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Tie, kuri $ajas dienas ieklist izstade “Neeértie objekti” Cirihes Haus
Konstruktiv, nebeigs brinities. Tiru, monohromu ziméjumu vai
smagnéju, geometrisku kompoziciju vieta gluzi ka tada magiska
pupa ap trisdimensionalu metala rezgi, kas s$kérso visu telpu, nekon-
troléti vijas dazas spilgti krasotas organiskas formas. Maksliniece
Mariana Kastiljo Debalja (Mariana Castillo Deball) jau daudzus ga-
dus strada, mekléjot jaunas uzzinas iespéjas zinatnes un makslas
mijiedarbibas lauka starp izdomu un faktiem, mitu un realitati.
Maksliniece dzimusi 1975. gada Meksika, 2012. gada ieguvusi Haus
Konstruktiv un apdrosSinasanas sabiedribas “Cirihe” pasniegto Cirihes
Makslas balvu, kas deva vinai iespéju sarikot personalizstadi ar ka-
talogu 80 000 Sveices franku vértiba. Bidama operdziedatajas un
iespiedéja meita, Kastiljo Debalja studéjusi filosofiju un makslu
Mehiko un Mastrihta, dzivo starp Amsterdamu un Berlini un veido
véra nemamu makslinieces karjeru. Nav gandriz nevienas biennales
vai nozimigas starptautiskas izstades, kura vina nebiitu piedalijusies:
Sanhaja (2007), Aténas(2009), Sanpaulu (2010) un Venécija (2011),
ka ar1 Manifesta 7 (2008) un dOCUMENTA (13) Kaselé Sovasar.
Potéjot zinatnes metodes uz makslas potcelma un otradi, ener-
giska meksikanu maksliniece rada jaunu, loti augligu realitati, kas,
skiet, paklaujas saviem likumiem un ir spéjiga veidoties dazados
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Whoever puts their head into the show Uncomfortable Objects at
Haus Konstruktiv in Ziirich these days will not stop wondering. In-
stead of pure monochrome paintings or heavily geometric composi-
tions, some strongly coloured organic forms twist in a uncontrolled
way, like the “Magic Bean”, around a three dimensional metal grid
that crosses the whole space. For many years, the artist Mariana
Castillo Deball operates on the interface between Science and Art,
looking for new possibilities of knowledge in the field between
fiction and facts, between myth and reality. The artist, born in
1975 in Mexico, won the 2012 Ziirich Art Prize of Haus Konstruktiv
and Ziirich Insurance, which granted her a personal show with a
catalogue to the value of 80000 Swiss francs. The daughter of an
opera singer and a printer, Castillo Deball studied philosophy and
art in Mexico City and Maastricht, lives between Amsterdam and
Berlin, and demonstrates a considerable career. There isn’t almost
any biennial or important international show where she hasn’t
participated: Biennial of Shanghai (2007), Athens (2009), Sad
Paolo (2010) and Venice (2011), but also Manifesta 7 (2008), and
dOCUMENTA (13) in Kassel this summer.

Through engrafting between scientific and artistic methods
the energetic South American artist creates a new, extremely fertile
reality which seems to obey its own laws, and is able to evolve in dif-
ferent, unpredictable directions. The classical techniques of science,
thatis to collect, to select and to order within categories, lead Mari-
ana to apparently inexhaustible installations that are able to fill up
whole spaces. In her trans-disciplinary procedures, called by the
artist “diagonal methodology”, she often meets people from vari-
ous fields of science, who inspire a new direction in her research.
Like an artist in a circus, Castillo Deball juggles with mixed ingre-
dients and combines apparently opposed strands in a strangely re-
laxed way, in a continuous procedure which gains visibility through
different forms: from installation to sculpture, from drawing to wall-
painting. Almost obsessively, Mariana combs through libraries, muse-
ums and archives around the world, looking for new material. There
is never only one way to knowledge, but always several of them.

In our dialogue, she comments: “I always collaborate with peo-
ple from different disciplines and I always have very specific ques-
tions, so I don’t think I'm just interested in the relation between sci-
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neparedzamos virzienos. Klasiskas zinatnes panémieni, tas ir, sa-
vaksana, atlasiSana un sakartosana pa kategorijam, virzija Kas-
tiljo Debalju uz acimredzami neizsikstoSam instalacijam, kas sp€j
aizpildit veselas telpas. Starpdisciplinarajos mekléjumos, ko mak-
sliniece pati sauc par “diagonalo metodologiju,” vina sadarbojas ar
cilvékiem no dazidam zinatnes nozarém. Sis sadarbibas rezultata
vinas pétljumos rodas jauni tému paplasindjumi. Kastiljo Debalja
gluzi ka cirka maksliniece Zonglé ar makslas darba sastavdalam -
kombiné un pretnostata dazadus elementus: instalacija un skulp-
tira, ziméjums un sienas gleznojums. Mekléjot jaunu materialu,
vina gandriz apsésti “kemmé” bibliotékas, muzejus un arhivus visa
pasaulé. Uz zinaSanam nekad neved tikai viens cels, tie vienmeér ir
vairaki.

Miisu dialoga laika vina komenté: “Es vienmér sadarbojos ar
cilvékiem no dazadam disciplinam, un man vienmeér ir loti speci-
fiski jautajumi, tapéc nedomaju, ka esmu ieintereséta tikai saikné
starp zinatni un makslu. Drizak ir ta, ka man ir detalizéti jautajumi
un, lai uz tiem atbildétu, es smelos no dazadu disciplinu vai dazadu
zinaSanu jomu avotiem. Bet tas ir dabisks manu jautajumu rezul-
tats. Nav ta, ka es noteikti velos stradat ar zinatniekiem vai ar ar-
heologiem. Tas tiesam ir atkarigs no laika spriza un projekta, pie ka
stradaju. Es stradaju pie loti ilgstoSiem projektiem. Viena projekta
istenoSana man var aiznemt piecus gadus. Tad nu es virzos soli pa
solim, un tas turpina augt un augt...”

Sava smalkaja “dejosana” dazados limenos meksikaniete péta,
ka ir saistita, pieméram, dzeja un pétnieciba vai izdoma un zinasanas.
Pedeja Venécijas biennalé bija skatams vinas darbs “Tas, kur esmu,
plust” (The Where I am is Vanishing). 12 metru garu papira sloksni

ence and art. It's more that [ have particular questions and in order
to answer those questions, [ take resources from different disciplines
or from different areas of knowledge. But this is a natural result of my
questions. It is not that I want to necessarily work with scientists
or necessarily work with archeologists. It really depends on the
moment and on the project I am working on. I work on very long-
lasting projects. One project can take me five years to be developed.
So then I go step by step and it keeps on growing and growing...”

In her delicate dancing on various levels, the Mexican investi-
gates, for example, how poetry and research or fiction and produc-
tion of knowledge are connected. She explains the background of
her artwork The Where I am is Vanishing at the last Venice Biennale.
This is a twelve metre long paper strip with handsome felt pen draw-
ings, inspired by the Borgia Codex, a pre-Columbian Aztec calendar
which now belongs to the Vatican Library and takes its name from
its first owner, Cardinal Borgia.

Mariana Castillo Deball: “In the last years, I've been focusing on
other kinds of these “uncomfortable objects”, looking at them from
different perspectives, like the one of history or the one of archeol-
ogy, and what I do is,  kind of follow the history of an object and see
how it has been used throughout the centuries or throughout the
years. I'd like to find out how these objects can have different mean-
ings, different functions and different spaces, where they existed.

In the case of the Aztec Codex, [ tried to understand how they
wrote the book, the way it was almost burnt by the Spanish people,
how they escaped and finally how the book arrived in Italy where
nobody understood it. So it’s about how all of these items have been
understood or misunderstood throughout the years.
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ar skaistiem flomastera ziméjumiem bija iedvesmojis “Bordzas
kodekss” - pirmskolumba laika acteku kalendars, kurs pieder Va-
tikana bibliotékai un kura nosaukums atvasinats no ta pirma ipas-
nieka kardinala Bordzas.

Mariana Kastiljo Debalja: “Pédéjos gados esmu koncentréjusies
uz cita veida “neértajiem objektiem”, raugoties uz tiem no dazadam
perspektivam, pieméram, no véstures vai arheologijas skatpunkta.
Es nodarbojos ar to, ka it ka sekoju kada objekta vésturei un redzu,
ka tas ticis izmantots gadsimtu vai gadu gaita. Es gribétu izpétit So
objektu dazadas nozimes un funkcijas, ka ari dazadas telpas, kuras
tie eksistéjusi.

Acteku kodeksa gadijuma centos saprast, ka vini to uzrakstija,
ka to gandriz sadedzindja spani un ka galu gala gramata nokJuva
lidz Italijai, kur neviens to nesaprata. Tadéjadi mans darbs ir par
to, ka visas &Is lietas tikusas saprastas vai parprastas gadu gaita. Saja
darba gramata man stasta savu stastu. Sérija “Neértie objekti” es
vienmeér censos runat no lietu skatpunkta, kur fakti ir sajaukti ar
izdomu.”

Ar1jaunaka “Neérto objektu” versija Haus Konstruktiv pirmaja
stava stasta par lietam, ko griti klasificét. Aziura kvadrata kon-
strukcija $kérso visu telpu, un uz ta ir izvijusies papira skulptiira, kas
kontraste ar rezga precizo struktiru. T3, it ki mums vienmér butu
jaatgadina par dabas un kultiiras, intuicijas un racionalitates pret-
runam. Péc nejausibas principa izkartotais objekts veidots no orga-
niskam papjémasé formam, uz kuram redzami attélu fragmenti
digitaldruka. Uz jautajumu, kas ir neérts vinas darba, Mariana Kastil-
jo Debalja atbild: “Izstades nosaukums ir “Neértie objekti”, un ta ir
dala no darbu sérijas, ko es veidoju jau divus vai tris gadus. Tas viss
sakas ar divu autoru, proti, André Bretona un Rozé Kaijua (Roger
Caillois) stastu, ko izlasiju. Divi sirrealisti un domataji. Vini reiz
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For this piece, it is the book that is telling me its own story. So
this is something important in these series of works called Uncom-
fortable Objects: that 1 always try to speak from the point of view of
the items where the facts are much mixed with fiction.”

The newest version of Uncomfortable Objects on the ground
floor of Haus Konstruktiv is also about things that are difficult to
classify. A strongly geometric scaffolding, a spiral unfolded square
grid, traverses the whole space and hosts a twining sculpture
which contrasts heavily with the cold and angular structure of the
grid. As if we should always be reminded of the contradiction be-
tween nature and culture, between intuition and rationality. The
wildly arranged item is made out of organic papier-maché forms
which include digital prints and fragments from pictures. To the
question of what is uncomfortable in her work, Mariana Castillo
Deball answers: “Well, the title of the exhibition is Uncomfortable
Objects and it belongs to a series of works [ have been developing
since two or three years ago. It all started with a story [ read by
two writers, André Breton and Roger Caillois, the two surreal-
ists and thinkers; they were once in Mexico and they found those
beans, called by Mexicans “jumping beans”, because they jump on
their own. So Breton and Caillois started to have a discussion, if it
was magic, if it was like a miracle or if it was science. In a way these
jumping beans generated the discussion between the two intellectu-
als and therefore they are somehow uncomfortable objects. I found
a series of examples which are similar and I am interested in items
that cannot be fixed into one category. You cannot look at those ob-
jects just from one direction, but they always offer more and more
questions to the people who relate to them. I think there are a lot of
scientific objects or scientific phenomena that change a lot and they
even have different names according to the direction you approach

bija Meksika un atrada pupas, ko meksikani sauc par “lecosajam
pupam”, jo tas lec pasas par sevi. Tad nu Bretons un Kaijua saka dis-
kutét, vai ta ir magija, vai tas ir brinums, vai ari ta ir zinatne. Kaut
kada zina Sis lecosas pupas aizsaka divu intelektualu diskusiju, un
tadeél tas ir sava zina neérti objekti. Es atradu lidzigu pieméru sériju
un esmu ieintereséta priekSmetos, ko nevar fiksét viena kategorija.
Domaju, ka ir daudz zinatnisku objektu vai zinatnisku fenomenu,
kas mainas, un tiem pat ir dazadi nosaukumi atkariba no metodes,
ka jus tiem pietuvojaties. Gribu teikt - ja jis pétat kalnus, jiis par
véju runasiet citadak neka meteorologs vai biologs. Tadéjadi feno-
mens var biit viens un tas pats, bet atkariba no disciplinas jus to
sauksiet atskirigos vardos.”

Mainigs skatpunkts ved miis uz uztveres un interpretacijas ne-
noteiktibu. Izvijusas konstrukcijas iesainojums spécigi atgadina
DNS formu - genétisku struktiiru, kam ir pilniba izjaukta kartiba.
Vai maksliniece koncentréjas uz miisu kultiiras sakuma beigam?
ledzilinoties paradas vairak zimju $aja virziena, pieméram, tris
pamatkrasas - sarkans, dzeltens un zils -, kas ir lietotas visa in-
stalacija. No $Sim pamatkrasam var uzjaukt visas paréjas krasas.
Cita saite uz Siem jautdjumiem, proti, dabas un kultiiras pirmsaku-
mu pétiSanu, varétu bit attéli, kas ieklauti augSup virzitaja kon-
strukcija no mineralogijas, arheologijas un véstures.

Ka maksliniece skatas uz So interpretativo pieeju? “Daudzi
cilveki nonak lidz idejai par DNS. Sakotnéji es eksperimentéju ar
papjémaseé skulptiiram, izejot no matematisku mode]u kopuma un
no augu $kirnes - epifitiem, kas pastav tikai tropos. Sos augus sauc
par gaisa augiem, tie ir lidzigi orhidejam vai bromélijam. Tie vijas
ap citiem kokiem, tacu to augSanas veids nav nedz parazitisms,
nedz ar1 simbioze. Citas struktiiras tiem tikai dod majvietu. Visu
partiku tie sanem no gaisa vai tidens. Man bija interesanti, ka Sie divi
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them. I mean, if you study mountains, you will call “wind” in a dif-
ferent way to a meteorologist or as a biologist. So you have may the
same phenomenon, but you will call it in different ways, according
to the discipline.”

A switching point of view leads us to ambivalence of perception
and interpretation. The climbing construction with its wrappings
calls to mind strongly the form of DNA, indeed a genetic structure
totally out of order. Does the artist focus in the end on the origins
of our culture? Looking in more precise manner, more signs in this
direction emerge, as for instance the three primary colours: red,
yellow and blue used all over the whole installation. With those
three original colours, all the others can be mixed. Another link
to the topics - the research of origins in nature and culture - could
be the pictures that are integrated in the ranking construction from
mineralogy, archaeology and history.

How does the artist regard this interpretative approach? Mari-
ana: “Well, many people come to the idea of DNA and I think there
is, indeed, some resemblance. But originally I started to experiment
with these structures, with these kinds of sculptures in papier-
maché, deputing from the collection of mathematical models I've
been working with, and also with the kind of plants which only
exist in the tropics called epiphytes, like orchids or the bromeliad
species.

They also call them air plants, because they climb on other trees,
but they are not parasites, nor is it a symbiosis. They are just hosted
by those other structures. They get all their food from the air, or wa-
ter, they don’t eat from the hosting structure. [ was interested how
these two elements could each have its own existence, but at the same
time live together. In the installation on the ground floor I actually
tried to play with very basic elements. So, for instance, there is this
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elementi var eksistét katrs pats par sevi, bet taja pasa laika dzivo
kopa. Pirma stava instalacija es centos spéléties ar pasSiem pa-
matelementiem. Pieméram, te ir $is metala rezgis, kas veidots no
kvadratiem, kuri izvijas spiralé, un ari krasas, ko izmantoju pap-
jémase skulptiiras, ir pamatkrasas. Es panému dazus loti vienkar-
$us elementus un saku ar tiem spéléties, 1idz tie kJuva sarezgitaki
un izveidoja telpu. Dzeltenas krasas elementi instalacija reflekté
par arheologiju un etnologiju, sarkanais vairak saistits ar augiem,
par ko ieprieks stastiju, ka ari ar matematiskiem modeliem un ci-
tiem Brazilija atrastiem arhitektoniskiem elementiem. Savukart
zilais attiecas uz mineraliem, ieziem un hibridradijumiem.”

Ekspozicijas turpinajuma otraja stava més ieraugam atsevis-
kus priekSmetus, par kuriem pirmaja stava bija tikai nelielas norades.
Seit tie no spirales vijuma parveérsti papjémasé &iiska. Izskatas, ka
maksliniece ir padarijusi instalacijas eksponésanas veidu par dis-
kusijas priekSmetu. Muzeja funkcija paradas visa tas nenoteiktiba
un pretruniguma: no vienas puses, objektiem pieskirta vértiba un
tie ieglist jaunu jégu, no otras - tie izrauti arpus konteksta un mu-
mificéti. Katrs muzejs caur kolekcijas atlases procesu un ekspoziciju
atspogulo savu interpretaciju par realitates dalu, tadéjadi ari atklajot
kuratora skatpunktu. Muzeju nevar uzskatit par pasivu, acimredzami
neitralu nozimju tilpni, tas ir aktivs socialas un kultiiras nozimes
raditdjs.

Saja “muzejs muzeja” konstrukcija, ko radijusi maksliniece,
més redzam, pieméram, dalu matematisko modelu no Getingenes
Universitates kolekcijas, kuras veidotajs bija slavenais matemati-
kis Félikss Kleins 20. gadsimta sakuma. Sie vésturiskie darbi repre-
zenté centienus un iespéju ka tadu - abstraktus konceptus un ide-
jas parveidot vizuala trisdimensiju forma. Ta ir Dienvidamerikas
makslinieces galvena interese.
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metal grid, which is a square that is unfolded into a sort of spiral,
and also the colors that I used for the papier-maché sculptures are
primary colors. I took some very simple elements and then started
to play with them until they got a bit more complex, and built up a
space that has more charge of the different elements. The yellow is
about archeology and ethnology, the red has to do with these plants
[ was talking about before, the epiphyte plants, and also mathemati-
cal models, and other architectonic elements that I found in Brazil,
and the blue has more to do with minerals and rocks and other sort
sof fantastic creatures, let’s say, like hybrid creatures.”

When we go up to the first floor, we again find several items
that on the ground floor have been only slightly indicated. This time
they are isolated from their involuntary context in the papier-maché
snake and are engineered in a very clean manner, like in a Museum
of Natural History. It looks as if the artist had made the meta-level of
exhibiting itself the subject of discussion. The function of museums
appears in all its ambivalence and contradictoriness: on the one
hand, the objects are valorised and gain a new visibility, on the other
hand, they are de-contextualized and mummified. Each museum re-
flects, through the selection process and exhibition-display, its own
interpretation of a part of reality, and hence the point of view of the
curators. The museum can’t be considered a passive container of ap-
parently “neutral” meanings, but is an active producer of social and
cultural significance.

In this “museum in the museum” created by the Mexican win-
ner of the Ziirich Art Prize we find, for example, some of the math-
ematical models from the collection of University of Gottingen, cu-
rated and built up by the famous mathematician Felix Klein at the
beginning of the 20th century. These historical pieces represent
the effort and the possibility - in itself - of transcribing abstract

Mariana Kastiljo Debalja: “Félikss Kleins biitiba bija neeiklida
matematikas vai geometrijas pionieris, un vin$ konstruégjis Sos
mode]us ne ka sava pétnieciska darba dalu, bet gan ka didaktisku
riku studentu apmacibai. Getingenes Universitate bija paredzéta
So kolekciju uzglabasanai, tadéjadi tur ari atrodas visu $o mode]u
pastaviga ekspozicija, kas ir loti interesanta. Tikai péc zinamo
telpas koncepciju vizualizacijas Kleins saka izstradat jaunus ma-
tematisko modelu veidus. Pieméram, vins izgudroja Kleina pudeli,
tadu ka Mébiusa lenti, tikai ¢etras dimensijas, trijas dimensijas
to attélot nav iespéjams. So modelu sakara interesanti ir tas, ka
Kleins veica aproksimaciju: modeli neattélo vienadojumu, bet ir
tikai pietuvinajums idejai. Matematiku patiesiba nav iesp€&jams
attélot divas dimensijas, viena dimensija vai jebkada dimensija. Tie
ir tikai modeli un tadéjadi pietuvinajums tam, ka tas varétu but vai
izskatities.”

lespaidigie vizualie iemiesojumi iedvesmoja Kastiljo Debalju
radit mazu gip$a skulptiru sériju “Matematiskas deformacijas”.
Skulptiiras tradicionalaja gipsa tehnika veidotas Ziterverka, Sant-
gallena. Tehnika, kur gipsis tiek sajaukts ar pigmentiem, 17. gs.
tika lietota baroka baznicas, imitéjot marmoru. Nelielas skulptiiras
Skietami pacelas no izdomatas arheologisko izrakumu vietas un atai-
no visu zinatnu sakotnéjo virzitajspeku: jaunu zinasanu atklasana ar
raksanas un interpretésanas palidzibu. Kas tiesi interesé maksli-
nieci patiesibas atklasanas un pétiSanas procesa?

Mariana Kastiljo Debalja: “Es naku no Meksikas un esmu vei-
dojusi daudzus darbus, kas saistiti ar Meksikas arheologiju, tacu
zinama meéra vairak ir saistiti ar véstures, nevis arheologijas fak-
tiem. Sis izstades gadijuma tam nav sakara ar Meksikas arheologiju,
bet gan ar télu veidoSanu vispar. Es bieZi lietoju jédzienu “potenciali
teli”, kas nav cilvéku raditi fiziski téeli, bet skatitaji tos rada uztveres
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concepts and ideas visually and in three dimensions, a basic concern
of the South American artist.

Castillo Deball: “Felix Klein was actually a pioneer of non-
Euclidian mathematics or geometry and he constructed those
models not as a part of his research, but as a didactic tool to teach
students. The institute in Gottingen was designed to host these col-
lections, so there is a permanent display of all the models, which is
very interesting. Within the models he built, Klein also included
Euclidian geometry: there are some cones and some figures which
are just models of traditional mathematics. Only after he had vi-
sualized the familiar conception of space, Klein started to develop
other kinds of surfaces. For example, he invented a Klein bottle, a
sort of Moebius strip but in four dimensions, which is impossible
to depict in three dimensions because you would need four dimen-
sions, and so he made an approximation. What is interesting about
these models is that they are not actually showing an equation, but
they are just approximations of an idea. You cannot really repre-
sent mathematics in two dimensions, in one dimension or in any
dimension. They are just models, and therefore an approximation of
what it would be or what it would look like.”

The impressing visual embodiments inspired Mariana to cre-
ate a series of small sculptures of plaster titled Mathematic Distor-
tions, produced in traditional stucco technique at Sitterwerk, St. Gal-
len. This technique, where plaster is mixed up with pigments, was
used in the Baroque churches of the 17th century in order to imitate
marble. The manageable sculptures seem to rise from a fictional ar-
chaeological site and are a reminder of the original motor of all sci-
ences: by digging and interpreting to discover new knowledge. What
exactly is interesting for the artist in the process of discovering and
the research of truth?
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procesa. Pieméram, $is sienas gleznojums. Esmu apmekléjusi daudz
alu dazadas Brazilijas vietas. Dazreiz tur ir gidi, kas jus pavada, un
vini jums stasta: luk, 1 ir Jézus seja vai bekona gabals, - un jums ir
jaierauga Sie téli vieta, kur patiesiba nav nekadu télu. Tadél viena
no galvenajam $aja izstade ir projekcijas ideja. Jums sev japajauta,
cik daudz jis isteniba ieraugat lietas un cik projicéjat to, ko vélaties
redzét. Jautajums ir, ka jis varat atbrivoties no Sim iedomatajam
vizijam un ka jis veidojat savu zinasanu un ideju komplektu, ko
projicéjat pasaulei. Més redzam, ko vélamies redzét, un nepastav
neitrala saikne ar arpusesos$o.”

Milzu gleznojums maigi zilos tonos “Kad cilveki runa, starp var-
diem nav atstarpju” (There are no Spaces in Words as People Speak to
Them) radits speciali Haus Konstruktiv izstadei. Gleznojuma iedves-
mas avots ir fotografija, kura redzams ahata $kérsgriezums no Dabas
véstures muzeja Parizé. Sis darbs ir vél viens veltijums filozofam un
kaisligam akmenu kolekcionaram Rozé Kaijua, kuru fascinéja iezu
dabisko rakstu haoss un kartiba.

Katrs atklajumu process, katra iegito materialu arhivésana
vienlaikus ir ar1 interpretacijas notikums, kura piedalas projice-
Sanas mehanismi un jau eksistéjosas zinasanas vai téli. Marina
Kastiljo Debalja lauj skatitajiem piedalities sareZgita proces3,
kura ietverta gan zinatne, gan maksla: starpspéle starp ieprieks
eksistéjosu attélu projekciju un fiktivu radiSanu, no vienas puses,
un faktu véroSana un apkoposana, no otras. Vérojosais subjekts
tomér vienmeér - klasiska fenomenologiska veida - ir iesaistits
zinasanu procesa. Maksliniece paskaidro fenomenologijas efektu,
paliga nemot alkimijas manuskriptu no Kaseles bibliotékas: “Gata-
vojot savu darbu dOCUMENTA (13), Kaseles bibliotéka es atradu
loti nozimigu alkimijas manuskriptu kolekciju no 16. un 17. gad-
simta. Saku daudz lasit par alkimiju, un mani ieintereséja fakts, ka
alkimikiem, méginot parveérst metalu zelt3, ta nebija tikai metala
parvérsana zelta, bet arl sevis transformacija. Ta ir izdomata spéle,
kur es méginu aktivizét objektus, lai tie ierosinatu jautajumus par
to, ka mes izliekamies, ka transforméjam pasauli, un ka censamies
bt neitrali un stavét mal, bet tas nav iespé&jams.”

Meksikanu maksliniece apliecina, ka jaunrades mehanismi un
subjektivie skatpunkti piedalas zinatnes procesos un zinatnes pro-
cesi ir spéjigi bagatinat makslu. Ta dzimst vitenaugs, kas turpina
augt un nekad neparstaj vities. Gluzi ka Marianas Kastiljo Debaljas
neértie objekti.

No angJu valodas tulkojusi Maija Veide
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Mariana Castillo Deball: “As you know, I am from Mexico and I
made a lot of works related to Mexican archeology which are, in a
way, more related to historical rather than archeological facts. In
the case of this exhibition it has nothing to do with Mexican arche-
ology, but it has to do with what you were talking about: how you
find an image and how you create a picture, somehow. So I often use
a term “potential images”, which are images that are not made by hu-
mans, but ones that you construct through perception. So, for exam-
ple, in this mural painting. I visited a lot of caves in different parts
in Brazil and there are sometimes guides who take you through
those caves and they tell you, well here is the face of Jesus, or a
piece of bacon, and you need to find these images in a place where
there are actually no images. So one of the main points in this exhib-
ition is the idea of projection. You should ask yourself how much
you find things, or how much you project what you already wanted
to find. The question is how you can come away from those expec-
tations and how you realize in which way you already have a set of
knowledge and a set of ideas that you project into the world. So we
see what we want to see, there is no “neutral” relationship with the
outside”.

The huge mural painting in subtle blue tones titled There are no
Spaces in Words as People Speak to Them was developed especially
for the show at Haus Konstruktiv. The painting was inspired by a
photograph representing a cross-section of an agate exhibited in
the collection of the Museum of Natural History in Paris. This work
is another “homage” to the philosopher and passionate stone col-
lector Roger Caillois, who was fascinated by chaos and order in the
natural drawings of rocks.

Each process of discovering, every archiving of acquired ma-
terials is at the same time an event of interpretation, in which the
mechanisms of projection and already existing knowledge or images
participate. The artist lets the audience take part in the complex
engine in which science and art are both engaged: the interplay be-
tween projection of formerly existing pictures and fictive creations
on one hand, and the observation and collecting of facts on the other
hand. The observing subject, though, is - in classical phenomenologi-
cal manner - always involved in the processing of knowledge. The
artist explains the effect of phenomenology through an experience
with alchemic manuscripts in a library in Kassel: “When [ was pre-
paring my piece for dOCUMENTA (13) 1 found in a library in Kassel a
very important collection of alchemical manuscripts from the six-
teenth and seventeenth century. I started to read a lot about alche-
my and [ was interested in the fact that, for the alchemists, when
they were trying to convert metal into gold, it was not just that they
were converting metal into gold, but they were also transforming
themselves. It’s a fictional game where I try to activate those ob-
jects in order to make certain questions about how we pretend to
transform the world and how we try to be neutral and try to stand
back, but you can’t, because it’s impossible.”

The Mexican artist shows us once more, through her staging,
that creative mechanisms and subjective points of view participate
in scientific processes, or, seen from the other side, that scientific
methods are able to fertilize art. This way, a cimbing plant is born,
one that goes ahead growing and never stops to wrapping around
the positivistic framework of our culture, just as Mariana Castillo
Deball’s uncomfortable objects.
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