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ACOUSTIC CYBERSPACE

Today I'd like to talk about some abstract ideas, some
images, some open-ended notions about acoustic
space. In particular, | am interested in the relationship
between electronic sound and environments, on the
Internet or in music. | won't talk about the various
technologies involved; instead, I'll try to get at some of
the deeper issues about sound and the ways it con-
structs subjectivities and can act as a kind of map.

A good place to start is with a distinction that Marshall
McLuhan draws between visual space and acoustic
space. McLuhan used the notion of visual space as a
way to descnibe how Western subjectivity has been
organized on a technical basis since the Renaissance.
Mcluhan argued that Renaissance perspective not
only provided a powerful new way of organizing the
visual field (in terms of representation), but also
engendered a very specific form of subjectivity. He
didn't just associate this subjectivity with the point-of-
view produced by Renaissance perspective painting --
he related to it also to print technologies and to the
new form of the book. In essence, he argued that the
self that comes down to us from the Renaissance --
the "molar” self of the modern West, as some have
called it -- is a visual self,

Renaissance perspective thus serves as a pictorial
analogy for a much more general phenomenon -- the
power to create a distinct, single point of view that
organizes thought and perception along linear lines.
This is related to print technologies -- and print culture --
because, according to McLuhan, these technologies
inculcate within us a habit of organizing the world in a
linear, atomized, and sequential fashion. Central to this
visual space is the axiom or assumption that “different”
objects, vectors, or points are not and cannot be super-
imposed, instead, the world is perceived as a linear grid
organized along strictly causal lines.

McLuhan contrasts this construction of visual space,
and the kind of subjectivity associated with it. with
what he calls "acoustic space.” Acoustic space is the
space we hear rather than the space we see, and he
argued that electronic media were submerging us in
this acoustic environment, with its own language of
affect and subjectivity. Acoustic space isn't limited to
a world of music or sound; the environment of elec-
tronic media itself engenders this way of organizing
and perceiving the other spaces we intersect.

Acoustic space is capable of simultaneity, superimpo-
sition, and nonlinearity, but above all, it resonates.
‘Resonance” can be seen as a form of causality, of
course, but its causality is very different than that
associated with visual space, because resonance
allows things to respond to each other in a nonlinear
fashion. Through resonance in a physical system, a
small activity or event can gain a great deal of energy;
for example, if | belted out a pitch that resonated with
the unique acoustic characteristics of this room, the
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energy of my voice would be amplified by the environ-
ment. That's why some singers can shatter a glass
with their voice: they hit the resonant frequency of the
glass (which is a space and contains a space), making
it vibrate to the point of shattering. Resonance is a
very powerful analogy for understanding how various
types of energies and spaces operate.

Resonance is just one quality of acoustic space; another
one 1s simultaneity. Where visual space emphasizes
linearity, acoustic space emphasizes simultaneity --
the possibility that many events that occur in the same
zone of space-time. In such a scheme, a subject -- a
person, maybe -- organizes space by synthesizing a
variety of different events, points, images, and sources
of information into a kind of organic totality. This isn't
true in the strictest sense, but, nonetheless, our
thoughts and perceptions can tend towards this simul-
taneity: we sense many things at once, and combine
them into a coherent if fragmentary whaole.

McLuhan argued that what we hear is very different
from what we see. Needless to say, we hear things and
we see things simultaneously -- but according to differ-
ent logics, logics that are culturally defined and change
over time. There's no hard-and-fast, imeless distinction
between the two; rather, these are simplified ways of
talking about the conditions for experiencing informa-
tion, consciousness, conception. And the rise of elec-
tronic media is awakening more acoustic sensibilities
in the ways we experience the world.

Much of what people say about cyberspace, the
Internet, virtual reality, and other electronic spaces is
centered on visual images and graphics. This dis-
course occurs on many levels -- the artistic, the intel-
lectual, as well as more practical technical issues and
pragmatic social practices. And given the nature of
today's interfaces, it isn't hard to see why. But | think
we might benefit by weaving some of the deeper ques-
tions raised by acoustics, which includes hearing and
orality, into the broader technocultural debate.

For one thing, there's electronic music, a tremendously
innovative, exciting and polycentered field, which
raises all sorts of issues around aesthetics, spatial
constructions, the non-thought, the production of sub-
jectivity. And then there's the larger environment of
electronic arts or information culture -- the Internet, vir-
tual reality, for example -- which remain for the most
part centered on the lingering dreams of visual space.
If you think for a moment about the technical con-
struction of virtual environments, | think you'll agree
that Renaissance perspective continues to play an
extraordinarily powerful role.

I've had the opportunity to experience a number of
very high-end virtual reality environments. Some of
them are profoundly immersive experiences. This isn't
necessarily a goal for all virtual environments, but it's
definitely a looming question for the people who work



on making them: How can we create a space where
perception and subjectivity are sucked into an alter-
nate dimension, an alternate kind of space? This is a
central narrative about virtual reality; there are many,
but this a very strong one. In many ways, it's a naive
narrative. Yet the first time | experienced 3D audio, |
was transported far more viscerally than in any of the
far more sophisticated visually-based virtual reality
installations.

There was something about the very pure non-graphic
spatial organization of very good 3D audio that created
an incredibly powerful immersive experience.
Typically, people relegate acoustic dimensions to the
‘background” -- a soundtrack or score that "accompa-
nies" a primary visual experience. But in an immersive
acoustic environment, you might hear all the sounds
you would hear on a street corner, spatially organized
in real time, surrounding you. This is much, much,
stronger than a visual experience, which tacitly dis-
tances you, places you in a transcendent, removed
position, rather than embodying you at the center of a
new context.

My question here is: why are acoustic spaces so
effective in this regard? What is it about sound that is
so potentially immersive? | think it has to do with how
we register it -- how it affects different areas of the
bodymind than visuals do. Affect is a tremendously
important dimension of experience, and one of the
most difficult to achieve in a visual environment.
"Atmosphere” might be a good way to describe this
aspect: sound produces atmosphere, almost in the
way that incense -- which registers with yet another
sense -- can do. Sound and smell carry vectors of

mood and affect which change the qualitative organi-'

zation of space, unfolding a different logic with a
space's range of potentials. Ambient music, or an
ambient soundscape, can change the quality of a
space in subtle or dramatic ways.

We've seen some interesting experiments and oppor-
tunities with the use of RealAudio on the Internet, for
example. But, more than that, I'm interested in getting
people to think about the larger implications of sound
and acoustics. Not as simply a vehicle for communi-
cating information or establishing dialog between far-
flung actors; and not simply as electronic music, a
genre of activity and expression that, however fasci-
nating, is commodified and compartmentalized from
our "other” activities and experiences. A broader
understanding of acoustic space is what I'm after: I'm
really talking about different dimensions of the kind of
subjectivity that we produce in networked environ-
ments. This dimension is profound, and we should
consider it, work with it, explore it.

A historical example of the possibilities of acoustics
that's worth considering is the history of radio: there
was a tremendous amount of vitality in the early years
of radio, and most of it was sapped away as it became
commodified and consumerized, with the exception of
pirate radio efforts, some public radio, and the fringes
of radio art. Our situation now has a bit of deja vu
about it: when the ability to communicate via wireless
telegraphy occurred, it was absorbed into -- and con-
tributed to -- the construction of a utopian imagination,
In ways that strongly resemble some of the rhetoric

surrounding information technology. In fact, with each
significant mutation in electronic technologies from
the mid-nineteenth century on, there was an eruption
of utopian energy. "Now we will be able to communi-
cate across the world, now we will be able to solve
conflicts, now we will have better education, now we
will have more democracy.” These ideas were very
much associated with the mutation in electronic
acoustic space brought about by radio.
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Imagine for a moment what the radio spectrum pre-
sented -- a space that was not a space, wide-open,
unknown, literally cosmic. As people began to interact
with the world of vibrating waves, a sort of "hacker
culture develop around it: people began to build their
own crystal sets and talk to with others in unknown
places, exchanging information and building their own
networks. In fact, broadcast radio emerged from the
ground up -- from these smaller radio hackers decid-
ing to broadcast music and news. This is very much
like what we associate with the Internet's cultural
development. But radio was quickly absorbed into
commodity systems, and the state imposed its desire
to organize the space of the spectrum, establishing
the boundaries and rules that define the commercial
radio that now dominates our airwaves.

Of course, there are other dimensions of the spectrum
which maintain a more utopian, progressive, and
imaginative aspect. There are pirate radio broadcast-
ers, and there are people who listen to lightning
storms, there are our favorite college radio sta-
tions...the spectrum is still open, in a sense. But for
the most part it's a vast, depressing wasteland.

Now, Internet “radio” isn't radio; it does not exploit the
spectrum, and that is a big difference. But it is hardly
immune to the same kinds of domination at the hands
of similar forces. It's incredibly important to maintain
electronic communications media as a space of open-
ness, of indetermination, of the affects of the
unknown. What made early radio so exciting, in terms
of the technical, the social, and the imaginative, was
its openness: it was a space that wasn't entirely
defined, wasn't totally mapped. More than that, | think,
it was an acoustic space, which opened up a different
logic. And that's happening again: the acoustic dimen-
sion of electronic media, and particularly of the
Internet, offers an opportunity that is very different
than simply providing more information, or making
more web sites, or more entrancing animations. Or
even making cheap phone calls.

The idea that we can create another kind of dimension
with its own possibilities -- not just “informational’ pos-
sibilities -- gives us a more atmospheric sense of
where we are headed, as we plunge into the 21st cen-
tury and its weird global environs. It's really difficult to
see what this might mean, impossible even. All of the
different factors, all of the different networks that are
commingling and interacting..how do we make our
way through this? How do we ground ourselves
enough to get a sense of what our spaces are or might
be, or how we relate to these spaces? It is precisely
this acoustic dimension that gives us tools, not just as
individuals, but particularly as collectivities as well, It
enables us to modulate and re-singularize this new
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environment in powerful ways -- ways that the visual,
the graphic, and the text-based, do not.

Acoustic spaces can create different subjectivities;
they open possibilities and potentials -- particularly on
an aesthetic and informational levels -- that can help
us feel our way through the spaces we are opening up
and moving into. The greatest example of this is music,
particularly electronic music. Of course, one could
talk about music in general and its relationship to
affect, the way that its vibrations resonate inside the
body, conjuring up pleasures, fears, singularities, etc...
But I'm especially interested in electronic music,
because its history loosely maps the changing rela-
tionship between subjectivity and the "acoustic space”
of electronic media in the twentieth century.

An example: the first truly electronic instrument is a
gadget invented by the Russian Leon Theremin, which
was appropriately called the theremin. Theremin cre-
ated his instrument in the early twenties; basically, it
created an electromagnetic field that you could
modulate with your hand. You controlled pitch and vol-
ume by inserting your body into this field; seemingly,
you plucked the music from thin air. Theremin thought
of his creation as a concert hall instrument, and Clara
Rockmore, the greatest thereminist of all time, used it
for performances of Rachmaninoff and Ravel. But
what do we see and feel when we hear the theremin's
eerie etheric tones, its weird and wavering voice? We
know the instrument through the soundtracks of fifties
UFO movies and pop songs like the appropriately
named “Good Vibrations." So though the instrument
was constructed as an instrument to play "real” music,
it drifted through twentieth-century pop culture, picking
up any number of strange associations -- cosmic
vibrations, outer space, paranoia, drugs. Electronic
space opens up a variety of curious modes of subjec-
tivity -- and not just science-fiction clichés. Think of
what happened to electronic music in the sixties and
seventies, in both psychedelic music and art music
like Stockhausen. We find an emphasis on the cosmic,
on spatial disorientation, on transport, on affect, on
the nonhuman. The acoustic spaces of electronic
music aren't limited to the organization of affect and
narrative that define much popular music, with its
highly personalized structures of love and loss.

Rather than merely extending the language of human
affect along such typical lines, electronic music
opened up much less personalized soundscapes and
psychic spaces. It's not just a genre or technique of
music, but a much deeper phenomenon that involves
mapping the electronic media spaces that humans
find themselves in, whether the “space” of the spec-
trum, the acoustic space of McLuhan, or the deterrito-
rialized spaces that have become so important for the
articulation of postmodern subjectivity.

Another example one could site is dub music. Dub
music arose in a very crude technological context, in
low-tech Jamaican recording studios in the early
seventies. Basically, what dub artists did was take the
backing tracks from whatever pop songs were laying
around, and cut and splice them, mutating their vari-
ous elements by submitting them to a variety of
strange and often primitive effects: echoes, distortion,

reverb. The result was that an ordinary reggae tune,
with its dance-friendly rhythms, became unfolded into
a strange and somewhat alien electronic space.
When you listen to dub music, you become submerged
in a kind of immersive space carved out by all these
sonic effects. The "invisible landscapes” of John Cage
or the ambient music of Brian Eno furnish other, very
different, examples. And yet all these environments
suggest a kind of cyberspace -- a spacious electronic
orientation of affect and quality rather than informa-
tion and quantity, a space of simultaneity, superimpo-
sition, nonlinearity, odd repetitions, and odder reso-
nances. At the same time, as many of these musical
forms propagated themselves, their various folds and
mutations created new spaces for subculture, psychic
resistance, and popular rituals.

Music and sound are tremendously powerful forces
for organizing affect; their power to structure subjec-
tivity, in the here and now and over time, makes them
an incredibly productive language, one capable of
overcoming the linear grids implied by text. This isn't
just true of electronic music: all popular music func-
tions, particularly for young people, as a way to con-
struct and define a whole worldview, a whole position,
a whole set of ways of organizing the world. It is no
accident that you find the logic of youth subculture
most strongly articulated around music. And in the
world we're moving into, a world full of cultural viruses,
memes, decentered subjects and unfolding para-
spaces, these issues will only become more important.

In closing, I'd like to re-emphasize that the acoustic
dimension of electronic technology is a powerful
emergent domain -- not just for aesthetics, but for the
organization of subjectivity and hence for the organi-
zation of collectives, of larger political groupings in the
broadest sense of politics. | have used the example of
music because it demonstrates most clearly how
large groups of people around can organize -- or be
organized -- around the politics of affect, of reso-
nance. This is a very powerful language, even a dan-
gerous one. Electro-acoustic spaces aren't simply a
genre of music or a backdrop for good VR -- they are
interfaces with the machine, interfaces where we
mutate in order to feel our way. As our machines
become more complex, our relationships with them will
become more complex, and whole new domains and
dimensions will keep opening up -- and closing down
as well. By pushing the boundaries of electro-acoustic
environments, of acoustic cyberspace, we can main-
tain a line into the open spaces of the unknown.



AKUSTISKA KIBERTELPA

Sodien es gribétu runat par dazam abstraktam idejam,
teliem, dazam nepabeigtam nojautam par akustisko
telpu. It ipasi mani interese attiecibas starp elektro-
nisko skanu un vidi, interneta vai mazika. Es nerunasu
par dazadajam tehnologijam, kas tiek izmantotas, ta
vieta es meginasu pieskarties dzilakam problemam
saistiba ar skanu - ka ta konstrue subjektivitati un ka ta
darbojas ka sava veida karte.

lesakumam - atskiriba, ko Marsals Makluens (Marshall
McLuhan) iezime starp vizualo un akustisko telpu.
Makluens izmantoja prieksstatu par vizualo telpu, lai
raksturotu, ka kops Renesanses laikmeta rietumu
subjektivitate ir organizéta uz tehnologijas pamatiem.
Makluens uzskatija, ka Renesanses perspektiva ne
tikai piedavaja jaunu, daudzsolosu celu vizualas telpas
organizacijas procesam (runajot par reprezentaciju),
bet iemiesoja sevi ari ipasu subjektivitates formu. Vins
ne tikai asocieja So subjektivitati ar skata punktu, kuru
radija Renesanses laikmeta gleznojumos izmantota
perspektiva, bet attiecinaja to ari uz drukas tehniku un
gramatas jauno formu. Vins uzskatija, ka cilveks, kas
nacis pie mums no Renesanes, moderno rietumu cil-
veks, ir vizuala persona.

Renesanses perspektiva tadejadi kalpo ka daudz
plasaka fenomena vizuala analogija - spéks radit
noteiktu, vienu skata punktu, kas sakarto domas un
uztveri ar linearu liniju palidzibu. Tas ir saistits ar
drukas tehniku - un drukato kulturu - jo, saskana ar
Makluenu, sis tehnologijas iemaca cilvéekam paradumu
organizét pasauli lineara, atomizéta, seciga kartiba. Sis
vizualas telpas centra ir aksioma vai pienémums, ka
“dazadi” prieksmeti, vektori vai punkti neparklajas un
nevar parklaties, un pasaule tiek uztverta ka lineara un
sakartota ap stingri noteiktam linijam.

Makluens So vizualas telpas konstrukciju un
subjektivitati, kas ar to saistita, pretstata “akustiskajai
telpai”. Akustiska telpa ir telpa, kuru més dzirdam,
nevis redzam, un vins uzskatija, ka elektroniskie medi-
jl mus ieved saja akustiskaja vidé ar savu afekta un
subjektivitates valodu. Akustiska telpa neaprobezojas
tikai ar muzikas vai skanas pasauli, elektronisko medi-
ju vide pati par sevi iemieso citu telpu organizeSanas
un uztversanas veidu.

Akustiskaja telpa ir iespéjama sinhronitate,
parklasanas un ne-linearitate, bet pari visam, ta
rezoné. Protams, “rezonansi” var uzskatit par
celonibas formu, bet si céloniba visai bitiski atskiras
no tas, kas asociejas ar vizualo telpu, jo rezonanse lauj
“lietam” savstarpéji atbildét ne-lineari. Ta ka rezo-
nanse ir fiziska sistema, maza meéroga aktivitate vai
darbiba var iegat milzigu enerdiju; pieméram, ja es
runatu tada balss augstuma, kas rezonétu ar sis telpas
unikalajam akustiskajam ipasibam, vide pastiprinatu
manas balss energiju. Tapéc dazi dziedataji ar savu
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balsi var likt tricet glazei, sasniedzot glazes rezonéjoso
frekvenci (kas ir telpa un kas satur telpu) un liekot tai
vibret dzirdamibas robezas. Rezonanse ir spéciga
analogija, kas palidz saprast, ka darbojas dazadi
energijas un telpas veidi.

Rezonanse ir tikai viena akustiskas telpas ipasiba, otra ir
sinhronitate. Vizuala telpa uzsver linearitati, bet
akustiska telpa uzsver sinhronitati - iespeju vairakiem
notikumiem risinaties viena laika/telpas zona. Tada
sistema subjekts - varbut persona - organize telpu, sin-
tezejot vairakus dazadus notikumus, telus, un
informacijas avotus organiska vienotiba. Strikti runajot,
tas nav patiesi, bet tomér musu domas un uztvere var
tiekties uz Sis sinhronitates sasniegsanu: mes vianlaicigi
uztveram daudz ko, un kombingjam vienota veseluma.

Makluens uzskatija, ka tas, ko més dzirdam, loti batiski
atskiras no ta, ko mes redzam. Nav jasaka, ka més
sinhroni gan redzam, gan dzirdam - bet tas notiek
saskana ar atskirigiem logikas likumiem, kas ir defineti
un laika gaita mainas. Nepastav miziga, nemainiga
atskiriba; drizak tas ir vienkarsots veids, ka runat par
informacijas pieredzesanas, apzinas, koncepcijas
rasanas apstakliem. Un elektroniskie mediji rada
vairak akustisko iespeju pasaules uztverei.

Lielaka dala atzinu par kibertelpu, internetu, virtualo
realitati un citam elektroniskajam telpam, koncentre-
jas uz vizualiem téliem. Sis diskurss attiecas uz
daudziem limeniem - maksliniecisko, intelektualo, ari
uz praktiskakajam tehniskajam probléemam un prag-
matisko socialo praksi. Nemot véra Sodienas interface
ipasibas, nav gruti saprast, kapec tas ta notiek. Bet es
domaju, ka mes varam tikai ieg(t, plasaka tehnologijas
un kultiras konteksta apskatot dazus dzilakos
jautajumus, kas rodas saistiba ar akustisko telpu, kas
sevi ietver dzirdi un runu.

Elektroniska muzika - radosa, interesanta un decentra-
lizeta sfera, kas izraisa visdazadakos jautajumus par
estetiku, telpas konstrukciju, zemapzinu, subjektivitates
veidosanu. Un pastav plasaka elektroniskas makslas vai
informacijas kultiras vide - pieméram, internets, virtuala
realitate, kas lielakoties vel joprojam koncentréjas uz
sapniem par vizualo telpu. Ja padoma par virtualas
vides tehnologisko konstrukciju, manuprat, jos
piekritisiet, ka Renesanses perspektivai vél joprojam ir
ipasi svariga loma.

Man ir bijusi iespeja pieredzét vairakas loti augsta
tehnologiska limena virtualas realitates vides. Dazas
no tam ir bijusas visai parliecinosas. Tas nav obligatais
meérkis visam virtualajam videm, bet ta noteikti ir prob-
lema cilvekiem, kas strada pie to izveidosanas: ka mes
varam radit vidi, kura uztvere un subjektivitate tiek
iesukta kada cita dimensija, cita telpa? Sis ir galvenais
jautajums, runajot par virtualo realitati, ir vel daudzi
citi, bet Sis ir visspecigakais. Sava zina Sis jautajums ir
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loti naivs. Tomer, kad es piemoreiz pieredzeju 3-dimen-
siju audio, mana apzina celoja talak neka jebkura cita
no izsmalcinatajam vizualajam virtualas realitates
videm.

Loti laba 3-dimensiju audio vides organizacija bez
vizuala pamata radija neticami speécigu iespaidu.
Parasti cilveki uzskata akustiskas dimensijas par
“fonu” - pavadijumu galvenajai vizualajai pieredzei.
Bet saja akustiskaja vide varéja dzirdet visas skanas,
kadas jus varetu dzirdet uz ielas stira, telpiski orga-
nizetas tiesaja laika jums visapkart. Tas ir daudz, daudz
iespaidigak neka vizuala pieredze, kas jus attalina,
novieto jus noteiktas distances attaluma, nevis novieto
jus jauna koneksta centra.

Mans jautajums: kapéc Saja zina akustiskas telpas ir
tik efektivas? Kas ir skana tads, kas slépj sevi so ie-
spaidigo potencialu? Manuprat, atbilde saistita ar to,
ka mes to uztveram - skana ietekme mis savadak neka
vizualie teli. Afekts ir loti butiska pieredzes dimensija,
un to ir |oti griti sasniegt vizualaja vidé. So aspektu var
raksturot vards “atmosféra” - skana rada atmosféru,
lidzigi ka smarza. Skapa un smarza ietekmeé
noskanojumu, kas maina telpas kvalitativo
organizaciju, un paklaujas citiem logikas likumiem ar
telpas potencialu. Ambient muzika vai soundscape var

~ dramatiski izmainit telpas kvalitati.

Piemeram, mes esam pieredzejusi dazus interesantus
eksperimentus un iespejas ar RealAudio izmantosanu
interneta. Bet vairak par siem eksperimentiem mani
interese, lai cilveki domatu par skanas un akustikas
plasaku izmantosanu. Ne tikai ka komunikacijas
lidzekli informacijas apmaipai vai dialoga
nodibinasanai, un ne tikai elektroniskas mizikas joma,
kas ir fascinejosa, bet tomeér ir nodalita no “citam”
musu aktivitatem un pieredzes. Es runaju par
akustiskas telpas plasaku izpratni - es patieSam runaju
par tas subjektivitates, kuru mes radam datortiklu videé,
citam dimensijam. Ta ir dzila dimensija, un mums ar to
butu jarekinas, jastrada ar to un jaatklaj.

Akustikas iespeju vesturisks piemeérs, ko batu verts
nemt vera, ir saistits ar radio vesturi: pirmie radio gadi
bija loti aktivi, un lielaka dala Sis energijas zuda, kad
Sis medijs tika plasi izplatits un padarits par ikdienas
sastavdalu, iznemot piratu radio darbibu, daziem
sabiedriskajiem radio un radio makslu. Misu situacija
tapec ir ka deja vu: kad tika pieradita iespéja komu-
niket ar bezvada telegrafa starpniecibu, ta tika
absorbeta un veltita utopiskas iztéles ainu
konstruesanai, kas atgadina retoriku par visuresoso
informacijas tehnologiju. Faktiski ar katru butisku
mutaciju elektronisko tehnologiju joma, jau kops
devinpadsimta gadsimta vidus lidz pat misdienam,
vienlaicigi ir noticis utopiskas energijas izvirdums.
“Tagad mes varésim komunikét ar jebkuru pasaules
vietu, tagad mes varésim atrisinat konfliktus, tagad
mums bus labaka izglitiba, tagad mums bus vairak
demokratijas.” Sis idejas tika saistitas ar elektroniskas
akustiskas telpas mutacijam, kuras ieviesa radio.

Uz bridi iedomajieties, ko reprezentéja radio - telpa,
kas nebija telpa, plasa, nezinama, burtiski kosmiska.
Lidzko cilvéki saka mijiedarboties ar vibréjoso skanas
vilnu pasauli, ap to attistijas sava veida “hakeru”
kultura - |audis saka bivet pasi savas raidisanas

lerices un sarunaties ar citiem nezinamas vietas,
apmainijas ar informaciju un veidoja savus
informacijas apmainas tiklus. Radio kustiba sakas no
siem nelielajiem raiditajiem, kas raidija muziku un
zinas. broadcast. Si situacija ir loti lidziga tam, ko més
paslaik uzskatam par interneta kultiras attistibu. Bet
radio atri tika absorbets ikdienas értibu sistémas, un
valsts realizeja savu velesanos organizét So telpu,
nodibinot robezas un likumus, kas define komercialas
raidstacijas, kuras tagad domine.

Protams, ir citas dimensijas, kas saglabajusas
utopisku, progresivaku un télainaku aspektu. Ir
piratiskie radio un ir cilveki kas klausas pérkona
negaisus ir ari musu iemilotas koledzu radiostacijas...
Sis spektrs ir vel atvérts, sava zina. Bet citadi tas ir
milzigs, nomacoss tuksnesis.

Interneta “radio” nav radio; tas neizmanto radio éteru,
un ta ir liela atskiriba. Bet tas ir imins pret tam pasam
varas izpausmem. Ir neiedomajami svarigi saglabat
elektroniskos komunikaciju medijus ka atvertu telpu,
kas gatava nezinamajam. Kas padarija radio ta
pirmsakumos tik aizraujosu tehniskaja, socialaja un
radoSaja joma, bija ta atvértiba: ta bija telpa, kas nebija
pilniba definéta, nebija pieradinata. Vel vairak, i telpa
atklaja citadu logiku. Tiesi tas notiek atkal: elektronisko
mediju, it iapsi interneta, akustiska dimensija piedava
iespeju, kas butiski atskiras no vienkar$as informacijas
piegadasanas, vai jaunu interneta lappusu
izveidosanas, vai vairak animaciju izmantosanas. Vai
pat letaku telefona sarunu veiksanas.

Ideja par to, ka més varam radit jaunu dimensiju ar
jaunam iespéjam - ne tikai “informeéjosam” iespéjam -
sniedz mums atmosfeériskaku prieksstatu par masu
merki, sagaidot 21.gadsimtu un ta divainas globalas
vides attiecibas. Patiesam ir gruti iedomaties, ko tas
varetu nozimet. Visi dazado tiklu dazadie faktori, kas
mijiedarbojas un saskaras... ka més tiksim tam visam
cauri? Ka mes sev nodrosinasim pamatu, lai nojaustu,
kada ir musu telpa un kada ta varétu bat, un kadas
varétu bat misu attiecibas ar $o telpu? $i akustiska
dimensija piedava mums instrumentus, ne tikai
individuali, bet ari kolektivi. Ta lauj mums modulét re-
fragmentizét So jauno vidi - to nelauj uz vizualiem
prieksstatiem, grafikiem un tekstu balstitas vides.

Akustiskas telpas var radit citadu subjektivitati; tas
piedava jaunas iespéjas un potencialu - it ipasi
estetikas un informacijas limeni - , kas var palidzét
mums atrast cefu uz telpam, kuras mes atklajam un
kuras ieejam. Labakais piemérs ir muzika, it ipasi
elektroniska mizika. Protams, var runat par miziku
vispariga limeni un tas attiecibam ar afektu, par to, ka
muzikas vibracijas rezoné kermeni, amodinot prieku,
bailes utt. Bet mani ipasi interesé elektroniska mazika,
jo tas vesture atspogulo mainigas attiecibas starp
subjektivitati un “akustisko telpu” divdesmita gadsim-
ta elektroniskajos medijos.

Piemeérs: pirmais patiesam elektroniskais instruments
ir krieva Leona Teremina izgudrotais instruments, kas
attiecigi tika nosaukts par tereminu. Vins radija so
instrumentu divdesmito gadu sakuma: instruments
radija elektromagnétisko lauku, kuru varéja modulét ar
roku. Skanas stiprumu un skalumu varéja kontrolét,



novietojot savu kermeni Saja loka; skietami muzika
radas no tira gaisa. Teremins bija iecerejis So instru-
mentu koncertzalem, un Klara Rokmora, visu laiku
labaka si instrumenta izmantotaja, ar to speléja
Rahmaninova un Ravela skandarbus. Bet ko mes
redzam un jutam, dzirdot teremina éteriskas skanas, ta
divaino un plustoso balsi? Mes so instrumentu
pazistam no piecdesmito gadu filmu par NLO muzikala
pavadijuma, un no popmuzikas, pieméram, no atbil-
stosi nosauktas “Good Vibrations”. Kaut gan instru-
ments tika radits “istas” mozikas atskanosanai, tas
celo viscaur divdesmita gadsimta popkultirai, radot
visdazadakas asociacijas - kosmiskas vibracijas, kos-
moss, paranoja, narkotikas. Elektroniska telpa piedava
dazadus subjektivitates veidus - un ne tikai zinatniskas
fantastikas klisejas. Padomajiet par to, kas notika ar
elektronisko muziku sesdesmitajos un septindesmita-
jos gados - gan psihodeliskaja muozika, gan
makslinieciskaja mozika, ka Stokhauzens. Tas ir uz-
svars uz kosmisko, telpisku dezorientaciju, afektu, vai
ne-humano. Elektroniskas muzikas akustiskas telpas
neaprobezojas ar afekta un sizeta organizaciju, kas
define lielako daju popmuzikas, ar savu maksimali per-
sonificet milestibas un zaudejuma strukturu.

Elektroniska muzika nevis tikai paplasinaja afekta va-
lodu péc sada stereotipiska modela, bet gan atvera
vairak vai mazak personificetas skanu ainavas un
fiziskas telpas. Tas nav tikai zanrs vai muzikas
tehnologija, bet daudz dzilaks fenomens, kas saistits
ar elektronisko mediju telpas sakartosanu, kuras atro-
das cilveki, lai kada ari butu si telpa - Makluena
akustiska telpa, vai de-teritorializétas telpas, kas ir
kluvusas par
subjektivitates artikulacijai.

Vél viens pieminésanas verts piemers ir dub muzika. Ta
radusies loti skarba tehnologiska konteksta, zemas
tehnologiska limena Jamaikas ierakstu studijas
septindesmitajos gados. Dub makslinieki panema
jebkadu popdziesmu pavadijumu, kads vien bija pie-
ejams, un samontéja cita seciba, izmainot to dazadus
elementus ar divainu un biezi vien primitivu efektu
palidzibu - atbalsis, skanas izkroplojumi,
reverberacija. Rezultats - parasta regeja melodija ar
savu dejisko ritmu, parvértas par divainu un svesu
elektronisku telpu. Klausoties dub muziku, jus iegrim-
stat, iesligstat So skanu efektu raditaja telpa. Dzona
Keidza (John Cage) “neredzamas ainavas” vai
Braiena Ino (Brian Eno) ambient muzika ir veél citi
piemeéri. Visas $is vides attiecas uz sava veida ki-
bertelpu - telpisku un elektronisku afekta un kvalitates
orientaciju, nevis informacijas un kvantitates, ta ir
sinhronitates, parklasanas un ne-linearitates telpa,
divainas atkartosanas un vel divainakas rezonanses.
Taja pasa laika, ka daudzas no sim muzikalajam
formam ir propogandéjusas, to dazadie aspekti un
mutacijas ir radijusas jaunu telpu subkultiram, fiziskai
pretestibai un populariem ritualiem.

Mizika un skana ir neiedomajami spécigi afektu
organizetaji; to speks strukturét subjektivitati pari
laikam padara to par neticami produktivu valodu, kas
spéjiga parvarét teksta uzspiesto linearitati. Tas neat-
tiecas tikai uz elektronisko maziku: visas popularas
miuzikas formas funkcioné, it ipasi attieciba uz jau-
niesiem, ka iespéja konstruét un definét pasaules

butisku elementu postmodernas

uzskatu. Nav nekada nejausiba, ka jauniesu
subkulturas™ visvairak centréjas ap muziku. Un
pasaule, uz kuru mes ejam, kulturas virusu, decentra-
lizétu subjektu un para-telpu pasaule, Sis témas klus
arvien svarigakas.

Nobeiguma es gribetu velreiz uzsvert, ka elektroniskas
tehnologijas akustiska dimensija ir augoss spéks - ne
tikai estetiska nozime, bet visai subjektivitates
organizacijai un lidz ar to kolektivu un politisko
grupejumu organizacijai. Es izmantoju mazikas
piemeru, jo tas visskaidrak demonstre, ka organizéjas
- vai tiek organizetas - cilveku grupas ap afekta, rezo-
nanses politiku. Ta ir loti spéciga valoda, pat loti
bistama. Elektro-akustiskas telpas nav tikai muzikas
stils vai labas virtualas realitates skanas pavadijums,
tas ir saites starp cilvéku un masinu, saites, kuras mes
jutam ar mutaciju starpniecibu. Ta ka masu masinas
klust arvien sarezgitakas, ari musu attiecibas ar tam
klus arvien sarezgitakas, un atklasies arvien jaunas
dimensijas - tik pat labi ari noslégsies. Skérsojot elek-
tro-akustisko telpu, akustiskas kibertelpas, robezas,
més varam saglabat celu uz nezinama atvérto pasauli.




