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I<O é 1996 ada kad vairaki Latvijasvjaunie )

p ! g I makslinieki (Raitis Smits, Rasa Smite,
Janis Garanc¢s un makslas zurnaliste Alise Tifentale) uzsaka elektroniskas
makslas un mediju laboratoriju E-LAB, pagajusi vairak neka desmit gadi.
Sakotnéja apméram 18 kvadratmetru liela biroja telpa Latvijas Makslinieku
savienibas éka 11. Novembra krastmala 35, kura pie viena, vélak pie diviem
un tris datoriem darbojas dazi cilvéki, paslaik vél aizvien funkcioné ka
ideju Stpulis, studija, izdevnieciba, ja vélaties, kvalitates zime, kas nosaka
vizualo un akustisko saturu un télu RIXC - Rigas jauno mediju kultaras
centra (dibinats 2000. gada) — aktivitatém publiskaja telpa. Tagad 59 m?
darbojas RIXC Mediatéka — Latvija plasaka publiski pieejama datu baze -
lasTtava par jauno mediju kultQru, ka ar centra organizatoriska struktara, kas
administré 109 m? plago RIXC Mediju telpu, kura notiek festivali, koncerti,
performances, izstades, ka ari visas istermina un ilgtermina mediju makslas,
izpétes, izglitibas un kultlras apmainas programmas un projektus. Batiski,
ka vél aizvien ta ir neatkarigu mediju kultras Stnina, kuras daudzpusigas
aktivitates realizé mazliet citi un tomér tie pasi dazi cilvéki pie daziem
datoriem.’ Saja raksta uzmaniba pievérsta tam personibam, problematikai,
filozofijai un tradicijam, kas Latvija starpdisciplinaras un vizualas makslas un
kultaras joma pastavéja un veidojas galvenokart 90. gadu vid(, otraja pusé
un 21. gadsimta sakuma, manuprat, likumsakarigi tiesi E-LAB (un vélak RIXC)
starptautisko aktivitasu tiesa un netiesa iespaida.

1. Paslaik [2008. gada] RIXC darbojas Raitis Smits, Rasa Smite, Marting Ratniks, Linda Vébere, Kristine
Vucéna, Daina Silina.

More J[han J[en ears have passed since j996, When
y several young Latvian artists

(Raitis Smits, Rasa Smite, Janis Garan¢s and art journalist Alise Tifentale) founded
the electronic art and media laboratory E-LAB. The first premises — about 18
square metres of office space in the Latvian Artists’Union building at No. 35, 11.
Novembra krastmala, where just a few people worked on one, then two and
later three computers — are still an idea generator, studio, publishing house:
a hallmark, if you wish, of the visual and acoustic content and image of the
activities of RIXC (Riga Centre for New Media Culture, founded in 2000) in the
public space. At present, 59 m2 are occupied by the RIXC Media Library — the
largest publicly available database in Latvia, a reading room devoted to the new
media culture, and the organisational structure of the centre, which oversees
the 109 m2 RIXC Media Room, a venue of festivals, concerts, performances, and
exhibitions, as well as all short- and long-term media art, research, education
and cultural exchange programmes and projects. Importantly, it is still an
independent cell of media culture whose manifold activities are carried out by “a
few people on a few computers” — the same yet a little different. In this article |
intend to focus on the personalities, problems, philosophy and traditions of the
interdisciplinary and visual art and culture of Latvia in the mid- and late 1990s
and early 21st century, which were formed and existed — quite naturally, in my
opinion — under the direct and indirect influence of the international activities of
E-LAB (and later RIXC).

The current [year 2008] RIXC team is Raitis Smits, Rasa Smite, Martin3 Ratniks, Linda Vébere, Kristine
Vucéna, Daina Silina.
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Institucionalie konteksti

Papétot pasreiz valdosas kultdrpolitikas nostadnes

(ka starptautiskas, ta nacionalas), redzams, ka vél
joprojam aktuals ir iedalijums “neatkarigajas” makslas
organizacijas (pieméram, neliela méroga makslas un
mediju centri, interesu grupas ar oficialu legalo statusu)
un institucionalajos establismentos (valsts dotéti

muzeji, izstaZzu zales, makslas izglitibas iestades). Kaut
gan, salidzinot praksi tagad un pirms desmit gadiem,
skaidri redzams, ka robezas ir kluvusas neskaidrakas un
definicijas, kas isti ir “neatkariga” un kas — “atkariga” makslas
organizacija, arvien vairak izplst. Esosie modeli meklé
arvien jaunas sadarbibas formas, un, ja to legalais statuss
ir skaidrs, tad programmatiska un konceptuala prakse
[idz ar kopigu rinda stavésanu pie ES kulttras fondu
durvim vairs Tsti neieklaujas ne viena, ne otra kategorija.
Tomér 90. gadu sakuma un vida virkné bijuso Austrumu
bloka valstu (pieméram, Baltijas valstis, Balkanos) tiesi

Sis bipolarais kultdras infrastruktdru haoss (viena gala
“baltais kubs’, otra gala “panki”) ka jauna realitate — ar
Sorosa finansétajiem laikmetigas makslas centriem kaut
kur pa vidu $aja shema — makslas vidé vélreiz (jo Rietumu
pasaulé alternativas telpas lidzas institucionalajam pastav
jau vismaz kop$ 60. gadiem) sajauca orientierus, robezas,
nosacijumus. Un lidz ar strauji pieaugoso pieejamibu
internetam un jaunajam tehnologijam pavéra iespéju

"The Institutional Context

Upon examining the main cultural political positions (both

national and international) of today, we find the still-relevant
classification of “independent”art organisations (for example,
small-scale art and media centres, interest communities
with official legal status) and institutional establishments
(state-subsidised museums, exhibition halls, establishments
of art education). However, if we compare the practice of
today to that of a decade ago, it is apparent the boundaries
have blurred and the definitions of an “independent”and
a‘dependent”art organisation are becoming increasingly
vague, with the existing models always looking for new
forms of collaboration; and, although their legal status

may be clear, the programmatic and conceptual practices,
along with common queuing by the doors of various EU
culture foundations, no longer truly fit into either category.
Still, it was the new reality of this bipolar chaos of cultural
infrastructures (with the “white cube”on one end of the
spectrum and “punk”on the other) with Soros-financed
contemporary art centres somewhere in the middle of

this layout, which in the early 1990s yet again (in the
Western world alternative spaces have been existing next
to institutional ones since the 1960s at least) broke down
and mixed up the reference points, boundaries and rules

of the art environment in a number of former Eastern Bloc
countries (the Baltic states, the Balkans). And, with the
quickly growing Internet and new technology accessibility,
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uz ieprieks neapgtu telpu — starptautiskajiem jauno
mediju kultGras un makslas sadarbibas tikliem, kas talaika
komplekso politekonomisko un fizisko realitati parvaréja,
par prioritati izvirzot radosu savstarpéjo komunikaciju
virtualaja vidé: tikla radio sesiju laika, diskusijas véstkopas,
net. makslas projektos un akcijas interneta. Saturiski — ne
vien ka skatitajs vai klausitajs, bet arT ka aktivs dalibnieks —
sai videi pieslégties varéja tie, kam bija kaut kada
nojausma par komunikaciju medijiem, vélak, protams, ari
praktiskas zinasanas, ko tobrid nebija iespéjams apgut
neviena Latvijas augstskola.

E-LAB atri vien nonaca situacija, kur skolnieks izradas gudraks

par savu skolotaju, un likumsakarigi, ka pirmie domubiedri
bija tiesi starptautiskaja vidé. “Saruna Rasa min vardu
“pionierisms’, man prata ir “starptautiskums’, varbdt tadé|,
ka Smitu veidotais elektronisko mediju centrs E-LAB

loti pareizi ieklaujas devindesmito gadu neatkarigo
organizaciju un jauno mediju kultQras teorijas, drosi vien
ari tadél, ka centra darbiba sakritusi ar daudzu teoriju
rasanas un atdzimsanas laiku. (Idejas par pilsétas kulttras
tiklu, atvértu, eksperimentalu telpu, pieméram, akustisko,
par komunikaciju lomu.)"

Eiropa tolaik (90. gadu sakuma — vida) lidzas nelielam mediju

aktivistu un makslinieku vientbam (E-LAB Rig3, irational.org
Londona, Ljudmila Lublana un daudzam, daudzam

Traumane M. Dubultportrets. Raitis un Rasa Smiti // Studija. 2000, Nr. 5 (14),
20.-26. Ipp.

opened up a doorway to the previously unclaimed space

of international new media culture and art cooperation
networks, which overcame the complex political economic
and physical reality by placing the main focus on creative
intercommunication in the virtual environment: in net radio
sessions, mailinglist discussions, net art projects and art
interventions on the Internet. Content-wise — not just for
viewing or listening, but also for active participation — this
environment was available to those who had first of all some
kind of understanding and intuition for communication
media and later also some practical knowledge, which at that
time could not be acquired at any of the Latvian universities.

E-LAB quickly found themselves in a situation where “the pupil

surpassed the mentor’,and it is perhaps natural that they
found their first allies in the international environment.“In
conversation Rasa uses the word ‘pioneerism’; what comes

to my mind is ‘internationalism;, perhaps because the E-LAB
electronic media centre founded by Rasa and Raitis very
accurately fits into the independent organisation and new
media culture theories of the 1990s, and probably also because
the centre’s activities have coincided with the moment of birth
and rebirth of many theories. (Ideas regarding a city culture
network, an open, experimental space — an acoustic one, for
example; ideas on the role of communication.)"”

At that time (in the early and mid1990s) in Europe, next to small

groups of media activists and artists (E-LAB in Riga, irational.

Mara Traumane, “Dubultportrets. Raitis un Rasa Smiti", Studija, 2000, No 5
(14), pp. 20-26.



citam) jau pastavéja un veidojas ari nozimigakie mediju
kultQras teorijas un kritikas gravitacijas centri: Kultdras un
politikas centrs De Balie Amsterdama, Starpdisciplinarais
makslas un tehnologiju centrs V2 — Institute for the
Unstable media Roterdama, Vacija ari pirmais mediju
makslas muzejs — arhivs ZKM (Zentrum Fur Kunst un
Medientechnologie, dibinats 1989. gada). Sadi centri
veidojas ne tikai Eiropa, bet ari Australija, Kanada, Japana.
ASV situacija bija nedaudz atskiriga, kaut arf 90. gados

tur jaunas tehnologijas tika asimilétas pat daudz straujak
neka Eiropa, kur izmaksas bija augstakas un skepticisms
lielaks (Eiropa par majas interneta pieslégumu maksaja
péc izlietotajam mindtém, turpretim ASV jau bija ieviesti
|etaki ikmenesa tarifi). Tacu ASV valsts atbalsts sadam
neinstitucionalam makslas aktivitatém nepastavéja, un
tas noveda pie strauja jauno tehnologiju izmantojuma
galvenokart komerckultdras un izklaides sféras (pieméram,
specefekti kinomaksla un tematiskajos izklaides parkos).?

Latvija saja laika perioda gan ari nevar runat par kadu

sistematisku un garantétu valsts atbalstu, tomér,
izmantojot iepriekSminéto situaciju, ka arf atrodoties uz
visparéja idealisma un maksimalisma vilna, apméram
vienlaikus ar E-LAB pirmajiem mediju makslas festivaliem
“Maksla+Komunikacijas” (kop$ 1996. gada) legalo
statusu ieguva ari virkne citu makslas un subkultru

Dixon S. Digital performance. A history of new media in theater, dance,
performance art, and installation. The MIT Press, 2007, p. 158.

org in London, Ljudmila in Ljubljana and many, many others),
the main gravity centres of media culture theory and critique
were already forming and existing: De Balie Centre for Culture
and Politics in Amsterdam; the interdisciplinary centre for art
and media technology, the V2 Institute for Unstable Media

in Rotterdam; even the first media art museum, the ZKM
archive (Zentrum Fur Kunst und Medientechnologie, founded

in 1989) in Germany. And the same process was also taking
place in Australia, Canada, Japan. In the USA the situation was
somewhat different, despite the fact that new technologies
of the 1990s were assimilated even more swiftly than in
Europe, where scepticism and expenses were much higher
(domestic Internet connection in Europe was still charged by
the minute, while lower monthly fees were already being in
use in the USA). However, there was almost no government
support for such uninstitutional art activity in the USA. This
led to a rapid adoption of the new technologies for use
mainly in commercial culture and entertainment industries
(for example, in film special effects and theme parks).

In Latvia, there was also no systematic and guaranteed state

support to speak of; however, making use of the described
situation and riding the wave of universal idealism and
maximalism, a number of art and subculture interest
communities acquired their legal status around the time of
the first E-LAB media art festivals Art+Communication (since
1996): Open, rigasZieds, Locomotive International, Noass,
Varka Crew and many others — later, with the foundation of

S. Dixon, Digital Performance. A History of New Media in Theater, Dance,
Performance Art, and Installation. The MIT Press, 2007, p. 158.

"

interesu grupu: “Open’, “rigasZieds’, "Lokomotive’, “Noass’,
“Varka Crew” un daudzas citas, kuras vélak — lidz ar RIXC
nodibinasanu 2000. gada — veidoja véra nemamu, radosi
un kultdrpolitiski aktivu vietéjo neatkarigo makslas un
kultdras organizaciju sadarbibas tiklu, kas aktivi piedalijas
art starptautiskajos mediju makslas kultdrpolitikas
procesos (pieméram, ECB — Furopean Cultural Backbone,
NICE - Network Interface for Cultural Exchange un citos).

Un tie laiki. ..

“Visupirms atminos tresdienu (?) vakarus, kad gaidiju tolaik

teju vienigo alternativas mazikas raidijumu talaika Radio
Rigai étera — Pédéjo stundinu (Kibera projekta ,Casablanka
2000" ietvaros), kura konsekventi (diemzél do nopwl —

0o epemeHu) sakas ar ,Underworld” kompoziciju ,Born
Slippy” lekrampéjies sava istaba Lubanas ielas 12. majas
16. dZivokli, turzina savilktam ausim klausijos katru piliti
no dzirdamas mugzikas. Gandriz vai neviens raidijums
neiztika bez Mensona ,The Beautiful People”. Nu un tad
jau nak atminas par ta laika dzivesveidu.” Sos pierakstus
uzgaju kada astonus gadus veca (un vél funkcionéjosa)
privata interneta majas lapa, mekléjot to, kas interneta
lapas vél atrodams par laikabiedriem tik labi zinamo

No Kaspara Foigta majas lapas http://laacz.lv/2005/12/page/3/

RIXC in 2000, forming a noteworthy, creatively and culture-
politically active local collaboration network of independent
art and culture organisations that also actively partook in

the international cultural political processes of media art (for
instance, ECB or European Cultural Backbone, NICE — Network
Interface for Cultural Exchange and others).

And Those Times...

"First of all | remember those Wednesday (?) nights when |

eagerly awaited the almost only alternative music show on
the airwaves of Radio Rigai — Pédéja stundina (part of Marting
Kibers’ Casablanca 2000 project), which consistently (alas! for
as long as it lasted) started with Born Slippy by Underworld.
I'locked myself into my room at Flat No.16 of 12 Lubana
Street, screwed up my ears into little trumpets and soaked
up each drop of the music that wafted my way. Few of these
shows passed without [Marilyn] Manson’s The Beautiful People.
And then come the memories of the life | was leading back
then. [.]" | found these notes on a blog, about eight years
old (and still functioning), while searching the net for any
remaining mentions of the club culture project Casablanca
2000, so well-known among its contemporaries; the project
was practically the only alternative to the mainstream pop
culture repertories of the clubs of Riga in the latter half of the

4

from the personal blog of Kaspars Foigts, http://laacz.lv/2005/12/page/3/
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klubu kultaras projektu “Casablanca 2000", kas 90. gadu
otraja pusé bija gandriz vieniga alternativa Rigas klubu
meinstrima popkultdras repertudriem un atskanoja funk,
acid jazz, ambient, dub, drum'n’buss, abstract jazz un citus
tolaik aktualos muzikas virzienus. Paraléli raidijumiem
Radio Rigai étera “Casablanca 2000” didzeji Martins
Kibers, Sergejs Timofejevs un Martin$ Grauds sadarbiba
ar Kasparu Vanagu un “Open” un laikmetigas makslas
un mediju maksliniekiem rikoja tematiskas ballites un
elektroniskas un akustiskas muazikas jam-sessions (Ugis
Viting un Toms Viting), kas zinamu laiku nodrosinaja
regularu tiksanas, atpttas un performancu telpu tiem, kas
mekléja alternativas radosas izpausmes formas.

Protams, ka Merilinam Mensonam ir visai maz sakara ar

E-LAB organizétajiem tikla radio Ozone raidijumiem

vai mediju makslu Latvija, tomér “Casablanca 2000”
japiemin ka unikals sava laika integracijas projekts, kura
kopigu platformu radosam izpausmém atrada gleznotaji
(Anna Heinrihsone), scenografi (Monika Pormale),
kultarteorétiki / kritiki (Kaspars Vanags, llze Strazdina),
instalaciju makslinieki (Mikelis Fisers, Gints Gabrans),
mediju makslinieki (Arvids Alksnis, Péteris Kimelis), maziki
(Ugis Viting, Toms Vitins) un citi. Pateicoties pasakumu
demokratiskajam raksturam un vietai — dazadi Rigas
klubi, ta bija arT lieliska iespéja sasniegt plasaku auditoriju.
Parkaptas tika visas institucionalaja makslas vidé

http://open.x-i.net

1990-ies, and concentrated on funk, acid jazz, ambient, dub,
drum’n’bass, abstract jazz and other musical trends of the
time. In conjunction with shows on the waves of Radio Rigai,
the DJs of Casablanca 2000 Martins Kibers, Sergejs Timofejevs
and Martins Grauds in collaboration with Kaspars Vanags
and Open® as well as some contemporary and media artists,
organised theme parties and jam-sessions of electronic

and acoustic music (Ugis Vitins and Toms Vitins), which, for

a time, served as a regular physical meeting, relaxation and
performance space for those who sought alternative forms of
creative expression.

Of course, there's not much of a link between Marilyn Manson

and the Ozone net radio shows organised by E-LAB, or
Latvian media art as such, but Casablanca 2000 is worth
noting as an integration project, unique to its time, in
which a common creative platform was found by painters
(Anna Heinrihsone), set designers (Monika Pormale),
culture theoreticians/critics (Kaspars Vanags, llze Strazdina),
installation artists (Mikelis Fisers, Gints Gabrans), media
artists (Arvids Alksnis, Péteris Kimelis), musicians (Ugis Viting,
Toms Vitins) and others. Thanks to the democratic nature
and location of the events, which took place in various
clubs of Riga, it was also a wonderful opportunity to reach
a wider audience. All boundaries existing in institutional art
environment were disregarded (it didn't matter whether
you were Latvian or Russian, a professionally trained painter
or a computer software artist, a musician or a DJ, a poet or

eksistéjosas robezas (nebija svarigi, vai tu biji krievs vai
latvietis, diplométs gleznotajs vai datorprogrammattru
makslinieks, mazikis vai didZejs, dzejnieks vai vienkarsi
domajoss jaunietis “no ielas”), un noteiktu laiku starp E-LAB
un “Casablanca 2000 pastavéja sadarbiba: E-LAB rikoja
festivalus un konferences, “Casablanca 2000” nodrosinaja
t.s. lounge un afterparty vidi."Protams, ta ir sava veida
bohéma. Bet vispar, kad es par to domaju un salidzinu,
teiksim, sesdesmito gadu bohému ar masdienam, tad
to, kas notiek tagad, pat isti nevar apzimét ar $o vardu.
Bohéma - tas neizklausas musdienigi. Es domaju, ka tas
ir sava veida network. Sis radosas aktivitates iziet plasaka
meéroga, saistas ar reklamu, marketingu, modernajam
tehnologijam, medijiem, sponsoriem utt® Tada veida
talaika starpdisciplinaros makslas projektus / partijas
Tsuma raksturo viens no to autoriem Kaspars Vanags.

So citatu izvélejos apzinati, jo ceru, ka tas palidzés
problematizét jautajumu par jauno mediju makslas un
tradicionalas muasdienu makslas prakses atskiribam, par to,
ka Sajas jomas tiek integrétas dazadas subkultdras. Ka no
musdienu perspektivas lai definé jauno mediju kultaras
sadarbibas tiklu praksi un networking principu?

Sergeja Timofejeva intervija ar Kasparu Vanagu, radio Ozone studija [E-LAB]
1997. gada 9. decembri.

simply a thinking young person “from the street”) and for a
certain time there existed a collaboration between E-LAB
and Casablanca 2000: E-LAB organised festivals and concerts,
while Casablanca 2000 took care of the so-called lounge

and afterparty environment."Of course, it is bohemian in a
way. But in general, when | think about it and compare, say,
the bohemian lifestyle of the sixties with our version, then
the things that are going on now cannot truly be described
by this word. The bohemian life’— it just doesn't have a
contemporary ring to it. I think of it as a kind of a network.
These creative activities are moving into a wider scale, it is
linked to advertising, marketing, the modern technologjies,
media, sponsorships, etc® Such is the concise description of
the interdisciplinary art projects/parties as provided by one of
their creators, Kaspars Vanags. | chose this quote deliberately,
in the hope that it might help problematise the differences
in new media art and traditional contemporary art practices,
or the way various subcultures are being integrated in these
fields. How, from the perspective of today, do we define the
practice of new media culture cooperation systems and the
principle of networking?

http://open.x-i.net
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Sergejs Timofejevs'interview with Kaspars Vanags; Radio OZOne studio
[E-LAB], 9 December 1997.



Maksla, tehnologija un pat zinatne,
skiet, ir tris plivury, kas aizsedz
vienu un to pasu seju, tris
metaforas, kas parklajas un tad
saplust vienota realitate,

Daglass Detviss

Ka mingju ieprieks, Rietumu avangarda maksla sadarbiba
starp "neformaliem” un establismentu vésturiski pastav
jau kops 60. gadiem. Tas ir ari laiks, kad ieviesas termins
“multimediji” un kad paradijas pirmie starpdisciplinarie
sadarbibas modeli, pieméram, starp maksliniekiem un
datorinzenieriem, kas ar jaunajam tehnologijam darbojas
akadémiskajas un militarajas sféras. Stjuarts Brands,

70. gadu kulta izdevuma “Whole Earth Catalogue” (1968)

autors, filma “Das Netz” trapigi norada, ka zinatnieki parasti

nodarbojas ar izpéti, kamér makslinieki ar meklgjumiem

(angliski Seit batiska ir vardu spéle research - search). Kada
ir atskiriba? Saskana ar latvieSu valodas vardnicu — gandriz

nekada, tomér péc batibas $aja konteksta atskirlbu varétu
definét apméram ta: nodarbojoties ar izpéti (research),
mérkis ir skaidraks un apjausamaks neka nodarbojoties
ar mekl&jumiem (search), kuru galarezultats var vienmér
palikt neskaidrs, vienmér palikt procesa, kas neapsaubami

"Art, technology, and even science
seem to me to be three vells for the
same face, three metaphors that
cover, then dissolve, into a single
reality’

Douglas Davis

As previously noted, in Western avantgarde art the collaboration
of "non-formals”and the establishment has already
existed since the 1960s. This was also the time when the
term “multimedia” was introduced, and when the first
interdisciplinary models of collaboration were starting
to appear - for example, between artists and computer
engineers who were working with the new technologies
in scientific and military fields. In the film Das Netz Stewart
Brand, the author of the 1970s cult publication Whole Earth
Catalog (1968), tersely remarks that scientists usually research
while artists search. And the difference? There is almost
none, according to dictionaries; in substance, however, the

difference in this context could be defined approximately like

this: the goal of research is clearer and better defined than
that of a search, when any end result may remain uncertain,
perpetually “in progress”— which is without doubt one of the
great advantages of art and one of the most characteristic
traits of media culture in general.

ir viena no makslas prieksrocibam un viena no mediju
kultaras raksturigakajam iezimém vispar.

Salidzinot Latvijas 90. gadu beigu — 20. gadsimta sakuma

laikmetigas makslas praksi un aktivitates jauno mediju
makslas joma, manuprat, paradas divas atskirigas

pieejas jédzieniem “sadarbiba” un “izpéte” Analizéjot

jauno videomakslinieku darbus, redzams, ka biezi tiek
izmantots ta saucamais “novérosanas’, “socialas izpétes”
panémiens (pieméram, Katrinas Neiburgas, Pétera Kimela
un “Open”kopprojekts “Téjas séne”vai K. Neiburgas "Kas
meiteném sominas?”) vai kadas aktualas problematikas
pseidozinatniska interpretacija (pieméram, grupas

"F5" projekts “Have a Nice Night!”, kas it ka problematizé
gaismas piesarnojuma témuy). Sajos laikmetigas makslas
izpétes projektos pats izpétes process nav mérkis, tapat

ka izmantotais medijs (pieméram, video) vai saturs netiek
dekonstruéts tada izpétes nozimé, ar kadu bieZi saskaramies
jauno mediju makslas darbos. Drizak iepriekSminétajos
pieméros gan makslas darba process, gan ari medijs vél
aizvien kalpo par makslinieka pasmérki cela uz pabeigtu
makslas produktu (visbiezak multimediju instalacijas
formata), vélams ar vismaz nelielam interaktivitates
iespéjam skatitajam (visbiezak tiek izmantoti kadi sensori).
Ar sadiem izpétes projektiem, manuprat, jaunie makslinieki
it ka censas tikt arpus makslas geto, tacu viniem izdodas
vien paplasinat ta robeZas, paliekot tadu ka putnu vérotaju
loma, jo vieniga atgriezeniska saite atkal k|ast iesp&jama
tikai reprezentacijas model: makslas darbs — skatitajs.

In my opinion, if we compare the practice of contemporary art

and new media art activities in Latvia in the late 1990s and
early 21st century, two different approaches to the concepts
of collaboration and research emerge. Analysis of works by
the young video artists reveals frequent use of the so-called
observation or social research method (for instance, in
T-Shroom, a joint project by Katrina Neiburga, Péteris Kimelis
and Open; or Katrina Neiburga's What's in Girs’ Purses ?), or
pseudoscientific interpretation of some currently relevant
set of issues (for example, Have a Nice Night!, a project by the
F5 group, which seemingly problematises the issue of light
pollution). In these contemporary art research projects the
goal is not the process of research itself; neither is the chosen
medium (video, for example) or content deconstructed
through research in the sense that we often see employed

in new media artwork. Rather, in the above-mentioned
examples both process and medium of the artwork still serve
as an end in itself in the artist’s journey to the completed

art product (most often in the shape of a multimedia
installation), preferably with at least minimum spectator
interactivity options (most often using some form of sensors).
In my opinion, with these research projects the young artists
are attempting to somehow escape the art ghetto, but are
managing only to expand its borders, themselves becoming
something like “bird watchers’, as feedback only becomes
possible in the representation model “work of art — spectator”.

Another example, which stands midway between what | call

contemporary art and new media art, and which, in my
opinion, is one of the most impressive examples of Latvian
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Kads cits piemeérs, kas atrodas kaut kur pa vidu starp to,

ko es saucu par “laikmetigo makslu”un “jauno mediju
makslu’ un kas, manuprat, ir viens no spilgtakajiem tikla
instalaciju makslas piemériem Latvija, ir 90. gadu beigas
veidotais projekts “Very Hopeful”. Projekta idejas iniciators
bija Arvids Alksnis un makslinieki Péteris Kimelis, Dzintars
Licis un Martins Ratniks. Instalacijas forma projekts pirmo
reizi tika izstadrts Vilnas Laikmetigas makslas centra
notikusaja starptautiskaja Baltijas makslas triennalé “Cool
Places” 1998. gada oktobrl. Ta bija informativi interaktiva
un piesatinata telpa. Kosu datoranimaciju lielizméra
videoprojekcijas, kas telpiski parstrukturéja izstades telpu
un veidoja sugestéjosu akustisko vidi. Tas viss atgadinaja
90. gadu popkultdras citatu savirknéjumu, kas netiesi
pretendéja uz dzilaku jédzienisko segumu. Projekta par
pamatu tika izmantots jau eksistéjoss saturs — 70. gados
radita NASA programma “Voyager”. Ta satur dazados
simbolos iekodétu informaciju par planétu Zeme, kas

ar satelita sistémas palidzibu tika nosatita Visuma. Péc
plana i informacija varétu sasniegt citas intelektualas
civilizacijas, kas, iespéjams, eksisté arpus solaras sistémas,
péc aptuveni 40 000 gadu. (Programmu sastadija Karls
Seigens, izmantojot gan vizualos materialus (attélus), gan
art audio materialu — dazadas daba sastopamas skanas,
ka art sveicienus no planétas Zeme iemitniekiem 55
valodas, fragmentus no klasiskas muazikas u. c) Martins
Ratniks, savukart, interpretéjot o informacijas paketi par
muUsu planétu, izmantoja dazadus 20. gadsimta beigu
kultGru raksturojosus simbolus (tadas piktogrammas

net installation art, is the late 1990s project Very Hopeful. The
initiator of the project idea was Arvids Alksnis and artists
Péteris Kimelis, Dzintars Licis and Martin$ Ratniks. The project
was first displayed in the form of an installation at Cool Places,
an international Triennial of Contemporary Baltic Art at the
Vilnius Contemporary Art Centre in October 1998. It was an
informatively interactive and saturated space. The large-scale
video projections of bright computer animations restructured
the exhibition premises and created a mesmerising acoustic
environment. The overall effect resembled a succession of
quotes from the 1990s popular culture, indirectly suggesting
deeper conceptual groundwork. At the foundation of the
project was some already existing content — the NASA
Voyager programme, launched in the 1970s. It contains
symbolically encoded data about Earth, which is beamed
into space via a satellite system. This information would reach
other intelligent life that could potentially exist outside our
solar system in about 40 000 years. (The programme was
compiled by Carl Sagan, using both visual materials (pictures)
and audio material — different sounds of nature as well as
greetings from inhabitants of planet Earth in 55 languages,
fragments of classical music etc.) In his interpretation of this
package of information on our planet, Martins Ratniks has
used various symbols characteristic of the culture of the late
20th century (pictograms like Corel Clipart) in the shape

of computer animations. By encoding the visual slogans,
colours, time dynamic and fluctuations, a new description

of planet Earth was created, one that was more appropriate
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ka, pieméram, “Corel Cliparts”) datoranimaciju formata.
lekodéjot talaika vizualos sauk|us, krasas, laika dinamiku

un svarstibas, tika radita jauna versija par planétu Zeme,
kas bija vairak adekvata 90. gadu beigam neka 70. gados
veidota originalversija. Izstades telpa vienlaikus tika
projicéti gan fragmenti no originala NASA projekta, gan
datoranimaciju vizualie simboli. Paraléli §i informacija

tika parraidita arT interneta. Pétera Kimela radita augstas
frekvences interaktiva skanu telpa, kuras uzdevums bija
saasinat uztveri un panakt spécigu emocionala stavokla
nelidzsvarotibu, pietuvinaja skatitaju apzinai par iluzoras
arpuszemes civilizacijas telpas klatesamibu. Sis projekts
[ldzas citiem tikla makslas darbiem (“rigasZieds’, Ginta
Gabrana“Sveroidu draudze” Oskara Poikana “true colors”

u. c) joprojam ir publiski pieejams RIXC projektu tikla
arhivos http://www.rixc.lv un, iespéjams, atdzims kada jauna
formata, kad tiks atrisinata diskusija, ka arhivét tikla makslas
darbus.“Pagatné makslas muzeji bija artefaktu kratuves.
Tacu tie zaudé savu jégu, ja runa ir par makslas darbiem, kas
ietver pieredzes un kontekstus. Ir absurdi muzeja izstadit,
pieméram, CD-ROM vai tikla makslu — neviens tacu neiet
uz gramatu izstadi lasit gramatas. JUs panemat gramatu

uz majam un lasat to tur. Muzeji klUst par distribUcijas
centriem makslas darbiem, kurus cilvéki var panemt lidzi

uz majam.” Seit varétu izvérsti turpinat problematizét ttmu
par E-LAB un RIXC ka kultdras servera (un arhiva) lomu un
vietu vietéja makslas un kultdras dzivé Latvija.

Katalogs Prix Ars Electronica. 1995, 31. Ipp.

for the late 1990s than the original 1970s version. Fragments
from the original NASA project and the visual symbols of

the computer animations were projected into the exhibition
space simultaneously. At the same time this information was
also broadcast on the Internet. The high frequency interactive
sound space, created by Péteris Kimelis, was meant to
heighten perception and provoke strong disbalance of

one’s emotional state; it brought the spectator closer to a
sense of the presence of the illusory space of extraterrestrial
civilisation. This project, along with other works of net art
(rigasZieds, Gints Gabrans' Spheroid Parish, Oskars Poikans'
True colors, etc.), is still publicly accessible in the archives

of the RIXC project network at http://www.rixc.lv, and will
perhaps be reborn in some kind of new format as soon as the
discussion on the method of archiving net artwork arrives

at a solution.”In the past, art museums were repositories of
artifacts. This cannot make sense when the artwork involves
experiences and contexts. It is absurd to exhibit CD-ROMs

in a museum — one does not go to the exhibit of books to
read books. You take the book home. Museums become
distribution centres for artwork that people take home.” Here
we could elaborate and continue the problematisation of the
subject of the role and place of E-LAB and RIXC as a culture
server (and archive) in the local art and culture life of Latvia.

But let us return to “research”and “collaboration”. In the

interdisciplinary art/science research projects of E-LAB / RIXC

Prix Ars Electronica 95 Catalogue, p. 31.



Tacu atgriezisimies pie “izpétes” un “sadarbibas” Pievérsoties

E-LAB / RIXC starpdisciplinarajiem makslas / zinatnes
izpétes projektiem (pieméram, “Spektra ekologija™®),
saskaramies ar cita veida procesualitati, cita veida estétiku
un zinama meéra akadémiskakas tradicijas izpilditu
maksliniecisko izpéti. Te ir centieni vizualizét kompleksas
datu bazes, kas bieZi izvérdas nebeidzama un vienmér
uzlabojama procesa, kas savukart likumsakarigi paredz
ar noteiktu filosofisku poziciju, izpratni un komunikaciju
informacijas ekologijas joma, jo pretéja gadijuma parak
daudz informacijas mas vienkarsi apéstu. Vel viens
piemérs, ar kuru ilustrét minéto, ir RIXC projekts "Akustiska
Telpa RT 32"DVD formata, kura parskatama dokumentala
véstijuma forma apvienota vairaku gadu radosas
sadarbibas pieredze bijusa PSRS militara objekta.

Jauno mediju makslai kopuma nekad nav bijusi raksturiga

noslégsanas paspietiekama satura estetizacija, skaista
forma. Drizak svarigak ir bijis, nek|Gstot politiskiem, dazados
atvérta modela formatos censties radosi, inovativi, kritiski
komunicét aktualitates, kas muas skar ikdienas vidé. Ta

ka interesu loka ir datortehnologijas, ar to saprotot ne

tikai personalos datorus, bet dazada veida kompjaterus
(sakot no elektronisko norékinu kartém un mobilajiem
telefoniem lidz pat satelitiem un elektromagnétiska spektra
skenésanas tehnologijam), tad runa parasti ir par acim
neredzamo nepastarpinato realo pasauli ap mums, par
komunikacijas saiknu un atgriezeniskas saites piedzivosanu

(un ne tik daudz eksponésanu vai demonstrésanu) starp
zindma meéra acimredzamo — neticamo un tikpat labi arf
acimneredzamo — neticamo. Tomér kaut ka Sie radikalie
pretstati: elektronika — akustika, maksla — zinatne, militara
sféra — civila joma, nacionalas saknes — starptautiska
pieredze, centrs — periférijas, tehnologijas — antitehnologijas
E-LAB un vélak RIXC makslas projektos nav maksligi vai
programmatiski raditi uzstadijumi, tos paredz izmantotas
tehnologijas, to vésturiskie un masdienu konteksti.

Nobeiguma gribu pieminét projektu “Radio Spidola’? kas
bija Rasas Smites kiréta interneta radio akcija projekta
"6. elements — starptautiskas sieviesu makslas dienas”
laika 2002. gada Riga. Vairakas Latvijas neatkarigo makslas
un kultdras organizaciju aktivistes (Signe Pucena, Diana
Pali¢uka, Kristine Briede, leva Auzina, Irina Gorbatova)
piedalijas improvizétas radio studijas izveidé, kura norisa
diskusijas un intervijas ar projekta dalibniecém realaja un
virtualaja telpa. Realaja laika un telpa 3aja projekta dziedaja
art latviesu folkloras sieviesu kopa “Suitu sievas’, notika
Raina lugas “Uguns un nakts” lasijumi, bija paredzéta
Latvijas Valsts prezidentes Vairas Vikes-Freibergas
piedalisanas tiesaja étera. Manuprat, “Radio Spidola”ka
aspratigs saturisks komentars ar idealistisko moto “Mainies
uz augsu!” (nevis ka feminisma makslas vai tml. piemérs)
labi parada absolato konceptualo brivibu un reizé ar
konceptualo modribu, kuru trauslo robezu lidzsvara tapusi
interesantakie mediju makslas projekti Latvija.

http://rixcIv/07 un http://rixc.Iv/skrunda_signal

(for example, Spectrum Ecology?®), we meet with another kind
of processuality, another aesthetic and to some extent a
more academic tradition of artistic research. Here there are
attempts to visualise complex data bases, an effort that often
transforms into an endless and always improvable process,
which, in turn, naturally also presumes a certain philosophical
position, understanding and communication in the field

of information ecology — otherwise we would simply be
devoured by “information overload”. Another example which
could illustrate this is the RIXC project Acoustic Space RT 32

in DVD format, which is an easily accessible documentary
narrative covering several years'worth of experience in
creative collaboration at a former USSR military object.

New media art in general has never concentrated on self-

sufficient aesthetisation of content, on the beauty of form.
Rather, it has been important to try — without becoming
political — to use various open formats for creative, innovative,
critical communication of the actualities we meet in

everyday environment. The focus of interest is on computer
technologies, meaning not just PCs but all kinds of computers
(starting with electronic ATM cards and mobile phones, and
ending with satellites and electromagnetic spectrum scanning
devices), therefore it is mostly about the invisible “immediate
real world around us’, about experiencing (to a greater degree
than exposing or showing) communication links and feedback
between what is perhaps “evident and incredible’, and, to the

9. http//www.rixc.lv/spidola/

same extent, “non-evident and incredible”. Still, somehow these
radical contradictions — electronics/acoustics, art/science,
military/civilian, national roots/international experience,
centre/peripheries, technologies/anti-technologies — are never
artificially or programmatically created settings in the E-LAB
and later RIXC art projects; they are inferred by the employed
technologies, their historical and modern-day contexts.

In conclusion | would like to mention the Radio Spidola project?,
an Internet radio intervention curated by Rasa Smite during
the project The 6th Element — International Women’s Art Days
in Riga in 2002. Several activists from independent Latvian
art and culture organisations (Signe Pucena, Diana Palicuka,
Kristine Briede, leva Auzina, Irina Gorbatova) partook in the
creation of an improvised radio studio, a venue for discussions
and interviews with the project participants in virtual and
real space. In real time and space this project also involved
singing by the Latvian women'’s folk group Suitu sievas,
readings of Rainis'play Fire and Night; a live radio appearance
by the President of the Republic of Latvia Vaira Vike-Freiberga
was also planned. In my opinion, Radio Spidola as a witty
contentual comment with its idealistic motto, “Mainies uz
augsu!”(Change Upwards!) — not as an example of feminist art
etc. —is a good demonstration of the absolute conceptual
freedom and at the same time perhaps conceptual
awareness, the fragile balance of which have brought about
the most interesting media art projects in Latvia.

8.

http://rixc.lv/07 and http://rixc.lv/skrunda_signal

9. http//www.rixclv/spidola/
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