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ORGANISKA MAGMA
Laura Revuelta

Es izSkiros rakstit So rakstu par Manuelu Siriju tiesi ta, ka no manam atminam uzplaiksnija vardi. Ta, ka atnaca domas. Verbala abstrakta ekspresionisma
veida. Tasirabsolutisirreali, jo tam nav neka kopiga arvina darbiem, ar apzinu, nedzariar bezapzinu. Lietojot juridisko terminologiju, rakstiju ta, ka tas varétu bt bijis.

Es séZu pie loga, no kura viss, ko varu redzét, ir jura. PlaSa monohroma jiira. Tum3a un ar viegli iesvitrotam baltam vilpu muguram. Zeme nav redzama.
Debesis ir maigi zilas un baltas. 5T seciga atkartosanas bitiba ir perfekti abstrakta izpausme, lai ari cik redla ta varétu 3kist no pirma acu uzmetiena vai pavirsa
interpretacija. Es domaju par Hosé Manuela Sirijas gleznam un par vina izstadi Nenosauktais... Nenotveramais... (Before the Title, Beyond the Surface). Es nevaru
saskatit nekadus noradijumus attieciba uz vina krasu gammam, kas, Skiet, nak no zemes dzilém, nevis no jiras dzilumiem. Sarkani, melni un zemes toni
— ka vulkaniskie ieZi. Tau, par spiti tam, es varu iztéloties vina gleznas slidam par virsmu. Ne peldot pa straumi, bet vienkar3i pieSkirot monotonajam horizontam
intensitati. Es saistrtu 3s iztéles epizodes ar vienu no vina gleznu instalacijam, kur gleznas bija izkaisrtas pa muzeja aukstajam sienam, precizak — ar vina Abstrakto
atminu (Abstract Memory) sériju. Atmina ir tikpat abstrakta ka vide, kasir man apkart. Tapécari manas vizualas attiecibas ir tikpat abstraktas ka vina gleznas.

Es nevaru teikt, ka zinu visu par Hosé Manuela Sirijas gleznam, bet es zinu par vinam ilgi. Es ari nevaru teikt, ka zinu visu par vina lekcijas teikto un vina
iekséjam sarunam, bet no ilgajas intervijas un privatajas sarunas minéta es patieSam zinu, kas vinu interesé. Gleznieciba un tikai gleznieciba. Es nevaru teikt,
ka manas zinasanas ir pilnigas vél jo vairak tapéc, ka esmu tikai reizi izlasijusi dazus kataloga tekstus, ko vins pats uzrakstijis savai izstadei Tabakalera telpas Madride.
Parsteidzo3s atskats pagatné. Esmu nonakusi pie secinajuma, ka vinam patie3am pasam jaraksta kataloga teksti. Tie ir vienkarsi burvigi savas intensitates dél. Plauka
glezniecibas un tapéc ari vina darbu skeptikiem. Kapec vins ir jaraksturo, nemaz nerunajot par citiem? Vienkarsi tapéc, ka vins lidz mas interpretét savas gleznas
frazés un jedzienos. Vin3 tic miisu vardiem. Tacu es vairak uzticos vina vardiem. Es censos saskatit to talako virzibu misdienu makslinieciskas realitates konteksta.
Hosé Manuels Sirija ir jarnieks, kas iztiek bez citu palidzibas, un kas gan batu es, lai pamestu vinam makskerauklu, kad vina gleznas aizslid man garacim.

Daudzo gadu laika, kas veltiti misdienu makslas skaidrosanai, polemizeSanai par to un tas izplatiSanai, man nav bieZi gadijies sastapt maksliniekus,
kas apveltiti ar talantu izteikties vardiski, vai tas bitu mutiski vai rakstiski. Visas makslas véstures gaitair bijusi augstas klases makslinieki, kuru teksti, neraugoties uz vinu
augsto vertéjumu maksla, ir tikusi vérteti augstak neka vinu darbi, kaut gan japiebilst, ka Sada teorija radusies noslégtaja ekspertu pasaulé. Jums, izstumtajiem, nav
jajatas parsteigtiem, tacu DalTbija viens no Sadiem gadijumiem. Ir pat tadi, kas teikusi, ka vin3 bijis daudz labaks rakstnieks neka gleznotajs. Man tam japiekrit, tacu avida
dollars (“alkatigie dolari”) allaz atalgojusi rakstniekus labak neka gleznotajus. Hosé Manuels Sirija ir labs rakstnieks, bet visupirms vin3 ir lielisks gleznotajs. Vina vardu
speksirdzirkstoss. Vina gleznieciba ariir dzirkstosa. Vienkarsimirdzo3a un skatienu apZilbinosa. Ar nedaudziem krasas plankumuiestarpinajumiem.



Jau vairak neka divdesmit gadu katru dienu esmu pavadijusi kopa ar Hosé Manuela Sirijas gleznam. Un ari ar vina graviram. Tie ir darbi no tiem laikiem,
kad vin3 vél nebija pametis Madridi. Vin3 tikko bija uzsacis savu starptautisko celojumu un parmainu mekl&jumus, tirgus, zina%anu un interpretaciju mekléjumus.
Neraugoties uz to, ka vina bagazas saturs ir mainijies, viss, kas raksturigs Sirijam, paslépts vina somas. Neviens nav pat vina maza pirkstina vérts. Pirma pieturvieta
vina celojuma bija Nujorka. Nujorka ir Hosé Manuela Sirijas pilséta. Es uzdro3inos teikt, ka ta ir vina kaisle, ja ne sentiments. Nujorka nav Hopera glezna, ta nav ari
Vorhola radits téls. Lai gan daudzi, kas atbalsta Sadu viedokli, ta teiktu. Nujorka ir abstrakta ekspresionisma miesa un asinis. Nujorka ir saskelusies un ieplaisajusi
krasa.Tair veca, bet ne nogurusi pilseta. Runajot par veco, Hosé Manuela Sirijas glezniecibai piemit ta pati butiba, tacu ta neSkiet nedz nogurusi, nedz iztukSota. Ta ir
ielu gleznieciba, kas savac kopa pilsétas paliekas, kur uz namu sienam un mariem — kur gan atrast vél labakus audeklus — atklajas skats uz reklamu driskam pie afiSu
stabiem, skats uz sienam, kas neskaitamas reizes apgleznotas ar grafiti un kas pauz vélésanos aizklat urbanas rétas. Pilséta ir nepartraukta celtniecibas procesa, tapat
tasirar Sirijas glezniecibu. Stirvieta, kurvina darbos sak iemiesoties jaunas valodas — sakot ar video un lidz pat priekmetiskajai.

Velak sekoja Berline.Tad Londona — pilséta, kura vins dzivo paslaik. Tacu Madride ir pilséta, kura vin3 allaz atgriezas. Vienreiz Hose man teica, ka, vinam par
lielu neapmierinatibu, dzivodams Nujorka, vin3 gleznojis ta, ka to darijis Madride. Un otradi — ka, budams Madridg, gleznojis ta, it ka butu Nujorka. Vina iedvesma
un miiza lidoja pretéjos virzienos, kad vien tas tam iepatikas. Lidz kamér grafiki mainijas. Galu gala tas vairs neradija problémas, jo visi makslinieka vitalie
un eksistencialie celojumi noslédzas kopa, krustojoties, nakot un ejot ka pazemes straumes. Ja Sirijas gleznieciba bitu japieskaita kadai konkrétai tradicijai, tad,
visticamak, tas bitu abstraktais ekspresionisms, tacu tas attiektos tikai uz nelielu vina darbu dalu. Vina darbi izS|acas krasas, it ka ikviena vina glezna uzrastos
no vélreiz atklatas véstures. Kad makslas pasaule sadalas grupas par vai pret glezniecibu (par vai pret konceptualo), vin3 ienem poziciju pa vidu, lai gan ne vienada
attaluma no galéjiem punktiem. Ja runa ir par Hosé Manuelu Siriju, vins labprat bitu iecurajis Disana pisuara, ieziméjot teritoriju vina treSas un ceturtas paaudzes
tresas vai ceturtas Skiras paligu starpa. Neviens necura Hose Manuela Sirijas teritorija, jo, pateicoties konceptualajam, neko nevariegit. Vins iriemacijies konceptuala
banalos trikus, bet vins arizina, ka gleznosana nedrikst bt triku. Ja biis jaizvélas starp vieglako un gritako marsrutu, vin3 turésies pie pédeja, lai gan turieguvumibiis

zemaki un sarezditaki. Daudz sarezgitaki, bet tie jau b citi, kas spélésies vai rotalasies ar to.

Vardi nespéj apslépt to, kas galu gala izradas tikai aspratiga vardu spéle. Spéle ar kauliniem, métajot idejas no viena kausa otra ta, lai pazustu skatitaja
ciedais skatiens uninterese. Luk, par ko pédéjas desmitgadés daudz runats maksla. Laba lieta attieciba uz Hosé Manuelu Siriju ir ta, ka nav daudz jaskaidro, lai gan més
varétu skaidrot, jaieskatitos zem krasas slaniem.

Vin$ pameta Nujorku, lai dotos uz Berlini. Drizak personisku iemeslu vadits, nevis aiz nepiecieSamibas mainit cikliskumu, kaut gan cikliskums mainijas.
Tads ir dzives likums. Makslas véstures karté iezimétas daudzas galvaspilsétas. Saka, ka misu laiku galvaspilséta ir Berline. Kadreiz tada bija Parize un Nujorka.
Sabrukusa mara pilsétas vientuligajas ielas par So vietu piedzima slava, ka ta uznem ikvienu makslinieku, kas alkst ievirzit savu karjeru veiksmes un miisdieniguma



orbita. Hosé Manuela Sirijas dvésele sastinga. Berline maz varéja piedavat vinam, un vin$ maz varéja piedavat pilsétai, kura man personigi $kiet baismiga. Ar mri
pavidu vaiari bez ta. Lai ciknemoderni vai neatbilstosi tas varétu Skist, Sirija Berlinei pagrieza muguru. No rétam, kasiecirstas asfalta, nevar panemt daudz. Un cik gan
ierosinoSa ta vieta varétu biit bijusi Sirijas intensivajai gleznoanai ari tas briices dé|, kas atvéras, kad nomira vina tévs, par kuru Sirija vienmér bijaizteicies ka par savu
uzticamako celabiedru. Es sastapu vinu Madridé. Tévs vienmér bija vinam lidzas, un sédét blakus maksliniekam délam nebija viegli. Péc téva naves Sirijas darbs saka
ietilpt viena galva, bet galvas vairojas ka mantu kastes, kas rodas, nebeidzami parvacoties uz jaunam majam. Pa vidu saplositajam un necilvéciskajam paradas sejas
unZesti. lek3ejiun argjirégi. Petot radisanas unraditaja, izcelsmes un naves kaiti. Gleznas ka dveseles ultraskanas attéli.

Vina nakotne ir lidziga kastu kalnam. Makslinieks klejotajs, kas velk visu savu mantibu tauva. Viena kaste, tad vél viena un vél viena. Kur$ gan bis tas
laimigais, kas to visu izsainos? Materialo un nematerialo. Katra kaste glaba noslépumu, realitati un parsteigumu. Kops ta laika vina gleznas ir pilnas ar kastém. TieSi
tapat ka vina studijas un dzive. Sis izstades nosaukuma Nenosauktais... Nenotveramais (Before the Title, Beyond the Surface) aizseqga Sirija izsaino daudzas savas
manijas. Lai gan izstades nosaukums skaidri norada uz konceptualiem slaniem, vina gleznojumiir tirs rado$s nemiers, tacu ne tukSums. Tie ir eksperimenti ar gleznas
koncepciju, ar dvéseli, ar batibu. Aina ar balto kubu reprezenté muzeja sienas, kas izstaros liesmas, it ka Sis vietas vulkaniska darbiba biitu atkal atdzivojusies
uz audekla virsmas. Konstruktivisms arhitektdra ir konstruktivisms, ar kuru ari Sirija eksperimenté savos darbos. Sirija nokluvis laika, kura vin$ sadraudzejas

arMalevicu.

Marka Rotko Centrs no iekSpuses ir izgaismots ar gaismu, ko izstaro gleznas, kas raditas iedvesmas un dzives uzplaiksnijumos. Izgaismots no iekSpuses
uzarpusi. No tradicionala uzavangardu. No koncepcijas uz ekspresivuintensitati. Radisana un sagrausana, lai atdzimtu.
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| decided to write this text about José Manuel Ciria as the words flashed back to me from memories. As the ideas emerged. In a kind of verbal abstract
expressionism. Itis totally surreal, because this has nothing to do with his work or the unconscious, nor unconsciousness. Expressingitin legal terms, asit were.

lamsittingin front of awindow from which all | can see is the sea. A vast monochrome sea. Dark, with subtle, veiny white crests. There is no land to be seen.
The skyis a soft blue and white. This sequential repetition is actually a perfect abstract exercise, however real it may appear at a glance or to superficial interpretation.
[ am thinking about paintings by José Manuel Ciria, and his Before the Title, Beyond the Surface exhibition. | can find no references to his colour ranges that appear
to spring from the bowels of the Earth rather than from the depths of the sea. Reds, blacks, earthy tones, like volcanic rocks. Despite this, | can imagine his pictures
floating on the surface. Not adrift, simply lending intensity to the monotonous horizon. | would link this imaginary sequence with one of his painting installations
where the pictures were scattered on the cold walls of a museum, in the Abstract Memory series, to be precise. Memory is as abstract as the environment that
surrounds me. Thatis why my visual relationships are as abstract as his pictures.

I cannot say that I know everything about pictures by José Manuel Ciria, but | have known about them for a long time. Neither can | say that | know
everything about talks given by José Manuel Ciria and his internal discourses, but | do know about many of his concerns mentioned in long interviews and private
conversations. Painting and just painting. | cannot say that my knowledge is complete, and less so since | have only once read some of the catalogue texts that he
wrote for his exhibition at the Tabacalera rooms in Madrid. Surprising flashbacks. | have come to the conclusion that he should indeed write catalogue texts himself.
Simply delightfulin intensity. A slap for the sceptics of painting, and therefore, of his work too. Why should we, let alone others, describe him? Simply because he asks
us to translate his paintingsinto phrases and concepts. He trustsin our words. | trust more in his words. | just try to give them a further twist in the context of the artistic
reality of our time. José Manuel Ciria is largely a single-handed sailor, and who am I to throw him aline as his paintings sail in front of my eyes.

After dedicating many years to explaining, arguing and communicating contemporary art, | have not often come across artists that have the gift of words:
be it spoken or written. All through the history of art, there have been first class artists who, despite their supreme ranking, have had their texts more highly valued
than theirwork, although this theory arose in the closed world of the experts. Be not surprised you outsiders, but Dali was one of those cases. There are those who have
even said that he was a much better writer than a painter. | have to agree, but the avida dollars has always rewarded artists more than writers. José Manuel Ciria
is a good writer, but he is first and foremost a tremendous painter. His word power is scintillating. His painting is scintillating too. Simply sparkling and dazzling
the view. With spots of paint.



For more than two decades, | have shared every day of my life with paintings by José Manuel Ciria. And with his engravings too. They are works from
the time when he still had not left Madrid. He had yet to begin his international journey in search of transformations, of a market, readings and interpretations.
Despite changes in his luggage, everything Cirian is hidden in his bags. Nobody can hold a candle to him. His first stopover was New York. New York is José Manuel
Ciria s city. | dare say for the passionate, if not the sentimental. New York is no painting by Hopper. It is not aWarhol image. Although many who subscribe to that view
would say so. New York is flesh and blood of abstract expressionism. New York is a split and cracked paint. Itis an old, but not a tired city. Speaking of old, José Manuel
Ciria’s painting has these same essences, but it is neither tired nor spent. Itis street painting that gathers together the remnants of a city where the walls and sides
of buildings — where better to find a canvas — are a view to see the shreds of advertising billboards, painted and repainted with graffiti and the desire to cover urban
wounds. A city in perpetual construction, asis Ciria s painting. This is where new languages begin to be incorporated into his work. From videos to the objectual.

After that came Berlin. And then London, the city where he now lives. However, Madrid is a city which he always comes back to. He told me once that, to his
frustration, in New York he painted like he did in Madrid. And also the other way about, thatin Madrid he painted as if he were in New York. His inspiration or his muse
took the flightin the opposite direction whenever they pleased. Until the schedules changed. This, in the end, has not been a problem, the artist “s vital and existential
journeys ended up together, crossing one another, coming and going like underground currents. If one had to place Ciria "s painting in a particular tradition, the most
obvious would be abstract expressionism, but that would only be for a small part. His works gush with paint asif each of his paintings were sprouting from reinvented
history. When the art world splits into groups, for or against painting (for or against the conceptual) he took the middle ground, albeit not equidistant. As to José
Manuel Ciria, he would have liked to have peed in Duchamp s urinal, marking territory between his third and fourth generation court of third or fourth rate acolytes.
No one pees on José Manuel Ciria’s territory, owing to the conceptual, there is nothing to be gained. He has learned the hackneyed tricks of the conceptual,
but he knows that there can be no tricks in painting. Given the easy or the difficult route, he kept to the latter although the revenues were lower and more complicated.
More complicated, but it would be others who would play or toy with that.

Words cannot hide what is in the end just a gimmicky word game. A game of cups, passing ideas from one beaker to another, trying to lose the spectator s
gaze and interest. This is what much art has become over the last few decades. The good thing about José Manuel Ciria is that there is not much to explain, although
we could explain many things, if we were to look below the layers of paint.

He left New York to go to Berlin. For personal reasons rather than the necessity to change the cycle, although the cycle did change. Such is the law of life.
The map of art history is marked by different capitals. They say that the capital of our time is Berlin, as was once Paris or New York. In the desolate streets of this city
of the fallen wall, was born its fame to host any artist who yearned to launch the success or fashionability of his career into orbit. José Manuel Ciria s soul froze over.
Berlin had little to offer to him, and he had little to offer to a city which, personally, I find quite eerie. With the wall through the middle, or without the wall.



However anti-modern or against the grain it may seem, Ciria turned his back on Berlin. There is not much to be ripped from the scars torn into the asphalt.
And whata conducive place it could have been forintense painting by Ciria, due to the wound that opened with the death of his father, who he always referred to as his
most faithful companion. I met him in Madrid. He was always at his side and it could not have been easy sitting beside his artist son. His work, after his father ‘s death,
began to fit into one head, but the heads multiplied like removal boxes in an interminable house move. Faces and gestures appear, among the torn-apart and the
monstrous. Internal and external ghosts. Exploring the disease of creation and the creator, of origin and death. Pictures like ultrasound images of the soul.

His future is like a mountain of boxes. The artist on the move with all in tow. One box, then another, and another. Who will be the lucky one who gets
to unpack it all? The material and the immaterial. Each box quards a secret, a reality and a surprise. Since that time, his pictures have been filled with boxes. Just like
his studios, and his life circumstances. In this exhibition, Ciria unpacks a good many of his obsessions under the mantle of the title Before the Title, Beyond the Surface.
Although the name clearly suggests conceptual layers, his painting is pure creative anxiety, but not emptiness. Experimentation with the pictorial concept, with
the soul, with essence. The scene set with the white cube represents the walls of the museum, which will radiate fire, as if the volcanic activity of this place has jumped
tolife again at the surface. The constructivism of the architecture is the constructivism with which Ciria also experiments in his work. Ciria has come to a time in which
he has made friends with Malevich.

The Mark Rothko Centre is illuminated from within by the light of these paintings done in flashes of inspiration and life. From within, to the exterior.
From the traditional, to the avant garde. From the concept of expressive intensity. Construction and destruction, to reborn.



Klusa daba un valoda l, II, lll. Geometriska svita
Still-life and Language |, II, I1l. Geometries Suite
f3bIk HaTiopmopTa |, II, 11l TeomeTpuyeckas couta

ella, brezents / oil on tarpaulin / macno, mapnaynun, 200 x 200, 2006






Kas es esmu? Ko es domaju par sevi? Ka mani redz citi. Triptihs. No sérijas,,Kauna maskas”
What | am, What | believe | am, What the others see. Triptych. Schandenmaske Series
Kro a? Yo A gymato o cebe? Yto Bugat apyrue. Tpuntux. U3 cepun “Mackw Mozopa”

ella, audekls / oil on canvas / macno, xoncm, 200 x 200, 2008






Pasportrets. Atceroties Gregoriju (1910-2009). Triptihs. No sérijas,Kauna maskas”
Self-portrait remembering Gregoria (1910-2009). Triptych. Schandenmaske Series.
AsTonoptpet. Bocnomutaxusa o ['peropum (1910-2009). Tpuntux. U3 cepum Macku lMo3opa.

ella, aluminijs, audekls / oil and aluminium on canvas / macno, antomunut, xoncm, 200 x 200, 2009






Durvis, Dzeltenais kvadrats, Labirints. No sérijas, Abstrakta atmina”
Door, Yellow Square, Labyrinth. Abstract Memory Series
[NBepb, KenTbiit kBagpat, llabupunr. U3 cepum, AbctpakTHas Mamary”

ella, aluminifs, audekls / oil and aluminium on canvas / macio, amomurud, xoncm, 200x 200, 2010






Divaina galva, Krasainais kvadrats, Tevs un déls. No sérijas, Abstrakta atmina”
Strange Head, Coloured Square, Father and Son. Abstract Memory Series
(TpaHHas ronosa, LietHoit KBagpar, Otew u CoiH. U3 cepun ,A6cTpakTHas Namatb”

kolaza, ella, jaukta tehnika, brezents / collage of mixed media and oil on tarpaulin
/ KOINax: cMewanxasi mexuuka, macio, mapnaynut, 200 x 200, 2012/2013







Longina Sképs, lesaukts Vizualaja misija, Dabiskie iemesli. No sérijas, Londonas kastes”

The Spear of Longinos, Assigned to a Visual Mission, Natural Reasons. The London Boxes Series
Konbe JloHruna, HazHaueH k BusyanbHoii Miuccun, B cuny ectectBeHHbIx npuumH. U3 cepun
JIoHpoHckne Kopobku”

ella, brezents / oil on tarpaulin/macno, mapnaynur, 200 x 200, 2014






BYNTKAHUYECKAA MATMA
TNaypaPesyanta

fl pewmna Hanucatb 30T TEKCT 0 Xoce MaHyane (upuu, NOCKONbKY C10Ba HANMIbIBAIOT U3 NPOLLIbIX BOCMOMUHAHMIA, U BbIPUCOBbIBatOTCA uaeu. (Boero
POAA U10BECHbIiA ABCTPAKTHII IKCMPECCUOHN3M. ITO NONHOCTbI MPPEAbHO, MOTOMY UTO 3T0 He MMEET HUKAKOT0 OTHOLLEHMA HU K ero paboTe HU K NOACO3HaTeNbHOMY.
MonbITalocb BbIPa3uTb 3T TaK, KAk OHO NPOABMNOC.

fl cuxy y 0KHa, 13 KOTOPOTO A BINKY TONbKO Mope. 06LMpHOe MOHOXpOMHOe Mope. TeMHoe Mope 1 nierkue benble rpe6Hu. He BiuaHo coBcem 3emn.
Hebo cBetno-rony6oe u Genecoe. 370 nocnefoBaTeNbHOE MOBTOPEHME KaXKeTCA COBEPLUEHHO aOCTPaKTHbIM, HO ABAAETCA TakUM TOMbKO Ha MepBblil
MOBEPXHOCTHBI B3rNAA. fl AyMato 0 kapTuHax Xoce 11 0 ero BbiCTaBKe HenasgawHoe... Heynosumoe... Ero LBeToBas LKana COOTHOCUTCA B BoMbLLeli Mepe,
CHeppamu 3emnun, uem ¢ rnybuHamu mops. KpacHble, uepHble, 3eMAAHbIE TOHA, KaK ByNIkaHWuecKie nopozbl. HecMoTpaA Ha 3To, A MOTY NPeACTaBUTb ero KapTUHbI
NNaBaloLMMi Ha NOBEPXHOCTU Bofbl. He no TeueHmto, a NpocTo J06aBNAA UHTEHCMBHOCTU MOHOTOHHOMY ropu3oHTy. fl (Ba3ana 6bl 3Ty Boobpaxaemylo
N0Cnef0BaTeNbHOCTb C OfHON U3 €10 XKMBOMUCHBIX UHCTANAALWIA, TAe KapTUHDBI Ob1IN pacceAHbl Ha XONOAHbIX CTEHaX My3es, 3T0 0 nkne AbcmpakmHas [lamame.
MamATb TaK e abCTPaKTHA, KaK 1 OKpy>atoLLad MeHs cpea. IMeHHO Mo3ToMY MoU BIU3yanbHble BOCTPUATUA TaK e abCTPAKTHDI, KaK ero KapTHHbl.

flHe mory cka3aTb, uT0 3HaK0 BCe 0 KapTuHax (MpuK, HO A 3HaNa 0 HUX B TeYEHMe OATOro BpeMeHi. / npu 3TOM A He MOTY CKa3aTb, YT A UIblLLaNa BCe ero
HayuHble JOKNafibl U ero BHYTPEHHE MOHOMOTY, HO A AeACTBUTENIbHO 3HAK 0 MHOTVX ero npo6bnemax, ynoMAHYTbIX B JOATNX UHTEPBbIO M YACTHBIX pa3roBopax.
KmBonucw n npocTo uBoMUCH. l He Mory CKa3aTb, YTO MOE 3HaHWe NOJTHO, TeM 6oMee, UTO NNLLb OAHAXAbI A NPOYNTANA HEKOTOPbIE TEKCTbI, KOTOPbIE OH Hanucan
N0 N0BOAY (BOEIA BbICTaBKY B 3anax labacalera 8 Mappuae. Y anButenbHble peTpocneKkTUBHbIe Kaapbl. f NpuLLna K BbIBOAY, YTO OH JeliCTBITENbHO JOMKEH N1CaTh
TeKCTbl KaTanora cam. [1pocTo BOCXUTUTENbHDIN B (BOEI! MHTEHCMBHOCTH. YAap ANA CKeNTMKOB XUBOMUCK, TaK Xe KaK U ero paboTbl. [louemy xe KTo-To Apyroit
AOMKeH onucatb ero? [pocto, NOTOMY YTO OH MPOCKT, 4TOObI Mbl NEPEBENY ero KapTUHbI Ha A3bIK pa3 U NoHATMIA. OH foBepsAeT HawwmMm cnoBam. fl Josepalo
onbLue ero cnoam. fl npocTo NbiTalch AaTb UM AaNbHERLLNI NOBOPOT B KOHTEKCTE Xy0XKeCTBEHHON [eilCTBUTENbHOCTH Halero Bpemenu. Xoce Manyanb Cupus
— OMbITHBIA MOPAK, KTO A Takad, YT00bl HAUepTUTb 3Ty NMHMIO, KOT 1A €70 KapTUHDBI NPOMAILIBAIOT Nepes MOUMIA FNa3amy.

MocBATUB MHOTO NeT 00 bACHEHMIO, YTBEPKAEHINI0 U PA3roBOPaM 0 COBPEMEHHOM MCKYCCTBE, A HRUACTO CTaNKNBaNach CXyAOXHUKAMN, Y KOTOPbIX eCTb
[ap CI0BECHDIiA: 6Y/b 3TO Pa3roBOPHbIA AW NUCbMEHHBIA. X0TA B UCTOPUM WCKYCCTBA U ObIIM XYLOMHUKM NEPBOTO KNAcca, bl TEKCTbI, HECMOTPA Ha WX
6€30r0BOPOUHBIIi aBTOPUTET, OLIEHMBANUCh Goree BbICOKO, Yem WX paboTbl, HO 06 3TUX BeLjax rOBOPAT B 3aKpbITOM Mupe KcnepToB. He yauenaiitech
Bbl, noctoponHue, Ho [lanu Kak pa3 1 6bin 0fHUM 13 Tex cyuaeB. ECTb Te, KOTOpble Aaxe CKa3anu, Yo OH Obii ropasfo MyyLlm nucatenem, Yem XUBonuCLeM.



fl momKHa cornacuTbCs, HO A0/J1apbl BCETia BO3HArpaXaajin XyA0XXHNKOB 6onbLue, uem nucateneii. Xoce CI/IpVIﬂ - XOpOLIJI/Il7I nucatenb, HO OH, nNpexnae BCero,
—bonbLuoii XYA0XHUK. EroBnacTb cnioBa (BepKaerT. EroxuBonuco (BEPKaeT TaKXe. npOCTO NCKPACb noaiennaariasa. MatHamu Kpacok.

bonbLue ABYX AecATUNETII KaX bl AeHb MOl X13H1 Obin (BA3aH CkuBONMUCbI0 Cupuu. U cero rpaBiopoii. 370 0 paboTax Toro BpemeHHU, KOraa oH elue
He yexan u3 Maapuaa. OH fomkeH 6611 HauaTb cBoto OfMcceto B nouckax npeobpa3oBaHuii, pbiHKa, UTeHUIl U MHTepnpeTaLmit. HecMoTpa Ha M3MeHeHUA B ero
Baraxe, BeCb apceHan Xy0KHMKa CKPbIT B €50 0araxHbix CymKkax. HUKTO He MoXeT nomoub emy. Ero nepBoii octaHoBKoii B nyTu 6bin Hbto-opk. Hbto-Mopk
— ropoa Cupuu. OcMenioch Ha3BaTb WX OTHOLIEHNS CTPACTHBIMK, WM aXe CEHTUMEHTabHbIMU. Hbio-opk — He uBonuch Xynnepa. 370 He u306paxenue
Yopxona. Xt MHOrMe Cka3anin Obl MEHHO Tak. Hbto-Mlopk — 3Kcnpeccnonusm nnotu u kposu. Hbto-Mopk — B3Abi6nieHHaa W NOTpecKaBLIAACA Kpacka.
370 — CTapblii, HO He YCTaBLLI FOPoA. Y cTapbix padoT Cupun Ta e CYLLIHOCTb, HO 3TO KauecTBO He YCTanoCTb UK pacTpaTa. 370 — YAUYHAA XMBONNCb, BOOPaBLLasA
B ce0A 0CTaTKN FOPOAA, FAe CTEHbI U YacTU 30aHNIA PacCMaTpUBAIOT, UT0ObI yBUAETb OCKOMKN PEKNaMHDIX LLTOB, OKPALUEHHbIX 11 NepeKpaLLIeHHbIX ¢ TOMOLLbI0
rpadduTH B XKenaHum NPUKPLITb FOPoACKIe paHbl. [opoz B 6eCKOHEUHOM CTPOUTENbCTBE, KaK U XIBoNMCb Cpum. B 3ToM MecTe HOBBIIA A3bIK Hauan BKNOYaTbCA
Beropa6oty. 0T Bu3yanbHOro K 06beKTHOMY.

Mocne toro 6611 bepnuu. U 3atem JloHaoH, ropog, rae oH Tenepb xuBeT. 0gHako Maapua — ropog, K KOTOpoMy OH Beraia Bo3BpaLuaetca. OH ckasan
MHe 0fIHaX/Ibl, UTO K €10 U3ymneHiio, 8 Hblo-Mopke oH Bapyr Hauan nucarb, kak 8 Maapuze. W, Hao6opot, — 8 Maapuze o1 nncan, kak 6yaTo ok 6bin B Hbio-Mopke.
Ero BIOXHOBEHME UMK My3a CBOEBOJIBHO NETeNa B TOM HanpaBieHuH, r1e eii 6onblue HpaBunoCh. Moka He MOMEHANCA rpaduK. IT0, B KOHLE KOHLIOB, He Obino
MPO6IEMON, KU3HEHHDIE 1 IK3NCTEHLMAIbHbIE NIOE3KN XYLOKHUKA 3aKOHUUNUCH BMECTE, NepeceKkas Apyr Apyra, IPUXOAA W YX0AA, KaK NoA3eMHbIe MOTOKM.
Ecnm Gb1 Hy>HO 6bin0 MoMecTUTh XuBonMCcb CUpuI B ONpeeNeHHyI0 TPAANLINIO, CAMbIM 04€BMAHbIM Obi1 Obl abCTPAKTHbIN SKCNPECCUOHN3M, HO 3T0 Obl Kacanoch
NnWwb HeboNbLLOI ee uacTi. Ero paboTbl BbINNECKUBAITCA B LIBETE, U B KaXA0i NPOPACTaeT KOrAa-To pacckazaHHaa ucropus. Koraa Mup UCkyccTea pasaenaerca
Ha rpynMbl: 32 WAW NPOTUB XUBOMUCY (33 WA NPOTUB KOHLIENTYaNbHOO UCKYCCTBA), OH 3aHUMAET NO3ULMIO TAe-TO MEXAY, XOTA He PaBHOYAANEHHYH0 OT Kpaes.
(upvn HaBepHsAKa 6bl TOHPaBUNOC MOMOYMTLCA B IMCCyap JloLaHa, NOMETUB TEPPUTOPHIO TPETBEFO U YETBEPTOrO NOKOIEHMS. HUKTO He MOMETUT TeppuTopmio
Xoce MaHyana Cupuu, Kakoii B 3ToM cMblcn? OH HayumicA HEKOTOPbIM BaHANbHBIM KOHLLENTYaNbHbIM YN0BKAM, HO OH MPEKPACHO 3HAET, UTO B XKUBOMMCY TPHOKOB
ObITb He MOXeT. BblOupas Mexay NErKum 1 CNOXHbIM MapLLPYTOM, OH BbIOEPET NOCTEAHNI, AaXe 3HaA, YTO Ha ITOM NYTU Harpaay NonyunTb cnoxHee. Ho npuayt
Te, KTO MOMMET 11 OLLEHMT 3TO.

(10Ba He MOrYT CKPbITb TO, YTO B KOHEYHOM UTOTe, OKA3bIBAETCA UL C10BECHO MTPOA. Mrpa ualek, MUMONETHBIX UAeii OT 04HOI MeH3YpPKW K Apyroli,
MbITaACb He NOTEPATb NPUCTANbHBIN B3MAL 1 UHTEpeC 3puTend. 310 — To, YeM O0NbLLUAA YacTb UCKYCCTBA CTana 3a NOCIeHIe HECKONbKO AecATUNeTHiA. YTo xopoLuo
y (i —3T0 0, YTO 3[€CH HE TaK Y MHOF0 TOT0, YT0 TpeByeT 00 bACHEHMA, XOTA MOMHO 06 BACHUTb MHOT e BeLLA, €U Bbl Mbl CMOT/IN 3arNAHYTb NOZ NOBEPXHOCTb XONCTa.



OH yexas u3 Hbto-Mopka B bepuH. [0 MYHBIM MOTUBAM, @ HE 113 HEOOXOAMMOCTY U3MEHMTb XKIU3HEHHDIN LKA, XOTS LIKIT, HA CAMOM fi€fe, U3MEHMNCA.
TaKoB 3aKOH XU3HU. Ha KapTe UCTOpUM UCKYCCTB OTMEUEHbI PasHble CToNMLbI. [0BOPAT, 4To bepiuH Hawero Bpemeny Hanomuxaet Mapux uma Hbto-Mopk.
Ha nycTbIHHbIX yAMLAX 3TOT0 FOpoAa CHECEHHOI CTeHbI GNYXKAAET CNaBa, roToBaA NPUHATD NII060T0 XYA0XKHMK], KaXKAYLLEro NOCTaBUTb ycnex cBoeil Kapbepbl
Ha opbuty. [lywa Xoce 3amep3ana 3aecb. Y bepauHa 6bino Mano, utobbl NPeANOXUTL eMy, 1 Y Hero 6bII0 HEMHOTO MPeANoXNUTb FOpozaY, KOTOpbIiA emy
MPeACTABAANCA OBObHO XyTKIAM. (0 CTEHOI, NPOXOAALLENi Uepe3 LEHTP ropoda, unu 6e3 creHbl. MpoTuBACH COBPEMEHHOCTH, Kak MOFJI0 Ka3aTbca, Cupus
NbITanca 3akpyrnATb ocTpble yribl bepniHa. CoBceM uyTb-uyTb He XBaTano, YTobbl CTaTh U3paHeHHbIM, Kak 3TI Fy60KMe LWpambl, Bpe3aHHble B acdansT. M mecto,
Wl BHYTPEHHee IMOLMOHANIbHOE COCTOAHNME YCUAMBANN UHTEHCUBHOCTb XMBONMCK. 1 Ko BceMy 3ToMy elue 06aBunach 3UAI0WAA paHa, OTKPbIBLUAACA Noce
CMEPTY 0TLa, ObIBLUEro BCeraa ero camMblM BEPHbIM KOMNaHboHOM. fl BcTpeyana ero oTua B Maapuze. OTew Bcera 6bin Ha ero CTOpOHE, 1, BO3MOXHO, ANA HEro
6bIN0 He TaK Nerko — HaXoAUTbCA PALOM C CbIHOM XyA0XHUKOM. Ha xoncrax Cupum nociie cMepTyt ero oL NoABMANC FonoBbl. TouHee 370 Obina 0fiHa U Ta xe
ro10Ba, HO Pa3MHOKEHHA, KaK BbIABVKHDIE ALLMKM BEUHO JABIXKYLLEroCA oma. JILa v KecTbl NoABNAIOTCA Cpeay pasopBaHHOIO 1 Uy A0BULLHOTO. BHyTpeHHNe
1 BHELLHWe npu3pakm. MiccneoBaHue 60ne3HM co30aHuA 11 CO3LaTENA, IPOUCXOXAEHNA U (MepT. KapTUHbI KaK yNbTPa3ByKOBbIE OTMEYATKIA AyLLIA.

Ero 6yayLiee noxoxe Ha ropy kopobok. OHM TOPMO3AT XyA0XHMKa B ero ABuKeHuu. OfHa Kopobka, MOTOM elue 0AHa 1 Tak Aanblue. KTo byaet Tem
CYaCTNIBYNKOM, KTO pacnakyeT Bce 3107 MaTepuanbHoe v HemaTepuanbHoe. Kaxzaasa Kopobka oxpaHaeT TaiiHy, peanbHoCTb 1 yauBneHue. (3T0ro BpeMeHu Ha ero
KapTUHaX NpUCYTCTBYIOT KOPOOKN. TOUHO TaK Xe, KaK 1 B €ro CTYANM U B XKU3HEHHbIX 00CTOATENbCTBAX. Ha 370l BbicTaBKe (MpKA pacnakoBbIBAeT 0UeHb MHOTUE
13 CBOWX HABA3UMBbIX MAel NOJ MaHTUel Ha3BaHUA HeHa3eanHoe... Heynosumoe... XoTA Ha3BaHWe ACHO NpeANoaraeT KOHLENTyanbHbIe (10U, €10 XUBOMUCh
— YICTOe TBOPUECKOE OECMOKOICTBO, HO HE MYCTOTA. IKCNepUMEHTIPOBaHIE C 1300pauTenbHBIM METOLOM, C AYLLION, C CYLLHOCTbI0. 06pa3 cLeHbl ¢ 6enbiM kybom
npeacTaBAAeT CTeHbl My3es, KOTOpble M31yyalT OrOHb, Kak 6yATO ByNKaHMueCkas aKTMBHOCTb 3TOTO MeCTa CHOBA BbIMECHYNacb Ha MOBEPXHOCTb.
KOHCTPYKTUBMU3M apXUTEKTYpbl COOTHOCUTCA C KOHCTPYKTMBM3MOM XYAOXKECTBEHHOTO MeToda. M Tenepb, Ha nyTi becumcneHHbIX SkcnepumenTos, Cupua
npuobpen apyra B auue Maneuya.

Llentp Mapka PoTKo ocBelaeTca CBETOM MBONMCHBIX PaboT, CO3AAHHBIX B MOMEHTbI BAOXHOBEHUA 1 XM3HEHHBIX BCNIECKOB. V3HyTpu BoBHe.
OTTpaauumoHHoro K aBaHrapgy. LieHoli npeaenbHoli MHTEHCMBHOCTY. Yepes co3udaHue 1 pa3pyLueHme K BO3POXKAEHH.



Personalizstades / Solo exhibitions / MepcoHanbHble BbicTaBku 2000 — 2015

2015

2014

2013

2012

2011

2010

2009

2008

TEA Tenerife Space of Arts, Tenerife

Alicia Winters Gallery, Arnhem (Netherlands)

Tabacalera — Arts Promotion Center, Ministry of Culture, Madrid
Museum of Latin American Memorial Foundation, Sao Paulo (Brasil)
Museum of Modern Art (MAMBA), Buenos Aires (Argentina)
Kornfeld Gallery, Berlin (Germany)

St. James Cavalier Center for Creativity, Valleta (Malta)

Andorra's Govern Exhibitions Hall, Andorra

National Museum of Contemporary Art (MNAC), Bucharest (Romania)
Radl Anguiano Museum (MURA), Guadalajara (México)

Patrimonio Museum (MUPAM), Mélaga

Gema Llamazares Gallery, Gijon

Christopher Cutts Gallery, Toronto (Canada)

Valencian Institute of Modern Art (IVAM), Valencia

Amarillo Museum of Art (AmoA), Amarillo ( Texas)

Cordeiros Gallery, Porto (Portugal)

Stefan Stux Gallery, New York (United States)

Fine Arts Circle, Madrid

Simeon Palace, City Council, Orense

De Prado Monastery, Culture Counsellerie, Govern of Castilla and Ledn, Valladolid
Museum of Modern Art (MAMM), Medellin (Colombia)
Artelnversion Space, Madrid

Miramar Building, Sitges

Zoellner Arts Center, LUAG Lehigh University, Bethelhem

Museum of Art from El Salvador (MARTE), San Salvador (El Salvador)
Museum of Anthropology and Contemporary Art (MAAC), Guayaquil (Ecuador)
Museum of Contemporary Art (MAC), Santiago de Chile (Chile)
Cervantes Institute, Chicago

Kursaal. Kubo — Kutxa Space, (with Jose Zugasti). San Sebastian
Christopher Cutts Gallery, Toronto

Annta Gallery, Madrid

“BEYOND THE BORDER". Christopher Cutts Gallery, San Diego
Couteron Gallery, Paris (France)

Alfandega Museum, Porto (Portugal)

Cordeiros Gallery, Porto (Portugal)

Paris City Hall, Salle des Fétes, Paris (France)

Carlos de Amberes Foundation, Madrid

Museum of Modern Art, Santo Domingo (Dominican Republic)
National Gallery, Kingston (Jamaica)

Art Rouge Gallery, Miami (United States)

2007

2006

2005

2004

2003

2002

2001

2000

National Museum of Fine Arts (MNBA), Buenos Aires (Argentina)
National Museum of Fine Arts, Neuquén (Argentina)

Museum of Contemporary Art Ateneo de Yucatan (MACAY), Mérida (Mexico)
Fernando Sili Gallery, Santander

Pedro Pefia Gallery, Marbella

Kunsthalle Museum Center for the Arts PasquArt, Berna (Switzerland)
Museum of Contemporary Spanish Engraving (MGEC), Marbella
Santa (atalina Castle, Cadiz

Museum of Abstract Art Manuel Felguérez, Zacatecas (Mexico)
Museum of Contemporary Art, Chihuahua (Mexico)

Bach Quatre Contemporary Art, Barcelona

Italia Gallery, Alicante

State Museum Tretyakov Gallery, Moscow (Russia)

National Museum of Poland, Krdlikarnia Palace, Warsaw (Poland)
Estiarte Gallery, Madrid

City Museum, Valencia

Antonio Prates Gallery, Lishon (Portugal)

Asturias Museum of Fine Arts, Oviedo

MPA Gallery, Pamplona

Exhibitions Lounge La Lonja, Alicante

(asal Solleric, Palma de Mallorca

Museum of Contemporary Art, Ibiza

Pedro Pefia Gallery, Marbella

Fernando Silié Gallery, Santander

Manuel Ojeda Gallery, Las Palmas of Great Canary

Herzliya Museum of Contemporary Art, Tel Aviv (Israel)

Bach Quatre Contemporary Art, Barcelona

Italia Gallery, Alicante

Rekalde Lounge, Bilbao

Estiarte Gallery, Madrid

Dasto Center for the Arts, Oviedo

Pablo Serrano Museum, Zaragoza

Zaragoza Grafica Gallery, Zaragoza

Recoleta Cultural Center, Buenos Aires (Argentina)
Museum-Theatre Givatayim, Tel Aviv (Israel)

Extremaduran and Latin American Museum of Contemporary Art (MEIAC), Badajoz
Architecture College, Mdlaga

Bach Quatre Contemporary Art, Barcelona

Artim Gallery, Strasbourg (France)

Antonio Prates Gallery, Lishon (Portugal)

Athena Art Gallery, Kortrijk (Belgium)

Salvador Diaz Gallery, Madrid
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