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As you have already entered this
decentred and decentring lLandscape, let’s
begin an argument — one which we can continue
throughout this text — on the subject of whether
or not Saules Suns embodies a certain condition
of change, or whether or not it possesses
transformative powers. Decentred by this
condition, let’s pass through various mediums
and fields, from painting to quantum physics and
cinema, before returning to the very special state
of this installation.
If you need a reason to follow
this method, you could consider the
fact that content, form and meaning
are all interwoven in Daiga Grantina’s
installation. Further reasons might
be the installation’s openness to
multiple interpretations and its
resistance to singular paths. Take
for example its title, Saules Suns,
which must not be pronounced.1
To pronounce it, to read it aloud,
would be to choose a path, to decide
the narrative. And although the
interlinking of form and content
may seem to preclude any better
structured dissection, it also allows
us to start from seemingly anywhere
and to still arrive at our destination.2
In addressing the title, Saules
Suns, let’s start with its most elusive
connotation —that of light, or “pure
information”,3 which appears as
both a big-mouthed messenger and
a message in itself. It’s no accident
that stories of the world coming into
being often start with mentions of
light, with calling upon light — moving
away from the darkness, from the

1 Asin “He-Who-Must-Not-Be-Named”, a phrase used to
refer to the fictional antagonist Lord Voldemort in the
Harry Potter books by J.K. Rowling.

2 One may even be reminded of Claire Bishop, who,
writing on installation art in general, reassures
us that “what installation is offering to us is an
experience of centring and decentring: work that
insists on our centred presence in order then to
subject us to an experience of decentring.” (Claire
Bishop, Installation Art: A critical history. London:
Tate Publishing. 2010. P.130).

3 Toquote Marshall McLuhan.

Ta ka esat jau ienakusi Saja
decentrétaja un decentréjosaja
ainava, izvirzisim apgalvojumu -
apgalvojumu, kuru més uzturésim
visa talakaja teksta, — par to,
vai “Saules Suns” vésta par kadu
noteiktu parmainu stavokli, ka ari -
vai tam piemit transformativs spéks.
Si stavokla decentréti, dosimies cauri
dazadiem medijiem un jomam, sakot
no glezniecibas lidz kvantu fizikai un
kino, lai péc tam atgrieztos pie §is
instalacijas pasa stavokla.

Ja jums nepiecieSams pamatojums Sadas
metodes izvélei, iesp&jams, varétu bt noderigi
paturét prata, ka Daigas Grantinas instalacija
saturs, forma un nozime ir savijusies kopa.

Citi iemesli varétu bat instalacijas atvértiba
vairakam interpretacijam un pretestiba vienam
noteiktam celam tai cauri. Pieméram, tas
nosaukums “Saules Suns”, kuru nedrikst izrunat.t
To izrunat, izlasTt skali nozZimétu izvéléties

celu, interpretét narativu. Lai gan 81 formas

un satura sasaiste Skietami varétu nepielaut
strukturétaku analizi, ta lauj mums sakt celu
Skietami no jebkurienes, tacu beigas tomér
nonakt galameérki.2

Pievérsoties nosaukumam
“Saules Suns”, saksim no ta
netveramakas dalas - gaismas,

“tiras informacijas”,3 kura var
paradities gan ka balamutigs
zinnesis, gan ka pati zina. Nav
sagadiSanas, ka stasti par pasaules
rasSanos biezi vien sakas ar gaismas
pieminésanu, gaismas piesauks$anu,
attalinasanos no tumsas, tukS§uma,
pagatnes. Tomér §Tjauna, spoza
pasaule, 8T pasaule, kura mostas,

1 Ka frazé “Pats-Zini-Kas”, kas lietota, lai atsauktos
uz izdomato varoni Lordu Voldemortu D2. K. Roulingas
gramatu sérija par Hariju Poteru.

2 Var atceréties ariKléru BiSopu, kura, rakstot par
instalaciju makslu kopuma, mas iedrosina, sakot, ka
“tas, ko mums piedava instalacijas, ir centrésanas un
decentrésanas pieredze: tas ir darbs, kas uzstaj uz
muisu centréto klatbltni ar mérkivélak mas paklaut
decentrédanas pieredzei.” (Claire Bishop, Installation
Art: A critical history. London: Tate Publishing. 2010.
P. 130).

3 Citgjot Marsalu Makluenu.



void, from the past. However, this
bright new world, this awakening
world, is still not the world we know.
It’s not ours; it never was or will

be ours. It is the world pregnant
with transformation, awakening
and becoming: a pre-articulated,
prenatal, unconscious, abject world.
One may ask: What - and where
exactly —is this space? Is it the
mythological reality of Genesis on
the first day of creation, or perhaps
a month after the Big Bang? Oris it
the reality of our unconsciousness, of
the dream in which we are immersed
before we are re-created, each

joprojam nav ta pasaule, kuru més
pazistam; ta nav musu, nekad

nav bijusi un nebds muasu, jo ta ir
pasaule, kas pilna transformacijas,
atmosSanas un kliSanas par kaut ko.
Ta ir vardos vél neizteikta, nedzimusi,
bezapzinas un abjekta pasaule.
Varétu vaicat: kas — un kur tiedi —ir 81
telpa? Vai ta ir Bibeles mitologiska
realitate pirmaja radiSanas diena vai
varbit ménesi péc Liela spradziena?
Vai ari ta ir mdsu bezapzinas
realitate, sapna realitate, kura
iegrimstam, pirms topam parraditi
ik ritu, sekundi, pirms zvana
modinatajs?

morning, a second before the alarm
clock rings?

Depictions of scenes of this sort are not
uncommon in the history of painting. Take, for
example, Composition (4903), an early painting
by the Lithuanian symbolist painter Mikalojus
Konstantinas Ciurlionis (4875-1911). The
simplest and most reductionist interpretation
of this work would be that it represents an
antagonistic conception of the world in a manner
characteristic of the Art Nouveau period,
promoting binary oppositions such as light vs.
darkness, primordial male vs. celestial female,
etc. However, on closer inspection it becomes
obvious that the painting is more sophisticated
than that. And indeed, within symbolist depiction,
anything should be possible. In this painting,
two rows of fairy-like cloud-women meet in
the middle of the painting, where they hold a
sun above a gap in a green-brownish forest
wall (together with the sun they seem to form
a bridge). Below the gap we see some sort of
mythological creature that Looks Like Gollum
from The Lord of the Rings. This figure, who is
almost in a foetal pose, seems to have its right
hand stretched out in greeting.4 Notice how the
surreal creature’s round, bluish eyes borrow the
colour of sky, and how the red of its flesh seems
reminiscent of the colours of dawn and sunset.

Glezniecibas mediji var mums
palidzét iztéloties, sakt runat par so
ainu. Pieméram, lietuviedu simbolisma
gleznotaja Mikaloja Konstantina
Curlona (4875-1911) agrina glezna
“Kompozicija” (1903). ST darba
vienkarsaka interpretacija bltu, ka
tas attélo antagonistisko pasauli,
kada ta bija raksturiga visnotal
simbolistiskajam jogendstilam:
gaisma pret tumsu, pirméja
viriSkiba pret debesu sieviskibu
utt. Tomér, paraugoties tuvak,
klGst acimredzams, ka glezna ir
sarezgitaka. Pieméram, ta ietver loti
Tpasda notikuma iespé&jamibu. Gleznas
vid( satiekas divas rindas fejam
lidzigu makonsieviedu, kuras tur sauli
virs plaisas zalganbrina meza siena
(kopa ar sauli tas Skiet veidojam
tiltu). Zem plaisas més redzam kadu
mitologisku radibu, kas atgadina
Golumu no “Gredzenu pavélnieka”. Sis
téls, kurs ienémis gandriz vai embrija
pozu, Skietami ir pastiepis savu labo
roku sveicienam.# Pievérsiet uzmanibu
tam, ka sirreala téla zilganas acis
aizguvusas debesu krasu un ka ta
sarkaniga miesa Skietami atgadina

And notice how its mouth —we will mention a
few more mouths later - is open as if it is saying
something (a greeting?). Its long red tongue is
dripping with white cloudy substance, as if its
mouth is watering — or perhaps even as if it has
been eating cloud-women.
The presence of the
mythological creature in Composition
lends it something of a celebratory
mood, especially when it is compared
with Saturn Devouring His Sons
(1819-23) by Francisco Goya (1746-
1828). According to the traditional
interpretation, Goya’s painting
depicts the Greek myth of Titan
Cronus, who, fearing that he will be
overthrown by one of his children,
eats each of them as they are born.
The painting belongs to Goya’s series
of “Black Paintings” — hence the
black background and the deadly
black of Saturn’s mouth. It is clearly
a painting of a disaster, of an end:
Saturn is literally pushing his son’s
body into his black mouth, from
which nothing can be born. It is an
act that produces no descendants,
no continuity —an act that can only
maintain the deadly status quo.
Ciurlionis’ painting is clearly the
antithesis of this black painting.
His painting is about the daily
celebratory act of greeting the sun.
Greetings and openness are the most
important tropes in Composition: one
row of cloud-women salutes the other
while together they hold the sun, and
the creature greets us, invites us, as
viewers, to participate in the act of
creation.

Let’s compare Composition with

The Sun (4909) — a less figurative but
still very symbolist mural painting
by Edvard Munch (1863-1944).

Both paintings are symmetrically

ritausmas un saulrieta krasas.
Pievérsiet uzmanibu ari tam, ka ta
mute - vélak més minésim vél dazas
mutes —ir pavérta ta, it ka kaut

ko sacttu (sveiciena vardus?). No ta
garas, sarkanas méles pil balta,
makonaina viela, it kd mute Gdenotu
—vaivarblt pat itin ka ta bdtu édusi
makonsievietes?

Gleznas dala ar $o mitologisko radibu
nosaka “Kompozicijas” drizak svinigo noskanu,
jo ipasdi salidzinajuma ar Fransisko Goijas (4746-
1828) darbu “Saturns aprij savus délus” (1819-
1823). Saskana ar tradicionalo interpretaciju &
glezna attélo grieku mitu par titanu Kronu, kurs,
baididamies, ka vinu gazis kads no vina bérniem,
aprij katru no tiem uzreiz péc dzimsanas. 81
glezna ir viena no Goijas “Melno gleznojumu”
sérijas — tadél ari tas melnais fons un Saturna
mutes navéjosdais melnums. Ta acimredzami ir
nelaimes, beigu glezna, jo Satturns burtiski graz
déla augumu savas mutes melnuma, no kura
nekas nevar dzimt. Ta ir darbiba, kas nerada
pPEécnacéjus, péctecibu un var vien uzturét
navéjodo status quo. Curlona glezna acimredzami
ir 8T melna gleznojuma pretmets. Ta vésta par
ikdienas svinigo saules sveicinasanas aktu.
Sveicieni un atvértiba ir vissvarigakie izteiksmes
lidzekli “Kompozicija”: viena makonsievieSu rinda
sveicina otru, kopa turot sauli, un neviennozimiga
izskata radiba mdus sveicina, aicina ka skatitajiem
piedalities radiSanas akta.

Salidzinasim “Kompoziciju”
ar mazak figuralu, bet joprojam
loti simbolistisku Edvarda Munka
(4863-1944) gleznu “Saule” (2909).
Abas gleznas ir veidotas simetriski,
ar saulém ka to centralajiem
simboliskajiem un kompozicionalajiem
elementiem. Saule un tas gaisma
dazadu iemeslu dél bija loti nozimiga
talaika gleznotajiem, tostarp
pasdas gaismas gleznieciskas dabas
dél (ka ta nemitigi maina savu
krasu, parradot ainavu, utt.) un

structured, with suns as their central tas simbolisma (dzivibu shiedzodas
symbolical and compositional vitalitates utt.) dél. Bltiskais $ajas
elements. The sun and its light were gleznas saistiba ar Grantinas

4 Salutationis, in general, one of Ciurlionis’ favourite 4 Sveiciensirvienano éurl,.ona milakajam témam, ka
topics, as can be seen in his painting Greeting the Sun redzams glezna “Sveicinot sauli” (1906-08) un citos
(2906-08) and many others. darbos.




very important for the painters of the
period for many different reasons,
including the painterly nature of light
itself (how light constantly changes
its colours while recreating the
landscape, etc.) and its symbolism
(of life-giving vitality, etc.). What is
really important in these paintings
in relation to Grantina’s installation
is that both paintings represent
special constellations. In each,
there is this very important set of
relations between the sun, the rays
it casts, and the landscape — which
can beread as a sort of mould. Both
paintings depict scenes of creation
that may be compared variously,
from a sculptural point of view,

to a celestial furnace (given the
bright light and red heat of the sun),
a heavenly womb (compare their
compositions to that of The Origin
of the World (1.866) by Gustave
Courbet (1819-1877)), or a mouth
that is about to talk, to announce,
to transform the world into Logos,
into knowledge and discourse. In
Composition, it is the sun, the sky,
and the rows of cloud-women above
the forest-bridge and its gap that
together function as a mould. In

The Sun, it is the sun, the sea and
the surrounding hills at the edges
that stand for a furnace. These
paintings clearly reveal the life-
giving, sculptural nature of both the
process of creation in general and the
process of the creation of the world
in particular. A process of casting
and moulding is obviously present in
Saules Suns, in its sculptural details
and overall composition, and this
links the sun-centred paintings

with the installation, which, with

its multiple suns and multiple light
projections, may be seen to be
superimposing multiple art historical
references. The installation also,

instalaciju ir tas, ka tas abas attélo
Tpasu elementu novietojumu. Pastav
ST loti bOtiska saikne starp sauli, tas
mesto staru un ainavu ka sava veida
Sablonu pa vidu. Abas gleznas attélo
radidanas ainas, kuras no télnieciska
skatpunkta var salidzinat gan ar
debesu kurtuvi (nemot véra saules
spilgto gaismu un sarkano svelmi),
gan debeskigu dzemdi (salidziniet to
kompozicijas ar Gistava Kurbé (1819-
1877) gleznas “Pasaules sakums”
(1866) kompoziciju), gan ari muti,
kas grasas runat, pazinot, parveidot
pasauli par Logos, zinaSanam un
diskursu. Glezna “Kompozicija” ta

ir saule, debesis un to apnemosas
makonsievies$u rindas virs meZa-tilta
un taja esodas plaisas, kas kopa
kalpo par Sablonu. Glezna “Saule”
ta ir saule, jara un to ietverosie kalni
gar malam, no ka veidojas kurtuve.
Tadéjadi $is gleznas skaidri atklaj
gan visparéja radiSanas procesa, gan
pasaules radiSanas procesa dzivibu
shiedzoso télniecisko dabu.
AtlieSanas un veidoSanas process
nenoliedzami ir klatesoss darba
“Saules Suns”, ta télnieciskajas
detalas un visparéja kompozicija, un
tas sasaista Sis ap sauli centrétas
gleznas ar instalaciju, kura, var
Skist, ar savam vairakam saulém un
vairakam gaismas projekcijam citu
citai pari klaj vairakas atsauces uz
makslas vésturi. Tomér §1instalacija
darbojas ari patstavigi ka vieta,

kur formét, veidot, iespiest un
varbit pat laist pasaulé jaunus
materialus, formas, interpretacijas
un konstelacijas — varbidt pat jaunus
izplatijumus.

Pievérsisimies $is
pasaules fizikalajam audumam.
Kompozicionala zina Munka “Saule”
veidota no savstarpéji savienotiem
stariem un krasas laukumiem. Kas
ir 81s realitates audums? No ka 81

however, functions independently

as a site for forming, sculpting,
stamping and even giving birth to new
materials, shapes, interpretations
and constellations — perhaps even to
new cosmoses.

Compositionally, Munch’s The Sunis made
of interconnected rays and fields of colour. What
is the fabric of that reality? What is that world
made from? Let’s not forget that the year 1905
had been declared an annus mirabilis: Albert
Einstein, who was 25 at the time, had in that
vear published four papers that substantially
contributed to modern physics and changed
our perceptions of space, time, mass, and
energy. For the sake of better understanding
the context, we can note that one of them was a
paper on the photoelectric effect and the others
were on Brownian motion, special relativity,
and his famous formula of mass and energy
equivalence. AllL of these papers were inspired
by his contemplation of his surroundings and his
imagination, and were produced without the use
of sophisticated Lab equipment. It took decades
for the theories they contained to be finally
acknowledged, but for the purposes of this essay
this is the most important point: that it was by
looking at the surrounding world, and at light in
particular, that scientists sought to understand
and interpret our physical reality.

Another example of this kind
of scientific imagination might be
found in Werner Heisenberg, who
was also 25 when, sitting in one of
Copenhagen’s parks, in the dark (it
was 1925, after all), he saw a figure
repeatedly disappearing into the
night only to reappear each time it
passed a street lamp. He decided
to use this image to try to explain
the behaviour of electrons. What
if — he suggested - they only became
something, became visible, through
interaction? And what if between
one interaction and the next they
had no precise position? In gquantum
mechanics, electrons don’t always
exist. They exist when they interact.

pasaule sastav? Neaizmirsisim, ka
1905. gads tika pasludindts par
annus mirabilis: Alberts Einsteins,
kam tobrid bija 25 gadi, Saja gada
publicéja Cetrus pé&tijumus, kuri deva
batisku ieguldijumu muisdienu fizika
un mainija priekdstatus par telpu,
laiku, masu un energiju. Lai labak
izprastu kontekstu, varam atzimét,
ka viens no tiem bija pétijums par
fotoelektrisko efektu, bet paréjie
- par Brauna kustibu, specialo
relativitati un vina slaveno masas un
energijas ekvivalences formulu. Visi
Sie pétijumi radas vina apkartnes
vérojumu un iztéles rezultata,
neizmantojot sareZgitu laboratorijas
tehniku. Pagaja gadu desmiti, lidz
tajos ietvertas teorijas visbeidzot tika
atzitas, tomer Sis esejas vajadzibam
visbOtiskakais ir, LUk, kas: tiesi vérojot
apkartéjo pasauli, un jo Ipasi gaismu,
zinatnieki stradaja, laiizprastu un
interpretétu masu fizikalo pasauli.
LGk, Sadas zinatniskas iztéles piemérs. Arl
Verneram Heizenbergam bija 25 gadi, kad vins
sédéja tumsa kada no Kopenhagenas parkiem.
Tas bija. 1925. gads. Vins redzéja. figlru, kura,
ejot gar laternam, atkartoti pazuda tumsa
un tad paradijas no jauna. Ving izvéléjas So
ilustraciju, lai méginatu izskaidrot elektronu
dabu. Ja nu tie, vins sprieda, klist par kaut ko,
klOst redzami tikai mijiedarbiba? Un ja nu starp
vienu mijiedarbi un nakamo tiem nav precizas
atrasSanas vietas? Kvantu mehanika elektroni
neeksisté nepartraukti. Tie eksisté, kad atrodas
mijiedarbiba. Tie materializéjas, saduroties ar ko
citu.s Sisir loti saisto$s piemérs, kas mums rada,
ka loti specifiskus zinatniskas iztéles mirklus
iespéjams projicét uz pasauli tas realaja méroga
un —jo vairak — ka muasu ikdienas zina8anas var
mums véstit par notikumiem subatomaraja vai
kosmiskaja méroga.
Muasdienas zinam, ka fizikalas
realitates audums pieder kvantu
5 Carlo Rovelli, “Reality is not what it seems. The

journey to quantum gravity”. London: Penguin. 20417.
P. 9g.



They materialize when they collide
with something else.5 This is a. very
interesting example that reveals

to us how very specific moments

of scientific imagination may be
projected onto the world at its real
scale, and how our experience of the
everyday might also relate to events
taking place on subatomic or cosmic
levels.

We know now that the fabric of
physical reality belongs to quantum
gravity. At the quantum scale, space
is not continuous; it is woven from
interconnected finite elements.
Physical space is the fabric that
results from the ceaseless swarming
of this web of relations. Every cubic
centimetre of space, and every
second that passes, is the result
of this dancing foam of extremely
small quanta. The grains of quantum
space are not in space, they are the
space itself: they make space as
threads of cotton make up a t-shirt.e
This knowledge suggests various
interpretations of the installation’s
materials and its space. It might
lead us to focus on how space is
created by the materials used within
the installation and how the space
changes depending on the scale at
which you experience it. Perhaps even
more importantly, it might help to
explain why one should avoid singular
interpretations or narratives of
Saules Suns.

In considering methods of interpretation,
we might recall the writing of Gertrude Stein.
Stein’s sentences are formed, much like the
installation is, by assembling things (in her
case, words) in unusual ways, creating different
possibilities for both grammar and meaning.

“A kind in glass and a cousin, a spectacle and

5 Carlo Rovelli, Reality Is Not What It Seems: The
Journey to Quantum Gravity. London: Penguin. 2017.
P.gg.

6 Rovelli, Reality Is Not What It Seems. P.166-167.

gravitacijai. Kvantu méroga telpa
nav nepartraukta: ta savita no
galiga skaita savstarpégji saistitiem
elementiem. Fizikala telpa ir audums,
kas veidojas no §T savstarpéjo
attiecibu tikla nemitigas spietoSanas.
Katrs telpas kubikcentimetrs un
katra paejoda sekunde veidojas no $o
bezgaligi mazo kvantu dejojoSajam
putam. Kvantu telpas graudi
neatrodas telpa, tie ir pati telpa:
tie veido telpu, tapat ka kokvilnas
diegi veido T kreklu.® Sie fakti rosina
uz dazadam instalacijas materialu
un telpas interpretacijam. Tie
mudina muds koncentréties uz to,
ka telpa veidojas no §is instalacijas
materialiem un ka §T telpa mainas
atkariba no méroga, kura to
pieredzat. Un, varbit pat bltiskak,
tie parada, kadél darba “Saules
Suns” konteksta nevajadzétu veidot
viennozimigas interpretacijas un
narativus.
Apsverot interpretacijas
metodes, varam atceréties Gertrides
Stainas rakstiSanas stilu. Stainas
teikumi veidoti lidzigi instalacijai,
apkopojot lietas (vinas gadijuma -
vardus) neierastos veidos, radot
jaunas gramatikas un nozimes
iespéjas. “Veids glazé un braléns,
izrade un neka divaina, viena
sapinata krasa un sakartojums
sistéma noradiSanai. Tas viss un
ne parasti, ne nesakartoti ne
lidziba. Atskiriba izplesas.”?
Sada metodologija paver jaunas
interpretacijas iespéjas, vienlaikus
laujot mums lasTt teikumus, tos
parmeérigi neanalizéjot. ST struktira
vairs nav simboliska; tas var Skist
nejausi, tomeér reizé ari nav. Tas rada
6 bid., p. 166-167.
7 “Akindin glass and a cousin, a spectacle and nothing
strange a single hurt colour and an arrangement
in a system to pointing. All this and not ordinary,
not unordered in not resembling. The difference is

spreading.” (‘A Carafe, that is a Blind Glass’, part of
Tender Buttons, (1914)).

nothing strange a single hurt colour and an
arrangement in a system to pointing. All this and
not ordinary, not unordered in not resembling.
The difference is spreading.”?” Such a method
opens up new possibilities of interpretation
but also allows us to read sentences without
overanalysing them. The structure is no longer
symbolic; this may seem accidental but it is not. It
creates a very open situation in which something
new and undefined can take place.
Another way to read Saules
Suns is within the context of film
and cinema. While studying at the
Vienna Art Academy, Daiga Grantina
worked with experimental film, and
after her studies she “began to work
with the projection space itself - the
space between the projector and
the surface of the wall or screen
on which the light lands.”8 The way
that Grantina treats the installation
space may also be compared with
Andre Bazin’s (4918-1958) vision in his
book What is cinema?:
The outer edges of the screen are not,
as the technical jargon would seem
to imply, the frame of the film image.
They are the edges of a piece of
masking that shows only a portion of
reality. The picture frame polarizes
space inwards. On the contrary, what
the screen shows us seems to be part
of something prolonged indefinitely
into the universe.?
Like many of Grantina’s previous
works, Saules Suns should also
be treated as a sort of projection
space, a space for the process of
materialising light, a prolonged
cinematic space. While considering
the transformational power of the
installation, it is perhaps useful to
introduce the term “radical closure”
7 (‘A Carafe, thatis a Blind Glass’, part of Tender
Buttons, (4914).
8 “Materializer of Light — Daiga Grantina”. Interview
with Odrija FiSere (48.120.2046). Art Territory:
www.arterritory.com/en/texts/interviews/6048-_

materializer_of_light_daiga_grantina/
g 8.Andre Bazin, What Is Cinema?, Volume 1. P.166.

loti atvértu situaciju, kura var notikt
kas jauns un nedefinéts.

Vél viens veids, ka uztvert “Saules Suns”,
bhtu filmu un kino konteksta. Studéjot Vines
Makslas akadémija, Daiga Grantina darbojas
eksperimentalo filmu joma, un péc studijam vina
“saka stradat ar pasu projekcijas telpu — atstarpi
no projektora lidz vietai, kur gaisma saskaras ar
sienas vai ekrana virsmu.”8 VVeids, kada Grantina
pieiet instalacijas telpai, varétu blt saistams art
ar André Bazéna (1918-1958) gramata “What is
cinema?” [Kas ir kino?] pausto viziju:

“Ekrana armalas, ka Skietamiizriet no tehniska
Zargona, nav filmas attéla ietvars. Tas ir
maskésanas fragmenta armalas, kas parada
tikai dalu realitates. Attéla ietvars polarizé telpu
uz iek8pusi. Tas, ko ekrans mums rada, sSkiet dala
no kaut ka, kas bezgaligi turpinas izplatijuma.”®

Lidzigi daudziem Grantinas iepriek$éjiem
darbiem “Saules Suns” bltu jauztver ka
sava veida projekcijas telpa, gaismas
materializé8anas process, laika izvérsta
kino telpa. Turpinot domat par laika izvérstu
kino telpu un sirrealisma filmu ainu specifiku,
ka arivienlaikus paturot prata instalacijas
transforméjoso spéku, iespéjams, varétu bit
noderigi ieviest terminu “radikals noslégums”
taja izpratné, kura to lieto filosofs D2alals Tufiks
(dz. 1962). Ving raksta, ka radikals noslégums
ir tada “nevieta”, kura ir “atrauta no vides,
bet atvérta diagrammai (pieméram, Sarkana
istaba Deivida Lina filma “Tvinpika: Caur uguni”
(2992)) vai citpasauligai citurienei, vai nekam
(tam, uz ko atsaucas latinu ex nihilo, no neka)”1°,
“Umse se sak, iniz ut iav?”11 Tas ir jautajums
—apvérsts teikums —, kuru mazais cilvéks, kas
pazistams ka Virs no citurienes, uzdod agentam
Klperam Sarkanas istabas realitaté, “radikala
nosléguma” telpa, kura nav iespéjams runat
tiedu valodu vai jebko dro&i zinat. 81 “radikala
nosléguma” telpa atrodas nemitiga parklasanas
sajaukuma stavokli, iespéjams, atsaucoties uz

8 “Gaismas materializétaja Daiga Grantina”. Intervija
Odrijai Figerei (07/20/2016), Arterritory:
www.arterritory.com/lv/teksti/intervijas/s9g91-
gaismas_materializetaja_daiga_grantina

g Andre Bazin, “What Is Cinema?, Volume 1”. P. 166.

10 Jalal Toufic “Over Sensitivity”. P. 107

11 “Vaitu zini, kas es esmu?”



as it used by the philosopher Jalal
Toufic (b. 1962). Toufic writes that
radical closure is the “nonplace”
that is “disconnected from the
environment, but is open to the
diagram (for example, the Red Room
in David Lynch’s Twin Peaks: Fire Walk
with Me (1992)) or to an unworldly
elsewhere or to nothing (the one
referred to in the Latin ex nihilo, out
of nothing)”.1° “Ma. | ohw wonk uoy
od?”11 This is the question — a reversed
sentence - that a little man known
as The Man from Another Place asks
Agent Cooper within the reality of the
Red Room, a “radical closure” space,
in which you cannot speak directly or
know anything for sure. This “radical
closure” space is one of constant
superposition, mixing references to
various other spaces and times that
are waiting to be activated - that
will be activated by being entered,

by being experienced. Similarly, the
installation, which makes multiple
references to the history of art,
from Ciurlionis’ paintings to Eva
Hesse’s (1936-70) sculptures and the
Land Art masterpiece Sun Tunnels
(2973-76) by Nancy Holt (1939-2014),
also refers to the quantum fabric

of t-shirts, an exoplanet’s scenery,
Freudian dreams, Julia Kristeva’s

(b. 1941) concept of the abject, and
(though the list is far from finished)
shipwrecks of spaceships — complete
with alien cocoons.

In the same text on radical
closure, Toufic quotes a conversation
between Francis Bacon and David
Sylvester.

Bacon: ‘When | made the Pope
screaming, | didn’t want to do it in
the way that | did it - | wanted to
make the mouth, with the beauty of
its colour and everything, look like

10 Jalal Toufic, Over-Sensitivity. P.1o7
112 “Do you know who | am?”

daudzam citam telpam un laikiem, kuri gaida,
lai tiktu aktivizéti, tajos ieejot, tos pieredzot.
Siinstalacija, kas ietver vairakas atsauces uz
maékslas vésturi, no Curlona gleznam lidz Evas
Heses (1936-1970) skulptiram un Nensijas
Holtas (1939-2014) Land Art meistardarbam
“Saules tuneli” (Sun Tunnels, 1973-1976), lidziga
veida atsaucas ariuz T kreklus veidojo8o kvantu
audumu, eksoplanétas ainavu, freidiskiem
sapniem, Jalijas Kristevas (dz. 1941) abjekta
jédzienu un (lai gan uzskaitijums ne tuvu nav
gala) avaréjudiem kugiem, un kosmosa kugiem ar
citplanétieSu kininam.

Saja pada teksta par radikalo
noslégumu Tufiks cité sarunu starp
Tru gleznotaju Fransisu Békonu (2909-
1991) un britu makslas kritiki un
kuratoru Deividu Silvestru.
Békons: “Kad taisiju “Pavestu
kliedziena”, es negribéju to darit ta,
ka to izdariju, — es gribéju uztaisit, lai
mute ar visu savu krasas skaistumu
un paréjo izskatas ka kads no tiem
Moné saulrietiem vai kas tamlidzigs,
nevis tikai ka kliedzoss pavests. Ja
es to darTtu vélreiz, kas, Lidzu Dievu,
nekad nenotiks, es to taisitu ka Moné
gleznas.”
Silvestrs: “Un nevis k& melno alu, kura
Isteniba...”
Békons: “Ja, nevis kd melno alu.”12

Seit es vélétos izveidot
analogiju. Varétu teikt, ka 81
materializétas gaismas pilna ainava
ar savam tris vai vairak saulém ir
pirméja radosSa spéka parpilna, tai
piemtt arl transforméjosa spéja
parsteigt, piedavat ko pavisam
negaidritu un varbit pat baisu.
Ikkatra diena vai nakti So instalaciju
kaut uz mirkli var izjust ka kaut ko
citu - lai gan, virspuséji raugoties,
ta varétu skist skaista ka Fransisa
Békona pieminétais Moné saulriets,
tomeér jebkura bridi ta var parvérsties

12 David Sylvester, “The brutality of fact: interviews
with Francis Bacon”. New York: Thames and Hudson,
1990. P. 72.

one of the sunsets or something of
Monet, and not just the screaming
Pope. If | did it again, which | hope to
God | never will, | would make it like a
Monet.’

Sylvester: ‘And not the black cavern
which in fact...’

Bacon: ‘Yes, not the black cavern.’12
I’d like to make analogy here. Just

as this landscape, with its three or
more suns, flooded with materialised
light, might be said to be overflowing
with primal generative power; it also
retains a transformative power

to surprise, to provide something
completely unexpected and perhaps
even scary. If only for a moment,
there’s a chance the installation
might be experienced on any given day
or night as something else; although,
superficially, it may seem as
beautiful as the sunset by Monet that
is mentioned by Francis Bacon, at any
given moment it might turn into the
mouth of the Pope, screaming, as it
appears in Bacon’s painting.13

To finish, I’d Like to reformulate the question
“What is the nature of this transformative
space?” as “How might this space, in our uneasy
times, transform the world?”. How might this
decentred landscape — a hon-space of radical
closure, a stimulating constellation, a positive
hallucination, a gateless gate, or whatever you
want to call it — activate an audience that is
already experiencing global warming and a sixth
mass extinction, and that has been threatened
with nuclear winter, among other ecological and
political catastrophes?

My hope is it will become an example of
“radical openness” that will help to regenerate
our understandings of the stories we tell about
ourselves and the world we live in.

12 David Sylvester, The Brutality of Fact: Interviews
with Francis Bacon. New York: Thames and Hudson. P.72.
13 Study after Veldzquez’s Portrait of Pope Innocent X
(1953)

par pavesta muti kliedziena, gluzi ka
Békona gleznals.

Nosléguma es vélétos
parformulét neatbildéto jautajumu
“Kas ir §1Tpasa transformativa telpa,
par kuru més runajam?” par “Ka
mUsu sare2gitaja laika §1 telpa varétu
parveidot pasauli?”. Ka 81 decentréta
ainava - radikala nosléguma nevieta,
stimul&joss zvaigznajs, pozitiva
halucinacija, varti bez vartiem,
sauciet, ka vélaties, — varétu aktivizét
skatitajus, kuri jau piedzivo globalo
sasilSanu un sesto izmirSanu un
ir paklauti kodolziemas un citu
ekologisku un politisku katastrofu
draudiem?

Es ceru, ka ta klus par
“radikalas atvértibas” paraugu, kas
palidzés atjaunot masu izpratni par
stastiem, kurus stastam par sevi un
pasauli, kura dzivojam.

13 “Studija péc Velaskesa Pavesta Inocenta X portreta”
(2953).
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In the almost year-long process
of becoming acquainted with the
thought process behind, and the
development and installation of,

Daiga Grantina’s Saules Suns, |
couldn’t help thinking about the
sensorial houses that J.G. Ballard
describes in one of the stories from
his collection Vermilion Sands. These
houses, located in the fictional
resort town of the same name,

are made to mirror and adapt to
their inhabitants’ moods.1 They

are sensitive, moulding themselves
according to the emotions
experienced by the people inhabiting
them. Like sponges, they take it all in,
from endless arguments and jealousy
to affection and desires, only to
later radiate it back to their current
and even their future inhabitants.

If an ordinary, happy couple lives in
the house, it emanates happiness;
however, if violence has taken place
there, the house may either show
fear or emit aggression towards
the next inhabitants, digesting

and forwarding the emotions it

has absorbed. Consequently, the
houses become extensions of their
inhabitants. They continue to
transmit the life stories of those who
have lived there, even when these
inhabitants are already long gone,
by giving off traces of their previous
encounters.

The houses are made from smartest
materials available — such as plastex, a
combination of plaster and latex — and thanks
to their “sensorial cells”, they have an organic,
almost living natture. They can modify themselves
physically, wrapping themselves cosily around the
bodies inhabiting them or breaking themselves
apart on their heads. In Ballard’s story, they

1 Vermilion Sandsis an imagined resort town and the
name of a collection of science fiction short stories by
J.G. Ballard, first published in 1971. The sensitive houses
appear in the story Thousand Dreams of Stellavista,
published in 1g62.

Gandriz gadu, kura laika es pamazam
iepazinos ar Daigas Grantinas darba “Saules
Suns” pamata esoso domasanas procesu, ka
ari 8Ts instalacijas attistibu un uzstadisanu, es
nespéju nedomat par sensorajam majam, kuras
Dz. G. Ballards apraksta viena no sava krajuma
“Vermilion Sands” [Vermilionsendsa] stastiem. Sis
majas, kuras atrodas izdomata karortpilséta ar
$adu pasu nosaukumu, radrtas, lai atspogulotu
savu iemrtnieku noskanas un pielagotos tam.1 Tas
spéjigas sajust tajas dzivojoso cilvéku pardzivotas
emocijas un parveido sevi atkariba no tam. Lidzigi
stkliem, tas ieslc itin visu — gan bezgaligus
stridus un greizsirdibu, gan piekersanos un alkas,
Llai vélak to raiditu atpakal saviem tagadéjiem
un ari nakotnes iemitniekiem. Ja méaja dzivo
parasts, laimigs paris, ta izstaro Llaimi; bet, ja
taja notikusi vardarbiba, maja var gan izradrt
bailes, gan izstarot agresiju pret nakamajiem
iemitniekiem, parstradajot un nododot talak tas
emocijas, kuras sanémusi. Tadéjadi majas klist
par savu iemitnieku paplasinajumu. Tas turpina
paust tajas dzivojuso iemitnieku dzlvesstastus arl
tad, kad vinu pasu tur jau vairs nav, uzradot savu
iepriekséjo pieredzZu nospiedumus.

Majas veidotas no gudrakajiem
pieejamajiem materialiem -
pieméram, plasteksa, gipsa
un lateksa kombinacijas —, un,
pateicoties savam “sensorajam
Sdnam?, tas ir organiskas, teju dzivas.
Tas spéj sevi fiziski parveidot, majigi
apritinoties ap kermeniem, kas tajas
dzlvo, vai ari salUstot pret to galvam.
Ballarda stasta tas dévétas par
“psihotropajam” (PT) majam. “Uz
pirmajam PT majam bija izvietots tik
liels daudzums sensoro S0nu, kuras
atbalsoja katru savu iemitnieku
noskanas vai atraSanas vietas
izmainu, ka dzive tajas atgadinaja
mitinasanos kada smadzenés.”2

1 Vermilionsendsa ir izdomata karortpilséta un
nosaukums DZ. G. Ballarda zinatniskas fantastikas
stastu krajumam, kurs pirmoreiz tika izdots 1971. gada.
Sensitivas majas paradas stasta Thousand Dreams of
Stellavista [Takstotis Stellavistas sapnu], kas publicéts
1962. gada.

2 J.G.Ballard, ‘Thousand Dreams of Stellavista’, 1962.



are referred to as “psychotropic” (PT) houses.
“The first PT houses had so many senso-cells
distributed over them, echoing every shift of mood
and position of the occupants, that Living in one
was like inhabiting someone else’s brain.”2
Entering the vividly coloured
swarm of intertwining objects, spirals
and light that make up Saules Suns
also feels like stepping inside a brain.
This installation, which the artist
Daiga Grantina has created for the
Venice Biennale, is essentially an
extension of the artist’s thought
process — an embodiment and
materialization of it. After first
being imagined, the installation was
shaped, changed, developed and
almost turned upside down - gaining
new elements, readings and side
stories in the process — before finally
only fully coming into being at the
moment of the opening.
However, as we know, a thought
process is never finished, and after
the opening new encounters are
supposed to take place, new readings
are added. This is another way of
saying that the installation interacts
not only with the architectural
space around it but also with its
viewers and their perceptions,
moods and imaginations. If we
return to the science fiction story
about the houses of Vermilion
Sands, | am led to wonder what an
art installation that reflects and
reacts to moods would Look Llike. What
kind of feelings might Grantina’s
Saules Suns absorb in Venice, and
what will it radiate in return? What
has it already experienced and
absorbed? Grantina’s installations
are labyrinthine, but they also
rema.in open, allowing different
paths and perspectives to be taken.
Will the feeling generated within
this new installation be light and

2 J.G.Ballard, ‘Thousand Dreams of Stellavista’, 1962.

ArTdoSanas spilgtaja savito
objektu, spiralu un gaismas mudzekli,
no ka sastav “Saules Suns”, atgadina
nokliganu kada smadzenés. St
instalacija, kuru méaksliniece Daiga
Grantina radijusi Venécijas Biennalei,
ir makslinieces domu procesa
papladindjums - ta iemiesojums
un materializacija. Péc sakotnégjas
ieceres rasanas §i instalacija tika
veidota, mainita, attistita un teju
apgriezta kajam gaisa, procesa
gaita ieglstot jaunus elementus,
lasijumus un blakusstastus, lidz
visbeidzot pilniba tapusi par to, kas ir
atklasanas bridr.

Tomér domu process, ka zinams, nekad
nav pabeigts, un péc atklasanas javeidojas
jauniem saskares punktiem, jauniem Lasijumiem.
Citiem vardiem, 81 instalacija mijiedarbojas ne
tikai ar apkart esoso arhitektonisko telpu, bet
art ar saviem skatitajiem un to priekSstatiem,
noskanam un iztéli. AtgrieZoties pie zinatniskas
fantastikas stasta par Vermilionsendsas
majam, gribétu iztéloties, ka varétu izskatities
makslas instalacija, kura atspogulo un reagé
uz noskanam. Kada veida sajltas Venécija
varétu uzstkt Grantinas “Saules Suns”, un ko Sis
darbs raidritu atpakal? Ko tas jau ir pieredzéjis
un uzslcis? Grantinas instalacijas ir lidzigas
labirintiem, tomér reizé paliek atvértas, atstajot
vietu atskirigiem celiem un perspektivam. Vai
§is jaunas instalacijas radita sajuta bls viegla
un gaistoSa - k& pavasara uzziedéSana — vai
ari ka léna toksiska saindésanas, kuru rosina
satraucosas zinas par ekologisko krizi? Vai
instalacija apskaus savus apmeklétajus vai art
meéginas tos bridinat? Savas pavisam atvértas
formas dél ta varétu iedarboties uz apmeklétaju
abéjadi, tomeér varétu ari ietekmét pavisam
citadi.

Apmainu ar sajatam
un noskanam es atstaju pasu
instalacijas skatrtaju zina, bet tikmér
vélétos atgriezties pie pardomam par
Ballarda psihotropajam majam. Ka
vide maja ir télnieciskas instalacijas
apvérsums. Ja méaja ir arpuse, tad

fleeting — one of spring blossoming

in rays of sunlight — or one of slow
toxic contamination, activated by the
alarming news of ecological crisis?
Will the installation embrace its
visitors or try to warn them? Because
of its entirely open form, it could do
both at the same time, but it does not
necessarily have to do either.

While | will leave it to the installation’s
viewers to experience any exchanges of feelings
and moods for themselves, I’d like to return to
thinking about Ballard’s psychotropic houses.
As an environment, a house is an inversion of a
sculptural installation. Where the house is the
outside, the sculptural installation represents
the inside — though it can of course be closely
connected to its outsides, to the ceilings, the floor
and the walls, as in the example of Saules Suns,
where some objects are attached by tentacle-
like strings to the beams above while others are
flattened against the walls. There is another
inversion in Grantina’s work, in that when she
casts her sculptures, the mould appears to
be much more fragile in natture than the cast.
This inversion of cast and mould is part of the
methodology used in the creation of the objects
in Saules Suns. While usually, in the process of
sculpting, the mould is the stable entity that
stays, that can be reused many times, in the
case of Saules Suns the swim rings that served
as moulds disappeared when the task of casting
was done. The mould is the house and the shell
that lets a cast come inside and take its shape.
However, as is also evident with the houses of
Vermilion Sands, the mould itself is reshaped in
the process of shaping. In the story, the houses
are reshaped by feelings; in the installation, the
mould is physically affected by the cast. The cast
can cause the mould to bulge or even to break
apart, like a psychotropic house that is scared to
the point that it shrinks in fear or perhaps even
vanishes.

But we don’t need to look to
science fiction scenarios such as
these to find examples of responsive
materials — there are already plenty
being produced nowadays. Thanks

instalacija norada uz iekSpusi — lai
gan ta, protams, var bit ciesi saistita
ar savam arpusém, ar griestiem,
gridu un sienam, ka tas, pieméram, ir
darba “Saules Suns”, kur dazi objekti
ar taustekliem lidzigam saitém ir
piestiprinati pie sijam, savukart
citi — pieplakusi sienam. Grantinas
darba ir vél kads apvérsums, kas
rodas no ta, ka skulptdru veidoSanas
procesa atlieSanas forma realitate
ir daudz trauslaka neka atléjums.
Sis formas un atléjuma apvérsums
ir dala no metodes, kas izmantota
darba “Saules Suns” esoso objektu
radidanai. Lai gan télnieciba ierasts,
ka atlieSanas forma ir stabila,
paliekosa dala, kuru var izmantot
daudzas reizes, peldrinki, kas
darba “Saules Suns” kalpoja par
formam, pazuda lidz ar atlieSanas
procesa beigdm. Forma. ir maja un
Caula, kas lauj atléjumam ieplist
un pienemt tas formu. Tomér, ka
redzams no Vermilionsendsas majam,
ari pati forma partop veidoSanas
procesa. Stasta sajitas maina maju
veidolu; instalacija atlégjums atsta]
fiziskas pédas uz formu. Atléjums
var deformét formu vai salauzt to
pavisam, gluZi ka psihotropa maja,
kura iebiedéta tiktal, ka saraujas
bailés vai varbit pazid pavisam.
Tomér nav nepiecieSams

LOkoties $adu zinatniskas

fantastikas scenariju virziena,

lai atrastu reagéjosu materialu

paraugus - mlsdienas tadu tiek

razots ievérojams skaits. Ar jaunu

tehnologiju ienaksanu eksisté

materiali, kas reagé uz aukstumu,

uz siltiem laikapstakliem un

citiem faktoriem. Tada vai citada

veida spéja reagét patiesiba

piemtt praktiski visam matérijas

formam. Skulptiru radiSanas

procesa materiali maina savu

agregatstavokli no Skidra uz cietu



to the arrival of new technologies,
there are materials responsive to
the cold, to warm weather and to
other conditions. Responsiveness
in one form or another is actually
embedded in practically all types
of matter. In the sculpture making

process, materials change their state

of aggregation from liquid to solid,
sometimes within virtually no time
at all. If one looks at the installation

Saules Suns, we see manifold smaller

or bigger transformations that have
taken place on the material level,
whether by processes of casting or

bending, or by the adding of colour, or

by cutting or kneading. Within these
transformations, the materials

involved also have their own agency,
and in this way they become part of

the process of the creation of the work.

Science fiction stories are
also mirrors of the utopian as well
as dystopian imaginations of their
times. When the reactive houses of
Vermilion Sands were described in the
1960s, they responded to a certain
kind of disillusionment with Hollywood
star culture and the distant and
estranged lives of the rich, and indeed
Vermilion Sands itself reminds us of
Palm Springs, another resort town, in
the desert of California. A house that
shivers or hugs its occupants seems
both like a utopian scenario for some,
and a wholly different prospect for
others. Nowadays, our memories and
feelings are stored within our phones
and laptops — our closest devices,
our brain extensions. The characters
of these devices are first fed and
formed by our choices, and they then
respond by preparing packages of
content for us depending on whether
we have previously expressed interest
in certain clothing, dating apps or
Lleftist ideology. These precisely tuned
devices, in combination with the

reizém teju acumirkli. Aplakojot
instalaciju “Saules Suns”, var redzét
dazZadas lielakas un mazakas
transformacijas, kuras notikusas
materiala limenr, — vai nu atlieSanas
vai lociSanas rezultata, vai pievienojot
krasu, vai nu $kelot, vai micot. So
transformaciju ietvaros lietotajiem
materialiem piemit pasiem sava
ietekme, un tadéjadi tie klUst par
darba radiSanas procesa dalu.

Zinatniskas fantastikas stasti vienlaikus
ir gan sava laika utopisko, gan ari distopisko
fantaziju spoguli. Kad 20. gadsimta 60. gados
tika aprakstitas Vermilionsendsas reagéjosas
majas, tas varéja sasaistit ar sava veida
vilsanos Holivudas zvaigZnu kultlra un bagato
attalajam un atsvesinatajam dzivém, un ari pati
Vermilionsendsa atgadina Palmspringsu, citu
kdrortpilsétu, kas atrodas Kalifornijas tuksnesi.
Maja, kura dreb vai apskauj savus iemitniekus,
kadam var Skist utopiska, bet citiem radit
pilnigi atskirigas asociacijas. Musdienas savas
atminas un sajlitas més glabajam telefonos
un portativajos datoros — misu vistuvakajas
iericés, smadzenu paplasdinajumos. So ieri¢u
raksturi visupirms barojas un veidojas no masu
izvéles, lai péc tam sniegtu atbildi gatavu satura
paku forma atkariba no ta, vaiieprieks esam
izradijusi interesi par kadu konkrétu apgérbu,
iepaziSanas lietotném vai kreiso ideologiju.

Sis precizi regulétas ierices kombinacija ar
socialajiem medijiem, kurus més reizé lietojam
un apgadajam ar pasu radrtu saturu, veido
virtualu, bezkermenisku realitati. Pieaugo$o
koncentrésanos uz virtualo pasauli var arivainot
sava veida atsvesinatiba no tadam paradibam
ka klimata parmainas - atsvesinatiba, kas nelauj
mums aptvert $o paradibu materialitati. Saja
situacija makslinieces aicinajums (kermeniski)
pavadit laiku instalacija (kas veidota no cita
veida kermeniem) ir atgadindjums, ka més
neizbégami esam dala no lielakas ekosistémas,
ka esam saistiti ne tikai digitaliem lidzekliem, bet
arl pavisam fiziski.
Daiga Grantina neparprotami
intereséjas par Sodienu, par
apstakliem, kuros més dzivojam,

social media that we both consume
and cater to with our own content,
create a virtual, disembodied reality.
A growing focus on the virtual world
can also be held accountable for a
certain kind of disconnection from
phenomena such as climate change
—a disconnection that prevents us
from grasping their materiality. In
this situation, the artist’s invitation
to spend time (with our bodies) in the
installation (constituted of other
types of bodies) is a reminder that
we are inevitably part of a bigger
ecosystem, interconnected not

only via digital means but also very
physically.

Daiga Grantina has a clear interest in
contemporaneity, in the conditions in which we
are all living, which are conditions of ecological
disaster and ongoing social and political
upheaval, as well as in the histories of art,
science and technology; however, the way she
approaches contemporaneity, particularly
with Saules Suns, is entirely abstract. Instead
of translating anything of what she has
read, experienced or taken in by other means,
she creates hybrid responses, using her own
language of material, colour and light. This
seems particularly significant given the
current environment of heightened populism
and ‘fake news’, within which verbal means of
communication tend to fail. Her work reminds
us of art’s fundamental characteristic: its
capacity to constitute an alternative lLanguage
beyond words and stories, and beyond mere
representation, that has the potential to shape
the world and create alternatives to the current
state of affairs.

The artist’s intention is also
to question the order of things.
Thus, in Saules Suns, the mould
and the cast are inversed, and the
sculpture - instead of permanence
- embodies ephemerality and
temporality. Grantina’s process of
studio experimentation might remind
us of the process by which discoveries

kas ir ekologiskas katastrofas
un nemitigu socialu un politisku
satricindjumu apstakli, ka art par
makslas, zinatnes un tehnologiju
vésturi; tomeér veids, kada vina
pieiet mlsdienam, jo Tpasi darba
“Saules Suns”, ir pilnigi abstrakts.
Ta vieta, lai parnestu jebko no ta,
ko vina. ir pétijusi vai piedzivojusi,
maéaksliniece rada hibridas atbildes,
izmantojot pati savu materialu,
krasu un gaismas valodu. Tas skiet
Tpasi noz2imigi, nemot véra Sodienas
paaugstinata populisma un “viltus
zinu” kontekstu, kura verbala
komunikacija Instead - médz pievilt.
Vinas darbs atgadina par makslas
batisko Tpasibu: tas spé&ju veidot
alternativu valodu vinpus vardiem,
stastiem un vienkarsas attélosanas,
—valodu, kurai piemTt potencials
veidot pasauli un rast alternativas
pastavosajai situacijai.
Vienlaikus méakslinieces

nollks ir arT apsSaubtt esoso lietu

kartibu. Tadéjadi darba “Saules

Suns” atlieSanas forma un atléjums

atrodas apvérstas lomas un pati

skulptira - pastavibas vieta — iemieso

nepastavibu un islaicibu. Grantinas

eksperimentu radiSana darbnica

var atgadinat procesu, kura tiek

veikti atklajumi zinatnes joma.

Un man prata nak cits, pavisam

atskirigs, neparasta domataja

piemeérs: padomju laika biofizikis

un starpdisciplinarais zinatnieks

Aleksandrs Leonidoviés CiZevskis

(1897-1964). Ving kluva. pazistams

ar savu heliobiologiju, zinatni par

saules ietekmi uz biologiju. Vina

zinamakaja vésturiskaja pétijuma

sasaistlti vienpadsmit gadu solarais

cikls, Zemes klimats un cilvéces

masveida aktivitate. 1915. gada vins

pavadija vasaru, novérojot sauli,

un pirmoreiz izvirzija hipotézi par

periodisko saules aktivitates izmainu



are made in the realm of science.

And with this in mind, | am reminded
of another, completely different,
example of an unconventional
thinker: the Soviet-era biophysicist
and interdisciplinary scientist
Alexander Leonidovich Chizhevsky
(1897-1964). Chizhevsky became
known for his heliobiology, the study
of the sun’s effect on biology. His
most well-known historical research
linked the eleven-year solar cycle,

the Earth’s climate, and the mass
activity of humanity. In 2915, he
spent his summer observing the sun
and first hypothesized the effect of
periodic changes in solar activity on
the organic world. He also had ideas
about how the activity of the sun was
correlated with the political activity,
and he even deemed the Russian
revolutions of 1905 and 1917 to have
been related to sun cycles rather
than primarily to the activities of the
working class. This led to him being
sent to a gulag in the Ural mountains,
as views of this sort could not be
entertained. Chizhevsky was also
associated with the movement of
Russian cosmism, which was primawrily
interested in affording immortality to
all and has played a significant role in
more recent science fiction. It took a
long time for his research to be picked
up and continued by someone else and
for its relevance to be established.

To the extent that it followed a
certain kind of intuition and was

born of attentive observation, his
project seems to me like a version

of contemporary artistic research,
free from the dogma of science

and academia. However, the binary
association of hard science with
knowledge and of art with intuition
proves to be quite inaccurate, and in
reality the borders between the two
are much less clearly defined.

ietekmi uz organisko pasauli. Vina
idejas pieskaras ari tam, ka saules
aktivitate ir saistita ar politisko
aktivitati, un vins pat uzskatija,

ka Krievijas 1905. un 1917. gada
revollcijas bijusas saistitas ar

saules cikliem, nevis galvenokart ar
stradnieku Skiras aktivitatém. Tas
noveda pie vina izsOtiSanas uz gulaga
nometni Uralos, jo S$ada veida uzskati
nebija pielaujami. CiZevkis bija. saistits
arT ar krievu kosmisma kustibu, kuras
primara interese bija nemirstibas
nodrosinasana. visiem un kurai bija
nozimiga vieta vélakaja zinatniskaja
fantastika. Pagaja ilgs laiks, lidz
vina pétnieciba tika pamantta un
turpinata, lidz tas aktualitate tika
novértéta. Ciktal tas sekoja sava
veida intuicijai un balstijas rlpiga
vérojuma, vina projekts man skiet ka
laikmetigas makslinieciskas izpétes
versija, kas atrodas arpus zinatnes
un akadémiju dogmatisma. Sis ir

tikai viens no piemériem, kur binara
nopietnas zinatnes sasaistiSana

ar droSam zinasanam un makslas
sasaistiSana ar intuiciju ir visnotal
nepreciza, un realitaté robeZas starp
tam ir daudz neskaidrak definétas.

Viena no balsim, kas nenogurstosi oponéjusi
vienkarsam, binaram opozicijam gan zinatnes
joma, gan pari disciplinam, ir amerikanu pétniece
Donna Haraveja. Vina rakstijusi par to, cik
nozimigi ir iztéloties veidus, ka bltu iespé&jams
domat par pasauli ar transforméjosu saiknu
un sastapsanas palidzibu, nevis organizéjot
to taksonomijas. Katra sastapsanas, katra
tikS§anas starp cilvécisko un ne-cilvécisko
atstaj pédas, nospiedumu. Sadas tikanas
var bUt nekartigas, bet vienlaikus piedava
parmainu iespéju. Maksliniece izmanto loti
dazadus materialus, sakot no sintétiskiem
lidz organiskiem, bieZi parkapjot robezas un
apvérsot to tradicionalos lietojumus. Vinas
darbos gan tikS§anas, gan sadursmes visupirms
notiek materialu limenl. Reizém pilnigi atskirigas
substances ir sakausétas kopa, bet citkart tas

Someone who has argued
endlessly against simple binary
oppositions, both within the realm of
science and across disciplines, is the
American scholar Donna Haraway.
She has articulated the importance
of imagining how we might think
of the world through connections
and encounters that re-make us,
instead of organising it through
taxonomies. Each encounter, each
meeting between the human and
the non-human leaves a mark, a
trace. Such meetings can be messy,
but they also offer possibilities for
change. The artist employs a wide
variety of materials that range
from the synthetic to the organic,
often trespassing the limits of and
inverting their traditional uses. In
her work, encounters and collisions
alike take place first in the realm
of materials. Sometimes, wholly
different substances are cast
together, while at other times they
are moulded into a single object,
entirely transformed, or are simply
placed next to each other. In the
installation, the pink, worm-Llike
creature has strings cast into its
body, as if they might be its limbs
or its antennas, or the bunch
of grey flax with its pink spots,
resembles a blooming flower. These
transformations have taken place
and are impossible to undo. In
addition, no-one knows or can predict
the effect of these transformations
on the visitor as they enter, pass
through and Lleave the installation
—and this suggests a scenario of
endless possibility. | would also Llike
to claim that such encounters in
the material realm can be further
extended - that they might allow us
to imagine meetings between other
entities, creatures, people, ideas and
ideologies. In this way the installation

formeétas vienota objekta, pilniba parveidotas
vai arivienkarsi novietotas cita citai blakus.
Instalacija ir roza tarpam lidziga radiba ar
kerment iekausétam auklam, kuras varétu bt
tas locekli vai antenas, bet peléko Linu puski ar
saviem fuksiju krasas plankumiem atgadina
uzplaukudus ziedus. STs transformacijas objektos
ir notikusas un ir neatgriezeniskas. Turklat
neviens nezina un nevar paredzét iespaidu, kadu
§Ts transformacijas atstas uz apmeklétaju, tam
ieejot, Skérsojot un pametot instalaciju, —un tas
norada uz scenariju ar neierobezotam iespgjam.
Es vélétos apgalvot, ka Sadas sastapsSanas
materialaja limeni var tikt izvérstas vél talak -
ka tas var mums Laut iztéloties tikS§anos starp
citam vientbam, radibam, cilvékiem, idejam
un ideologijam. Tadéjadi So instalaciju varétu
uztvert ka negaiditu sastaps$anos un scenariju
izméginajumu poligonu.
Viena sastapsanas, kuru
jau minéju, - mana sastapsanas
ar auklu kuskiem, kass uz visam
pusém spraucas ara no Grantinas
veidotajiem tarpveidigajiem objektiem
- mudina mani domat par ausanu.
Grantinas ausana, protams, nav
lineara; ta nav tradicionala ada
izpratné, ta arinav orientéta uz
noteikta auduma vai patvéruma
radiSanu, kas ir §1 amatniecibas veida
pamata, un tomér ta atgadina par
amatniecibu. Sava gramata “On
Weaving” [Par ausanu], legendara
dizainere, audéja un pedagoge Annija
Albersa ieguldijusi daudz palu, Lai
skaidrotu ausanas vésturi un nozimi.
Vina raksta par tas vietu lidzas
tadam disciplinam ka gleznieciba
un arhitektdra, un piemin arfi, ka
vispariga izpratné ausanai piemit
spéja bezgaligiizplesties viena
(vertikalaja) virziena. Grantinas
darbs attista So ideju nedaudz talak:
vinas darbs izple$as visos virzienos.
Vietas, kur kadas no struktlram
varétu Skist noslégtas, pabeigtas,
ausana tas atkal atvern



might be seen as a training ground
for unexpected encounters and
scenarios.

One of the encounters | have already
mentioned — my encounter with the bunches of
string sticking out of Grantina’s worm-Llike objects
in all directions — makes me think of weaving.
Grantina’s weaving is, of course, not linear; it’s
not traditional in that sense, noris it directed
towards the creation of a particular fabric or
shelter. It does, however, remind us of the craft.

In her book On Weaving, the legendary female
designer, weaver, and teacher Anni Albers does a
Lot of work to explain the history and meanings
of weaving. She writes about its importance, next
to such disciplines like painting and architecture,
and also mentions that weaving as such has the
possibility to expand endlessly in one (vertical)
direction. Grantina’s work takes this idea a bit
further: her work expands in all directions. Where
some structures might have seemed closed,
finished, weaving opens them up.
In On Weaving, Albers also has
a chapter about tactility in which she
talks about the tactile experiences
associated with materials and how,
nowadays, these tend to be missing.
In fact, there has been too little use
of tactility for too long. She claims
that materials should be observed
by touch. It is the materiality of the
objects in Saules Suns, the variety of
their surfaces, textures and colours,
that creates our desire to touch
them - as if to test their porousness,
pliability, sponginess or brittleness.
Continuing to describe the tactile
features of weaving, Albers notes
that surface qualities are aesthetic
qualities and that the surface is thus
the medium of the artist; meanwhile,
the inner structure of things is
above all a matter of function and
therefore the concern of the scientist
or the engineer. Weaving, she admits,
involves working with both surfaces
and interiors, and thus the weaver

Gramata “On Weaving”
Albersa ieklavusi ari nodalu par
taktilitati, kura vina runa par
taktilajam pieredzém, kas saistitas
ar materialiem, un to, kad misdienas
tam ir tendence iztrakt. Tik tieSam,
parak ilgi taktilitate tikusi maz
izmantota, tapéc vina apgalvo,
ka materialus vajadzétu apllikot
ar taustes palidzibu. TieSi darba
“Saules Suns” ietverto objektu
materialitate, So objektu virsmu,
faktdru, krasu daudzveidiba rada
vélmi tiem pieskarties — Skietami,
lai parliecinatos par to porainibu,
padevigumu, stklveidibu vai
trauslumu. Talak aprakstot ausanas
taktilas ipasibas, Albersa atzimé,
ka virsmas Tpasdibas ir estétiskas
Tpasdibas un ka tadéjadi virsma ir
makslinieka medijs; toties lietu iekséja
struktira galvenokart saistita ar
funkcionalitati un tadéjadi atrodas
zinatnieku un inZenieru parzina.
Vina atzist, ka auSana ietver darbu
gan ar virsmam, gan iekSpusi, un
tadéjadi audgjs ir gan makslinieks,
gan zinatnieks.2 Sis novérojums,
kas Albersas laika varblt varéja
Skist aktuals, izklausas neparasti
musdienéas, kad biezi vien nav
iespéjams noteikt skaidru atskiribu
starp virsmam un makslas darba
iek§gjam struktldram. Cits piemérs
saistibai starp ausanu un zinatni
atrodams stasta par kosmosa kuga
“Apollo 11” naviga.cijas datoriem.
Vairums $o datoru programmatiras
tika glabata ta dévétaja “virves
serdes atmind”, kas bija veidota,
auzot vadus cauri magnétiskam
serdém. Vesela tekstila nozaré
stradajuso un pulkstenmeistaru
komanda, tostarp daudz sieviedu,
tika nodarbinata, lai “ieaustu”
programmatiru datora atmina.
Tadéjadi vésturiska pirmo viriesu

3 AnniAlbers, On Weaving, 1965.

is both an artist and a scientist.2
This observation, though it may have
seemed relevant in Albers’ time,
sounds unusual today, when often
no clear difference can be discerned
between the surfaces and inner
structures of artistic work. Another
example of a connection between
weaving and science can be found in
the story of the navigation computers
for the Apollo 11 spacecraft. Most
of the software for these computers
was stored in so-called ‘core rope
memory’, which was made by weaving
wires through magnetic cores. A
team of former textile workers and
watchmakers, many of them women,
was employed to ‘weave’ the software
into the memory of the computer. So,
in a way the historic event of sending
the first men to the moon was
achieved in part thanks to the labour
of women on the ground, weaving.
This, like many recent

revisitings of histories, serves to

further destabilise traditional

disciplinary hierarchies and to

counter stereotypes regarding

gender and the dynamics of power -

as well as to diminish the importance

of the body-mind, nature-culture,

and inside-outside binaries that

have allowed, among other things,

the exploitation of nature and thus

catastrophic climate change. If one

cannot immediately get rid of these

separations, one can at least weave

the binaries so tightly together

that they will soon enough become

extensions of each other. This process

has already taken place in the

installation. However, it will take the

viewer messing with and mixing it,

allowing it to enter their memory and

brain and alter their moods, for us to

see what happens next.

3 AnniAlbers, On Weaving, 1965

nositiSana uz ménesi tika sasniegta,
daléji pateicoties sievieSu darbam uz
zemes — ausanai.

Lidzigi daudzam nesenam véstures
parskatisanas versijam, ari st kalpo, lai vél vairak
destabilizétu tradicionalas disciplinu hierarhijas
un pretotos dzimumu stereotipiem un varas
dinamikai, k& ar lai mazinatu kermena-gara,
dabas—-kultlras un iekSpuses—-arpuses binaro
pretnostatijumu nozimi, kuras pielavusas,
cita starpa, dabas ekspluataciju un caur to
arl katastrofalas klimata parmainas. Ja ari
nav iespéjams acumirkli atbrivoties no Siem
noskirumiem, §adus binaros pretnostatijumus var
vismaz saaust tik ciesi kopa, ka tie pavisam driz
klGs cits par cita paplasinajumiem. Instalacija
8is process jau ir veikts. Tomeér, lai redzétu, kas
notiks talak, bls nepiecieSams, lai skatitajs ar
to mijiedarbojas un sajaucas, lauj tai ieklOt sava
atmina un domas un izmainit savas noskanas.
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