ATRAIS EKSKURSS GRUPAS F5 NESENAJA VESTURE.
Pusnakts saulé' jeb Vini vargja bat arf sesi
leva Auzina

Es nebiju klat. bet runa, ka pie visa vainigi esot bijusi somi. Talaja Lapzemes pilsétind Tornio, netalu no polara
loka. kur Somijas isas vasaras naktis ta isti nevar atskirt no garajam dienam. vairaki jauni latviesu makslinieki
1998. gada bija uzaicinati piedalities starptautiskd mediju makslas simpozijd Polar Circuit-2, kas bija veltits
virtualajai realitatei, interaktivajai makslai un skanas iespé&jam interneta vides un digitalas video makslas
konteksta.

Kad péc paris spraiga darba (video un skanas materidlu montazas, tiesraidém interneta u.c.)
nedéjam. pavaditam kopa ar citiem maksliniekiem no dazadam pasaules valstim, jaunie latviesu makslinieki
atgriezas mdjas, Riga saka kfist baumas par grupu F5, kas it ka nozim@jot Famous Five (lieliskais piecnieks).
Neviens isti nezinaja, kas ir Sie “lieliskie pieci”. V&l miklainakas zinas véstija, ka esot bijis ari sestais. lespéjams,
ka tas pat nebija cilveks. No aprautajam frazém, varja nojaust, ka tas it ka bijis suns. Vardu gan neviens
neatcergjas. Tikai zinaja teikt, ka pie visa vainigi esot somi...

Toreiz pieci Latvijas Makslas akad@mijas Vizualas komunikacijas nodajas studenti - Liga
Marcinkevica, leva Rubeze, Martin$ Ratniks, Ervins Broks un Renars KrGmins - savu visai nejauso, tomer logisko
apvienosanos grupa F5, iespéjams, neapzinajas ka savdabigu kultOrsocialu eksperimentu, kas Latvijas 90. gadu
lokalaja (un visai elitaraja) laikmetigas makslas dzivé, kurd absolita dominante bija instalacija un individuala
autoriba. radija alternativu - gan reprezentacijas. gan satura un formas zind. Jaunie makslinieki, zindma méra
apzinati ignoréjot ierastos makslas reprezentécijas panémienus. saka darboties klubu kultGras konteksta - ar
digitala video un datoranimaciju klipiem noforméjot partiju atmosféru. Citur pasaulé 90. gadu vida vidzeju kultdra
jau bija kluvusi par passaprotamu jauniesu subkultGru praksi. bet Latvijas konteksta ta batu uzlOkojama ka
inovativa, arpus institucionalas makslas vides esosa kultaras komunikacijas forma, kas pretstata konvencionalajai
Izstazu praksei un makslai publiska telpa, ka arl arpus komercialam partijam spéja uzrunat daudz dinamiskaku
un reagejosaku auditoriju. Didzeji atskirlba no makslas kritikiem, kas sakotngji uzdeva jautajumu “Kas ir F5?",
jaunos maksliniekus uzreiz nodrosinaja ar realu pieprasijumu péc “klubu klipiem". Tadéjadi tika attistita spraiga
digitalas kultOras partiju aprite, kura katrs pasakums tika veidots ka ipass notikums. vairak vadoties péc principa

“piedalies”, nevis “patére”.

Kaut arl ir riskanti vél tik nesenos notikumus jau parvérst v8sture, var tomér pienemt, ka dazu faktu
un logisku nosacijumu loma grupas F5 nesenaja vesturé ari ndkotné paliks nemainiga. Ir skaidrs. ka Polar Circuit-2
bija izskiroSs pavérsiens jauno makslinieku, toreiz vél studentu, rado3aja praksé, tomer arpus Si vinu pirma
starptautiska pieredzes apmainas cejojuma jamin ari citi apstakli. kuru kiatbotne vél sodien ir batiska vinu radoso
aktivitasu telpa.



A QUICK EXCURSION INTO THE RECENT HISTORY OF THE F5 GROUP
In the Midnight Sun' or They could have been Six
leva Auzipa

| wasn't there but they say it was the Finns' fault. In the distant Lapland town of Tornio, not far from the Arctic
Circle where the short Finnish summer nights can't really be distinguished from the long days, in 1998 several
young Latvian artists had been invited to participate in the international media art symposium “Polar Circuit-2".
The symposium was devoted to virtual reality, interactive art and the sound possibilities in the context of the
Internet environment and digital video art.

After a couple of weeks of hectic work (video and sound editing, live Internet broadcasts and so on)
together with other artists from various parts of the globe, when the young Latvian artists returned home,
rumours began to circulate in Riga about an F5 group, supposedly named after Enid Blyton's Famous Five. No one
really knew who this “famous five" were. And other news had it that there had also been a sixth. It is possible
that it hadn't even been a person. From broken sentences one could deduce that it had apparently been a dog.
No one could remember the name though. They could only say that it was all the fault of the Finns...

Back then the five students from the Visual Communication Department of the Latvian Academy of
Art - Liga Marcinkevica. leva Rubeze, Martins Ratniks, Ervins Broks and Renars Kromins - whose quite accidental,
yet logical joining together as the F5 group. probably did not see themselves as a unique socio-cultural
experiment. They were to create an alternative in terms of representation, content and form to the local (and
quite elitist) contemporary art scene of 1990s Latvia, which was then dominated absolutely by the installation
and the individual author. The young artists, to some extent deliberately ignoring the usual techniques of art
representation. began to take an active part in the club culture context, using digital video and computer
animation clips to create a party atmosphere. Elsewhere in the world, in the mid-90s VJ culture was an already
taken for granted part of youth sub-culture. In Latvia however, it has to be regarded as an innovative form of
communication external to the existing culture of institutional art. Unlike the conventional exhibition and art in
the public space practice and external to commercial parties, VJs were able to address a far more dynamic and
responsive audience. Unlike the art critics who initially asked “What is F5 7", the VJs immediately guaranteed a
demand for the young artists’ “club clips”. And so there developed a busy digital culture party circuit, where every
event was organised as a special happening where “join in” and not “consume” was more the order of the day.

Although it is risky to turn such recent events into history, we may nevertheless assume that the
role of certain facts and logical conditions in F5s recent past will remain unchanged in the future too. “Polar
Circuit-2" was clearly a decisive turn in the youngq artists’, then still students, creative practice. However, apart
from this, their first international exchange of experience trip. we should mention some other circumstances
whose presence is essential in their creative space of activities even to this day.

The Visual Communication Department

Together with others on their course, F5 were the first students to attend the newly established
Visual Communication Department at the Latvian Academy of Art in the second half of the 90s. Under the
Quidance of artist Ojars Petersons, the head of the Visual Communication Department. the young artists learned
to master the artistic aspects of contemporary communications technology and to work to western standards
of art education as they apply to video. Within the Department the students and lecturers aiso developed an
environment conducive to the generation of innovative ideas. Along with others of their peers, leva Rubeze, Liga
Marcinkevi¢a and Martins Ratniks still managed to be among that generation of young East European artists who
formed their conceptions of the contemporary art scene, not only on the basis of what they had seen in
international shows (such as documenta, Manifesta or the Venice Biennale). but also to derive their own,
especially characteristic ironic thinking from the purely local socio-economic. no longer “post-Soviet” but kind of
“pre-capitalism” reality. We are speaking here of the lively irony of a generation that is lucky. not having



Vizualas komunikacijas nodaja

F5 bija Latvijas Makslas akadémijas Vizualds komunikacijas nodajas studenti. Sadarbiba ar nodajas pasniedzéju
Ojaru Pétersonu, apgastot masdienu komunikaciju tehnologiju makslinieciskos aspektus, jaunie makslinieki un
pasniedzéji Vizualas komunikacijas nodala attistija ari inovativu ideju gener&sanas vidi. leva Rubeze, Liga
Marcinkevica un Martind Ratniks lidzas citiem vienaudZiem tomér vél paspéja bat ta Austrumeiropas jauno
makslinieku paaudze, kas savus prieksstatus par laikmetigas makslas aktivitatém bavéja, ne tikai balstoties uz
starptautiskajas makslas skatés (tadas ka documenta, Manifesta vai Venécijas biennale) redzéto, bet savu ipasi
raksturigo ironiju prata atvasinat ari no tiri lokalas socidlekonomiskas, ne vairs “postsovjetiskas”, bet gan savveida
“pirmskapitalisma” realitdtes. Runa ir par laimigas. karu nepiedzivojusas, praktiski domajosas un jaunas
komunikaciju tehnologijas brivi parvaldosas paaudzes dzivo ironiju bez politiski vai socidli virzitas kritikas.

F5 (ka grupas) sakotnéjo radoso praksi vél varétu raksturot ka trapigas vizualas aspratibas par masdienu jauniesu
kultGras un elektroniskds komunikaciju dzives realijam. biezi izmantojot (citéjot, mikséjot, montéjot) interneta
pieejamas vizualas zimes un télus vai ari pasu dizainétus simbolus. Ta, pieméram, saméra spilgti prata palicis
drum’n’bas mazikas ritmos dancojoss marihuanas stads, kas diskot&ka, mirgodams lielformata videoprojekcija, bija
ticis pavisam brivs no “narkotiku problematikas”. Citi ekrana varoni bija. pieméram, balts plisa rotaju lacitis.
sinhroni dejojosas lelles - manekeni vai geometriski krasainu ornamentu sekvences u.c. Dazu minasu garie klipi
tika laisti cilpad un sava starpa miksati.

Individuali, arpus grupas vidZeju aktivitatém F5 makslinieki attistija katrs savu - gluzi atskirigu télu
arsenalu, stilu un formalos panémienus. Jau simpozija Polar Circuit-2 laika izpaudas atskiribas starp pieciem
grupas dalibniekiem: Martina Ratnika pastiprindtd interese par skanas telpu. levas Rubezes ipasa podtiski
psihodéliska telpas un subjekta intimitate, Ligas Marcinkevi¢as “socidla vizualitate”, Ervina Broka “nepabeigtas
humoreskas™ un Rendra Krimina eksaktais estétisms. Plasakai publikai pirma iespéja iepazities ar grupas F5
dalibnieku ka individuaiu makslinieku darbiem radas 1999. gada, kad kopa ar citiem Vizualas komunikéacijas nodajas
eksperimentala kursa studentiem tika patstavigi realizéts pirmais izstades projekts.

“Tauki"

“Liriskie tehnokrati™? - tas, Skiet, ir vistrapigakais $is jaundas latviesu makslinieku paaudzes raksturojums, kurs
presé paradijas péc projekta "Tauki", kas 1999. gada pasu spékiem tika realizéts toreiz&ja Raina LiteratOras un
makslas véstures muzeja Riga. (LiteratOrai un makslas vésturei gan bija maz sakara ar 50 pirmo digitalas makslas




experienced war, is practical thinking, quite at home with the new communications technologies and without

politically or socially directed criticism.
F5's (as a group) early creative work could also be described as poignant visual jokes about the realities of the
contemporary youth culture and the electronic communications scene, often using (quoting. mixing editing) the
visual signs and images available on the Internet, or also using symbols they have designed themselves. For
example, | still remember quite vividly, the large format video projection in a discotheque of a glittering cannabis
plant dancing to drum’'n’bass rhythms that had become completely free of the "drugs issue”. Other screen heroes
were, for example, a white fluffy teddy bear, synchronised dancing dolls-mannequins, or the sequences of
geometric coloured ornaments and others. The few minutes long clips were looped and inter-mixed.
Individually. outside the group’s VJ activities, each of the F5 artists developed their own, quite
different arsenal of images and techniques in style and form. Already during the “Polar Circuit-2" symposium,
there were noticeable differences between the five members of the group: Ratniks' heightened interest in the
acoustic space; the particular intimacy of Rubeze’s poetic-psychedelic space and subject; Liga Marcinkevita's
“social visuality”; Ervins Broks' unfinished humoresques and Renars Krominé' precise aestheticism. The first
opportunity for the wider public to see the works of F5 as individual artists was in 1999, during the first
independently organised exhibition project by the students of the course at the Visual Communication

Department.

“Fat"
“Lyrical technocrats™? - that, | think is the most accurate description of this new generation of Latvian artists.
It appeared in the press after the 1999 project “Fat”, which the group organised themselves in the then Rainis
Museum of Literature and Art History in Riga. (This first show of digital art in Latvia had very little to do with
literature and art history. The choice of this particular museum had more to do with the lack of suitable
accommodation in the city. On the other hand, one of the museum’s unreconstructed floors offered a neutral un-

museumlike environment.)
In the context of contemporary Latvian art “Fat” plays several quite significant roles whose hierarchy depends




Izstades “Tauki™ dalibniek /

skati Latvija, vairak gan &I specifiskd muzeja izvéli noteica adekvatu telpu trokums pilséta. Muzejs viena no
saviem nerekonstruétajiem staviem savukart piedavaja neitralu, nemuzejisku vidi.)

Projektam “Tauki" latviesu laikmetigds makslas konteksta ir vairakas visai nozimigas lomas, kuru ]n
hierarhija atkariga no nakotnes. Sobrid vienigi iesp&jams izvirzit tris galvenas hipotézes: projekts kalpoja par
savveida stimulu latviesu videomakslas atdzimsanai: jau citd dimensija turpindja 90. gadu vidQ elektroniskas
mediju makslas un kultdras laboratorijas E-/ab® uzsakto diskursu par laikmetigas maksias un digitalas kultOras
savstarpéjam sakaribam/atskiribam:; kritikiem un sabiedribai piedavaja veselu plejadi jaunu, talantiqu makslinieku.
no kuriem spilgtakie $aja izstadé bija Martiné Ratniks ("Analogs/Digitals”), Liga Marcinkevica (2 in l) un leva
Rubeze ("Un citi”).

“lzstades emocionald stiga ir izteikti liriska un liek domat par vienu no Sis paaudzes makslas
paradoksiem - totali tehnologizejot darbu veidosanu, darbu dvésele, tajos ieliktais vestijums, pati rotalnieka

x nostaja runa vesela gara valoda. Atklajas tada mazgaidita romantiku izqudrotdju nisa - starp sabiedribas
jaunajiem jopisiem un sevis iznicinatajiem. Sos laikabiedrus vairak fasciné télu celojumu romantiskas iespéjas.
pasas valodas analize un refleksijas par to, mazak - sociala problematika.™

Péc izstades “Tauki” gaja ka “pa sviestu™: F5 grupas maksliniekiem (gan katram atseviski, gan ka
grupai) naca dazadi piedavajumi piedalities viet&jos un starptautiskos projektos: latviesu jaunas paaudzes
makslinieku izstadé “Gramatika” Tallina (1999). jauno makslinieku starptautiskaja biennalé ArtGenda Helsinkos
(2000), starptautiskaja laikmetigas makslas projekta Baltic Security! Arlandas lidosta Stokholma (2000/2001),
sadarbiba ar tikla raidoso mediju festivalu net.congestion Amsterdama (2000). F5 klubu klipu kompilacijas tika
iekjautas ari MTV programma, u.c. Neraugoties uz neparprotamo iekjausanos profesionalas makslas aprité, F5
grupa palika uzticiga elektroniskas mazikas subkulttru videi, vairak, manuprat, tomer lepojoties un identificéjot
sevi ar vidzejiem neka ar maksliniekiem. Nevélésanas bat par makslinieku varda tradicionalaja izpratné jaatzimé

lzstade “Tauki” / Artexhibition Fat
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on the future. Today we can only propose three main hypotheses: the project served as an original stimulus for
the rebirth of Latvian video art: it was a continuation in an already different dimension of the discourse, bequn
in the mid-90s by the electronic media art and culture laboratory E-/ab® , on the common and differing elements
between contemporary art and digital culture; it presented the critics and society with a whole constellation of
young talented artists of whom some of the brightest debuts were by Martind Ratniks with the video work
“Analogue/Digital”, Liga Marcinkevi¢a's "2 in 1" and leva Rubeze's “And Others".

“The exhibition's emotional string is decidedly lyrical and makes one think about one of the
paradoxes of this generation’s art - producing totally technologised works, the soul of the works, the messages
they contain and the player's attitude speak in the language of a healthy spirit. A kind of unexpected
romanticist/inventor niche is revealed - between societies new yuppies and those who would self-destruct.
These contemporaries are fascinated more by the romantic possibilities of the images’ journeys, the analysis of
language itself and reflections on that, and less by social issues."

“Fat” opened the door to further success. The F5 artists, both individually and as a group, received

various invitations to participate in local and international projects: the young generation of Latvian artists’
exhibition "Grammar” in Tallinn (1999), the young artists’ international biennale ArtGenda in Helsinki (2000), the
international contemporary art project "Baltic Security!” in Arlanda Airport, Stockholm (2001) and cooperation
with the net broadcasting festival net.congestion in Amsterdam (2000). F5 club clip compilations have been
featured on MTV. Regardiess of their undoubted entry into the professional art circle, F5 “remained faithful” to
the sub-culture of electronic music. And | think they are more proud to be identified as VJs than artists. The
unwillingness to be artists as traditionally understood is quite characteristic of this generation’s ironic stand. In
this way they position themselves as being a generation that is independent of and thinks differently to the local
tradition of 1980s contemporary art.
In a 1999 interview, Martind Ratniks was asked what he thought were the essential features of the world's art
processes today: “The boundaries are vanishing between art and that which is different. The resampling method
rules the processes today. Cooperation with those working in other spheres is important -
inventors/politicians/policemen and others. Art can be made by the microsurgeon/programmer or the
hacker/librarian.”® It is this cooperation with those working in other fields (mainly musicians and DJs as we
mentioned earlier) that is highly characteristic in F5's work.

The F5 Trademark or Why They are no Longer Five

To avoid any unnecessary misunderstandings, we should remember that initially F5 was a group of five artists.
Also active, apart from Ratniks, Rubeze and Marcinkevi¢a, were Ervins Broks and Rendrs Kromins. Such an
idealistically motivated “youth project”, of course, cannot last forever. It can be wonderful for five to be together.
but it can also be wonderful for three or six. This is not really important. Since 2000, the pronouncedly individual
creative thinking of each member of the group as well as the coincidence of various circumstances and the logic

behind the development of events, has led us to speak of F5 as a “trademark” of innovative contemporary art.
By that we understand that F5 was no longer identified as “five talented young artists” but as a deliberately
formed professional and quite ambitious team of VJs and artists that has already realised several
interdisciplinary digital art projects (both as video installations and as individual events). | would like to draw the
reader’s attention to the events of 2001, Pop-puve and Hip-tek. They are both primarily interesting because they




k& visai raksturiga $is paaudzes ironiska nostaja. tadéjadi poziciongjot sevi ka no lokalas 80. gadu laikmetigas
makslas tradicijas neatkarigu un citadi domajosu paaudzi.

Kada no 1999. gada intervijam Martins Ratniks uz jautajumu, kas ir batisks Sibriza makslas procesos
pasaulé, atbild: “Z0d robezas starp makslu un to, kas ir cits. Pasreiz procesa valdosa ir resamplésanas metode.
Svariga ir sadarbiba ar citu sféru darbiniekiem - izqudrotajiem/politikiem/policistiem u.c. Makslu taisit var
mikrokirurgs/programmetajs vai hakeris/bibliotekars u.c.” Tiesi sadarbiba ar citu sféru darbiniekiem (galvenokart

mazikiem un didzejiem, ka jau min&ts ieprieks) ir visai raksturiga F5 darbibai.

Firmas zZime F5 jeb Kapéc vini vairs nav pieci

Lai nerastos lieki parpratumi, jaatgadina, ka F5 sakotngji bija piecu makslinieku grupa, kura bez M. Ratnika. |.
Rubezes un L. Marcinkevitas aktivi darbojas ari E. Broks un R. Kramins. Tads idealistiski noskanots “jaunibas
projekts” jau, protams. nevar pastavét mazigi. Lieliski var bat. kopa esot ne tikai pieciem, bet ari trim vai sesiem.
Tam patiesiba nav nozimes. Ne tikai katra grupas dalibnieka izteikti individuala radosa domasana, bet ari dazadu
apstakju sakritiba un notikumu attistibas logika jau kop 2000. gada par grupu F5 liek runat ka par inovativu
masdienu makslas “firmas zimi", ar to saprotot, ka F5 vairs nav identificéjama ar “pieciem talantigiem jauniem
maksliniekiem”, bet gan ar apzinati izveidotu profesionalu un saméra ambiciozu vid2eju un makslinieku komandu,
kas jau realizéjusi vairakus starpdisciplinarus digitalas makslas projektus (gan ka videoinstalacijas, gan ka
atseviskus pasakumus).

Lasitaja uzmanibu varétu vérst uz jaunakiem - 2001. gada notikusiem pasakumiem "Pop-puve” un

“Hip-tek", kas abi vispirms jau interesanti ar to, ka nav Isti uzskatami par laikmetigas makslas izstadi vai klubu
partiju, nedz ari par makslu publiska telpa tas tradicionalaja izpratné.
“Pop-puve” notika vienad no lieldkajam bijusas PSRS radiorGpnicam VEF - viena no tas pamestajiem angariem.
Soreiz pasakuma organizetdji un reizé ari dalibnieki F5 darbojas sesu cilvéku sastava un “ka citu sféru
darbiniekus” sadarboties bija uzaicinajusi ne tikai didzejus un mazikus, bet ari autentiskus graffiti maksliniekus
un break dance performerus “no ielas”. Pasdkums piedavaja gan ‘magiskas realitates cejojumus ekrana” -
vidZeju klipus, gan videoinstalacijas tradicionalaka $i termina izpratné.

“Hip-tek" savukart notika 2001. gada septembri sadarbiba ar elektroniskas makslas un mediju
laboratoriju £-/ab ka starpdisciplinars mediju makslas un elektroniskas mazikas subkultlru projekts. kuru nosaukt
par “makslu” vai vienkarsu “diskot@ku" ir tikpat problematiski k& pasakumu “Pop-puve”. Kur slépjas to
inovativitate?

Izmantojot mediju profesora Leva Manovica analitiskds spéles ar jédzieniem “post-estétika” un
“tradicionald makslas tipologija”, var saméra drosi apgalvot. ka abi sie pasakumi neiederas tradicionalaja makslas
disciplinu arsenala, batu ari pardk pretenciozi apgalvot. ka tie ir post-estétiski. No Si kategoriju, terminu,
salidzinajumu un teoriju meza palidzet izkjat var tikai istens lietpratéjs, par kuru Saja gadijuma var uzskatit nevis
kritiku (kas batu tikai tads “vadatajs"), bet gan auditoriju. proti, pasdkuma apmekiétaju un ne jau kadu vienu
“videjo", bet Joti dazado, nevis kvantitativo, bet kvalitativo. Varbat viena no so pasakumu raksturigakajam
iezimam ir ta, ka tie izslédz kritiskas masas iespéjamibu, lidz ar to pasakuma aura rodas ne tikai no makslinieku

piedavata satura, bet ari no auditorijas lidzdalibas.
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cannot really be regarded as exhibitions of contemporary art or club parties, and neither as art in the public space
as traditionally understood.

Pop-puve was staged in an abandoned hangar of one of the former Soviet Union's largest radio
factories - VEF. On this occasion the organisers and at the same time participants F5 worked as a team of six
and as "workers from other fields” they had invited the cooperation of not only DJs and musicians, but also
genuine graffiti artists and break dancers “from the street”. The audience was treated to both "magic reality
journeys on screen” - VJ clips, as well as traditional video installations.

On the other hand, Hip-tek (September 2001) was organised in conjunction with the electronic art
and media laboratory E-/ab as an interdisciplinary media art and electronic music sub-culture project. To call it
“art” or simply a “discotheque” is just as problematic as with Pop-puve. Where is their innovativeness hidden?
Using media professor Lev Manovich's analytical games with the notions of “post-aesthetics™ and the “typology
of traditional art”, we can relatively safely claim that neither of these events belongs to the arsenal of traditional
art disciplines. It would also be somewhat pretentious to claim they were post-aesthetic. Only a genuine expert

can help us to find our way out of this forest of categories, terminology. comparisons and theory. In this case it
will not be the critic (who could only be a kind of “trainer” here) but the audience, that is, the people attending

the event. And not just some “average” audience but a highly varied one, not in quantity but in quality. Perhaps
one of the most characteristic features of these events is that they exclude the possibility of a critical mass. This
means that the aura of the event comes not only from the content provided by the artists but also from the

audience participation.
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Kaut kur Saja "amoka skréjiena” (ar to domajot pédéjo piecu gadu priekslaicigu vésturiskoSanu) jaapstajas ari
pietura "Cilpa” - 2000. gada Valsts Makslas muzeja izstazu zalé “Arsenals” rikota jauno makslinieku izstade, kura

ar daziem retiem iznémumiem parsvara tika izstaditas videoinstalacijas. Viens no spilgtakajiem izstades darbiem
bija F5 (Soreiz tris makslinieku: |. Rubezes. M. Ratnika un E. Broka) lielformata videoinstalacija Bloody TV 2.
Faktiski, Sis jau ir kjuvis par visal hrestomatisku pieméru, un vietéja makslas kritika par to jau gandriz izrunajusi
"sausu muti”. Bet. ta ka darbs ir ievéribas cienigs fakts Latvijas laikmetigads makslas dzivé, tad viena neliela
atkape tomeér nenaktu par skadi.

Bloody TV 2 tika veidota ka interaktiva videoprojekcija, kurd8 uz muzeja sienas projicétais attéls
kalpoja par "TV ekranu”, bet izstades apmekiétajs lidz ar to kjuva par "TV skatitaju”. Ar ipasi sagatavotas
(leprogrammeétas) televizora pults - ieroca palidzibu TV skatitajam bija iesp@ja “sérfot™ pa kanaliem, proti. no cita
uz citu nokjastot, diktoru "nosaujot”. Tomér ik pa bridim, ieprieks to neiespéjot paredzét, varas pozicijas mainijas
un skatitajs zaud&ja kontroli par ekrana redzamo saturu. jo TV diktors stobru pavérsa pret pasu skatitaju.

Arpus F5 jeb tris (salsinati) dosje

leva Rubeze savos darbos, kuriem raksturiga izkopta stila izjuta un vienota, poétiski piesatinata télu sistéma, par
pamatmediju izmanto video. Makslinieces videofilmas vairak lidzinds pasakam par cilvéka un telpas (mazak
fiziskas, vairak - sapnu. iedomu, astralas u.c.) intimitati. |. Rubezes ekrana varoni spéléjas uz laika robezas starp
redlo un psihodeélisko, starp racionali izskaidrojamo un mitisko. Tie ir akrobati. bérni, cilveki maskas, burvji, kas
gluzi realas situacijas - me2a, uz cela, pie jaras - nodarbojas ar racionali neizskaidrojamam lietam.

Pilniba izmantojot digitalas datormontazas sniegtas iespéjas, maksliniece nereti pandk pietiekami
efektigu vizualas informacijas deformaciju, kas netiesi provocé un pat Soké. Viens no veiksmigakajiem |. Rubezes
darbiem ir videofilma par burvjiem "Medicina”. kas tika izstadita ari starptautiskaja Baltijas makslinieku izstade
Baltic Security! Arlandas lidosta Stokholma. Videoinstalacija sastavéja no vairakiem TV monitoriem, kuros dazadi
dakteri - ekstrasensi veica terapeitiskus veselibas un karmas aizsardzibas seansus, skatitaja energiju attirot ar
Zestu hipnozes palidzibu. Viena no $i darba formali interesantakajam versijam tika realizéta jau min&taja projekta
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In the “Loop"
At some stage in this running amok (by that is meant the premature historification of the last five years) we
have to make a stop at "Loop”. This was a 2000 exhibition of the work of young artists in the “Arsenals”
exhibition hall of the Latvian State Museum of Art, where, with some rare exceptions. the works on show were
video installations. One of the most outstanding pieces was the large format video installation "Bloody TV 2" by
F5 (this time by three of the group - leva Rubeze, Martins Ratniks and Ervins Broks). This work has already
become a textbook example and local art critics have almost run out of things to say about it. But because in
the life of Latvia's contemporary art this work is a fact worthy of notice, there is no harm in a short diversion.

Lige Marcinkevica £ s IR Sapou varonss /| want to be.. Dream Hero 2000

“Bloody TV 2" was produced as an interactive video projection where the image projected onto the
museum wall served as a TV screen and the exhibition visitors became TV viewers. Using a pre-programmed
remote control, the TV viewer was given the opportunity to surf from one channel to the next by “shooting” the
presenter. However, from time to time and unpredictably, the power positions changed and the viewer lost
control of the screen's contents because the TV presenter turned the barrel of the gun around towards the

viewer himself.

Outside F5 or Three (Shortened) Dossiers

leva Rubeze, whose works are characterised by a refined sense of style and a unified. poetically saturated
system of images, uses video for her basic medium. The artist's video films resemble more tales about the
intimacy of people and space (less the physical but more the dream, imaginary, astral and other aspects).
Rubeze's screen heroes play on the boundary of time between the real and the psychedelic, between the
rationally explainable and the mythical. They are acrobats, children, people in masks and magicians, who, in quite
real situations - in a wood, on the road or by the sea - are occupied by rationally unexplainable things.

Using the possibilities of digital computer editing to the full, the artist often achieves a sufficiently
effective deformation of the visual information that is indirectly provocative and even shocking. One of her most
successful works is a video about magicians that was also exhibited at the international Baltic artists’ exhibition
“Baltic Security!” at Stockholm's Arlanda Airport. The video installation consisted of several TV monitors showing
various doctors - mediums performing therapeutic health and karma protecting sessions to cleanse the viewer's
energy with the aid of gesture hypnosis. One of this work’s formally most interesting versions was staged during
the previously mentioned Pop-puve project. Here the filmed material had been mixed and adapted to VJ clip
formats.

Liga Marcinkevica's work has a more social critical tendency in the use of her video heroes on screen. For
example, they may be school children who. following a simple “question and answer” scheme are turned into a
serious message about social problems. It is possible that the author deliberately avoids interpretations, contexts,
versions and constructions in order not to become distanced from the truth. Instead she does use direct post-
intellectual irony in order to “open” people's eyes once more. The literality of Marcinkevita's reflection of current



“Pop-puve”, kur safilmétais materials tika miks&ts un piemérots vidzeju klipu formatiem.

Ligai Marcinkevi¢ai vairak raksturiga sociali kritiska ievirze savu videovaronu ekspluatacija uz ekrana. Tie.
pieméram, var bat skoléni, kurus péc vienkarsas “jautajumu un atbilzu” shémas maksliniece parvers par nopietnu
socialu problému véstijumu. lespéjams, ka autore apzinati izvairas no interpretacijam. kontekstiem, versijam,
konstrukcijam, lai tadejadi neattalinatos no patiesibas, bet gan izmanto tiesu post-intelektualu ironiju. lai cilvékam
atkal "atvertu” acis. L. Marcinkevicas aktualo, ka ari laikad nemainigo problému atspogujosanas burtiskuma it ka
vienlaicigi ieprogramméti ari S0 problému iesp&jamie risindjumi. Ta, pieméram. projekta "Tauki" realizétaja
videoinstalacija 2 in 1 maksliniece tadas traucéjosas ainas kad lopkautuve vai strutainu pumpu izspiesana ar
pirkstiem bija neitraliz&jusi ar skanu (tekstiem un maziku) no TV “ziepju operam”, it ka vienlaicigi noradot uz
“kultOras nepanesamibu” un iespéju no tas distancéties.t

Martind Ratniks aktivi darbojas jauno mediju kultGras konteksta, kur arpus profesiondlas saskares ar dizainu
interneta vidé un datorprogrammataram, lielu lomu ienem elektroniskd mozika un aktivitates par un ap
koncepciju “akustiska telpa”, kas pédéjo gadu laika attistita kopa ar elektroniskas makslas un mediju laboratoriju
E-lab. Ka jau minéts, par vienu no M. Ratnika darbibas pamatprincipiem var uzskatit resamplésanu. Makslinieks,
izmantojot masdienu datortehnologiju un video tehniskas iespéjas (ka ari metaforas), pagatnes un tradicionalas
kultOras fenomeniem pieskir jaunu kontekstu, vérsot uzmanibu uz daudzam aktudlam masdienu kultOras
paradibam. Ka viens no trapigakajiem piemériem 3aja sakara jamin 2001. gada makslinieka radita videoinstalacija
Sound graffiti, kura latviesu tautumeitu kokletaju ansambja priekSnesumi mikséti kopa ar masdienu jauniesu
subkultru elementiem.

Nobeiguma gribétu atgriezties pie kadas domas. pie kuras sava gramata “Naivi. Super” kavéjas ari norvéqu
rakstnieks Erlends LQ, proti, par to, cik daudz kosmosa ir zvaigznu un ka tas visas ir tik lielas ka saule...

I Smite, R. Polarais cikls, jeb mediju makslas simpozijs pusnakts saulé // Studija. - 1998, Nr. 3/4.- 108. Ipp.
¢ Zieda, M. Tauki muzeja - nemainigs lielums vai nemanama kustiba // Neatkariga Rita Avize. - 1999. - 8. maijs.

3 Elektroniskas makslas un mediju centrs, dibinats Riga. 1996. gada (http://rixc.Iv).
4 Zieda, M. - Turpat.

> Demakova, H. Ojars P&tersons // Studija.- 1999, Nr. 6. - 20. Ipp.

6 Zieda, M. - Turpat.
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as well as timeless problems seems to have been concurrently programmed with their possible solutions. Thus,
for example, in the video installation "2 in 1" for the “Fat” project, the artist had neutralised such disturbing scenes
as a slaughterhouse or squeezing a boil by using sound (text and music) from television soap operas. It was as
if she was simultaneously pointing out the "unbearableness of culture” and the possibility to distance oneself
from it.5

MartinS Ratniks is actively engaged in the context of the new media culture. Outside his professional contact
with Internet design and computer programming. a large role is played by electronic music and activities
concerning the "acoustic space”. In recent years this has developed together with the electronic art and media
laboratory E-lab. As previously mentioned, resampling may be regarded as one of Ratniks’ basic principles. Using
today’s computer technology and the technical possibilities of video (as well as metaphors). he gives past and
traditional cultural phenomena a new context, thus drawing attention to many current cultural phenomena. One
of the most poignant examples we should mention is the 2001 video installation "Sound Graffiti". Here the
performances of a Latvian peasant girls’ folk music ensemble are mixed together with elements from today’s

youth sub-culture
Instead of a conclusion | would like to return to a thought expressed by Norwegian writer Erlend Lu in his book

“Naive.Super.”: there are so many stars in the cosmos and they are all as large as the sun...

! Smite, R. Polarais cikls, jeb mediju makslas simpozijs pusnakts saulé // Studija. - 1998, Nr. 3/4.- P. 108
¢ Zieda. M. Tauki muzeja - nemainigs lielums vai nemanama kustiba // Neatkariga Rita Avize. - 1999. - 8 May.

* The Electronic Art and Media Center was founded in Riga in 1996. (http://rixc.lv).
§ Zieda, M. - Op. cit.

> Demakova, H. Ojars Pétersons // Studija.- 1999. Nr. 6. - P. 20.

& Zieda. M. - Op. cit.




