others gets developed “as a form of communication”. As we have already seen, space, volume and vacuum play a key role on his sculptural language, same as colour and brushstroke do on pictorial one.

Principle of “gesturial abstraction”
This investigative spirit has been leading him to abandon architectonic and complex sculptures to culminate in more organic, simplified and austere ones, but not less rich and eloquent. Rather the opposite, his technique has turned more simple and sound.
In painting, he has been restricting and outlining the colour range, as well as moving further away from figurative topics. In Francisco J. Zubiaur’s words, his canvas show that “world is not seen anymore, but lived, incorporated into each one’s experience”. The author himself defines this language as “formal-creative” and as “gesturial abstraction”, in which he finds “almost infinite aesthetic possibilities”. This is something indispensable to someone who, as years go by, states he feels “mentally free”. Ciriza thinks that “each work must be absolutely free from associations”, so this way, “the spectator can relate it to him/herself”.
“Abstraction has voice, colour, imagination and creation for itself”, it needs no concrete figurative references. Those rather hinder, because their ultimate purpose is to be turned into a “universal language, able to transmit any kind of information”.



Principle of painting-sculpture interrelationship
Another fundamental principle in Ciriza’s work has been the interrelationship between painting and sculpture, to the extend of not being able to exist one without the other. In fact, the author states that he has to “paint and sculpt at the same time”. Again, we found two complementary realities in the essence of his art.
In his beginnings, the pictorial-sculptural relation was given through what Zubiaur defines as “appropriationism”. Painting approached sculpture from the three-dimensionality that added materials and objects provided, same as layers of embossed paint. These pictures seem to be aiming to take shape.
This “sensation of life and absolute freedom”, same as what his sculptures irradiate, is even more conclusive in recent Ciriza’s works, because his painting comes to “locate, suggest and discover” possible new sculptures.
His pictures have turned into an experimental, seeding and growing field of volumes that aspire to materialize into metal. In fact, almost all of his works end up going from one language to the other. Through drawings over paper and card, “an amazing balance of forms, volumes and spaces” starts coming up. This is a sign for the artist that “the sculptural volume gets made, that the image consolidates”.
This “discovering of movement and different aesthetic possibilities” gives these little drawings a core function in the origin and development of major sculptures. In some cases, the artist gets to capture over paper “each and every line and plane” that he will afterwards take to scale.
