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leva ASTAHOVSKA and Anda KLAVINA talk with
Raitis SMIT'S, Rasa SMITE and Janis GARANCS about E-LAB

art as a process and utopian ideas, new media,

technologies and internet culture




Elektronisko mediju makslas apvientba E-LAB bija starptautiski
aktivakie un art avangardiskakie Latvijas makslas daltbnieki 90,
gados. Eksperiment! ar tikla makslu un interneta radio savienoja
Rigu ar Lublanu, Berlini, Londonu, Hamburgu un citam pasaules
vietam, tacu lokalaja makslas dzve ta palika savrupa zona, kas
komunikaciju kanalus izvérsa ar citu kulttras jomu un subkulttru
parstavijiem

Kops 2000. gada E-LAB ir partapis par jauno mediju centru
RIXG, kas nodarbojas ar jauno mediju kultoru izverstaka zona,
interesi par dazadiem makslas un tehnologiju jautajumiem realizejot
projektos, kas analttiski un kritiski péta tadus kompleksus un
letilpigus fenomenus ka vilni, energija, akustiska telpa, globalas
pozicionésanas sistémas, postpadomju militarais mantojums,
ekologija, atjaunojamas tehnologijas utt.

Electronic media arts community E-LAB were the most
internationally active and also the most avant-garde participants of
the art scene In Latvia in the nineties. Experiments with network
art and internet radio connected Riga to Ljubljana, Berlin, London,
Hamburg and other locations in the world, but in the local art scene
it remained a separate zone, extending communication channels to
representatives of other fields of culture and subculture.

Since the year 2000 E-LAB has transformed into new media
centre RIXC, which practises new media culture in a broader
context, taking an interest in various artistic and technological
issues when producing projects that deal with an analytical and
critical examination of such complex and wide-reaching phenomena
as waves, energy, acoustic space, global positioning systems, post-
Soviet military heritage, ecology, renewable technologies, etc,
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IEVA ASTAHOVSKA: - Ka sakas E-LAB?

RASA SMITE: - Ta bija spontana riciba, reakcija uz apkart
notieko$o un jaunam vésmam.

Més beidzam Makslas akadémiju — ar |oti akadémisku,
tradicionalu izglitibu, kas nedeva gandriz nekadu prieksstatu
par aktualo makslu. Pasi méginajam saprast to, kas

notiek, — skatijamies makslas izstades arzemés un paraléli
méginajam stradat ar dazadiem medijiem — instalacijam,
video, fotografiju, isti pat nezinot - ka. Ta bija intuitiva iekséja
prasiba kaut ka reagét uz attiecigo laiku.

Tas, kas motivéja meklét kaut ko jaunu, bija talaika makslas
sistéma — varéja piedalities n-tas izstadés un tai pasa laika
nesanemt nekadu atgriezenisko saiti, it ka stradajot vakuuma.
Komunikacija nenotika ne ar auditoriju, ne ari bija skaidrs —
vismaz ne mums —, ka makslinieka darbiba kontekstualiz&jas
makslas aprité.

RAITIS SMITS: - Mums bija vélme péc kaut ka savadaka,
pieskirt lielaku nozimi pasam procesam. Sakuma ta pat nebija
definéta vélme, bet vairak balstita sajutas.

RASA: - Paradijas datortehnologijas, méginajam tam piek|at,
macities. Par internetu uzzinajam 1995. gada beigas, kad
Tallina pirmo reizi Baltija notika konference “Understanding
Interactivity”, ko organizéja Igaunijas SMMC sadarbiba ar
Makslas akadémiju un kur pirmoreiz iepazinamies ar mediju
teorétikiem, ar kuriem saglabajam kontaktus un kuri mas

IEVA ASTAHOVSKA: - How did E-LAB start?

RASA SMITE: - [t was spontaneous, a reaction to what was
happening around us and the new tendencies.

We had graduated from Art Academy — with a very academic, very
traditional education that provided us with almost no notion of the
current art. We tried to understand what was going on ourselves —
went to art exhibitions abroad and at the same time tried working
with different media — installations, video, photography, even not
knowing clearly how to do that. It was an intuitive requirement to
respond to the ongoing epoch in some way.

What motivated us to search for something new was the art
system of the time — you could participate in any number of
exhibitions and at the same time have absolutely no feedback,
as if you were working in vacuum. There was no communication
with the public and it wasn't clear — at least not to us — how the
activities of an artist are contextualized in the art scene.

RAITIS MITS: - We desired something different, attaching more
importance to the process itself. At the very beginning it was not
even a clearly defined desire, rather something based on feelings.

RASA: - Computer technologies appeared, and we tried to get
our hands on them, to learn. We got to know about the internet
at the end of 1995 when a conference Understanding Interactivity
took place inTallinn. It was the first of its kind in the Baltics

and was organized by the Estonian SCCA in collaboration with
the Estonian Academy of Arts; it is where we first met media
theoreticians who we kept in touch with and who supported

us — Eric Kluitenberg, Geert Lovink, Aleksei Shulgin, Richard

462 | MUS INTERESEJA UTOPISKI PROJEKTI

atbalstija — Eriku Kluitenbergu, Gertu Lovinku, Alekseju
Sulginu, Ricardu Barbroku. Bija skaidrs, ka, atbraucot atpakal,
jadibina elektroniskas makslas un mediju centrs.

Internets un elektroniskie mediji mas aizrava to ipasibu
dél. Internetam piemit egalitarisms — jebkuram, kam ir
dators, ir iespéja pieslégties internetam, un taja viss notiek
pasorganizéjosi. Vienigais noteikums, ka taja iek|at, bija
izpildit tehniskos nosacijumus. Tas bija pilnigi atskirigi no
nosacijumiem, ka ieklauties makslas izstade.

RAITIS: - Més bijam dzirdéjusi par Jani Garancu, kurs tobrid
bija Stokholma un ar kuru iepazinamies un sazinajamies

ar interneta starpniecibu — tapat ka $aja saruna. Pirmo reizi
klatiené més satikamies tikai péc vairakiem ménesiem.

JANIS GARANCS: - Latvija bija jauna valsts, un més

izjutam bijusas izolacijas sekas. Internets bija komunikacijas
iespéja — veids, ka més iepazinamies, un efektivakais veids, ka
apmainities ar jaunam idejam. Ar laiku man pat radas sajata,
ka dzivoju kontakta ar elektroniskajiem medijiem, jo biezi ar
cilvékiem nesatikos tiesi, bet sazingjos pa internetu.

Bet pati komunikacija man bija otrskiriga, mani intereséja jaunie
veidi, ka veidot kustigu attélu. Sakuma es Latvijas Makslas
akadémija studéju glezniecibu un vienlaikus méginaju stradat
ar kompjatergrafikas paveidiem. Bija diezgan grati sajatas dé|,
ka akadémija vajag piespiesties, pati izvéléta profesija likas
nepareiza. Tad es sapratu, ka vajag kaut ko darit arpus Latvijas.

Barbrook. It was clear that when we get back to Latvia we should
establish a centre for electronic art and media.

The internet and electronic media fascinated us because of their
qualities. The internet is characterized by egalitarianism — anyone
who has a computer can connect to it, and things are self-
organized there. The only requirement to access the internet is to
comply with the technical conditions. It was completely different
from the requirements of participating in an art exhibition.

RAITIS: - We had heard of Janis Garanc¢s who was in Stockholm
at the time, we met him and communicated with him over the
internet — just like this conversation. The first time we met him in
person was only several months later.

JANIS GARANCS: - Latvia was a new country and we did feel

the consequences of the former isolation. The internet was a
possibility for communication; it was the way we met and the
most effective way to exchange new ideas. In the course of time
I'even got the feeling that I'm living in contact with electronic
media because | often didn't meet people in person and instead
communicated on the internet.

But communication in itself was secondary for me; | was
interested in the new ways of creating a moving picture. At
first | was studying painting at the Art Academy of Latvia and

at the same time tried to work with the varieties of computer
graphics. It was quite difficult because of the feeling that you
have to strain yourself at the academy; the very profession | had
chosen seemed to be wrong. Then | realized that | should do
something outside Latvia.



Saku studét Zviedrija, un tai laikd més ar Rasu un Raiti tikamies
dazados multimediju festivalos, arT Latvija, un bija skaidrs,

ka ir vajadzigs jauns makslas centrs. Citas jaunas makslas
izstades, ar tas, ko rikoja SMMC-Riga, nelikas saistosas. Tas bija
konceptualas, dazkart publiku provocéjosas; man konceptuala
maksla nekad nav bijusi tuva, un tas nelikas interesanti. Bez
salonmakslas un SMMC-Riga aktivitatém gribéjas aktualizét
citu makslas spektru. Sava veida tas sasaucas ar jaunajam
vésmam, idejam, kas bija radusas arf Raitim un Rasai.

I. A.: - Vai E-LAB pamatad tika dibindts ka platforma jaunam
aktivitatém vai ka instruments jaunam radosuma veidam?

RASA: - Abéjadi. Pirmkart, més pasi gribéjam nok|at tikla.
Otrkart, ta bija platforma, lai tam piek|Gtu un kaut ko radosi
veidotu ari citi jaunie makslinieki, aktivisti, dazadu subkultdru
parstaviji, didzeji, maziki.

I. A.: - Ka jus pasi definéjat to, ar ko nodarbojaties?

RAITIS: - Sakuma més necentamies definét vai atrast veidu,
ka to, ar ko nodarbojamies, nosaukt. Kad tu sac darit kadu
pilnigi jaunu lietu, visas durvis ir vala. Definét un iepazities ar
vésturiskajam sakaribam vajag péc tam. Formala puse bija
eksperimenti ar jaunajiem instrumentiem un tehniskajiem
nosacijumiem. Lidzi naca art diskurss, jo més vienlaikus
iepazinamies gan ar maksliniekiem, gan ar teorétikiem, kas
tiesi tai laika méginaja internetu — ne tikai makslu, bet ari visu
interneta kultdru, kas radas, — kontekstualizét teorija.

I started studying in Sweden and during that time | met up with
Rasa and Raitis at various multimedia festivals, also in Latvia, and
it was clear that a new art centre is needed. Other exhibitions

of the new arts, also the ones organized by SCCA-Riga, did

not seem very exciting. They were conceptual, sometimes
provocative; but conceptual art has never been very close to
my heart and for me it was plain uninteresting. Besides salon art
and SCCA-Riga activities | wanted to actualize a whole another
spectrum of art. In a way it related to the new tendencies, to the
ideas that Raitis and Rasa had already had.

I. A.: - Was E-LAB founded as a platform for new activities or
rather an instrument for a new kind of creativity?

RASA: - Both. Firstly, we wanted to enter the network ourselves.
Secondly, it was a platform for other beginning artists, activists,
representatives of various subcultures, DJs and musicians to

Raitis Smits pie sava un Rasas Smites darba Memorials mtzikas un vides instalaciju projekta

Biosports. 1996. reach this network and do something creative.
Raitis Smits with his and Rasa Smite’s work Memorial in the music and environmental installation
project Biosport. 1996. I. A.: - How did you yourselves define what you were doing?

RAITIS: - At first we didn't try to define what we were doing or
give it a name. When you start doing something completely
new, all doors are open. Defining things and studying historical
connections is a task for later. The formal side was experiments
with the new tools and technical factors. With it came also
discourse, because we met both artists and theoreticians who at
that very time were trying to contextualize the internet in theory
- not just art but also all the emerging internet culture.

RASA: - Our association of the network was a new sort of space
where, on the contrary to what Janis Garancs said, the primary
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RASA: - Mums tikls asocigjas ar jauna veida telpu, kura pretéji
Jana Garanca teiktajam primara vélme bija komunicét sava
starpa, lai varétu radit makslu, realizétu kopigus radosos
projektus un lai attistitu pasu interneta telpu. Sakotnéji ta
bija |oti Saura atskiriba no 90. gadu beigam, kad ta strauji
saka aptvert teju visu pasauli. Sakuma periods bija unikals,
un més bijam vieni no pirmajiem, kas méginaja iek|at tikla
un to izmantot. Ne jau e-pastus més grib&jam izmantot,
bet atrast to, kas nebija iespéjams lokala konteksta. Atrast
[idzigi domajosus cilvékus. Internets attiecigi bija gan telpa,
kura veidot savus projektus, gan atvérta vide — ar tikliem,
kopienadm —, kur izveidot kaut ko, kas bUtu arpus jebkadam
definésanas iespéjam.

Janem véra ari attieciga laika dominéjosa atvértibas ideja,
kas bija saistita ne tikai ar interneta paradisanos, bet arf ar

politiku — globalizaciju, atvérto tirgu, auksta kara beigam. Mas
art neintereséja oficialas makslas aprite; més uzskatijam, ka
internets ir ta vieta, kur varam veidot pasi savus kontekstus
tam, ko daram. Sakuma gribéjam veidot autonomus
projektus, platformas ka, pieméram, Xchange, kas var pastavét
kada utopiska atseviskuma no pasaules, kurai més internetu
centamies pretstatit.

RAITIS: - MUs intereséja utopiski projekti, kas tika realizéti
[idz pat konkrétiem modeliem ka, pieméram, name.space
projekts, kuru iesaka makslinieks Pols Garins no Nujorkas

un kura bijam iesaistiti art més, vai Marko Pelhana insularas
tehnologijas projekts — abi piedava autonomu infrastruktaru,
kas bUtu neierobezoti pieejama un lietojama bez jebkadas
korporativas piederibas. Sadu utopisku ideju 90. gadu
beigas bija |oti daudz.

Arvids Alksnis, Péteris Kimelis, Dzintars Licis, Martin3 Ratniks. Telpiska instalacija Very Hopeful Baltijas makslas triennalé Cool Places. 1997.

Arvids Alksnis, Péteris Kimelis, Dzintars Licis, Martin$ Ratniks. Environmental installation Very Hopeful in the Baltic art triennial Cool Places. 1997.

desire was mutual communication to create art, produce
common creative projects and develop our own internet space.
Initially it was very restricted, unlike at the end of the nineties
when it rapidly started enveloping almost the whole world. The
initial period was unique and we were one of the first who tried
to enter the network and use it. It was not email we wanted to
use; we waned to find what was impossible in the local context.
Find like-minded people. So the internet was both space

for producing your projects and an open environment, with
networks and communities, a place for creating something that
would be beyond any possibility of definition.

You also have to take into account the dominant concept of
the time, the idea of openness, which was not only related to
the emergence of the internet but also politics — globalization,
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open market, the end of the cold war. We were not interested in
the official art scene; we were of the opinion that the internet is
the place where we can create our own contexts to what we're
doing. At first we wanted to do autonomous projects, platforms
like Xchange that can exist in some utopian separateness from
the world against which we tried to oppose the internet.

RAITIS: - We were interested in utopian projects that were
accomplished even up to a specific model, like the name.space
project that was started by Paul Garrin, an artist from New

York, and in which we were also involved, or Marko Peljhan’s
insular technology project — both of them offer an autonomous
infrastructure that would be unrestrictedly accessible and could
be used without any corporate affiliation. There were a whole lot
of such utopian ideas at the end of the nineties.



RASA: - E-LAB izveidoja savu serveri, kas ar laiku tika
konceptualizéts un nosaukts par méakslas serveri (art server)
un bija paredzéts kultdras un dazadu komunikacijas formu
atbalstam. Uz t3, pieméram, ir uzkrajusies pirmie Latvijas tikla
makslas darbi, saglabats interneta radio Ozone arhivs.

90. gadu vida, kad izveidojam savu interneta radio, tikla
makslas aktivitates bija absoluta avangarda, prieksa visam
industrijam. Ari darbs ar serveri bija vélme kontekstualizét
gan savu darbibu, gan pasu tiklu un ta dimensiju - to, ka
maksla un kultra attistas tikla.

I. A.: - Respektivi, no vienas puses, jus darbojaties ka
makslinieki aktivisti, kas uztver atvertibas idejas un jaunds
pdrmainas, no otras — veidojat autonomu, sava zina
utopisku zonu? Vai makslas vide uztvéera un saprata,

ar ko jus nodarbojaties?
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LN Sieviesu ligas interneta projekts Sirdis. 1997.
LN Women's League internet project Hearts. 1997.

RASA: - We set up our own E-LAB server, which in the course
of time was conceptualized, called art server and meant for
supporting culture and various forms of communication. On
that server, for example, the first works in Latvian net art are
accumulated, also the Ozone net radio archive is on it.

In the middle of the nineties, when we created our own internet
radio, net art activities were absolute avant-garde, ahead of

all industries. Also our work on the server was our desire to
contextualize both our own activities and the network itself and
its dimension — the way art and culture evolve in the network.

I. A.: - Namely, on the one hand you operated as activist artists
with a grasp on the notions of openness and the contemporary
changes, on the other you were creating an autonomous, in a
way utopian zone? Did the art scene understand, did they pick up
on what you were doing?

RASA: - Starptautiski veidojas kultarvide, kas |oti labi zinaja un
saprata, kas ir E-LAB. Lokali — né, pat atsakoties saprast to, ar
ko més nodarbojamies. Cilvéki seit joprojam negrib saprast
tehnologijas, viniem tas neinteresé, nepatik, tai pasa laika
aizmirstot, ka visi dzivo elektromagnétiska smoga — mobilie
telefoni, velas masinas, mikrovilnu krasnis...

Savu autonomo telpu més veidojam autonomu kaut vai
tadél, lai varétu identificéties ka jaunie mediji — kas tas ir, ar
ko més stradajam. Méginajam sevi pozicionét,mistiskaja”
jauno mediju sféra, bet mums vienmér bija ,aizmugure” -
starptautiskie tikli, kur arf ieguvam finanséjumu un kuriem
pateicoties vispar varéjam izdzivot.

ANDA KLAVINA: - 90. gadu sakuma Latvijas makslinieki, t. s.
instalatoru paaudze, aktivi piedalijas starptautiskas izstadés,
un koncentrésanas neparprotami bija Rietumu virziena.
Savukart ar Krieviju saskarsmes gandriz nebija. Kada bija
E-LAB pieredze?

RASA: - Mums likas, ka maksla, kas te radas, arf laikmetiga
maksla, lielakoties bija Rietumu makslas atdaringjums — tas, cik
tu labi strada, ir atkarigs no ta, cik daudz tu zini. Kad izveidojam
E-LAB, vienmér atsaucamies, ka Rietumeiropa ir attistijusies
sadi makslas centri un tie sak pamazam attistities arl
Austrumeiropa. Péc paris gadiem sapratam, ka visur tas attistas
vienlaikus. Tas bija patikams fenomens — Austrumeiropa tas
attistijas pat aktivak, jo taja komunikéacijas iespéjas ieprieks bija
atnemtas, tapéc pasizteiksanas vélme bija |oti spéciga.

RASA: - Internationally a cultural environment was developing
that knew and understood very well what E-LAB was. Locally —
no; they even refused to understand what it was that we did.
People here still don't want to understand technology, they are
not interested in it, they do not like it, but at the same time they
forget that everyone is living in electromagnetic smog — mobile
phones, washing machines, microwave ovens...

We made our autonomous space autonomous at least so that
we would be able to identify ourselves as new media — what it
is that we're working with. We tried positioning ourselves in the
,mysterious” new media area, but we always had our backing —
the international networks, where we also obtained funding and
thanks to which we could actually survive.

ANDA KLAVINA: - At the beginning of the nineties Latvian artists,
the so called installator generation, participated in exhibitions
abroad actively and the general focus was on the West. There was
nearly no contact with Russia. What was the experience of E-LAB?

RASA: - We thought that the art that was created here, also the
contemporary art, was mostly imitation of Western art — the
excellence of your work depended on how much you knew.
When we established E-LAB we always referred to the fact

that such art centres have developed in Western Europe and
are now starting to develop in Eastern Europe. A few years

later we realized that this was developing simultaneously
everywhere. It was a pleasant phenomenon —in Eastern Europe
its development was even more active, because the region was
formerly deprived of communication possibilities and therefore
the desire for self-expression was very strong.
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90. gados Austrumeiropa bija |oti aktiva. Pieméram, Ungarija
izveidojas,C3’, Tallina — E-mediju centrs, kas abi bija Sorosa
fonda atbalstiti, un citi.

A. K.: - Jas jutdties lidzveértigi Rietumeiropas maksliniekiem?

RASA: - Iznemot finanséjumu, viss paréjais bija lidzvértigi.
Tas varbat bija tas idealais stavoklis, par ko doma

studéjot, — kad rodas sajlta, ka viss jau ir bijis, un ka tas

ir, kad nak kaut kas jauns, pilnigi jauns virziens. Mums
nekas nebija macits, un attiecigi viss, ko més uztvéram un
darijam, likas |oti interesanti. Ja més batu zinajusi, ka masu
interneta radio lidzigi modeli ir bijusi, pieméram, 80. gados
Tokija eksperimenti ar mini FM radio, varbat més to pat
neiedrosinatos. Bet mus intereséja tikai $Tjauna vide. Loti
daudz deva amerikanu mediju teorétikis Eriks Deiviss, kurs

1997. gada masu mediju festivala Riga uzstajas ar lekciju
par akustisko kibertelpu. Vins mas iepazistinaja ar MaklGena
akustiskas telpas koncepciju, to, ka akustiskas telpas uztvere
atskiras no vizualas telpas uztveres. Tas deva vadlinijas
ilgstosam darbam.

I. A.: - Vai atskiriba no Austrumeiropas jauno mediju
makslinieki Rietumos nebija radikalaki politiska nozimé?

RAITIS: - Vini gribéja vairak visu definét, més savukart né.

Bet tas bija uzpladiem. No 90. gadu otras puses lidz pat
uzbrukumam dvinu torniem bija vairakas aktivistu protestu
kustibas, kuru viens sparns daléji parklajas ar jauno mediju
aktivistiem. Tomér ta kustiba bija pasizsmelosa. Ja strada
plasaka makslas un kultaras konteksta, vienmeér ir kada téma,
kura var iet dzilak, tacu més ar to parak neaizravamies. Un

Izoldes Césnieces interneta projekts Upe. Straume. Krasts. 1998.

Izolde Césniece internet project River. Stream. Shore. 1998.

In the nineties Eastern Europe was very active. For example, in
Hungary C3 was established, in Tallinn — E-media centre, both of
these backed by the Soros foundation, and others as well.

A. K.: - Did you feel equal to Western European artists?

RASA: - Apart from funding, everything else was equal. It maybe
was the ideal condition that you think about when studying -
when you get a feeling that everything has already happened
and what it’s like when something new is coming along, a
completely new direction. Nothing of the kind had been taught
to us, so everything we perceived and did seemed extremely
interesting to us. If we had known that similar models to our
internet radio have already been tried, like the experiments with
mini FM radio in Tokyo in the eighties, maybe we wouldn't have
dared it. But we were interested only in this new environment.
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A great contributor was the American media theoretician Erik
Davis who did a lecture on acoustic cyberspace at our media
festival in Riga in 1997. He introduced us to McLuhan's concept
of acoustic space, how the perception of acoustic space differs
from the perception of visual space. That provided us with
guidelines for a long period of work.

I. A.: - Were the new media artists in the West more politically
radical than in Eastern Europe?

RAITIS: - They were more inclined to define everything, we were
not. But that happened in surges. Since the second half of the
nineties until the attack on the Twin Towers there were several
activist protest movements, factions of which partly overlapped
with new media activists. However, it was a self-exhausting
movement. If you're working in a broader art and culture context,



politiskos projektus nevar veidot péc pasatijuma. Tiem ir
jabat gan trapigiem laika, gan makslinieciskiem, pretéja
gadijuma tie sanak samociti vai didaktiski.

RASA: - Gerts Lovinks ik pa laikam mums, Tpasi
maksliniekiem, rekomendéja blt nedaudz politiskakiem.
Més ar saviem projektiem, pieméram, Xchange, grib&jam
bégt no politikas, cik talu vien iespéjams, radit telpu, kura

var eksperimentét un kur par makslinieku var bt jebkurs,
kuram ir kadas domas un kurs pievienojas interneta tiessaisté
no jebkuras pasaules vietas.

A. K.: - Noteikta zind E-LAB darbiba jau bija ari politiska, jo
gadja uz absolutas brivibas telpu.

RASA: - Més daudz ko macijamies no partneriem arzemes.
Pieméram, to, ka izmantot taktiskos medijus” Viens piemérs
bija, kad KultGras ministrija mums grasijas atnemt datorus,
kas tika iegadati ka serveri interneta makslas projektiem
2001.gada, kad Riga bija Eiropas kultdras ménesa
galvaspilséta. Péc paris gadiem ministrija kaut kas mainijas,
un acimredzot juridiski bija kadas neprecizitates, un vini
noléma, ka abus datorus var panemt atpakal. Dators tobrid
jau bija diezgan novecojis, bet mums tas bija gandriz 50%
infrastruktdras. Tad més sarikojam atbalsta kampanu —
uzaicinajam mediju makslas centrus, kurus zinajam un kuri
zinaja mas, ja vini uzskata mdsu darbibu par lietderigu,
nostit uz ministriju faksu masu darbibas atbalstam. Bija
vairak neka 30 atbalsta rekomendacijas no visas pasaules.

there is always a theme that you can delve deeper in, but we
were not too enthusiastic about it. And political projects can't be
produced on demand. They have to be both well-aimed in time
and artistic, otherwise they turn out to be strained or didactic.

RASA: - Geert Lovink from time to time advised us, especially
artists, to be a bit more political. With our projects, like Xchange,
we wanted to run away from politics as far as possible, create

a space for experimenting where anyone can be an artist,
anyone who has some ideas and connects via the internet from
anywhere in the world.

A. K.: - In a certain way the activities of E-LAB were also political,
since it pushed toward the space of absolute freedom.

RASA: - We learned a lot from our foreign partners. For example,
using,tactical media” One example of it was a case when the
Ministry of Culture intended to take away computers that had
been purchased as servers for net art projects in 2001 when Riga
was European Capital of Culture. After a few years something
changed at the ministry, apparently there had been some

legal inaccuracies and so they decided to take away both the
computers. The machines were already quite outdated at that
time, but they constituted almost 50% of our infrastructure.
Then we arranged a support campaign — we appealed to
media art centres that we knew and that knew us to send

a fax stating support of our activities to the ministry, if they
consider our existence to be useful. There were more than 30
recommendations of support from all over the world. And the
situation was solved — we made a cooperation agreement with
the ministry, and the computers were left in our use.

Un situacija atrisinajas — ar ministriju tika noslégts sadarbibas
[lgums un datori atstati mums lietosana.

Cits taktisko mediju” piemérs bija ideja — nerealizéta — par
interfondu, kas atbalstitu projektus kaut vai dazu santimu
vértiba un varétu bat oficials atbalstitajs. Pastav i sistéma:
lai piesaistitu finanséjumu, vajag lidzfinanséjumu, ko ne
vienmér var atrast. Sis starptautiskais fonds eksistétu tikai
virtuali, bez redlas naudas, tikai ar interneta lejupladéjamu
veidlapu. Kopienu limeni to varétu izmantot k& kaut ko
sindikatisku, kas vienlaikus darbojas ka medijs un reizé veids,
ka internets var palidzét.

I. A.: - Jas minéjat, ka E-LAB izveido$ana bija saistita ar
alternativas meklésanu jau esosajai makslas videi, no kuras
jus nejutat atgriezenisko saiti. Cits projekts, kas mekléja
alternativu 90. gados, bija,Open’.

RAITIS: - Ar,Open”— Kasparu Vanagu un llzi Strazdinu —
mums bija sadarbiba no pasa sakuma, lai gan vini orientéjas
uz nedaudz citu sféru. Msu vide bija digitalie mediji,

vinus intereséja laikmetiga maksla kombinacija ar dazadu
subkultdru izpausmém. Tai nozimé musu darbiba parklajas
nedaudz, tacu idejiska zina plasaka veida ta tiesam bija

[ldziga - jaunas vides, jaunas pasizpausmes telpas mekl&jumi.

Tas ir dabisks process, kas kulttra notiek nemitigi, — nak
jauna paaudze un meklé jaunu skatijumu, aktualu formu
aktualajam laikam.

Another example of tactical media”was an idea — which

was not accomplished — of an Interfund that would support
projects with at least a few santims and thus be an official
supporter. There is this system: to attract funding you need
co-financing, which is not always available. This international
foundation would exist only virtually, without real money, with
just a form to be downloaded from the internet and filled in.
On community level it could be used as something syndicate-
like, operating simultaneously as a medium and a way how
internet can help.

I. A.: - You mentioned that the establishing of E-LAB was related
to searching for an alternative to the already existing art scene
that you felt no feedback from. Another project searching for an
alternative in the nineties was Open.

RAITIS: - We collaborated with Open - Kaspars Vanags and llze
Strazdina - already from the very beginning, although their
attention was centred on a slightly different field. Our field was
digital media, whereas they were interested in contemporary art
in combination with different subcultures. In that respect our
activities overlapped a little, but ideologically, in a broader sense
it really was similar — new environments, search for space for a
new sort of self-expression.

Itis a natural process that happens endlessly in culture — new
generations come and search for new points of view, current
forms for current times.

I. A.: - Artists that participated in E-LAB projects were also
involved in projects organized by SCCA-Riga and Open. Was their

MUS INTERESEJA UTOPISKI PROJEKTI 467



I. A.: - E-LAB projektos iesaistijas makslinieki, kas piedalijas
ari SMMC-Riga un ,Open” rikotajos projektos. Vai vinu darbi
E-LAB konteksta bija tehnologiju izmantosana noteikta
rezultata radisanai, vai tie sakrita ar E-LAB domasanas
trajektoriju?

RAITIS: - Abéjadi. Sakuma E-LAB bija maza telpina — ka
darbnica un ka vide — un visi Sie makslinieki bija viena
kopiena, visi bija $Ts organizacijas biedri. Visi maksaja biedru
naudu, ar ko segt ires maksu, uzkopa telpas un ta talak. [k
nedé|u bija kopasanaksana, kur katrs radija kaut ko, ko bija
atradis, uzzingjis un kas konteksta skita interesanti. Tad sakas
regularas radio tiesraides, atkal bija sanaksana katru nedé|u.
Praktiski ta bija jauna makslas telpa, kur izpausties.

RASA: - It seviski tad, kad telpa bija vairak cilvéku neka radio
klausitaju.

RAITIS: - Tadas reizes bija bieZi.

RASA: - Eriks Kuitenbergs raksta “Medijs bez auditorijas”
Xchange un Ozone darbibu defingja: augstakais sasniegums ir
radit mediju bez auditorijas, kura mérkis ir bt neracionalam
un nelietderigam. Tiek sasniegts sads augstakais punkts, un
mediju maksla veiksmigi ieklaujas kopéja makslas konteksta.

J. G.: - Taja svarigs ir ari jautajums par infrastruktdru.
Maksliniekam ir batiski apzinaties sevi ka sabiedribas
sastavdalu. Dala makslinieku nodarbojas ar abstraktam
krasu un liniju attiectbu problémam, citi iesaistas aktualos

work in E-LAB context the use of technology to create a certain
result or did they correspond to the E-LAB trajectory of thought?

RAITIS: - Both. In the very beginning E-LAB was a tiny room

- both as a workshop and as environment — and all these
artists were one community, everyone was a member of this
organization. Everyone paid membership money to pay the
rent, everyone did the cleaning and so on. Each week there
was a come-together where everyone showed what they had
found, learned, what seemed to be interesting in the context.
Then regular live radio broadcasts started and everyone came
together each week again. Practically it was a new art space for
self-expression.

RASA: - Especially when there were more people in the room
than listeners on the radio.

RAITIS: - Which often happened.

RASA: - Eric Kluitenberg in his article "Media without an
Audience”defined the activities of Xchange and Ozone this
way: the highest accomplishment is to create a medium
without an audience, the aim of which is to be irrational and
useless. This zenith is achieved and media art successfully fits
into the general art context.

J. G.: - The matter of infrastructure is also very important. It

is essential for an artist to be aware of himself/herself as a

part of the society. Some artists deal with abstract relation
issues between colours and lines, others participate in current
processes. Albeit in Latvia artists have participated in social
processes rather little since the beginning of the nineties,
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procesos. Kaut gan Latvija makslinieki kops 90. gadu sakuma
sabiedriskos procesos iesaistijusies maz, daléji sadzives
apstak|u dé ir bijusi iemesti vai nu vaveres ritent, vai
emigréjusi un dara kaut ko, kam nav sakara ar makslu.

Maksliniekam ir svarigi izveidot savu infrastruktdru, kas nav
atkariga no meinstrima, politiska pasttijuma vai modes.
Neatkariba nodrosina lielakas iespéjas eksperimentét, un
subkultdra ir svariga sabiedribas veselibai. Masu darbiba
varbdt bija daléji neredzama, citur lidzigos centros ir
publiskas telpas, koplietosanas instrumenti, vide, publicitate
un ta talak. Tur, kur ir sadas iespéjas, viss notiek daudz aktivak
un interesantak. Pieméram, Berliné pirms paris gadiem bija
daudz tukSu maju, kuras makslinieki varéja darboties, -
parnemt tas uz kadu nedélu un sarikot milzigu teatra izradi
un tamlidzigi. Ar Latvija, Riga un citas pilsétas ir svarigas
iespéjas pastavét neformalam organizacijam, ne valstiskam
vai komercstruktaram.

Arl mediju maksliniekiem ir svarigi apzinaties, ka daudzi
no instrumentiem, ko vini izmanto, uzliek zinamus

ierobezojumus, pieméram, licencésanas gratibas. Tapéc
viniem ir izdevigi savstarpéji sadarboties, uz neatkarigas
,salinas”veidot savu vidi, kur var pastavét eksperimenti.

RAITIS: - AtgrieZoties pie politekonomiska konteksta —
joma, kur mediju makslinieki aktivi lidzdarbojas, ir brivo
programmatdru izmantosana un filozofijas attistisana; pat
tiktal, ka Sobrid atseviskas valstis, pieméram, Niderlande,

partly because of being caught in the hamster wheel for
everyday survival reasons or having emigrated and doing
things not related to art.

For an artist it is important to create his/her own infrastructure
that does not depend on the mainstream, political contracts
or fashion. Independence provides broader opportunities for
experimenting, and subculture is vital for the health of the
society. Our activities were maybe partly invisible; elsewhere
in similar centres there are public spaces, common use tools
and environment, publicity etc. In places that provide these
possibilities things happen much more actively and more
interestingly. For example, in Berlin a few years ago there
were a lot of empty buildings where artists could do things
— take a house over for a week and organize a huge theatre
performance and stuff like that. The possibility of existence
for informal organizations, non-governmental and non-
commercial structures is very important also in Latvia, both
Riga and elsewhere.

Also for media artists it is important to be aware of the fact

that many of the instruments that they use impose certain
restrictions, like licensing difficulties. So for their own benefit
they should cooperate with each other, create their own
environment on an independent,island” where experiments are
allowed to exist.

RAITIS: - Back to the context of political economy - a field that
media artists are actively contributing to is using free software
and developing its philosophy, even to the extent that there
are separate countries switching to free software, like the



pariet uz brivo programmatdru. Tas ir [oti talejosi, iesaistot
specialistus, kas ar to pastavigi strada un turpina attistit.

RASA: - Cits sadarbibas veids ir Creative commons, briva
licence, kas apliecina, ka autors nepardod savas
autortiesibas tresajai personai, bet lauj savu darbu izmantot
ari citiem — ar konkrétiem nosacijumiem. Ja tas ir skanas
darbs, autors |auj to izmantot un interpretét, atsaucoties uz
originalu. Més ar savu interneta radio Ozone neesam nevienu
kopéjusi, tas pat nav iespé&jams tik kompiléjosa medija, bet
vienlaikus autortiesibas ierobezo, jo nekas nav isti tavs, tik
vien ka interpretacija.

I. A.: - Vai devindesmitajos jums bija aktuadls tehnologiju
humanisms?

RASA: - Par humanismu tolaik nedomaja. 90. gadu vidu
internets V&l nebija kluvis par masu mediju, un gan no

elitaram pozicijam, gan masu kultdras puses tas tika uztverts
ka nevajadzigs, nesaprotams, ka liela miskaste...

Augstajai kultarai, kas orientéjas viena geografiski lokala
vietd, internets noteikti bija Soks, jo redzamiba iznaca
dazadas subkultdru formas — tehno mazika, klubu kultdra.
90. gadu otra puse bija bridis, kad augsta maksla méginaja
saprasties ar $im subkultdru formam, kuram tas bija viens no
radosakajiem posmiem.

A. K.: - Ka laika gaita ir mainijusies jusu attieksme pret
tehnologijam?

RASA: - Desmit gadus stradajot ar datortehnologijam,
sobrid mUs interesé to iespaids — bezvadu elektroniskas
tehnologijas visapkart ir milziga daudzuma. Pie mums ir |oti
daudz bezvadu savienojumu, kas te attistijas atrak

neka Rietumos, tam visam ir elektromagnétiskie lauki un

Makslinieku grupas rigasZieds (Janis Avotins, Miks Mitrévics, Reinis Pétersons, Otto Zitmanis) interneta projekts. 1997 / 1999.
Artists' group rigasZieds (Janis Avoting, Miks Mitrévics, Reinis Pétersons, Otto Zitmanis) internet project. 1997 / 1999.

Netherlands. The concept is very far-reaching and involves
experts constantly working on it and developing it.

RASA: - Another way of cooperation is Creative Commons, a free
license that confirms that the author does not sell the rights to a
third party but allows his/her work to be used by others — under
certain conditions. If it is a work of sound, the author allows it to be
used and interpreted if referred to the original. We haven't copied
anyone with our internet radio Ozone, that isn't even possible
within such a compiling medium, but at the same time copyright
constrains us because nothing is really yours, just an interpretation.

I. A.: - Was technological humanism important to you in the
nineties?

RASA: - Noone thought about humanism back then. In the
middle of the nineties internet hadn't yet become a mass

medium and was regarded both from the elitist position and the
mass culture point of view as unnecessary, incomprehensible, as
a big dump of garbage...

For high culture, only competent in one geographically local
area, the internet definitely came as a shock, because it brought
various forms of subculture up from under the radar - techno
music, club culture. The second half of the nineties was the time
when high art tried to come to an understanding with these
forms of subculture, which were experiencing one of the most
creative periods in their history.

A. K.: - How has your attitude to technology changed over time?

RASA: - After ten years of working with computer technologies
right now we are interested in their impact — there are
enormous quantities of wireless electronic technologies all
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vilni, katrs pats par sevi — nekas liels, bet kopuma telpa,
kura més eksistéjam, k|ast |oti sarezgita. Tapéc mus interesé
spektra ekologija.

I. A.: - Vai jasu projektos bija aktudla saikne ari ar citiem
lokaliem radosi tehnologiskiem eksperimentiem? Pieméram,
Hardijs Ledins ar draugiem 1988. gada rikoja telefonkoncertu,
kura muzika tika transléta vienlaikus no sesam pasaules
pilsétam pa tikla saslégtam telefona linijam. Ideja, kas ir
visnotal lidziga tam, ko desmit gadus véldk darija E-LAB.

RAITIS: - Més par to neko nezingjam. Tapat ka nezinajam par
Nam Dzun Paika satelitperformancém. Kad macijos lietiskajos,
skatijos planetarija Ledina un NSRD izstadi, bet oficialaja vidé,
arm SMMC-Riga izstadés vini neparadijas. Savukart 80. gadu
sakuma vai vidus aktivitates mums

nebija zindmas.

A. K.: - Vai ir batiskas atskiribas taja, kas nodarbinaja Ledinu
un kas intereséja E-LAB?

RASA: - Domasana varbat ir tuva, bet medijs ienes savas
korekcijas. Jaunie elektroniskie mediji viegli padodas
komunikacijai. Ar videokameru vai telefonu tik vienkarsi
nekomunicési. Jaunajiem medijiem ari starptautiski nav
ierobezojumu, un tas nav dargi.

Pieméram, Xchange projekta mums vienkarsi gribéjas
raidit, nebija svarigi, ko tiesi. Més izveidojam komunikacijas

around. Here we have a lot of wireless connections, which
actually developed faster than in the West, and all of them

have electromagnetic fields and waves, being nothing great
individually, but it adds up to the whole space in which we exist
becoming very complicated. Therefore we are interested in the
ecology of spectrum.

I. A.: - Were your projects related also to other local creative
technological experiments? For example, in 1988 Hardijs
Ledin$ and friends did a telephone concert with music that
was transmitted from six cities of the world via telephone
lines linked in one network. A similar idea to what E-LAB did
ten years later.

RAITIS: - We didn't know anything about it. Just like we didn't
know about Nam June Paik’s satellite performances. When | was
studying at the applied arts school | went to see Ledins’and
NSRD exhibition at the planetarium, but they didn't appear in
the official environment, also in SCCA-Riga exhibitions. And their
activities from the beginning or middle of the eighties were
unknown to us.

A. K.: - Are there significant differences between things that were
of interest for Ledins and things that were of interest for E-LAB?

RASA: - The way of thinking is maybe rather close, but the
medium requires adequate adjustments. Communication
comes easy with the new electronic media. You can't
communicate that easily by using a video camera or a
telephone. New media also don't have international limitations
and using them is not expensive.

470 | MUS INTERESEJA UTOPISKI PROJEKTI

platformas, galvenokart véstkopas, kuras kaut kas veidojas,
un lietotaju skaits atri izauga no divsimt lidz sessimt cilveku
lokam. Méginajam sakontaktét tiesraides, kas taja laika bija,
- Berline, Lublana, arT Austrélija, ja trapijas attieciga laika
zona. Vini raidija, més uztvéram vinu tiesraides signalu un
veidojam cilpas. Tiri skanu eksperimenti. Pieméram,
Lublana raida saksofonu, Raitis uzruna kaut ko pa virsu,
sUta reala laika signalu talak, kas tiek uztverts Berling, no
Berlines — Londona, no Londonas - Lublana. Ta izveidojas
noslégta skanu cilpa, kurai ir vairaki slani. Savu balsi tu
izdzirdi péc vairakam sekundem. Sis it ka nesakarigais
troksnis veido Tpatnéju telpisku izjatu, radot, ka
elektroniskie mediji ir telpiski, jo plast geografiski. Reali
sajUtama to fiziska dimensija.

RAITIS: - Medijs daudz ko nosaka. Formala estétika art ir
interesanta. Digitala tehnologija un ari estétika ir atskiriga no
analogas, pieméram, sliktas kvalitates skana ir lidziga pikselu
stilizacijai, kas ir izvérsta dazados limenos. Bija makslinieki, kas
aizravas tikai ar formalajiem panémieniem un izsméla to lidz
pat dzijlumiem.

A. K.: - Sanak, ka jus realizéjat to, ko Ledins butu darijis
musdiends.

RAITIS: - Es pielauju. VarbGt kaut ka savadak.

I. A.: - 2000. gada E-LAB kluva par jauno mediju kultdras
centru RIXC.

For example, in the Xchange project we just wanted to
broadcast, it wasn't important what it was exactly. We created
communication platforms, mostly mailing lists where things
were developing, and the number of users rapidly grew from
two hundred to six hundred. We tried to contact live broadcasts
that existed at the time - Berlin, Ljubljana, also Australia, if the
time zone was right. They broadcasted, we received their live
signal and made loops. Pure sound experiments. For example,
Ljubljana is broadcasting saxophone, Raitis adds some spoken
word, sends the signal further in real time, it is received in Berlin,
from Berlin — to London, from London - to Ljubljana. That way

a closed loop is created, with several layers. You hear your own
voice in several seconds'time. This seemingly incoherent noise
creates a peculiar spatial feeling, demonstrating the fact that
electronic media is spatial, because it flows geographically. Their
physical dimension can actually be palpably perceived.

RAITIS: - The medium determines a lot of things. Formal
aesthetics are also interesting. Digital technology and also
aesthetics are different from that of the analogue, for example,
sound of poor quality is similar to pixel stylization, expanded to
different levels. There were artists who passionately practiced
only formal techniques and exhausted them to the very bottom.

A. K.: - So it happens that you were accomplishing things that
Ledins would have done nowadays.

RAITIS: - Could be. Or maybe somehow differently.

I. A.: - In the year 2000 E-LAB transformed into new media culture
centre RIXC.



RASA: - Més mainijamies atbilstosi laikam. E-LAB sasniedza
savu meérkus — starptautiskie tikli bija izveidoti, serveris
darbojas, bija vairakas pasu iniciétas véstkopas. Bet nebija
lokalas vides, redlas saskares ar apkartesosajam institacijam.
Neviens mus un to, ar ko nodarbojamies, ta isti nesaprata, jo
lielaka dala aktivitasu notika virtuali. Ap 1999. gadu, pieaicinot
jaunus cilvékus un apvienibas, domajam par jaunas,
starpdisciplinaras kultdras platformas veidosanu. Tai vajadzéja
darboties lokalak, un més mekléjam publisku telpu, ka tikla
notieko$as aktivitates padarit redzamakas reélaja dzivé. Ta
radas RIXC. Bet E-LAB darbojas joprojam - ka maza struktdra,
kas laiku pa laikam uzplaiksnr.

I. A.: - Ar RIXC jus izndcat realaja telpa?

RASA: - RIXC attistijas uz E-LAB bazes, oficialie dibinataji bija
izglitibas un socialo attistibas projektu organizacija,Baltijas
centrs’, studija,Lokomotive” un E-LAB. Nosaukums jauno
mediju kultdras centrs”tika izvéléts, lai paplasinatu makslas
kontekstu un nostabilizétu jauno mediju kultaru. RIXC
sakums bija |oti kultdrpolitisks, pirmais projekts bija Baltijas
jaras regiona mediju centru seminars par to, ka uzturét un
vadit jaunas struktdras, kam nav pastaviga finanséjuma

un kas ne vienmeér ieklaujas lokalajas un starptautiskajas
kultdrpolitikas prioritatés.

RAITIS: - VElak jau bija arT,tira" maksla, eksperimentali projekti,
pieméram, ,Piens” (2004),,RT32" (2002-2006), radosa darbnica
Irbenes radioteleskopa, ari projekti par militaro mantojumu

RASA: - We changed according to the times. E-LAB had reached
its goals — international networks had been established, the
server was operating, several mailing lists initiated by us were
functioning. But there was no local environment, no real
contact with surrounding institutions. Noone really understood
us and what we were doing, because most of the activities
took place virtually. Some time about 1999 we invited more
new people and associations and thought of creating a new,
interdisciplinary culture platform. It was meant to function
more locally, and we were looking for a public space to make
network activities make more visible in real life. That's how RIXC
was created. But E-LAB is still operating — as a small structure,
flashing a flicker from time to time.

I. A.: - Did you come out into real space with RIXC?

RASA: - RIXC was founded on the basis of E-LAB and its
official founders were organization for education and social
development projects the Baltic Centre, studio Locomotive
and E-LAB. The title ,new media culture centre”was chosen
to broaden the context of art and stabilize the new media
culture. The very beginning of RIXC was pretty much centred
on culture politics, the first project was a Baltic Sea region
media centre workshop on how to support and manage new
structures that have no regular funding and are not always
incorporated in the local and international activities related
to culture politics.

RAITIS: - Later also came the ,pure”art, experimental projects like
Milk (2004), RT32 (2002-2006), creative workshop at Irbene radio
telescope, also projects on the military heritage in Latvia — the

Latvija — Irbenes radioteleskopu, kas vél darbojas, bijuso
Skrundas radiolokécijas sistému, kas ir vérienigs pétijums,
kura savakts daudz materialu un ko ari radijam festivala
Transmediale” Berliné (2008).

still functioning Irbene radio telescope, the former radiolocation
system in Skrunda, which is actually an extensive study with

a multitude of material collected. We also showed it at the
Transmediale festival in Berlin (2008).
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