Suformuotos erdvés:
Aleksandra Kasuba ir jos
aplinkos

Kazys Varnelis

Vienas mano ankstyviausiy vaikystés prisimi-
nimy — 1971 m., bddamas ketveriy, Sliau-
Ziojau po Gyvenamaja aplinka Aleksandros
Kasubos namuose Niujorko Aukstutiniame
Vest Saide, kuriuose ji gyveno su vyru, me-
nininku Vytautu KaSuba. A. Kasuba paverté
stacius kambariy kampus suapvalintais
peréjimais ir paslépé kietas sienas po tampria
medziaga, pripildydama erdve Sviesos ir
spalvy. Sliauiiojau i$ vienos erdvés | kitg ne
tik todél, kad buvau vaikas, bet ir todél, kad
kai kurios jéjimo angos buvo gana zemos ir
pacios erdvés reikalavo judéti kitaip. Mes
sédéjome ant kilimo, nesuvokdami, ar esame
primityvioje palapinéje, ar ateities buveiné-
je kitoje planetoje, kur senosios Lietuvos
dvasingumas susijungé su kosmoso amziaus
Amerikos technologiniais eksperimentais'.
Kol astronautai vaikstinéjo po Ménulj, né kiek
neabejojau, kad netrukus visos aplinkos taps
tokios, kaip $i radikaliai futuristiné erdvé. Ta-
¢iau mane, ketveriy mety vaikg, tuomet buvo
uzvaldes ankstyvos vaikystés optimizmas; nuo
kity mety skrydziai j Ménulj liovési, po astunto
desimtmecio pabaigoje jvykusio postmo-
dernaus lizio eksperimentuoti su aplinkomis
tapo nebemadinga, ir erdvé vél tapo tradiciné.
Siuos prisiminimus man sugrazino
Spektro uZuomina, projektas, kurj A. Kasu-
ba pradéjo plétoti 1975 m., bet jgyvendino
tik 2014 m. gruodzio ménesj, Nacionalinéje
dailés galerijoje Vilniuje. Galerija pakvieté
mane pirma karta Lietuvoje pristatyti A. Ka-
subos kiryba. Spektro uZuomina susideda i$
septyniy viena su kita sujungty persvie¢iamo
audinio struktary, kuriy kiekviena — tarsi kiigio
ir cilindro hibridas. Neono vamzdeliai kiekvie-
nos struktliros apacioje ap$viecia jos pavirsiy
i$ vidaus ir iSorés viena spektrine spalva —
nuo ryskiai raudonos iki tamsiai violetinés.
Rezultatas — objektyvi progresija, pasikarto-
janciy geometriniy elementy aibé ir logiska
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Shaped Spaces.
Aleksandra Kasuba and
Her Environments

Kazys Varnelis

One of my earliest memories, dating from
1971 when | was four years old, is of crawl-
ing around the Live-In Environment that
Aleksandra Kasuba built within the Upper
West Side of Manhattan (43 West 90th
Street), New York townhouse that she owned
and occupied with her husband, fellow artist
Vytautas Kasuba. Kasuba replaced the sharp
corners of the rooms with rounded transi-
tions and hid the hard walls with fabric under
tension, infusing the space with light and
color. | crawled from space to space not just
because | was a young child but because
some of the entrances were quite low and the
spaces demanded a different form of move-
ment. We sat on a rug, unclear if we were
inhabiting a primitive tent structure or a future
enclosure on another planet, the spirituality
of ancient Lithuania brought together with
the technological experimentation of space-
age America.! With astronauts still walking
on the moon, it seemed entirely obvious to
me that environments would soon be shaped
like the radically futuristic space | was in. But
being four years old, | was possessed by the
optimism of early childhood; we haven't flown
to the moon since the following year, and
with the postmodern turn at the end of the
1970s, experimentation with environments
became unfashionable and space turned
traditional again.

Encountering Spectrum, an Afterthought,
a project developed by Kasuba in 1975 but
only realized for the first time at the Nation-
al Art Gallery in Vilnius in December 2014,
brought these memories flooding back to me.
| had been invited to the National Gallery of
Art to present Kasuba's work for the first time
in Lithuania. Spectrum, an Afterthought is
composed of seven interconnected struc-
tures of translucent fabric, each a hybrid of
a cone and a cylinder. Neon tubes located



spalvy seka. Tagiau tokio griezto apskaicia-
vimo poveikis yra fenomenologinis: jZenggs

| erdves ir spalvas, gali pajusti, kaip jos tave
veikia. Cia néra nieko atsitiktinio: A. Kasu-
bai 90 laipsniy kampas buvo nenatralus ir
slegiantis, tad $i konstrukcija ZiGrovo démes;j
nukreipé nuo apribojanciy galerijos pastato
sieny prie spalvoty, ap$viesty medziaginés
struktdros linkiy?. Spektrinei patirdiai praplésti
jos vyro nukaltas Svininis pjedestalas, kuris
i$ pradziy stovéjo Gyvenamojoje aplinkoje,
skleidé jvairius spektro spalvas atitinkancius
kvapus, sukurtus Amerikos lietuvés, parfu-
merés Danutés Pajaujis Anonis. Paslaptin-
gas jauno lietuviy kompozitoriaus Pauliaus
Kilbausko garso takelis prislopino iSorés
triuksma, leisdamas Spektro uZuominai tapti
kontempliatyvia erdve, kurioje galima iSeiti i$
esamos blsenos ir sujungti praeitj, dabartj ir
ateit] j nenutriikstama vien;.

Siy dviejy susitikimy, kuriuos skiria
keturiasdes$imt penkeri metai, Saknys siekia
1960-uosius ir 1970-uosius — vaisinga laiko-
tarpj, prie kurio mes iki Siol grjztame bandy-
dami jj suvokti; laikotarpj, kuomet keitési ir
vidinés, ir iSorinés erdvés supratimas. Tech-
nologija daznai prasilenkia su dvasingumu,
tac¢iau anuomet, nors ir trumpai, jie veiké i$-
vien siekiant radikaliy poky¢iy, kitaip nei masy
laiky kapitalo valdoma startuoliy kultara. Sioje
esé noriu pasidlyti preliminary A. Kasubos
kdrybos vertinimg, susiedamas jj su istoriniu
kontekstu ir jos pacios gyvenimu.

Aleksandra gimé 1923 m. sausj Ginkany
dvare, prie Siauliy, tredia i$ keturiy Aleksan-
dros ir Jono FledZinsky vaiky. Mama, kurios
varda ji gavo, buvo grafo Vladimiro Zubovo
dukra. Grafas buvo kiles i$ kilmingos rusy Sei-
mos, kuri XIX a. prijauté socializmui ir lietuviy
tautiniam atgimimui ir netgi dvaro rasyje jkaré
slapta lietuviska mokykla. Pats Fledzinskas
nebuvo kilmingas, tadiau grjzes i$ Rusijos, kur
vienus metus kaléjo uz dalyvavimag darbininky
sukilime, jsidarbino dvare saskaitininku ir pelné
Zubovy palankuma. 1919 m. Lietuvai paskel-
bus nepriklausomybe, abu Aleksandros tévai
noriai prisijungé prie kurian¢iyjy atgimstancia
tauta — jos mama priklausé Siauliy ligoninés
valdymo struktdrai, o tévas jkaré kooperatyvy
sgjunga, kurig sudaré Simtai Zzemés akio jmo-
niy, lietuviskiems produktams eksportuoti.
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at the bottom of each structure bathe both
the inside and outside of the surfaces with
one color of the spectrum per structure,

from bright red to deep violet. The result is

an objective progression, a set of repetitive
geometric elements and a logical sequence
of colors. The effect of that rigor, however,

is phenomenological: as we encounter the
spaces and colors, we measure their effects
on ourselves. No accident here: for Kasuba,
the 90° angle was unnatural and oppressive;
this construction takes the viewer's focus
away from the constricting walls of the gallery
building toward the colorful, light-filled curves
of her fabric construction.? Extending the
spectral experience, a pedestal in hammered
lead built by her husband and originally exhib-
ited in Live-In Environment offers up a palette
of scents made by Lithuanian-American per-
fumer Danute Pajauis Anonis that correspond
to the colors of the spectrum. A mysterious
soundtrack by young Lithuanian composer
Paulius Klibauskas masks outside noise, al-
lowing Spectrum, an Afterthought to become
a contemplative space in which to transcend
the immediate condition to connect past,
present, and future in a continuum.

These two encounters, bracketing for-
ty-five years, point to their genesis in the fer-
tile moment of the 1960s and 1970s, a time
that we are still working through and coming
to understand, when both inner and outer
space were being thought about anew. Even
if often at odds, technology and spirituality
could come together, even if only for the mo-
ment in a desire for radical change, so unlike
the capital-driven startup culture of our own
day. In this essay, | want to sketch a prelimi-
nary assessment of Kasuba's work in relation
to that historical environment and to her life.

Born in January 1923 at Ginkiny
dvaras, near Siauliai, she was the third of
four children born to Aleksandra and Jonas
Fledzinskas. Her mother—after whom she
was named—was the daughter of Count
Vladimir Zubov, a descendent of a Russian
noble family that embraced socialism with the
Lithuanian National Revival in the nineteenth
century, going so far as to install a secret
Lithuanian school in the manor’s basement.
Fledzinskas himself was no noble, but having



Todél nenuostabu, kad Aleksandrg Gin-
kinuose aukléjo tuo pat metu ir kaip kultd-
ringa, ir kaip praktska zmogy. Jos tévai i$ arti
pazino Europos kulttrg — kiekvieng vasarg
keliaudavo po uzsienj, vaiky aukle samdé aire
vardu Jenny O*'Sullivan, o vokieté Frau Jusefi
dirbo guvernante. A. Kasuba prisimena, kad
namuose kalbéta Sesiomis kalbomis: lietu-
viy, rusy, lenky, vokiec&iy, angly ir retkargiais
pranctzy®. Ginktny dvaras buvo pavyzdinis,
jame daznai lankydavosi agronomai i$ Vakary
Europos. Savo memuaruose Tiksintis vaikas
(2001) A. Kasuba ragé: ,Masy tévy elgesys
su bet kokios profesijos ir padéties Zzmonémis
aiSkiai rodé, kad socialinis statusas nesuteikia
privilegijy, bet jau greic¢iau nustato pareigas,
kurias reikia vykdyti.“* Taigi jos mama, kuri
buvo studijavusi medicing, gydé ne tik maz-
daug trisdesimt tkyje gyvenusiy $eimy, bet ir
nemazg skaiciy karviy, arkliy ir kiauliy.

Savo memuaruose Tiksintis vaikas Ka-
suba prisimena, kad ankstyvoje vaikystéje ji
nuolatos stebéjo aplinkinj pasaulj, tyrinédama
jo sukeliamus pojacius, dvaro ir jg supancio
gamtos pasaulio vaizdus, garsus ir kvapus,
suaugusiyjy kalbas ir reikalavimus, muzikos
garsus. Tai nebuvo tik brendimo fazé — jgim-
tas fenomenologinis pojatis véliau pastiméjo
ja link meno ir formavo jos mastyma viso
gyvenimo karybiniame kelyje.

Taciau 1940 m. Ginkliny dvarg sovietai
nacionalizavo, ir tas pasaulis, taip stipriai
susijgs su Lietuvos istorija, Zlugo negrjztamai.
1941-1942 m. Aleksandra studijavo Taiko-
mosios ir dekoratyvinés dailés institute (dab.
Vilniaus dailés akademijos Kauno fakultetas)
prie$ okupacinei vokie¢iy valdziai jj uzdarant,
0 1942 m. jstojo j Vilniaus dailés institutg
(dab. Vilniaus dailés akademija), nes, jos Zo-
dziais tariant, ,vis délto reikéjo iSmokti piesti”.
Kai institutas netrukus taip pat buvo uzdary-
tas, ji kartu su kitais trimis studentais vasarai
iSvyko j apleistg, karo pradzioje Zuvusio skulp-
toriaus Vinco Grybo (1890-1941) studijg
Jurbarke kartu su savo buvusiu déstytoju,
skulptorium Vytautu Kasuba, astuoneriais
metais uz jg vyresniu. Gyventi buvo nelengva,
taciau jie iSsilaiké iki spalio 14 dienos, kai,
vykstant ar§ioms kovoms, soviety pajégos
pasieké Vakary Lietuvg. Aleksandra su Vy-
tautu bégo j Vokietijg, paskui — j Austrijg, kur
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returned from Russia after being imprisoned
for a year for participating in a worker's
uprising, he had started as an employee (the
accountant) of the estate and found himself
in the good graces of the Zubovs. With the
independence of Lithuania in 1919, both of
Kasuba's parents eagerly helped to build the
renewed nation, her mother participating in
the management of the hospital in Siauliai,
her father founding a cooperative union com-
posed of hundreds of agricultural companies
to export Lithuanian products.

Given these conditions, it's not surprising
that Aleksandra’s upbringing at Ginkanai
was simultaneously cultured and down to
earth. Her parents were steeped in European
culture and traveled abroad every summer,
employing an Irish woman named Jenny
O'Sullivan as their children’s nanny as well as
a German governess, Frau Juzjefi. Kasuba re-
called that six languages were spoken in the
house: “Lithuanian, Russian, Polish, German,
English, and occasionally French.® Ginktiny
dvaras had been a model estate, and agrono-
mists from Western Europe frequently visited
it. In her memoir, Child Ticking (2001), Kasu-
ba stated, “our parents’ behavior with people
in all walks of life made it clear that social
status grants no privileges but rather imposes
responsibilities one is expected to fulfill"* Her
mother, who had studied medicine, treated
not only the roughly thirty families living on
the estate but also sizeable numbers of cat-
tle, horses, and pigs.

In Child Ticking, Kasuba recalls her early
life as being one of constantly observing
the world about her through the sensations
it triggered in her; the sights, sounds, and
smells of the farm and natural world around
her; the speech of adults and their demands
upon her; and the sounds of music. Rather
than a passing phase, young Kasuba's innate
phenomenological sense would drive her to-
ward art and organize her thinking throughout
the rest of her life's work.

But Ginkany dvaras was nationalized by
the Soviets in 1940 and that world, with its
deep ties to Lithuanian history, was lost for-
ever. With the occupying German authorities
closing the institution, she attended the Art
Institute in Kaunas from 1941 to 1942 and



susituoké. Ten jiems gimé dukra, o galiausiai
visi atsiddré Miuncheno perkeltyjy asme-

ny stovykloje, kur susidraugavo su Jurgio
Maciano Seima. Nors Jurgis tuomet dar buvo
paauglys, A. Kasuba uzmezgé draugyste su,
anot jos, neZabotos vaizduotés berniuku, kuri
truko iki pat jo mirties 1978 metais®. 1947 m.
Kasuby vizas patvirtino, ir netrukus jie atplau-
ké j Jungtines Amerikos Valstijas.

Nors jos formalus iSsilavinimas tesieké
pusantry mety, Aleksandra pasinéré | meng
ir naudojosi kiekviena proga gilinti savo zinias
Sioje srityje. Pirma kartg su Niujorko meno
scena ji susiddré SeStame desSimtmetyje,
gavusi pakvietima lankytis Ketvirtos valandos
forumuose (Four O‘Clock Forums), ku-
riuos rengé Louise Nevelson savo namuose
30-ojoje gatvéje, kur susirinke tokie meni-
ninkai kaip Jacksonas Pollockas, Williamas
de Kooningas ir Willas Barnetas nedidelei
auditorijai pasakodavo apie savo kiirybos me-
todus. Prireikus techninio patarimo, ji kreipda-
vosi | savo vyrg Vytautg®.

Netrukus A. Kasuba pradéjo kurti darbus
vieSoms erdvéms i§ mozaikos ir plyteliy, taip
prisidédama prie $eimos pajamy, ir 1960 m.
gavo JAV lietuviy bendruomenés uzsakyma
sukurti Karaliaus Mindaugo nuZudyma — tris
pano i$ akmenuky, skaltno ir stiklo mozai-
kos, kurie buvo instaliuoti Mindaugo pilyje,
mazytéje tvirtovéje, pastatytoje Tévo Stasio
Ylos miskuose prie Nekaltojo prasidéjimo
vienuolyno Putname, Konektikuto valstijoje.
Kitas uzsakymas buvo mozaika su miesto
vaizdu Broadstreet nacionaliniame banke
Trentone, Naujojo DZersio valstijoje, 1962 m.,
o trecias — JAV zemélapis Amerikos banko
bastingje San Franciske 1967 metais. Sio
ankstyvojo laikotarpio kiryba i$ esmés veiké
kaip humanizuojantis elementas, nes tuo
metu Amerikos korporacijos laiké savo misija
skatinti meno atsiradimg vieSose erdvése ir
prisidéti prie kultdros puoseléjimo.

A. Kasubai tai buvo intensyvaus ekspe-
rimentavimo ir nenuilstamy tyrinéjimy pra-
dzia - ji, kaip pati teigia, imdavosi bet kokiy
uzsakymy, naudodamasi proga daryti ka nors
nauja ir toliau tobulinti savo karybinius suma-
nymus. Atsirado naujy pasitlymy, ir 1965 m.
ji surengé personaling paroda Niujorko
Grippi & Waddell galerijoje, kur eksponavo
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the Art Academy in Vilnius in 1943, since, as
she put it, she decided “well, | still need to
learn to draw.” When the institute was closed
in 1944, she and three other students left to
spend the summer in the deserted studio of
the sculptor Vincas Grybas (1890-1941),
who was killed at the outbreak of war in Jur-
barkas, with their former teacher, sculptor Vy-
tautas Kasuba, eight years older than her. Ex-
istence was difficult, but they somehow made
do until October 14, when Soviet forces
reached western Lithuania amid fierce fight-
ing. Aleksandra and Vytautas fled to Germany
and then Austria, where they married and had
an infant daughter, winding up in Munich at

a displaced persons’ camp. There, she would
become friendly with the family of Jurgis
Macitnas. Although Macitinas was only in

his early teens, she started a friendship with
the boy she called “recklessly imaginative”
that lasted until his death in 1978.5 In 1947,
the Kasubas found their visas approved and,
soon after, landed in the United States.

Even though she had only a year and a half
of formal training, Kasuba immersed herself in
art and took every opportunity to broaden her
understanding in the field. Her first encounter
with the New York art scene took place in the
1950s, when she received an invitation to at-
tend the Four O'Clock Forums held by Louise
Nevelson in her East 30th Street brownstone
where artists like Jackson Pollock, William de
Kooning, and Will Barnet talked about their
own methods of working to an intimate audi-
ence. When she needed technical advice, she
would turn to her husband Vytautas.®

She soon began making public art from
mosaic and tile as a means of supplementing
her family's income and, in 1960, received
a commission from the Lithuanian American
Community for The Murder of King Mindau-
gas, three panels in pebble, slate, and glass
mosaic installed in “the Mindaugas Castle;’

a diminutive keep built by Father Stasys Yla in
the woods near the Immaculate Conception
Convent in Putnam, Connecticut. Another
commission was for a mosaic townscape at
the Broadstreet National Bank in Trenton,
New Jersey, in 1962 and the third, a map

of the United States at the Bank of Ameri-

ca Headquarters in San Francisco in 1967.



monochromines juodo belgisko smiltainio

(A. Kasuba jj vadino marmuru) mozaikas,
Sitaip samoningai zengdama link abstrakcijos.
Apziaréje paroda, architektas Edwardas Lara-
bee Barnesas ir jo Zmona, interjero dizaineré
Mary Cooke Barnes, priéjo prie A. Kasubos

ir paklausé, ar ji nenoréty dirbti su plytomis,
kuriy dar nebuvo jos repertuare, ir $i atsaké:
»Puiku, Zinoma, dirbsiu su plytomis."”

Vis délto peréjimas nuo belgisko marmu-
ro mozaiky prie plyty reiské daugiau nei tik
medziagos pakeitima — tai j jos klryba atnesé
struktdriniy klausimy. Mozaikos A. Kasubai
tebuvo darbas su pavir§iumi, 0 i$ plyty jau
susidéjo siena. Tuo metu Aleksandra jau buvo
susipazinusi su esty kilmés JAV architekto
Louiso I. Khano darbais ir kélé sau klausimus
apie struktdrines jégas ir kaip jas iSreiksti
dirbant su plytomis. 1971 mety Rocesterio
technologijos instituto valgyklos projektui ji
sukaré didziule 26 m ilgio ir 3,35 m aukscio
plyty instaliacijg. A. Kasubos plyty reljefas
Niujorko Leksingtono aveniu 560, sukurtas
Eggers Group ir jy kliento Rudin Manage-
ment uzsakymu, atskleidzia jos mastyma. Si
38 m plocio ir 4,2 m aukscio siena yra Man-
hatano viduryje, arkadoje, kuri leidzia praeiviui
nukirsti kelig pro pastato kampg, padarydama
pastatg atviresnj, ir padeda geriau suvokti jo
mastelj. Finansiskai 8is projektas Aleksandrai
turéjo lemiama reik8me, nes tokie uzsakymai
tapo pagrindiniu jos $eimos pajamy $altiniu
per visg astuntg desSimtmetj ir devinto desim-
tmecio pradzioje®. Be to, tiesioginis darbas
su architektais ir marininkais padéjo jai i$ arti
suvokti technine statybos puse®.

Nesusitelkdama tik j vieng savo kirybos
aspekta, A. Kasuba tesé eksperimentus su
medziagomis: ji kiré konstrukcijas i$ lucito
(akrilo stiklo) laksty atraizy ant savo namy
sienos, priesais pastaciusi Sviesos $altinj,
kad ant sienos nuo jy kristy $eséliai, Sitaip
sukuriant erdvés pojat]. Pakviesta dalyvauti
Bruklino meno muziejuje rengiamoje parodoje
Eksperimentai mene ir technologijoje, kuri
tapo vienu i$ pirmuyjy bandymy Amerikoje
sujungti meng su technologijomis, ji paga-
mino $eséline konstrukcija, susidedancia i$
8 pédy aukscio ir 0,5 colio storumo lucito
laksty, kuriuos apsvieté halogeniné lempa,
judanti ant bégiy priesais karinj. A. Kasuba
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The art of this early period generally plays the
role of a humanizing element at a time when
American corporations saw their own mission
as being to promote public art and to make
an effort to foster culture.

For Kasuba, this was the beginning of
an intense pursuit of experimentation, a
relentless exploration in which she states
she took any commission as an opportunity
to do something new and develop her work
further. More commissions followed and, in
1966, she had a one-woman show at the
Girippi & Waddell Gallery in New York City.
There, she made a concerted break toward
abstraction with monochromatic mosaics of
black Belgian sandstone (Kasuba described
it as marble). After seeing the show, architect
Edward Larrabee Barnes and his wife, interior
designer Mary Cooke Barnes, approached
Kasuba and asked if she could work in brick,
which was not yet in her repertoire, and she
replied, “That's great, sure, I'll work in brick””

The transition from Belgian marble
mosaics to brick was not, however, merely
a matter of media; it introduced structural
questions into her work. Where for Kasuba,
the mosaics were still cosmetic, the bricks
served as a wall. By this point, Kasuba had
seen and become aware of architect Louis
I. Khan and found herself asking questions
about the structural forces in a project and
how to demonstrate these in brick. In 1971,
her project for a dining hall at the Rochester
Institute of Technology was a massive brick
installation 26 meters long and 3.35 meters
high. Kasuba’s brick relief at 560 Lexington
Avenue in New York, designed for the Eggers
Group and their client Rudin Management,
demonstrates how she thought about this
sort of work. At 38 m wide and 4.2 m tall,
this wall is located in a Midtown Manhattan
arcade that acts as a shortcut through the
corner of the building and brings a sense
of scale to the building, helping it reach out
to the individual passing by. Financially, the
result was critical for her and her family as
it became their primary source of income
throughout the 70s and into the 80s.2 As a
bonus, working directly with architects and
masons gave her an intimate technical under-
standing of construction.®



raso: ,Judéjimas sukare iliuzijg — juodose
mozaikose objektas buvo stati$kas, o ZiGrovas
judéjo, kai lucito konstrukcijose judéjo Sesé-
liai, o Zidrovas liko stovéti.“'® Man ji paaiskino:
,Sviesos 3altiniui judant priesais struktra,
skleidési, judéjo ir rikiavosi Seséliai. Tai atrodé
hipnotizuojanciai. Darbuose su plytomis sieng
rodziau, o Siame kdrinyje ja slépiau.” Taciau
aplankiusi parodg ji, dideliam savo nusivyli-
mui, pamaté, kad nepatyre muziejaus darbuo-
tojai lempos nejjungé’".

Nepaisant to, dél savo eksperimenty
su lucitu ji gavo kvietimg dalyvauti Meno ir
technologijos projekte Los Andzelo apygar-
dos dailés muziejuje. A. Kasuba taip aprasé
savo kdrinj:

Spektriné aplinka susideda i$ septyniy
8x8x12 pédy dydzio segmenty, suren-
kamy j viena linijinj pereinamag koridoriy.
Kiekvienas segmentas yra pagamintas i§
spalvoto persvieCiamo audinio ir i$ visy pu-
siy ryskiai apsviestas i$ lauko. Segmentus
jungia 22 coliy plog¢io ir 7 pédy auksgio
praéjimai, kuriy angos yra isdéstytos taip,
kad lankytojai, jeidami ir Zingsniuodami
koridoriumi, matyty siauréjantj Spektrinés
aplinkos vaizda. Sesiuose i§ septyniy
spektriniy spalvy segmenty yra girdimos
specifinés garso vibracijos, atitinkanc¢ios
Zalig, geltong, oranzing, raudong, violeting
ar mélyng spalvas. Kiekvieno spektrinés
spalvos segmento centre pro anga lubose
Svelni oro srové pucia atitinkamos spalvos
kvapa ir palaiko reikiamg temperattira.
Septintasis segmentas, kuriame susijungia
viskas, kas buvo prie$ tai, ap$viestas in-
tensyvia balta Sviesa ir pripildytas visy ats-
kiry spalvy garsy, aukstesniy viena oktava,
yra bekvapis ir normalios temperattros.'?

Kaip matyti jos knygoje Tiksintis vaikas,

A. Kasuba nuo vaikystés zavéjo sinestezi-

ja ir sensorika, prie $ios temos ji nuolatos
sugrjzdavo. Per visa §j kiirybinga laikotarpj ji
ieSkojo bady pagilinti suvokima pasitelkusi
meng, pavyzdziui, savo 1970 m. sukurtuo-

se Kiriniuose is veidrodZio, kur i§déliojo
veidrodzio gabalus peizaze, nezinodama, kad
Robertas Smithsonas tuo pat metu panasiais
tikslais daré tg patj.
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Rather than focusing on merely one
aspect of her work, Kasuba continued her
experimentation with materials, making
constructions with leftover pieces of Lu-
cite (acrylic glass) on a wall in her house
and putting a light in front of them to throw
shadows on the wall behind it and thus imply
a sense of space. Invited to participate in
a show of one of the first attempts to work
with art and technology in the United States,
Experiments in Art and Technology (E.A.T.) at
the Brooklyn Museum of Art, she produced a
shadow structure made out of eight-foot-tall,
half-inch-thick pieces of Lucite illuminated by
a halogen light moving on a track in a front
of it. Kasuba writes, “Movement created the
illusion—in the black mosaics the object was
static and the viewer was in motion, in the
Lucite constructs shadows moved and the
viewer stayed put”" In a conversation with
me she elaborated on this topic: “When the
light moved in front of the structure, the shad-
ows were folding and folding and aligning.
That was hypnotizing to me. With bricks | was
showing the wall, with this | was hiding the
wall” But to her disappointment, when she
visited the work, she realized that the inept
museum staff had not plugged it in. '

Nevertheless, her experiments with Lucite
would lead to a further invitation to participate
in the Project on Art and Technology at the
Los Angeles County Museum of Art. Kasuba
described her entry as follows:

The Spectrum Environment consists of
seven units, each measuring 8'x 8'x 12’
long, assembled into one linear walk-
through ensemble. Each unit is made of
translucent color material, intensely lit on
all sides from the outside. The units are
interconnected by 22" wide and 7’ high
doorways whose openings are aligned to
present a diminishing view of the Spec-
trum to visitors as they walk into and
through the Environment. Within each of
the six spectral color units one hears its
specific vibration—the sound of green,
yellow, orange, red, purple, or blue. In
the center of each spectral color unit,
through an opening in the ceiling, a mild
air stream carries in a related color odor



Tuo metu A. Kasuba susipazino su
tuometiniu Amerikos amaty muziejaus
direktoriumi Paulu J. Smith‘u. Lankydamasis
jos studijoje, jis pamaté Debesy kamba-
rio modelj (1969) — tai buvo Aleksandros
eksperimentinis bandymas susvelninti
staciakampio Manhatano i$planavimo po-
veikj, sukuriant gaubty formy erdve, atvertag
dangui. A. Kasuba nebuvo tikra, kaip perkelti
8] modelj j realaus dydzio aplinka. Tuo tarpu
P. J. Smith‘g Sis darbas jkvépé. Ji prisimena,
kad iSvydes jos kirinj, P. J. Smith‘as sumané
paroda savo muziejuje, kurig pavadino Kon-
templiatyvios aplinkos, ir kurios tikslas, kaip
jis saké, buvo sukurti ,fizing aplinkg, galincig
suzadinti reakcijg, kurig galima baty pavadinti
kontempliatyvia.“'®

Bandydama realizuoti §j projekta, A. Kasu-
ba vél grjzo prie originalaus Debesy kamba-
rio modelio:

Kaip pastatyti skulptarinj aptvarg? Ko-
kias medziagas naudoti? Mediné rantyta
konstrukcija, kurig nupiesiau, popieriuje
atrodé taip didingai, ir man buvo skaudu
net pagalvoti, kad ji gali bati uzdengta.
Be to, uzdengus audiniu, plastiku, purvo
sluoksniu ar oda, ta medziaga ne tik baty
suardziusi erdveés cirkuliacijg tarp vidaus
ir iSorés, bet ir suteikusi struktdrai istorinj
kontekstg. Kazkuris i§ muziejaus Zmoniy
davé man skiaute megzto audinio, kurj
galima buvo tampyti visomis kryptimis.
Pakeliui namo man Sové | galvg mintis,
kad tampry audinj galima istempti ne ant
rémo, bet tarp nustatyty tasky, ir jis jgaus
reikiamg forma.

Ta vakarg sukarpiau savo vyro marskiné-
lius ir iStempiau juos tarp dviejy faneros
disky, tarp jy pastaciusi stulpa. Pagal
mano brézinj, o véliau — sumazinto maste-
lio modelj, muziejuje suformavome erdve,
po kurig buvo galima vaik$c¢ioti. Kadangi
aplink triko vietos, konstrukcijg pastatéme
aukstyn kojomis.

Po darbo su akmenimis ir plytomis audi-
nys atrodé nepatvarus, kone nemalonus
liesti. Pasibaigus parodai, manes paprasé
karinj nusirinkti, ir dziaugiausi suzinojusi,
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and temperature. The seventh unit, com-
bining all that has been passed through,
is lit with intense white light, filled with the
combined color sounds, each one octave
higher, has no odor, and has normal
temperature.'?

If Child Ticking suggests that Kasuba was
fascinated by synesthesia and sensory
considerations from an early age, here it be-
comes a theme that she repeatedly revisited.
Throughout this fertile period, she sought
ways to heighten perception through art in

a variety of ways, for example, in her 1970
Mirror Works, in which she put pieces of mir-
ror in the landscape, not aware that Robert
Smithson was doing this at the same time for
similar purposes.

During this time, Kasuba became acquaint-
ed with Paul J. Smith, then director of the
American Craft Museum. Visiting her studio,
he saw her model The Cloud Room (1969),

a tentative step toward undoing the effects

of the gridded landscape of Manhattan by
creating a space defined by curves but open
to the sky. Kasuba had concerns about how
to translate the model into a full-scale environ-
ment. Smith, on the other hand, was inspired.
Upon seeing it, she recalled, Smith conceived
of an entire show at his museum that he would
dub Contemplation Environments, setting out
to provide as he put it, “physical surroundings
which somehow elicit a response which could
be called contemplative!''®

In trying to realize her project, Kasuba
revisited her original model for the Cloud
Room:

How to build a sculptural enclosure?
What materials to use? The ribbed wood-
en construct | drew looked so grand on
paper that it pained me to see it covered.
Moreover, whether wrapped in fabric,
plastic, mud or pelt, the material would not
only disrupt the flow of space between
the interior and exterior but also place the
structure in a historical context. Someone
at the museum handed me a piece of a
knit fabric that stretched in all directions.
On the way home it occurred to me that
an elastic material need not be stretched



kad jo uZsiprase architekté Teresa Sevilla.
Per kelias savaites Teresa paverté savo
buta funkcionalia gyvenamaja aplinka ir
paprasé mangs padeéti jai instaliuoti struk-
tara. Sj karta stebéjau, kaip tempiamas
audinys jgauna forma, ir maciau, kaip jis
reaguoja j jtampos pasikeitimus, mums jj
betaisant. Persvie¢iamas audinys nekliu-
dé erdvei ar $viesai tekéti; jis tik leido
stipriau patirti jas abi. Tai jau nebuvo tik
iliuzija. Vis délto Sis pastebéjimas mano
vaizduotés nesuzadino.™

Tuo pat metu, kai A. Kasuba doméjosi, kaip
iSreiksti struktdrines jégas kariniuose i$ plyty,
ji pradéjo suvokti, kaip jtampa cirkuliuoja
jtemptame audinyje. Vélesniame interviu ji
pavadino jtampa savo ,nebyliu partneriu®
ir teigé, kad atradima, kaip ja produktyviai
panaudoti, galima palyginti su atradimu, kaip
garg panaudoti energijai gaminti. Ji aigkino,
kad jtampa dalyvauja visada: ,Visa, kas juda,
savyje turi jtampa.“'®

Parodos kataloge P. J. Smit'has apibtdino
kontempliacijg kaip ,meditacijg apie dvasinius
dalykus, démesinga svarstymg, susimastyma,
studijas”. Jis tesé: ,Tradiciskai savo kontem-
pliatyvius poreikius Zmogus patenkindavo
per tiesioginj kasdienj salytj su gamta, taciau
Siandien mes gyvename susigradusiose,
triuk8mingose, dehumanizuojanciose ben-
druomenése, kur liko nedaug vietos kontem-
pliacijai. Todél atsiskyrimo erdviy poreikis
tik auga.“® A. Kasuba suvokeé savo gaubtus
pavirsius kaip prie$nuod;] Siai nenugalimai
modernybei. Ji man pasakojo, kad atsikélus
| Manhatang, stac¢iakampis miesto iSplanavi-
mas ir jo sukuriami griezti kampai, ypa¢ dan-
goraiziy, jai pasirodé apribojantys, ir ji buvo
susirpinusi, kokj poveikj tai turi individui. Ji
skaité nemazai Amerikos indény poezijos
ir aptiko autoriy, kuris teigé: ,Atéjo baltasis
Zmogus, nugriové masy apvalius namus su jy
apvaliais kampais, ir davé mums stacius kam-
pus.” Ji pridéjo: ,Tie ZodZiai nubrézé mano
galvoje ribg: sek paskui $viesg, o ne Sesél}."
Taigi eksperimentai su gaubtais pavirSiais
jokiu blidu nebuvo formalistiniai — grei¢iau
tai buvo pasipriesinimas nenumaldomiems
Dekarto staciakampiams, persmelkusiems
miesta ir visg Vakary kultarg'’.
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over a frame but between fixed points,
and that in the stretching the fabric would
take shape as it must.

That evening | cut up my husband'’s
undershirt and stretched it between two
plywood disks with a post between them.
A drawing, followed by a scaled-down
model, became the walk-in space to

be built in the museum. For lack of floor
space around it, we built the structure
upside down.

After handling stones and bricks, the
fabric felt flimsy, almost repulsive to touch.
When the show ended, | was asked to
pick up the fabric and was glad to hear
that architect Teresa Sevilla had asked for
it. Within weeks Teresa transformed her
apartment into a functional live-in envi-
ronment and asked me to help her install
the structure. This time | watched the
fabric take shape as we stretched it and
saw it respond to shifts of tension when
we adjusted it. The translucent fabric did
not disrupt the flow of space or light; it
heightened the experience of both. This
was no longer an illusion. The observation,
however, failed to stir my imagination.™

Just as she had become interested in man-
ifesting the structural forces in her brick
walls, Kasuba became aware of the flow of
forces within fabric under tension. In a later
interview, she would call tension her “silent
partner” and suggest that her discovery of its
productive use might be akin to the discovery
that steam could be harnessed for power.
Tension, she explained, was always present:
“everything that moves is in tension.'®

In the catalog, Smith defined contempla-
tion as “meditation on spiritual things, as the
act of considering with attention as musing,
as study” He continued, “Traditionally man’s
contemplative needs were fulfilled with his
daily direct access to nature, but today we
live in overcrowded noisy dehumanizing com-
munities where there are few places for con-
templation. As a result, there is growing need
among people of spaces of solitude'® Ka-
suba understood her curved surfaces as an



Siuo itin produktyviu laikotarpiu A. Kasuba
buvo pakviesta dalyvauti kitoje P. J. Smith‘o
kuruojamoje parodoje Objektai J.A.V.. Buvo
eksponuojama apie 300 objekty, kuriuos
sukdré 258 menininkai. Parodg P. Smith‘as
kuravo kartu su meno kdariniy prekeiviu Lee
Nordness, o uzsakové buvo progresyviai mas-
tanti kompanija Johnson Wax Corporation,
kuri, kaip zZinia, XX a. ketvirtame desimtmetyje
uzsaké Frankui Lloydui Wrightui suprojektuoti
savo pagrindinés bistinés pastatg. Smithso-
nian institute 1969 m. atidaryta paroda sieké
placiau pristatyti ir paremti klestintj Siuolaikinj
studijos amaty judéjima. Pasak Johnson Wax
prezidento, paroda meté i$stkj to meto ,vien-
kartinio naudojimo, atlieky visuomenei“'®. Kai
paklausiau A. Kasubos, koks jos santykis su
amatu, ji atsaké save laikanti ,paprasciausia
amatininke... menininke, kuri nevengia imtis ir
kitokiy dalyky“. Ji buvo to iSmokusi dar vaikys-
téje, ,nuolatos rankomis kg nors meistrauda-
ma“ — pavyzdziui, sudursciusi pusies spygliais
lapus, pasisiuvo suknele. Studijuodama pas
Anastazijg Tamosaitieng Kaune, ji iSaudé
kilima, bet anks¢iau Lietuvoje klestéjes amaty
judéjimas su jos vyro karta jau buvo nusilpes.
Tuo metu, kai ji dirbo Niujorke, riba tarp amaty
ir meno jau buvo pradéjusi nykti, ir A. Kasuba
jau vadino save menininke, nebe amatininke.
Véliau ji apsisprendé vadintis ,bendrosios
praktikos atstove"'®.

Parodai Objektai J.A.V. A. Kasuba sukaré
balto marmuro mozaikos reljefg ant medzio
ir pavadino jj Knyga. Paroda daug keliavo, i$
viso buvo parodyta 22 muziejuose Amerikoje
ir 11-oje — Europoje. 1970 m. menininké da-
lyvavo Pasaulinéje amaty konferencijoje Du-
bline, kur ketino pristatyti savo karinj. Techni-
kas neteisingai parodé skaidres, ir A. Kasuba
teigé: ,Vos atpazinau savo karinj — atrodé lyg
kokia senoviné mené su balto marmuro mo-
zaikos sienomis. Teresos bute iSkart pajusda-
vai ry§j tarp balty gaubty mozaikos pavirsiy ir
balto nailono struktdros. Tac¢iau kodél turéciau
statyti tokias struktaras, kokiu tikslu?“2°

Pasiilgusi gamtos, A. Kasuba nuspren-
dé praleisti savaite po konferencijos Airijos
kaime:

Po keliy dieny Dubline nusipirkau Peterio
Harbisono knyga Kelioniy vadovas po
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antidote to this overwhelming modernity. She
recounted to me that when she first moved
to Manhattan, she found the ninety-degree
angle of the city’s grid and the sharp angles
it produced, especially in skyscrapers, to be
constraining and was concerned about the
effects this had on individuals. Having read
a lot of Native American poetry, she encoun-
tered an author who stated, “The white man
came and removed our round houses and
removed our corners, giving us straight cor-
ners! She added, “these words drew a line in
my head: follow light not shadow” Thus, the
experiments with curved surface were not by
any means formalist; rather, they were salvos
against the relentless Cartesian grid that per-
meated both the city and Western culture."”

During this particularly fertile time, Ka-
suba was invited to participate in another
exhibition, Objects U.S.A., comprising 308
works by 258 individuals, curated by Smith
and art dealer Lee Nordness for the John-
son Wax Corporation, a forward-thinking
company that famously had commissioned
Frank Lloyd Wright to construct its corporate
headquarters in the 1930s. Opening at the
Smithsonian Institution in 1969, the exhibition
was intended to highlight and support the
burgeoning modern studio craft movement.
As the president of Johnson Wax described
it, the show was a challenge to “the dispos-
able, throw-away society” of the day.'® When
| asked Kasuba about her relationship to craft,
she responded that she considered herself
as “just [a] plain craftsman, an artist who ven-
tures into other things!” She had learned this
as a child, “always doing something with my
hands,” making a dress of leaves stitched to-
gether with pine needles. While she studied
with Anastazija TamoSaitis in Kaunas, weav-
ing a rug that she designed, the craft move-
ment that had been so strong in Lithuania
with her husband’s generation had waned.
By the time she was working in New York, the
boundaries between art and craft had started
to blur and, she called herself an artist, not a
craftsman. Later, she settled on calling herself
a “general practitioner!

For Objects U.S.A., Kasuba produced a
white marble mosaic relief on wood entitled
The Book. The show travelled extensively, to



Airijos nacionalinius paminklus, kuri mane
iSkart uzbadré. Keletas pavyzdziy: jéjimas
(lankant paminklus, apragytus ir pazymé-
tus Zemélapiuose) — ,per pelke* ar ,siauru
takeliu (jei varteliai uzdaryti, perlipkite sie-
ng)", ,pavojingas ir rizikingas takas veda
per dvi tvoras, jas reikia perlipti laipteliais
ir per uolg" arba ,tiesiai. Rakta j apskrita
bokstg paimti i Christopherio Mulryano,
gyvenancio Rouz kotedze, mazdaug uz
penkiasdesimties jardy priesingoje kelio
puséje, einant Klondalkino kaimo kryptimi*.

Nuvykusi traukiniu j Korka, ji aplanké miesta
supancius akmeny ratus Korko grafystéje,
Drombego akmeny ratg ir netoliese esantj
Loch Guro ezerg Limeriko grafystéje. Véliau
tais paciais metais savo patirtj aprasé straips-
nyje zurnalui Craft Horizons:

Atsistodavau j kiekvieng akmeny ratg,
norédama ne suprasti, kg jie reiskia, bet
pajusti aplinka. Jausmas aplanké tada, kai
galiausiai atradau ir atsistojau paciame
vieno i$ jy centre — visi mano pojtciai
tolygiai pasklido aplink mane, ir ratas bei
as$ tapome vienas nuo kito priklausomi: jei
blc¢iau pajudéjusi, abu batume atsidiire
ne vietoje; o jei ratas baty pajudintas,

a$ stovéciau nebe centre. Tai buvo labai
stiprus, tiesioginis pojatis, beveik net per
paprastas. Taciau tada pagaliau suvo-
kiau: nesvarbu, kokios apeigos &ia buvo
atliekamos, norint jas atlikti, reikéjo sukurti
ratg. Negaliu net pagalvoti, koks jausmas
turéty bati, lankantis ¢ia per saulégrjzos
Svente.?!

2011 m. isleistoje knygoje Kasubos darbai
(Kasubaworks)?? ji vél apragé savo patirtg
jausma:

|zengusi j ratg, atsistodavau jo centre,
pasvirdavau j tg puse, i$ kur sklido Sviesa,
ir periferiSkai pratgsdavau savo pojacius —
tuo pat metu klausydama artimy ir tolimy
garsy, jkvépdama visus kvapus ir pasiner-
dama j mane supancias tkanotas spalvas.

Neseniai kasinétame Drombego rate —
labai tinkamo mastelio — pajutau staiga
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twenty-two museums in the USA and eleven
in Europe. In 1970, Kasuba attended the
World Craft Conference in Dublin, where she
intended to present her work. The projection-
ist showed the slides incorrectly and Kasuba
stated, “I hardly recognized my work—it
looked like some ancient chamber lined with
white marble mosaics. The connection be-
tween the white curving mosaic surfaces and
the white nylon structure in Teresa's apart-
ment was instantaneous. But why should |
build such spaces, to what purpose?"2°

Missing nature, Kasuba had committed
herself to spend the week after the confer-
ence in the Irish countryside:

After a few days in Dublin, | bought the
book, Guide to the National Monuments
of Ireland, by Peter Harbison and was in-
stantly charmed. A few examples: Access
(to monuments described and marked on
maps): “across a patch of bog” or “along
a laneway (if gate is locked, then jump
over the wall)”" or “a dangerous and haz-
ardous walk over two fences, a stile, and
crag” or “Direct. Key of round tower to be
obtained from Christopher Mulryan, who
lives in Rose Cottage, about fifty yards
away on opposite side of road going
towards Clondalkin village.

Taking the train to Cork, she visited the stone
circles in the county surrounding the city as
well as the Dromberg stone circle and neigh-
boring Lough Gur in County Limerick. Later
that year, she reflected on the experience in
an article for the journal Craft Horizons:

| stayed in each one of the stone circles
to get the feeling, not meaning of this
particular environment. The feeling came
when finally | found and stood in the very
center of one—all my senses extended
evenly around me, and the circle and |
became interdependent: were | to move,
both would be out of place; and could
the circle be moved, | would be out of the
center. It is a very strong, direct feeling, al-
most too simple. But then it dawned upon
me. No matter what kind of ceremonies
were performed here, they had to build



uzpladusj jausma, lyg akmeny ratas
verztysi aukstyn j erdve, sukurdamas besi-
sukancia cilindriska kolong tarp dangaus
viréuje ir zemeés man po kojomis. Si paky-
léta busena tgsési pakankamai ilgai, kad
uzsinorégiau atkurti Sig patirtj — aprépti
visus pojucius erdveje, kuri ne jkalinty, bet
pakyléty dvasig. Dabar jau turéjau ko siek-
ti, taiau mano vaizduoté dar nejsijungé, ir
tai liko tik dar viena patirtis.

Kita dieng patyrinéjusi boksto griuvé-

sius, gretimos pievos viduryje pamaciau
didinga auksty medziy guota ir nuéjau prie
ju. Birelis medziy, ne daugiau kaip 40 tos
pacios rasies, stovéjo jaukiai pasklide, jy
lygis, tvirti ir tiests kamienai auk$tai $a-
kojosi, o lajos metamas $esélis buvo toks
tankus, kad nesimaté né Zolés lapelio ant
samanotos zemés pakloto. Nesigirdéjo

nei pauk$c¢iy ¢irpimo, nei vabzdziy zyzimo.
Sulauzydama grésminga tyla, jzengiau

| $esélj ir iskart pajutau, kad dél mano
ketinimo ypatingumo aplinkinis pasau-

lis liovési egzistaves, o tam tikra forma
nusisavino §j Zzemés gabalélj. Palinkus prie
medzio, mano sgmone uzpildé didingos
Svytincios formos.

Sugrjzusi j Senono oro uosta, suzinojau,
kad masy uzsakomasis skrydis atidétas
24 valandoms. Uzuot vykusi j ekskursijas,
likau oro uoste ir piesiau planus Gyvena-
majai aplinkai, kurig ketinau statyti savo
Niujorko studijoje.®

Kitais metais ji instaliavo Gyvenamaja aplinka
savo bute, 43W90 Street, permatomo audi-
nio struktromis padalydama du kambarius |
septynias erdves. Cia ji vél bandé panaikinti
stacius kampus ir juos pakeisti erdvémis
kontempliacijai, panasiomis j tas, kurios
randamos gamtoje — vietomis, kuriose buvo
galima ar netgi batina pasilenkti ar nugriati
ant Zemés — ji mané, kad tokios pozos leidzia
efektyviau mastyti®*.

I$ pradziy pavadinusi projektg Buvei-
nés pojaciams, A. Kasuba ir vél jjungé visa
ZiGirovo sensorinj aparatg. Projekte dalyva-
vo nemazai bendraautoriy. Vieng kambar;
pripildé kompozitoriaus Emanuelio Ghento
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a circle to perform them in. | don't dare to
venture what the feeling could be at the
time of a solstice visitation.?'

In the book Kasubaworks published in 2011,
she returned to describe the feeling she had

Upon entering a circle | would stand in

its center, lean into the angle of light and
extend my senses peripherally—at once
listen to the near and far sounds, inhale all
the smells and wrap myself in the sur-
rounding hazy colors.

In the newly excavated Dromberg cir-
cle—its scale just right—I felt a sudden
upsurge, as if the stone circle were boring
into space, creating a twisting cylindri-
cal shaft between the sky above and the
ground under my feet. The elation lasted
long enough to make me want to recap-
ture the experience—encapsulate the
senses in a space that would not shut in
but uplift the spirit. Now | had something
to aim for, but it too bypassed imagination
and registered as one other experience.

The next day, after exploring the ruins of

a tower, | saw in the middle of an adjoin-
ing meadow a majestic stand of tall trees
and walked over. The cluster of trees, no
more than 40 of the same kind, stood
comfortably spaced, their smooth, robust
and upright trunks branching up high, the
shadow cast by the canopy so dense that
not a blade of grass was to be seen on
the packed mossy ground cover. No bird
was chirping, no insect buzzing. Violating
the ominous silence | entered the shadow
and sensed at once that singularity of
intent dismissed the rest of the world, that
singularity of form laid claim to this parcel
of earth. As | leaned into a tree majestic
luminous shapes invaded my mind.

Upon my return to Shannon Airport |
learned that our chartered flight was
delayed for 24 hours. Instead of going on
tours, | stayed in the airport drawing plans
for a live-in environment | was to build in
my studio in New York City.2®



kompiuterio generuojami garsai, kitame buvo
patalpintos Sesios kapsulés su parfumerés
Danutés Adonis sukurtais kvapais, o jauno
tekstilés menininko Urbano Jupenos trijy
iSmatavimy audinys, gulintis ant grindy kaip
gauruotas kilimas, lipo ant sieny. Audéja
Sylvia Heyden numezgé pavésing miegui i$
jako plauky, o jos bic¢iulis Jurgis Magitinas
sukire kvietimus. Gyvenamoji aplinka sulauké
daug démesio, buvo aprasyta zurnale New
Yorker, ja aplanké apie 1 500 Zmoniy, ir A.
Kasuba sulauké uzsakymy ne tik kariniams
vieSose erdvése, bet ir aplinkoms i$ tekstilés,
daugiausia skirtoms ekspozicijoms didelése
interjero erdvése?.

Sukdrusi brandzig mening praktika, kuri
leido jai lanksciai judéti tarp tampraus audinio
struktdry ir jtampa jkanijanc¢iy plyty sieny
uzsakymy, A. Kasuba uzémé tvirtas pozicijas
tarp architektdros ir meno, tarp erdvés for-
mavimo ir pojaciy karimo. Mazdaug 1980 m.
ji ragé: I8 tikryjy nezinau, ar mano karyba yra
skulptariska, ar kokia kitokia. Ji yra architektd-
riska savo masteliu, skulptariska, nes susijusi
su formomis, taciau vis délto jauciu, kad dirbu
su struktGromis. Nezinau, kur mano vieta ben-
drame meno pasaulio zemélapyje, bet lioviau-
si apie tai galvojusi.“?® Kai po trijy desimtme-
¢iy A. Kasubos paklausiau, koks jos santykis
su architektara, ji atsaké, kad nors ir doméjosi
architektdra, ji yra menininké, ne architek-
té. Vis délto architekttra jai buvo svarbus
ikvépimo $altinis. Nora kurti menininkei Zadino
Kahnas, o Le Corbusier Ronsampo koplycia
jai atrodé ,lyg i§ dangaus nukrites siurprizas®.
Bernardo Rudofskio 1964 m. Modernaus
meno muziejuje surengta kertiné paroda Ar-
chitektdra be architekty, kurioje buvo Zvelgia-
ma j viso pasaulio ¢iabuviy tauty architektara,
taip pat padare jai didele jtakg. Menininké
pasakojo: ,Tai buvo kur kas daugiau nei ply-
tos su skiediniu — tai aprépé kone viska, visa
erdvés organizavima... Paroda mane supa-
zindino su architektaros istorija.” Taciau, kaip
véliau paaiskino, istorija jai nebuvo nostalgijos
objektas, kitaip nei jos vyrui Vytautui ir mano
tévui. Jiems istorija reiské prarastus lietuviy
liaudies meno ir Vakary meno pasaulius, o
jos karybai tai buvo jsptdziy $altinis. Stipriai
paveikta Andre Malraux Muziejaus be sieny,
ji vartydavo meno knygas dél vaizdy, bet jy

198

The next year she installed Live-In Envi-
ronment in their brownstone at 43 W. 90"
Street, carving seven spaces out of two
rooms with translucent fabric membranes.
Again, she sought to erase the ninety-degree
angle she found everywhere in the building
and replace it with a series of contemplative
spaces with the variety found in nature, a
places in which slouching and even collaps-
ing—postures in which she believed one
could better think effectively—were allowed
and encouraged.?*

Originally titling the project Space Shel-
ters for the Senses, Kasuba again engaged
the whole sensorium, drawing on an array of
collaborators to participate. One room was
filled with computer-generated sounds made
by composer Emanuel Ghent, while six vials
of scent created by perfumer Danute Adonis
were situated in another and a three-dimen-
sional weaving by the young fiber artist Urban
Jupena began as a shaggy rug and climbed
up the wall. Weaver Sylvia Heyden knit a
sleeping bower out of yak hair, and her friend
George Maciunas designed the invitations.
Live-In Environment generated attention,
including coverage in the New Yorker mag-
azine, and some 1,500 people came to see
the place, leading Kasuba not only to further
commissions in public places but also in
fabric environments, mainly for expositions in
large interior spaces.®

Having established a mature practice
that largely bounced back and forth between
commissions for fabric structures in tension
and brick walls embodying tension, Kasuba
occupied a position between architecture
and art, between the shaping of space and
the creation of sensation. Around 1980, Ka-
suba reflected on this: “l really don't know if
my work is sculpture or this or that. It's archi-
tectural in scale. Sculptural because it deals
with shapes and yet | feel | am working with
structures | don't know where | fit into the
whole scheme and pattern of the art world or
whatever ... but | gave up thinking about it"2

Three decades later, when | asked Ka-
suba about how she related to architecture,
she responded that even though she took
interest in architecture, she was an artist, not
an architect. Still, architecture was a critical



neskaitydavo, nes jai atrodé, kad tai reiksty
»Skaityti kazkieno kito jsptdzius“?’.

1972 m., déstydama Vizualiyjy meny
mokykloje, ji buvo pakviesta dalyvauti pro-
jekte Whiz Bang Quick City 2, kurj organi-
zavo architekty, dizaineriy ir vietéjy grupé,
turinti tikslg keistis idéjomis ir kurti klajoklisko
gyvenimo budy prototipus?. DuPont korpo-
racija dovanojo aukstyjy technologijy su-
kurta nailono audinj, i$ kurio ji su studentais
per 24 valandas pastaté buveing. 1973 m.
Carborundum keramikos muziejus Najagara
Folse jai uzsaké sukurti aplinkg keramikos
objektams eksponuoti.

Kitais metais A. Kasuba grjzo prie spalvos
ir sukaré Spalvotas struktdras Potsdamo uni-
versitetui Niujorko valstijoje. Spalvotos struk-
tdros buvo pastatytos su studentais per trijy
dieny dirbtuves. Spalvos atsirado, uzdéjus
mélynus ir zalius lucito lakstus ant fluorescen-
cinés Sviesos $altiniy, kurie savo ruoztu meté
spalva ant audinio, i$ kurio buvo padarytos
strukttros. Tais paciais 1973 m. A. Kasuba
sukaré Spektrine aplinka Filadelfijos Templio
universitetui — §j projekta ji anks¢iau buvo
pasidliusi LACMA Meno ir technologijos pro-
gramai, o dabar jj iSvysté. IS perSvie¢iamos
spalvotos medziagos ji sukaré septynis se-
gmentus, kiekvieng — 2,5x2,5 m dydzio ir 4 m
ilgio, sujungtus j viena pereinama koridoriy.
Spalvas lydéjo garsai. Vieno segmento viduje
girdéjosi zalios spalvos garsai, jzengus j kitus
segmentus, pasigirsdavo geltonos, oranzinés,
raudonos, violetinés, mélynos ir t. t. spalvy
garsai. Kadangi ji doméjosi sinestezija, garsai
buvo susije su spalvos dazniais. Kiekvieno
segmento centre lubose buvo anga, pro kurig
sklido garsa atitinkantis kvapas. Temperatara
kiekviename segmente kito priklausomai nuo
spalvos. Septintas segmentas buvo ap-
Sviestas intensyvia balta $viesa, o visi garsai
skambéjo vienu metu, viena oktava auksciau,
tacgiau be kvapo.

A. Kasubos 1975 m. instaliacija San Fran-
cisko DeYoung muziejuje tapo Gyvenamo-
sios aplinkos ir Spektrinés aplinkos sinteze.
~Spektrinis koridorius" susidéjo i$ septyniy
spalvoto nailono struktary, kuriose spalvas
karé spalvoti neono vamzdeliai, iSdéstyti
palei iskilias platformas. DeYoung parodoje
A. Kasuba suteiké kiekvienai strukttrai kitokig
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inspiration to her. She drew on Kahn but also
found Le Corbusier's Ronchamp Chapel
“like a surprise thrown down from the sky”
Bernard Rudofksy’s crucial 1964 Museum
of Modern Art show Architecture Without
Architects, which looked at the architecture
of indigenous people throughout the world,
was also influential. She recounted, “it was
not just brick and mortar, but it was almost
everything, how they arranged everything....
It introduced me to architecture history.” But
as she explained, for her, history was not an
object of nostalgia as it was for her husband
Vytautas and my father. Where for them, his-
tory was the lost worlds of Lithuanian folk art
and the canon of Western art, for her, art was
a source of impressions. Greatly influenced
by Andre Malraux's Museum Without Walls,
she flipped through art books for the images
but did not read them, which she felt was
“reading someone else’s impressions.?’

In 1972, while teaching at the School of
Visual Arts, Kasuba was invited to participate
in Whiz Bang Quick City 2, organized by a
group of architects, designers, and educators
to exchange ideas and build prototype no-
madic ways of living.2® The DuPont Corpora-
tion donated the high-tech nylon fabric which
she and her students used to construct a
shelter in twenty-four hours. In 1973, she was
commissioned by the Carborundum Museum
of Ceramics in Niagara Falls to build an envi-
ronment for the display of ceramics.

The next year, Kasuba returned to color,
producing Color Structures at the State
University of New York-Potsdam. Built with
students over the course of a three-day
workshop, Color Structures introduced color
by placing blue and green Lucite sheets over
fluorescent light fixtures, which in turn cast
colors onto the fabric of the structures. Also
in 1973, Kasuba exhibited The Spectrum
Environment at Temple University in Phil-
adelphia, an elaboration of the project she
proposed for the LACMA Art and Technology
Program. She created seven units, each 2.5 x
2.5 m by 4 m long in one linear walk-through
ensemble made of translucent material.
Colors were accompanied by sounds. As the
visitor walked through one unit, they would
hear the sound of green, then as they walked



spalva, tikédamasi sustiprinti patirtj, taciau jai
atrodé, kad tai nepasiteisino ir ,struktdros vis
tiek atrodé lyg nuspalvintos i$ iSorés”.

Girjzusi j Niujorka po DeYoung parodos
atidarymo, A. Kasuba sugalvojo Spektro
uzuoming. Sj karta, atsisakydama individu-
alizuoty formy idéjos, ji nusprendé sukurti
septynias identiskas struktiras, ,kuriose spal-
va i§siskaido virSuje, bet susilieja apatinése
pereinamose dalyse"?°. Projekto pavadinimas
neatspindi jo vaidmens A. Kasubos kiryboje.
Tai grei¢iau ne uzuomina, bet Sio nepaprastai
produktyvaus menininkés gyvenimo laikotar-
pio apibendrinimas.

1977 m., pradéjusi nuo rezidencijos Fila-
delfijos Tekstilés ir mokslo koledze, A. Kasuba
pradéjo tyrinéti, kaip galima pritaikyti tokioms
struktroms sintetines dervas, kad jos sukurty
iSorinj kiauta, kuris padaryty struktaras kietas,
stabilias ir atsparias lietui. Rezultatas, kaip ji
véliau konstatavo, ,priminé ankstis, kriaukles
ir mikroskopines struktdras, gausiai matomas
gamtoje, tarytum biciau kvietusi gamta atlikti
performansa tiesiai man prie$ akis". Taciau $is
kdrinys, daves pradzig ir kitiems projektams,
kurie ilgainiui tapo maziau susijg su aplinka ir
labiau struktdriniai, yra vertas atskiro pasako-
jimo, kaip ir jos namas, 2001 m. pastatytas
Rok Hile, Naujosios Meksikos valstijoje.

A. Kasubos indélis ] Amerikos meng
sulauké pripazinimo, kai 2013 m. Smithsonian
institutui priklausantis Vasingtono apygardos
Amerikos meno archyvas sutiko jtraukti jos
dokumentus, o 2014 m. Vilniaus Naciona-
linéje dailés galerijoje menininké su kariniu
Spektro uZuomina buvo pristatyta naujai
lietuviy kartai.

2014 12 14-2020 01 30
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into subsequent units, they would hear the
sound of yellow, orange, red purple, blue, and
so on. Following her interest in synesthesia,
sounds were related to the frequency of the
color. In the center of each unit, there would
be an opening in the ceiling releasing a scent
corresponding to the sound. Temperatures in
each unit varied along with the colors. In the
seventh unit there would be an intense white
light, with all the sounds played at once, one
octave higher, but without any scent.

Kasuba synthesized Live-In Environment
and The Spectrum Environment with her
1975 installation at San Francisco’s DeYoung
Museum, The Spectral Passage. This work
was composed of seven color structures
of nylon, with colors introduced via colored
neon tubes, placed around elevated plat-
forms. Kasuba made each shape an alternate
color in hopes of amplifying the experience,
but felt that this did not work, “the shapes still
looked colored”

Back in New York after the opening of the
DeYoung show finished, Kasuba came up
with Spectrum, An Afterthought. This time,
rejecting the idea of individualized shapes,
she turned to the series of seven identical
structures “in which the color splits at the
top but blended in the walk-through areas!*
The project’s title belies its role in Kasuba's
oeuvre. Rather than an afterthought, it is a
summation of this extraordinarily productive
time in Kasuba'’s life.

Starting soon after, in 1977, with a resi-
dency at the Philadelphia College of Textiles
and Science, Kasuba began exploring how
synthetic resins could be applied to such
structures to form a hard shell so that the
structures could be made rigid, self-support-
ing, and capable of resisting rain. The results,
she later concluded, “resembled seed-pods,
seashells and microscopic structures abun-
dant in nature, as if | were teasing nature into
performing right in front of my eyes” The story
of this work, however, which led to projects
that were ultimately less environmental and
more structural, is for another day as is the
construction of her house in Rock Hill, New
Mexico, in 2001.
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Kasuba's contribution to American art was
recognized when the Smithsonian Institution’s
Archives of American Art in Washington,

DC, agreed to include her documents in its
archives in 2013 and she was introduced to
a new generation in Lithuania when Spec-
trum, an Afterthought, was installed in the
exhibition space of the National Gallery

of Art in Vilnius.
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