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The Sculptures of Carlos Ciriza

For an art historian, it is a great pleasure to be asked to write a few words about a sculptor like Carlos Ciriza, firstly,  because to do so is like causing a current of fresh young air to ruffle our papers so saturated with the dust of ages, with beauty preserved by the power of love and effort over long years; beautiful, but dead, in some cases for centuries.
Secondly, because in a sense, we must summarise some contemporary works which must be explained to be fully appreciated by the ordinary spectator. Thus fulfilling our professional function, we contribute this grain of sand to society and its aesthetic development as Maritain says in his Art and Scholasticism, “the aptitude or taste to perceive and judge beauty presumes an innate gift, but is developed by education and learning, principally through the study and rational explanation of the work of art. At the same time, the more intelligence is informed by the rules, procedures, difficulties of art, and above all the end which the artist pursues and his intentions, so much better prepared will it be to receive through the intuition of the senses the intelligible splendour which emanates from the work, and to enjoy and perceive spontaneously its beauty”.
Thirdly, to continue with Maritain, in order for one to enjoy an exclusive and most refined aesthetic pleasure: “the friends of the artist, knowing the things he has loved…enjoy his work infinitely more than the public; also in this way the beauty of certain works is a hidden beauty, accessible to only a few”.

It is well-known that contemporary art, relieved by the invention of photography of its function of representing reality, seeks not only beauty, but also communication. For this reason, looking at any piece of Ciriza’s work, great or small, monumental, simple or solemn, it is clear that we will not find a direct representation of a concrete object, but something quite different – a suggestion, a memory, a path which leads to the reality the artist intends to form, a parallelism.

This reminds us of Plato’s reflections on the relationship between the world of sensation and the higher world of ideas; the monumental forms of Ciriza could be those simple forms within which those of everyday life hide. Asked what they are, we will say concepts of volume, suggestions of rounded space, an invitation to go beyond the concrete appearance and deeper into the colours, planes, volumes and textures.
Colours which bloom with the essence of another reality

Colours or textures, visual aspects of matter. In these sculptures we discover a new world, an essence blossoming through from another reality. In search of the concept mentioned earlier, reality transcended and made visible, we find a new and different colour – that of a world which is not exactly the real one yet proceeds from it, and moves in a different dimension like the figures which cause the shadows in the platonic cavern.
This is about strong colours with a personality of their own: green or gold bronze, rust, polished iron, stone…colours that open up a new parallel reality rich in suggestion, blooming.
Dominating the uncertainty of the vacuum

The internal vacuum is the one found in the interior of the sculptures, since some of they are not solid. This is one of the achievements of contemporary art. It is said that Picasso, in the early years of the last century, claimed that he did not want to create one volume from another, since it was possible to do this using only planes which would capture the air between them. This path has been followed by the majority of the vanguard of  sculptors in the twentieth century, especially those with their roots in cubism. So Archipenko, Lipschitz, Julio Gonzalez, or Gargallo all have in common their use of hollow sculpture in which the vacuum has achieved exactly the same protagonism and value and even weight, metaphorically speaking, as the solid.
The external vacuum is on the contrary that which surrounds the three dimensional image and it has also been used to create movement, a relationship with the medium, expansion and meaning in the sculpture ever since this has existed in the conscious manner sought after by Rodin in The Bourgeois of Calais.
A third vacuum exists: the incorporated. The sculpture can make its own not only the space around itself, but also that space which it defines itself: via an embrace with gaps in its interior, suggesting undepicted parallelisms and symmetries that are imagined in the space; or by forcing the archaeological reference as in classical sculptures, mutilated yet as whole as if they really possessed those missing parts.
Carlos Ciriza, child of the times, shares, learns and makes his own these spatial searches and lines of experimentation. This is the intention which one can appreciate in many of his works; they shift, or appear to do so, with a rippling motion, capturing the surrounding space. This is occasionally done in a more abrupt manner, through zig-zag or tooth shaped profiles; one sees openings in their contours, and at times gaps which conserve in negative the outline of the forms extracted from them, united elsewhere; sculptures which twin one another, and continue to be related, each part conserving the profile of the other; arms and appendices that sprout from the main body as if looking for something or exploring their part of space and the long etcetera of experimental forms influencing this search, which is so fruitful in the relationship between solid and hollow.
The result, the maximum triumph of the artist, is the solution and ordering of chaos; dominating the uncertainty of the vacuum.

All the preceding considerations bring us closer to the Carlos Ciriza of today, who, after a long period of training and searching, has arrived at an evident aesthetic maturity, which also shows itself to be fecund as it is a dynamic maturity, permanently in the process of testing and overcoming.
Lastly, to explain the adjective “expressionist” which accompanies “abstract” in describing Ciriza’s work, we refer to the desire for suggestion implicit in three-dimensional forms. He does not wish to show forms empty of content which are satisfied with their commemorative or indicative character. They are double-edged: conceptual and expressive. They are conceptual in that they hide a meaning which must be arrived at via suggestion. Through what is suggested to us by the material, colour, forms, connection or not of planes, appearance of curved or straight lines, figurative references (crosses, traditional objects, parts of the body, animals, plants) one can arrive at the comprehension of an idea, be it strength, transcendence, connection with ones own roots or with the earth etc. And they are expressive because even if the conceptual load is great, there is always reference to the feelings of the sculptor towards the concept he wants to suggest; the sculptures share something of their author’s soul and affections, so one can detect a trace of subjectivity in his work.
All this leads us to consider Carlos Ciriza as part of the vanguard and of the most creative movements in contemporary art. Far from following other tendencies where, along with ephemeral and transitory phenomena, multidisciplinary techniques predominate, which move away from the essence of sculpture, Ciriza maintains and consolidates a way of working in which the material strength of the sculpture, and its essential three-dimensionality and durability are respected and maintained.

