




















Existen Glgunos sitios, Lugq res de Encuen‘l‘rol “arqueologl’a' de las cosas I” 100x90x75 cm y 3 (120x150 cm) ﬂierro y Fotograma
“arqueologia de las cosas II” 100x90x80 cm y 5(40x50 cm) Hierro y Fotograma

yo los llamo, por ese afdn de conocer a las cosas por su nombre,

donde una simple mirada pierde su fugacidad y se transforma
en una experiencia completa. A veces tan intensa, que sentimos
cierta aprehensiéon a volver al mismo lugar y descubrir un
espacio vacio. Incluso agradecemos secretamente la
imposibilidad azarosa de volver alli, queddndonos con la
idea de que fue uno de esos lugares sofiados continuamente.

Otras veces vencemos el miedo y volvemos golosos a ese
mismo lugar y, en ese momento la sensacién inicial se
llena de nuevos matices, invadiéndonos una sensacién de
reconocimiento. Cualquier accién bajo esta realidad
subjetiva pierde su inocencia creando un microcosmos
instantdneo de imdgenes que sélo son significativos
en ese tiempo y en ese lugar.

Y es entonces cuando sabemos que el lugar existe y Lq AI’qUGOIOgICI de IGS COSGS. El lenguaje arquitecténico como reflejo

“lugares de encuentro Il " que nos pertenece. evidente de las necesidades humanas, no sélo de habitabilidad sino de sus inquietudes estéticas y

premio pdmpana de oro 2002
expo Int. artes pldsticas. Valdepefias

premio adquisicion CCM Castillo de Uclés 2006

“arqueologia de las cosas II” arqueologia de las cosas

generaciones 2003 Cajamadrid

metafisicas, junto con un acercamiento al espectador profano utilizando un cédigo ya conocido.

Compartir el lenguaje de las ruinas, no sélo
espacialmente sino también presentando
fragmentos que remiten a una escultura y que
sélo podemos conocer completamente en el
fotograma de su sombra: su memoria.

beca MEmstI

Premio. Chambre Commerce d'Espagne en France.2004

La obra se concibe como un objeto final
acompafiado de su breve evolucién en el
tiempo, como el hombre lleva su carga histérica
y cultural a lo largo de toda su existencia.

‘“‘apunte para lugar de encuentro Il

“ ”
Lugares de Encuentro | Hierro y Fotomontaje apunte para IuQa’ de encuentro IV

Lugares de Encuentro Il 150 x 200 x 70 cm Hierro y Fotomontaje
Apunte para Lugar de Encuentro Il 24x31x20 cm Acero, Fotomontaije, Metacrilato
Apunte para Lugar de Encuentro IV 20x33x23 cm Acero, Fotomontaje, Metacrilato

“lugares de encuentro | ”
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“arbol de oriente”

exposicion Becarios Colegio de Espafia en Paris IV 2004

Escenografias de la memorid «.

lugares fugaces e intemporales que despiertan en nosotros
resonancias de experiencias vividas o representadas por y
para nosotros mismos.

Espacios escultéricos compuestos por una construccion en hierro
Yy una imagen, cuya proyeccién se mezcla con la sombra de la
escultura, formando un conjunto indisoluble. El espacio y la
imagen envuelven al espectador y proyectan su propia
sombra convirtiéndole en parte integrante de la obra.

La memoria del espectador relaciona imdgenes parciales que
remiten a arquetipos conocidos y despiertan toda una serie de
recuerdos visuales que nos hacen participe de lugares y culturas
djenas pero que ya forman parte de nuestro propio poso cultural.

Imdgenes de lugares compartidos, visitados o no, pero si ansiados en
algin momento, aunque sélo sea para explicarnos el sentido de
nuestra presencia, de nuestras necesidades, no sélo de cobijo, sino
estéticas y metafisicas.

La imagen hecha materia.
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tentaciones de Estampa2003
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‘‘escenografias ae a memoria Il

‘“paisaje ausente VII”’ 2007

“paisaje ausente V”’ 2007

paisaje ausente

El paisaje no puede separarse del que lo construye ni del que
lo contempla, en su configuracién interviene la carga cultural
de miradas anteriores y la propia mirada compartida.

PCIiSCIieS AusenTeS son una apropiacién

intima de lo natural como objeto. Crean una naturaleza
artificial como metéfora de lo real, un refugio para el
pensamiento. Su titulo propone una dualidad de significado,
por una lado propone una experiencia casi linglistica de lo
natural-cultural y por otro alude a una ausencia de la idea
de paisaje heredada del S XVIII como una vista alejada y
pintoresca de una porcién de la Naturaleza.

Paisajes Ausentes construyen una arquitectura intima, un lugar
para la reflexién.

“paisaje ausente I” 150x60x60 cm hierro e impresién sobre metacrilato
“paisaje ausente V” 35x20x18 cm hierro e impresién sobre metacrilato

“paisaje ausente VII”

45x38x27 cm hierro e impresién sobre metacrilato



SCULPTURE, ESSENTIALLY

INVISIBILITY AND DEMATERIALIZATION IN RECENT WORKS BY MAYTE ALONSO
OSCAR ALONSO MOLINA

| CAME ACROSS THE MOST BEAUTIFUL STATUE BY (GIACOMETTI —THREE YEARS AGO— UNDER
THE TABLE, WHEN BENDING DOWN TO PICK UP MY CIGARETTE BUTT. IT WAS COVERED IN
DUST, WHICH HID IT FROM VIEW; A CLUMSY VISITOR’S FEET COULD HAVE DISFIGURED IT...
HE sAID: “IF IT IS REALLY POWERFUL; IT WILL SHOW ITSELF EVEN THOUGH | HIDE IT.”

JeaAN GENET
-THE Stubio OF ALBERTO GlacoMmETTI (1957)-

HE EXPRESSED THE INFINITELY SIMPLE BY MEANS OF INFINITELY COMPLEX FORCES, AS IT
WAS A MATTER OF A SPELL THAT WAS “IMPOSSIBLE TO SIMPLIFY ANY MORE” AND WHICH,
ACCORDING TO THE DESCRIPTION, IRRADIATED ALL THE INNER BEAUTY OF NATURE WITH
ENERGY BEYOND COMPARE.

LAszLO KRASZNAHORKAI
-To THE NORTH A MOUNTAIN, TO THE SOUTH A LAKE,
10 THE WEST ROADS, TO THE EAST A River (2003)-

Mayte Alonso has reduced sculpture to practically nothing: a few lines, some shade and, well,
if you look carefully, also the points of contact with the wall, or the anchoring to the ceiling... A
little further and everything would disappear before our very eyes. But, would it be correct to
say that there is nothing else? With almost no weight or volume, without perspective or mass, with
the minimum presence of material, these thin strips of metal sheet that weave each place where
they are installed create, however, tensions everywhere; or, to put it another way: they put us on
the alert in/regarding space.

Referring to the work of Chillida, Bachelard states “stone is mass, never muscle”, as
surely also corresponded to the new modern material par excellence, iron. But when faced with the
metallic pieces of the artist, made of iron, brushed brass or burnished aluminium, the image should
perhaps be extended to include a sculpture that is nervous rather than fibrous. In fact, its tracing
is pure vehemence... linearly, electrically traversing from here to there the three dimensions of the
hall, while, at its core, rather than occupy places, it tenses and excites them, subtly, in a rather elegant
way. The result of this effort, she acknowledges “is the construction of a place which constitutes a
section of an essentially continuous reality, in which one becomes aware of perception itself.”

Accordingly, some of her recent works function in fact as a sort of device that rarefies the
site where they are installed, which from then on will be perceived through the prism of the dis-
placement produced between the instinctive natural manner with which we apprehend both space
and the bodies that occupy it and the new contrast, the strangeness of our penetrating there. The
resulting stroboscope of such a game, the disconcerting blinking that involves a dynamic conception of
sculptural time via the paradox that is recreated time and again before our presence, is perhaps
fully and more simply explained by the children’s tale told by the artist, and which has already
served on a previous occasion as an absolute metaphor for another commentator on her work, José
de Coca Leicher: “A young girl happily traverses the corridor at home, holding a silver tray that
reflects the wooden cubes of the ceiling and the lintels of the doors. She gazes in wonder at the
tray; she seems to jump into space each time she passes through a doorway, entering into a labyrinth
of cubes. We look carefully at her hands and see how she enjoys changing the reflected image as
she moves them.” And the thing is that often the artist —above all when working with means as aerial
and evanescent as in the case in point— is something of a magician, a conjurer...

Besides, what else other than a shock, a significant startling of the perceptions is produced
when situating ourselves among these four hanging structures that form the “inverted atrium” of
the Tropisms series (2009)2 The world withdraws there for the viewer with as much lightness as
energy: the heavens attract the earth; in the midst of disconcerting movement, architecture goes
crazy, tumbles and retracts; everything ends up upside down, while “that which is solid” vanishes
into the air... Inversion and, at the same time, the almost total dissolution of known appearances,
of the coordinates that rule their natural discernment. Yes... cause to drive one crazy, or cause
to flee; but as | already mentioned just a moment ago: it is a matter of nerves...



Nervous sculpture; and skinny, too! —to use the popular term for someone who is very thin,
starving and gaunt. Sculpture which, far from the immaterial tradition of conceptual art, pursues
classical concerns with the bare minimum of its components. Ultra-light and thread-like in form, it is
situated rather on the trail left by of that “projecting and drawing in the air” proclaimed by Julio
Gonzdlez in the 1930s as the primary contribution of his work as a sculptor. It is true that consumption
was also one of the most characteristic outcomes of the artistic object in the latter-day development
of the neo-avant-garde of the 1960s, but what our protagonist is up to here today has more to do
with the will to still give shape to the characteristic concerns of traditional sculpture as a whole, once
this has virtually disappeared in the present day. Practically nothing! (literally).

In this regard, José Marin-Medina underlined how “this remembrance of tradition does not
mean that Mayte Alonso looks to the past when working on her sculptures —as is common in so many
young artists nowadays with more or less diehard attitudes— but rather that she simply does not
forget to have a look in the rear-view mirror, when necessary, so as to move decidedly forward
into the future.” As can be seen, the metaphor of the mirror and the reflection is recurrent in the
reviews of the artist. Boye Llorens also resorts to it, starting out from the Platonic myth of the cave and
“objective fidelity” in the photographs that form part of these works. Look upwards or downwards,
backwards... But, of course, in their customary pursuit, where are critics going to go other than to
seek works which, though right in front of their eyes, and regardless of the effort they make, they
will almost not manage to see even when they have them right there before them... Of course, we
could try to interpret these latest projects of hers that shy away from the eye with the same force as
from the hand, almost taking refuge in an eidetic space, on the basis of a hermeneutics of elusive
intangibility, of clarifying, luminous invisibility. If there is nothing to see or to enclose with one’s gaze,
that is when the faculties of the voice and writing have to become more active.

So, shall it also be the fate of these lines to be written blindly2 And, on the other hand, given
the almost total immateriality [of the work], shall they neither be able to function with excessive
tactus? The haptic ambiguity of Mayte Alonso’s sculptures is possibly one of her most prolific
fields of investigation. Previous works, significantly entitled Meeting Places (all the senses come into
being as a prolongation of touch, of the search for the other, of clashing and bonding), photographic
images projected onto linear metal structures, were already a structuring element for her sculp-
ture, and in each identical —or sometimes superior— case were of importance within the whole of the

elements forming it. Thus, affixed to the surrounding space by the resulting play of lights and shadows,
both the scaffolding and the projection merged into a whole susceptible to continuous transformations
and adaptations that depended on small changes operating on the distance of the elements from one
another, but also, on their distance from the walls and the boundaries of the space. Earlier, in a prior
series of sculptures (The Reflected Obiject 1999-2001), we witnessed how the experiment commenced
in its day by already alluding to imaginal distance as a prelude to the “real” body of things, with the
incorporation of the epithelium —light but concrete, present— provided by the photograph printed on
paper, combining this in the final presentation with a spatial-volumetric analysis based on metal rods,
characteristic of her production before, then and after.

Mayte Alonso now proposes the most refined synthesis of this entire experimental repertory,
focussing on the use of metallic elements that suddenly appear to have incorporated in their very
forms and the way they have of taking possession of the space the ultimate accomplishment of her
prior explorations. All the dialectics between Manichaean pairs (exterior and interior, full and partial,
solid or hollow, heavy and light), which until recently occupied the majority of her trials, now focus
on a solution whose synthesis is frankly original and convincing, highly concise but not for that reason
less eloquent, which is easily situated on the trail forged by her elders, such as the aforementioned
Gonzélez, Martin Chirino, Susana Solano or Blanca Muiioz, to cite only an example from each of
the generations through which the trail might be traced. “If sculpture is a construction that plays with
proportions, scale, emptiness, fullness, density, weights,” she herself explains, “in my artistic project
| reduce matter —and hence its gravitational weight— to the minimum. Weight is replaced by a very
high degree of spatial tension and by a woven fabric of multiple visual relations.”

Effectively, what is visual achieves the importance here that it had been attempting to
attain for almost a decade now via different paths in Mayte Alonso’s work, likewise suddenly and
unexpectedly doing away with her associated repertory (photographs and photograms, drawings,
projections, etc.; in short: the figurative relation of the “corpus certum” with its image). The result —what
is left at the end of this intense and demanding path— is at one and the same time a great deal and
very little, as may be seen in this exhibition at the Barjola Museum in Gijén. | said so right at the start:
“a few lines, some shade and, well, if you look carefully, also the points of contact with the wall, or the
anchoring to the ceiling...” Or what is the same thing here: sculpture, essentially... practically invisible
and immaterial.
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EXPOSICIONES INDIVIDUALES

2010

“Caligrafias del Espacio” Museo Barjola - Gijén

2009

“Caligrafias del Espacio” Galeria Travesia Cuatro. Madrid
2008

“Arquitectura Sonora”. Instalacion Interactiva. Artenavas'08. Los Toriles. Navas del Marqués. Avila
2007

“Paisajes Ausentes” Sala Campus Stellae. Leon

2006

“Arquitectura Sonora” Casa de Velazquez. Madrid
2005

“Arquitectura Latente” Galeria Travesia Cuatro. Madrid
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“Escenografias de la Memoria” Galerio Raquel Ponce. Madrid. Festival Off Photoespaiia.
2001
“El Objeto Reflejado” Galeria Raquel Ponce. Madrid.
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2009

Residencias Artisticas Creadores Iberoamericanos en México. AECID (Espafia) y CONACULTA [México)
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Ayuda Creacion Artistica Contemporanea. Consejeria de Cultura. Junta de Andalucia.

Finalista Premio Internacional de Escultura Caja de Extremadura

Finalista Certdmenes de Arte Contemporéneo 2008. Navacerrada. Madrid.

2007

Ganadora | Premio Internacional de Escultura Piblica Sacejo. Oviedo

Finalista | Bienal de Escultura de Valladolid. Patio Herreriano. Valladolid.
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2005
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Accésit del Premio Joven Fundacion Universidad Complutense de Madrid.

1°" Premio del V Certamen de Escultura Piblica Civdad de Leganés, Madrid

Premio Adquisicion del XIV Certamen de Escultura “Villa de Mdstoles”. Madrid.

1¢" Premio del Concurso Anual de Artes Plasticas de Majadahonda, Madrid.

2002

Beca Escultura del Ministerio de Asuntos Exteriores para la Academia Espafiola en Roma.
IV Concurso Artes Plasticas Chambre de Commerce d'Espagne en France. Mencion.
Premio Pdmpana de Oro. LXIII Exposicion Internacional de Artes Pldsticas. Valdepeiias.
2001

Beca de Artes Plasticas del Ministerio de Cultura para el Colegio de Espafia en Paris.
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2009

“Primera Muestra de Arte Iberoamericano”. Centro Nacional de las Artes. México DF y
Centro Cultural de Espafia. México DF. Itinerancia por Iberoamérica.
“Espacio, Arte y Mujer”. Casa de Cultura. Collado Villalba. Madrid.
2008

ARCO 08. Galeria Travesia Cuatro. Madrid.

2007

ARCO 07. Galeria Travesia Cuatro. Madrid.

“De sol a sol”. Fundacion Artsur. Madrid

“Escultura y Pasion”. Museo Antén. Candas. Asturias

2006

ARCO 06. Galeria Travesia Cuatro. Madrid.

2005

ARCO 05. Galeria Travesia Cuatro. Madrid.

“Becarios de Artes Pldsticas del Colegio de Espafia en Paris IV". Instituto Cervantes. Paris.
ESTAMPA. Stand:ARTSUR

“ArteNavas”, Navas del Marqués. Avila

Grupo Noventa y Nueve. Museo Antén. Gijon.

2004

“Entrelineas”. Galeria Cuatro Diecisiete. Madrid

“Becarios Artes Plésticas. Colegio de Espafia en Paris " Real Academia de BB.AA de San Fernando. Madrid.
ESTAMPA. Stand: ARTSUR

“ArteNavas”, Navas del Marqués. Avila

2003

ARCO 03 Stand del Ministerio de Educacion Cultura y Deporte. Madrid

ESTAMPA. Stand ARTSUR

“Artevino”. Bodegas Osborne. Malpica de Tajo. Toledo

“De Anima, Galeria de Retrats”. Reial Academia de Bones Lletres. Barcelona.

Grupo Noventa y Nueve. Sala Agusti Massana del Poble Espanyol, Montjuic. Barcelona.

2002

“En torno a Chirino”. Grupo Noventa y Nueve. Galeria Atlantica. La Corviia.

Exposicién de Becarios 2001/2002. Centro Cultural Conde Duque Madrid y Academia Espafiola en Roma.
Grupo Noventa y Nueve. Sala de las Vidrieras. Camargo (Cantabria)

NOI. Instituto Cervantes. Napoles.



2001

“Je Mange lo Cuisine” Cité Universitaire Internationale. Paris.

“Miradas, una secuencia fragmentada” Sala Martin Chirino. S. S. De Los Reyes. Madrid.
2001 Invitational Symposium of Spanish Sculptors in Kyonggi. Corea del Sur.
Exposicion de Arte Contempordneo “Viatge i Diferéncia”. Olot. Girona.

2000

“20 de Mil" Sala de Plaza de Espafia de la Comunidad Autonoma. Madrid. Itinerante.
“Férreas Voluntades”. Galeria Raquel Ponce. Madrid.

“Con Otros Ojos”. 3° Exposicion de Arte del Festival Internacional de Benicassim. Castellon.
“El Grupo de Villa Iris" Itinerante.

“Homenaje a Martin Chirino”. El Taller. Madrid

1999

2° Salon Refractario. Galerio Buades. Madrid.

“La Forja en Villa Iris. Il Taller de Escultura” Fundacion Marcelino Botin. Santander.

ARTE PUBLICO E INSTALACIONES

2008

“Construccion para un Encuentro” Paseo de la Losa. Oviedo

2007

“Arcos Transitables” Parque de los Charcones. Navalcarnero. Madrid
“Lugar de Encuentro V". Museo Escultura al Aire Libre. Ceuti, Murcia
2006

“Arquitectura Sonora” Casa de Velazquez. Madrid

2005

“Lugar de Encuentro IV". Parque del Campo del Tiro. Leganés. Madrid

acero inoxidable 750 x 1050 x 1000 cm

ugar de encuentro IV''- Campo del Tiro - Leganés - Madrid 2004
“La Arqueologia de las Cosas VI: el Secreto de las Fuentes”. Casa de Veldzquez. Madrid

2003

“La Arqueologio de las Cosas VI: el Secreto de las Fuentes”. Reales Atarazanas. Sevilla.

Tentaciones de Estampa 2003: “Escenografias de la Memoria 11"

“El Rincon de las Horas” Parque Espafiol de Kwanju. Kyonggi. Corea del Sur.

PONENCIAS

2007

“Dos visiones en la practica de la escultura contempordnea”. Semana Mujer. Pinto. Madrid
2005

“Mujeres Creadoras”. Jornadas Cultura y Mujer de la Junta de Andalucia. Museo de Jaén.
2003

“Proyecto de Escultura Contemporanea en Villa Adriana, Roma”. Seminario sobre Patrimonio
Historico y Cultura Contempordnea. Reales Atarazanas. Sevilla

OBRA EN COLECCIONES
: ;-\ _:1:"

Ayuntamiento de Oviedo

Ayuntamiento de Navalcarnero

Caja Castilla la Mancha

Rectorado de la Universidad Complutense de Madrid.

Colegio de Espafia en Paris. Cite Internationale Universitaire. Paris.
Museo Municipal de Valdepefias. Civdad Real.

Academia de Espafia en Roma. ltalia.

Ayuntamiento de Leganés. Madrid.

Ayuntamiento de Majadahonda. Madrid.

Ayuntamiento de Mdstoles. Madrid.

Pge. Los Charcones - Navalcarnero - Madrid

. . . i rcos transitables
Ayuntamiento de Pinto. Madrid. Acero Inoxidable 800 x 660 x 500 cm

Ayuntamiento de Navacerrada. Madrid

construccion para un encuentro’ P° de la Losa -
acero cortén e incrustacién de piedra de caratorao 714 x 858 x 660 cm



Este catdlogo se acabé de editar el 26 de abril de 2010,
un mes después de que abriera los ojos al mundo Laura.
Quiero dedicarle ésta exposicién a ella, que la vivié dentro
de mi y a nuestra otra mitad del cielo, Aurelio, que hizo
posible este proyecto guidndome a través de la marafia
hormonal.

Quiero agradecer a Juan Diaz Mancebo su apoyo
incondicional durante estos meses. A Lydia Santamarina
su exquisito cuidado y su ayuda en el sentido profesional
y personal. A todo el equipo del Museo Barjola por su
comprensién y colaboraciéon. A Marcos Morilla por sus
excelentes fotos. A Oscar Alonso Molina por sus acertadas
palabras. A Antén Sobrino y Mercedes Cano por celebrar
con nosotros la Ultima inauguracién que vivimos siendo 2
y pasamos a ser 3.




