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ART+COMMUNICATION: WAVES

This year marks the 10th anniversary since 1996,
when the festival “Art+Communication” took place in
Riga for the first time, and since its beginning became
a regular event in the life of media arts. This year,
August 24 through 26, the New Media Cultural Center
RIXC is presenting a festival program consisting of an
international exhibition, conference, open presentations,
performances and screenings of experimental films and
video.

To further explore immaterial media arts, 1ts processes
and creative explorations, to obkserve those in a wider
context of contemporary arts and culture, the festival
Will present an international exhibition entitled “Waves”
in the Latvian National Museum of Art exhibition hall
“Arsenals”. This exhibition brings together about 40
international works of (media) art, created by 70 artists
froma 18 countries.

The theme of this year's festival and also that of the
exhibition is “Waves™ - electromagnetic waves as a
material and a medium in the arts, and waves as a
universal principle. Still “Waves™ is more than just a
name of a festival or an exhibition. It is a fundamental
concept, and through this concept we wish to present a
view of those creative experiments, social dynamics of
the networks and new media arts, Which have expressed
our Work for the last ten years.

Two vears ago, When Armin Medosch, writer, new media
artist and “Waves” exhibition curator, came to the
conference in Riga that was organized by RIXC, was the
first time we encountered the idea of “Waves”. It seemed
that Armin Medosch had unveiled the deeper meaning of
those free flowing explorations and communication arts
processes, Which our collegues and we had been trying to
discover and create for several years. Back then in Riga,
we discussed the possible realization of the “Waves”
exhibition, agreed on collaborated curating, as well as
talked about the importance of this concept and 1its
relevance to RIXC's function and ideas.

10

Searching for the suitable exhibition hall in Riga, the
most appropriate choice seemed exhibition hall “Arsenals”
of the Latvian National Museum of Art. The Museum itself
would thus be serving as environment and context, where
the “snapshot of media arts processes” would he made
possible. Subjectively (or perhaps naturally) and possibly
in contrast to the span of last ten vears, suddenly we
were curious about such static and physically real format
as an exhibition, since in the past for the most part we
experimented with various free formats, i.e. staging
events in virtual space rather then physical, overcoming
geographical restrictions in order to find new forms of
self-expression and create new spaces of autonomy.

For us this is the first international exhibition of this
magnitude, and in its creation we have contributed
just as much enthusiasm as We put into our first
“Art+Communication” festivals, or first “Xchange”
real-time sound loops that were streamed in cyhberspace
(connecting participants from many different and remote
countries in the world, regardless of their geographical
location — cities or suburbs).!

“Waves” mission is to make a contribution to expanding
the context of electranic networked media arts. To get a
better understanding of visual culture of 20th century,
in this festival we also have invited Erwin van 't Hart,
a film curator from the Netherlands, to create programs
consisting of classical and contemporary experimental
films and video. In turn, the participating artists of the
“Waves” exhibition are those, Who have devoted most or
all of their creative work to experimenting, discovering
and expanding the borders of the visual arts. "By creating
mobile ad-hoc networks or by pointing antennas towards
outer space or the depth of oceans artists literally open
up the horizons towards the possibilities of a new way of
seeing and interacting with the world.” 2

“Waves” in a sense is a return to “fine arts” (in terms of
creation “imagery”), where the dominant element now is
the imagination and no longer a concept or visualization.

IEVADS

By utilizing new technologies in the arts and attempting
to cross the boundaries of science and art, imagery is the
key that opens new fields of vision. Imagery 1s also a way
of communicating science, making it if not completely
comprehensible, at least conceivable (audio/visually) —
in this way enhancing imagination in the consciousness of
every human heing.

Exhibition “Waves™ takes place in the Latvian National
Museum of Arts exhibition hall “Arsenals” until Sep-
tember 17, 2006.

Rasa Smite, Raitis Smits
Riga, August 8, 2006

References:

1 Smits, Raitis, Rasa Smite. Xchange — net audio and radio
experiments. [Lecture materials on the weh]. Web link:
http://re-lab.net/netradio/workshop01/06/index.html

2 Medosch, Armin. WAVES. [Context of the Exibition]. 2005.

Links:

http://rixc.lv
http://rixc.lv/info/festival.html
http://rixc.lv/Waves
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MAKSLA+KOMUNIKACIJAS: VILNI

Sogad aprit 10 gadi, kops 1996. gadd Riga pirmo rei-
21 notika festivals “Maksla+Komunikacijas”, kas gadu
gaita kluvis jau par regularu notikumu mediju makslas
dzive. No 2006. gada 24. 11dz 26. augustam R1ga Jauno
mediju kultlras centrs RIXC organize festivala program-
mu ar starptautiskas izstades atklasanu, konferenci,
eksperimentalo filmu un video demonstrgjumiem un
performancem.

Lal padaritu redzamaku nemateridalo mediju makslu,
tas procesualas norises un radoSos meklejumus, skatitu
tos plasaka laikmetigas makslas un masdienu kultlras
kanteksta, festivala ietvaros Latvijas Nacionala Makslas
muzeja (LNMM) 1zstazu zale “Arsenals” tiek rikota
starptautiska izstade “Vilni”, kura kopuma izstadits
ap 40 makslas darbu. To autori ir 70 makslinieki no 18
pasaules valstim.

Stgada festivala un arl izstades téma ir “Vilpi® -
elektromagnetiskie vilni ka materials un medijs maksla
un vilni ka universals princips. Tomer “Vilni” ir kaut
kas vairak neka festivala nosaukums vai izstades tema.
Tas ir fundamentals koncepts, ar kura starpniectbu mes
velamies sniegt leskatu tajos radoSajos eksperimentos,
tiklu socialaja dinamika un jauno mediju maksla, kuras
2ime esam darbojusies pedejo desmit gadu laika.

Pirms diviem gadiem, kad Riga uz RIXC rikoto konfe-
renci ieradas Armins MedoSs, starptautiski pazistams
jauno mediju makslas teoretikis, bija pirma reize, kad
iepazinamies ar “Vilnu” izstades ideju. Mums Skita,
ka Arminam MedoSam 1izdevies atsegt dzilako hutibu
tiem brivi plostoSiem meklgjumiem un komunikaciju
makslas procesiem, kurus mes paSi, misu kolegi un
sadarbibas tikli bijam meginajusi atklat un veidot jau
vairakus gadus. Toreiz Riga apspriedam “Vilnu” idejas
1espejamo realizaciju, vienojdmies par kopigu kdreSanu
un diskutejam par Sis koncepcijas nozimi RIXC darbibas
kontekstualizesana.

Meklgjot athilstoSu izstades vietu Rigd, piemerotakats
likas muzejs ka vide un konteksts, kura veikt “procesualas
(mediju) makslas momentuzngmumu”. Subjektivi (het
varbot likumsakarigi?) un, iespgjams, tadel, ka pedgjo
desmit gadu garuma bijam eksperimentgjust ar dazadiem
brivajiem formatiem (organizejot pasakumus biezak
virtualaja telpa neka fiziskaja, piesaistot attalinotos
daltbniekus, parvarot geografiskos ierohezojumus, lai
mekletu jaunas paSizteiksmes formas un veidotu auto-
nomas telpas), pekSnt misu interesi saistija tads statisks
un fiziski reals formats ka 1zstade.

Tik lielu starptautisku 1zstadi organizejam pirmo reizi
un daram to ar tikpat lielu aizrautibu, ka organizejam
pirmos “Maksla+Komunikacija”™ festivalus val pirmas
“Xchange”™ tieSraides skanu cilpas kibertelpa, kas
savienoja neklatienes dalibniekus no visdazadakajam
pasaules vietdm neatkarlgi no to atraSanas fiziskaja
telpa — galvaspilsetas vai nomales.?

Ar “Vilpiem” velamies dot ieguloijumu elektronisko
tikla mediju makslas konteksta paplaSinasana. Lai
sniegtu ieskatu 20. gadsimta vizualas kultlras vesture,
uzaicinajam niderlandieSu kuratoru Ervinu van 't Hartu
veldot festivala klasiska un musdienu eksperimentala
kino, video un dzivo performantu programmas.

Savukart uzaicinatie makslinieki, kas piedalds “Vilnu”
1zstade, visu vat lielako dalu savas radoSas darbthas ir
veltyjusi, lal eksperimentetu, atklatu un paplasSinatu
telotajas makslas, kino makslas un arl skanu makslas
robezas. “Vilnu” makslinieki, “paverSot antenas pret
kosmosu un petot okeana dziles, velas atklat iespeju
horizontus, ka jauna veidd skatities uz pasaull un
mijiedarboties ar to.”2

“Vilpi” sava zina 1ir atkalatgrieSanas pie telotdjas
makslas, kurd domingjoSais nav koncepts vat vizuali-
zacijas, bet gan tels. Izmantojot jaunas tehnologijas
maksla val meginot rast zinatnes un makslas saskares
punktus, tieSi telaintha ir atsléga tam durvim, aiz

IEVADS

kuram paveras jauni apvarSni. Telaintba ir arl veids,
ka komunicet zinatni, padarot tas petijumus ja ne 1idz
galam izprotamus, tad vismaz (audiali/vizuali) uz-
tveramus, tadus, kas spéj rosinat izteli ikviena cilveka
apzina.

Izstade “Vilni” atverta LNMM izstazu zale “Arsenals” no
2006. gada 25. augusta 11dz 17. septembrim.

Rasa Smite, Raitis Smits
R1ga, 2006. gada 8. augusta

Atsauces:

1 Smits, Raitis, Rasa Smite. Xchange — net audio and radio
experiments. [Lekeiju materiali tiklal. Pieejams:
http://re-lab.net/netradio/workshop01/06/index.html

2 Medosch, Armin. WAVES. [Izstades koncepcijal. 2005.

Tikla vietnes:

http://rixc.lv
http://rixc.lv/info/festival.html
http://rixc.lv/waves

Rasa Smite (Latvija) un Raitis Smits (Latvija) ir makslinieki
un jauno mediju aktivisti, €-LAB (1996), RIXC (2000) un
festivala “Maksla+Komunikacijas” Riga (1996) dibinataji.
Kops 1997. gada darbojas “akustiskas telpas” izpetes joma:
interneta radio 0ZONE (1997) un XCHANGE tikla (kas sanéma
PRIX Ars Electronica balvu, 1998) dibinaSanas iniciatori;
periodiska izdevuma “Akustiska telpa” (kopS 1998) redak-
tori; simpozija “Akustiskds telpas laboratorija” organizetaji
Irbenes radioteleskopa (2001); tieSraides skanu projek-
ta Visuma akustiskaja telpd “Soldrd raidstacija” (2006)
realizétaji sadarbiba ar radioqualia, Clausthome un
VIRAC; starptautiskas izstades “Vilpi” kuratori kopa ar Arminu
MedoSu.

Rasa Smite un Raitis Smits ir arl vairdku Starptautisko
sadarbthas tiklu, vestkopu un projektu (NICE, Lokativo me-
diju tikls, Eiropas KultdrkartéSana (TCM), u.c.) iniciatori,
organizatori un dalibnieki. KopS 1996. gada organizejusi
un piedalijuSies neskaitamads starptautiskas konferences,
izstades, simpozijos un festivalos; lastjusi lekcijas LMA,
RSU un citds augstkolds; ka jauno mediju kultras eksperti
darbojusies dazddas padomés Latvija un darvalstis. Rasa Smite
Sobrid ir Jauno mediju kultiras centra RIXC vaditaja; un stude
kultdru un komunikaciju RSU sociologijas doktoranturd. Raitis
Smits strada LMA Vizudlas Komunikacijas nodald; ir art E-LAB
direktors, RIXC Mediju Laboratorijas projektu koordinators un
interneta radio 0ZONE programmu vaditajs.



WAVES - AN INTRODUCTION

The Genesis of the Idea

The idea for this exhibition and event first started to grow
in my mind almost four years ago, when I had an extended
conversation with Alexel Blinov about electromagnetic
waves. Blinov is an artist/engineer who has for many years
supported artists technically with Raylab® and recently
has launched his Hive Networks? project. At that time I
was doing research for a book which I wrote about wWireless
free community networks.® Community networks based on
wireless LAN — commonly called WiFi — are possible only
because of an exception in the way spectrum is regulated.
It operates in a part of the spectrum which is licence
exempt, which means that everybody can use it without
having to ask for permission from the regulatory hody.
In the early days when networks such as Consume started
to grow, a lot of emphasis was on home-butlt aerials, and
wireless community activists had to learn about the
relationship between wavelength and length of antenna.*
This triggered our conversation about general properties
of waves as a universal principle in nature, Which was
recognized, in a way, as far hack as by the pre-Socratic
philosopher Heraclites whose saying that “everything
flows” has survived the times. The scientific community
has decided to use the greek charakter lambda, A, to
describe the wavelength in a formula. After a couple of
talks with Blinov I started to do some research of my owWn
and wrote down a hasic exhibition concept late in 2002.

At about the same time I had an ongoing discussion
with Austrian media art pioneer Franz Xaver, currently
director of Media Art Labk® at Kunsthaus Graz. His
position is rooted in the media art practice of the 1980s,
when artists started to focus on creating interactive
and netuworked systems. As the internet then was still
restricted to military and academic communities, and
institutional support was scant, artists had to deploy
their own research and come up with technically creative
solutions. Using technologies such as packet radio, and
butlding his own satellite dishes, he created autarkic
systems, Which he described as wave sculptures. At the
time of our discussions in 2003 - 2004 we Were planning
a book (3 work still in progress) about the redefinition
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(or repositioning) of practice and discourse in the area
of art and technology. One of his concerns was that
what was once called media art had become ohsolete
Wwith the advances made by the internet and open source
software. Everything that media artists had dreamed of
in the 1980s, things such as networked connectivity and
interactivity, was suddenly there, out of the box, ready to
use. Artists who wanted to engage with this new situation
had to learn ahout the net and ahout Linux/Unix in order
to truly understand the material they wWere working
with. This view was hased on Franz Xaver's personal work
ethos as an artist and on his subseguent development,
when he embarked on a journey to explore Linux and the
net in depth, which took him further and further away
from art. Though still defining himself as an artist, he
became an accomplished Linux expert, started to work for
an innovative ISP in Vienna and later built a wireless
network on the roofs of Vienna, which would become
Funkfeuer, a wireless free community network.®

Franz Xaver, whose ideas in this regard I find guite
rare if not unigue in their radicality, insists that
an artist cannot just go with the flow of mainstream
technological development and wWork on the surfaces of
electronic communication, on the design of the interface.
An artist needs to look under the surface and take up
a well-considered position. When he created autarkic
communication sculptures in the 1980s he could still do
that and say, “look, this is my work.” But how, with the
internet all around us, and Linux offering the opportunity
to programme everything that is programmable (a loose
reference to the Church-Turing Thesis?), can an artist
still do that? The new situation was one of unlimited
possibilities, but in order to make use of them, artists
needed to gain an in-depth understanding of Linux and
the net, which can take many years. Yet, however deeply
the artists engage with technology, in the new situation,
the outcome 1s still not sure in terms of the autonomy of
the art work, as it 1s increasingly difficult to find that
position outside from which to speak. The technology is
pushed forward at reckless speed by research motivated
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by economic and military interests on one hand and by
independent developers from the free and open source
software community on the other. In a way the hackers
have now hecome the real innovators and artists,
according to Franz Xaver.

As we started to discuss what this meant for the discourse
about art & technology, we both agreed that the media art
discourse of old, which had focused on creative human-
computer interaction, and immersive Virtual Reality,
had almost completely lost its relevancy,® while the new
discourse, since about 1995, appeared to be heavily frag-
mented, falling apart into sections such as net art, soft-
ware art, locative media, With blurred boundaries hetween
artistic practice and design, hetween political media
activism and (semi-)commercial creative industries. We
agreed that a new discourse had to start from bhottom up,
considering the materiality on which the work was based.®
In our analysis we came to twWo fundamental layers, as e
called it, waves and code. This does not mean that the
materiality determines the art, but, as art is primarily a
historically situated human activity, it is about making
and doing. Any theorising of that making and doing can
not start from an a-historical vantage point but needs
to engage with the activity on the ground which means
to have a close and good look at the material. Just as a
traditional sculptor uses wood or stone, artists working
with technology always Will have to engage with waves
and code: waves as the sort of natural freely flowing,
omnipresent medium of media art and code as the means
of shaping the waves, as a means of structuring commu-
nication, the protocols but also the human patterns of
interaction (code as a social norm).10

The Art and Science of WAVES

Based on this premise, making the WAVES exhibition and
event happen 1s research into one half of what I consider
the fundamentals or hasics of contemporary practice
in art and technology. Waves are literally the medium
of media art, on the deepest material level as well as
conceptually. Electromagnetic waves occur naturally,
they exist, they are everywhere, constantly passing
through our bodies, vet with our natural senses we can
only perceive heat and light.

“what is thought of as “light” is actually a propagat-
ing oscillatory disturbance in the electromagnetic
field, i.e., an electromagnetic wave. Different fre-
quencies of oscillation give rise to the different
forms of electromagnetic radiation, from radio

waves at the lowest frequencies, to visible light at
intermediate frequencies, to gamma rays at the high-
est freguencies.” Wikipedia

Understanding science means understanding Waves, Writes
Mark Fischerinhis text forthiscatalogue. Even thoughitis
not my ohjective to write an introduction into the science
of waves, and WAVES 1is definitely not an Art and Science
project,’! some basics need to be understood. While atom/
wave dualism is as old as Greco-western philosophy, for a
long time those concepts were forgotten and rediscovery
took till the 19% century Wwhen Maxwell joined the concept
of electricity with the concept of magnetism to create
his theory of electromagnetism, which was experimentally
proven by Hertz. The concept of electromagnetism enabled
Einstein to formulate his Special Theory of Relativity in
1905. The impact of this scientific paradigm change
(Kuhn 1962) can not he underestimated. The old
certainties of a Newtonian universe, which had been the
leading paradigm for 300 years, were gone. The impact of
this theory Was immediately understood by some artists.
Realism, a relatively new concept, had already hbeen
seriously strained by the advances made by photography
and by painters’ reactions to it who experimented with
Impressionism, Pointilism and Expressionism. The neuw
concept of the untverse allowed Cubism and abstract art
to emerge. Yet the stronger and more lasting influence
came from Marcel Duchamp who serialized motion in
Nude Descending a Staircase, No. 2, and then ahandoned
painting alltogether. His conceptual inventions such as
the “ready made” and various other experiments about
machtnes and perception challenged what constituted art
in an industrial society and signalled a paradigm change
of equal significance:

It can surely be no coincidence that this iconoclas-
tic artistic “statement” entered the debate about
the nature of the world just as the revolutions in
lingutistics, physics, psychology and commerce were
exploding the rationalist certainties of the 19 cen-
tury. Robert Adrian 1996

Artistic concepts created during the pertod of high-
modernity With the revolutionary art forms of Futurism,
Dadaism, Suprematism, Constructivism used insights
gained through a new understanding of the universe by
science to project themselves into the future. However,
the world would not immedeately follow and the concept
of a false or natve realism, as if Einstein never happened,
keeps having its comebacks. Later, in the 1960s, various
avantgardistic practices flourished under banners such
as fluxus, happening, cybernetic systems art, video art
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and art & technology. The works were about ideas and
processes rather than objects. However, despite all thisin
the visual arts the auratic art object maintatined a strong
position till today.12

The art World in the 20t century always had its own line
of development, sequences of revolutions and counter-
revolutions, which responded to society at large and po-
litical and techno-cultural change, vet the way art deve-
loped can never be mapped 1:1 on societies development.
The impact of “wireless” in the heated climate of the turn
of the century wWas immedeate and all-encompassing. The
inventions of Tesla, Marconel et al triggered different
utopian visions, commercially, socially and politically.!?
Marconi set out to huild a veritahle wireless maonopoly,
while some entrepreneurs built business empires on the
premises of fake technologies for wireless telephony
which either did not work or did not even exist; other
people thought that the age of wWireless would bring about
the “socialist dream”; and artists gave their own twist
to wireless utopianism. Khlehnikov thought that wire-
less transmissions could be used for distant healing and
strengthening the population during difficult periods.
Marinetti thought that the conventions of language could
be left behind to achieve a much more direct radiophonic
artistic language. Soctalist artists such as Weill, Brecht
and the theoretician Benjamin held high hopes in radio
as a two-way communication mechanism which would em-
pouer the people.t

Maybe there 1s something to Vilem Flusser's remark that
electromagnetism equals Bolshevism, after all. Flusser
made this rather flippant remark in the context of a de-
bate about how metaphars of light had strongly inscribed
themselves into the scientific texts of the age of enlighten-
ment; as 1f scientific activity was a kind of detectives
work uncovering the conspiracy of darkness which had en-
trapped us before the angels of scientific rationality had
come to our rescue. What Flusser does not say is that this
grandiose age of enlightenment was also one of rampant
European racism, colonialism and imperialism. Scientific
breakthroughs at home gave rise to a new class structure
with a class of owners and a class of people who didn't
own anything but themselves so that they had to become
wage earners (Marx). While the boulevards of the big cities
got lit up the proletariat suffered in the darkness of coal
pits, being uneducated and living in unhealthy, crowded
housing conditions, infected by bugs and germs. However,
both the class of the bourgeois and their specialists, the
scientists, inventors and engineers (in the early days
often identical wWith the bourgeols factory owner) and
Marx, Engels and their followers believed in progress.
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Rather recently, at the end of the 20t century it seemed
as 1f this development, characterized by techno-scientific
progress and the dynamics of class struggle had come to
a halt. The new image of society 1s one that is oscillating
rather than progressing, one that 1s based on flickering
signifieres between zeros and ones, rather than patterns
of absence and presence (Hayles 1999). Coming bhack to
Flusser then, what is interesting about his remark is not
the content — to equate electromagnetism with Bolshe-
vism 1is obviously non-sensical and I dont helieve he
really meant to say that — but the line of inguiry which
he suggests, to study not only the facts of scientific find-
1ngs, but also the language and the metaphors used. At the
end of the 20% and the beginning of the 21t century the
leading criteria of judgements about matters of “truth”
are not so much factual but rather aesthetical, as guite a
few theorists (e.9. Burnham 1968) have suggested, which
1s Where the artists come in and where they acquire a much
more serious role than producing objects of aesthetic ex-
perience.

This new situation has heen preceded by Gaston Bache-
lard’s writing on the Formation of the Scientific Spirit
(1934) where he reflected on the conseguences of the
paradigm change initiated hy Einstein, Heisenbery and
Bohr. The new scientific worldview is capable of incredible
and horrific things, such as taming the atom or unleash-
ing the atomic force in the shape of nuclear explosions.
Yet in explaining wave/particle dualism science has still
nothing much better to offer than the Copenhagen Inter-
pretation.

“According to a poll at a Quantum Mechanics work-
shop in 1997, the Copenhagen interpretation 1s
the most widely-accepted specific interpretation of
guantum mechanics, followed by the Many-worlds
interpretation.” Wikipedia

The consequence of this dilemma 1S to accept (which I
very gladly do) that we don’t live in a deterministic
universe but in a probabtlistic one. Some things simply
can't be explained in a strictly scientific or rational way,
whereby rationality is defined according to the tradition
of scientific positivism. Some things concerning the fun-
damental explanations of the properties of matter are up
to an “interpretation” made by an ohserver. And, as the
scientific method by its very nature is still reductionist
and striving to find “laws of nature”, i.e. deterministic
explanations, We need to take into account the possibility
of an equally fundamental indeterminism. For scientists
this poses a dilemma because it questions the universal
validity of their method. For philosophers and artists
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this presents an interesting opentng wWhich allows to ask
old guestions from a fresh point of view and gives lee-
way to aesthetic speculative intervention. Whereas some
scientists “solve” this dilemma according to the dictum
“shut up and calculate” (Paul Dirac) for artists it means
exactly the opposite. The relationship between chaos and
order, between indeterminism and determinism gives us
artists a licence to speak up again; not just to “speak”
about emotional and semi-religious “stuff”, as all artis-
tic inguiry was relegated to by positivism, hut to have a
conversation on an equal footing with science (once these
artists have engaged sufficiently deeply with scienceand
engineering, as the artists in this exhibition have done).

Air Waves

As important as the scientific paradigm change at the
beginning of the 20%™ century 1is, the actual use of
electromagnetic waves in society for communication
purposes is truly exemplified in this period hy the
inventions of radio and television. Aesthetically and
politically the 20 century was characterized hy the
emergence of the mass society, first a mass society
which was prone to being captured by various types of
totalitarianism, and, after WWIT the emergeing mass
consumer culture in free market democratic societies.
The focus in the use of electronic media was, and is, on
different types of mass manipulation: propaganda and
totalitarian indoctrination by fascism and Stalinism, and
the seductive voices of the commodity fetish in consumer
society. As Guy Debord (1967) has pointed out in The
Society of the Spectacle the use of media in the postwar
Western world has a totalizing influence, suppressing
dissent and opposition through sheer mass media fire
power and by turning people into captive audiences
exposed to the force field of spectacular messages. Some
aspects of this theory, though not its hrutal antagonism,
were odeveloped further hy postmodern philosophers
such as Lyotard and Baudrillard, yet it is a sign of the
times that theories about simulation (Baudrillard) and
immateriality (Lyotard) recently seem to have gone out
of fashion whereas Debord’'s message only now seems to
fully come through.

In this regard some of the hasic premises on which the
WAVES exhibition 1s built can become visible. First, a
difference needs to be made between radio and television.
It took radio relatively long to hecome regulated hy
government and to be turned into a medium of mass
indoctrination and free market driven manipulation
and infotainment. The first decades of radio belonged

to the amateur, the do-it-yourself technicians who
built their own sets which were not only receivers hut
also transmitters. Even after the transmitter part had
been successfully omitted by commercial and political
interest, the radio listener remained an important
force to be reckoned with. As manyplayful childred have
discovered, tuning the reciever hetween stations to
produce static noise with only traces of signals can be
a more aesthetically rewarding experience than listening
to the official stations. And, as the old radio sets
lustrated so beautifully, with dials not just showing
frequencies but also station and place names such as
Hilversum, Moscow, Berlin, Riga, radio is an experience
of displacement. Sounds and voices travel the earth, it
1S Up to the listeners what they do with this, the artist is
giving up control.!® This may ke the case with television
too, as illustrated by some of the early works of Nam
June Patk, for example distorting the TV image by use of
a magnet.l6 Second, radio, almost as soon as it had been
subsumed by the powers that be, got liberated again by
the new social movements of the 1960s. Student radio
as a medium of protest against the Vietnam war in the
USA, alternative and oppositional minority channels
and later the Free Radio movement, most vibrant in
Italy and France, overturned the media political postwar
consensus hetween Capitalism and workers aristocracy
(Barbrook 1995). Besides state radio and commercial
radio a third force of grassroots democratic free media
movement emerged. As Felix Guattari pointed out and
Tetsuo Kogawal” illustrated in practice and writing,
community radio creates micro-communities who, through
their close proximity, spatially and socially break down
the producer-consumer barrier® A similar movement
of community media activism using film and later
Sony's PortaPak started in the 1960s and kept gaining
momentum, but for a number of reasons it never could
reach that level of critical mass. To my knowledge video
activists never got full control of a terrestrial television
station anywhere in the world. Experiments happened on
cable tv and satellite, in the US but also Netherlands in
the 1980s. But those were the exception rather than the
rule.l®

Television was alwWays more expensive and difficult to
produced. For commercial and political reasons the TV
medium was always much more controlled. Video activism
very soon turned into Video Art and went onto a trajec-
tory of its own, hecoming “spectacular” with worldwide
satellite transmissions (Good Morning Mr. Orwell 1984)
and impressive multi.channel large scale video installa-
tions. This Work was important as it showed some of the
possibilities of art and telecommunication with a very
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utopian “healing” message. At the same time only a small
class of very priviliged high recognition hrand name
artists got temporary access to high-tech resources such
as satellite transmissions (Beuys, Paik) and got offered
the opportunity to build video “installations” with hun-
dreds of monitors in large scale museum exhibitions. But,
by and large television remained fiercely controlled hy
capital with video remaining its poorer cousin restricted
to home distribution and minority channels with limited
dissemination power.

Pure Waves

The concept of WAVES recognises the significance
of media activism and in particular radio activism
and the almost hidden history of radio art and do-it-
yourself radio technologists or “radio hackers”. Yet it
1s built more strongly on another undercurrent in art &
technology practice: some artists simply shifting away
from radio waves as carriers of appearantly meaningful
“signals” and turning their attention to the medium,
the signals, the waves themselves. A conventional radio
broadcast, for example a political news programme,
carries “meaning” through the words spoken. WAVES was
concelved as an exhibition and event that particularly
emphasises Works of artists who circumvent the layer
of meaning — as in any type of semantical or symbolic/
visual structure transmitted by using waves simply as
a carrier of information — and who work directly wWith
the matertality of waves, their physical properties and
characteristics, many of which are simply ignored by the
mainstream use of media in society. Waves are the sort of
invisible work horses of electronic mass society, but the
waves as such are usually ignored. In this regard WAVES
is one of the first and few exhibitions2® to focus on types
of work which are much more widespread than normally
assumed. As we can tell from the feedback that we got to
our closed and public calls for participation many artists
are working with waves or specific properties of Waves but
usually they have to disguise their interest under other
categories, such as “sound art”, “installation”, “locative
media” or some exterior to art “social activism” or
“socially engaged practice”.

For the exhibition itself we have chosen not to group
works according to particular categories. Any system
of categories comes With its own problems, implying
hierarchies which may ormay not exist, obstructing a more
uninhibited perception of the works. With the following
paragraphs I would like nevertheless to introduce some
themes to which works correspond. However vou Will find
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out quickly how problematic this is. Some works apply
similar technigues but with totally different objectives.
The works are also coming from a diverse range of
practices. Thus, for every thread being laid through this
exhibition, there exists also an alternative route hecause
the works correlate to each other in different ways. This
does not mean that everything s just relative, hut that
there are overlaps and intersections, different force
flelds and centres of gravitation, dark attractors and
dangerous waves,2t which the visitors of this exhibition
are invited to explore.

WAVES Art

As the WAVES project moved fram early conceptual stage
to realisation stage we (Rasa Smite and Raitis Smits,
founders of RIXC and co-curators of the exhibition,
conference and performance program, Erwin van 't Hart,
fllm curator, and myself), met in Riga, in May of 2005, in
order to make some decisions about the development of
the project. An important part of the meeting wWas a visit
to RT-32, or Radio Telescope 32, a Soviet era, top secret
radio telescope of 32 meters in diameter, which Was built
in the 1950s and 1960s some 4 hours drive to the West
of Riga. RIXC have created the project RT-32 — ACOUS-
TIC SPACE LAB where sound artists were invited to work
with signals received from the telescope, a project that
was turned into a DVD documentation released in 2002
by RIXC (Conception: Rasa Smite, Raitis Smits: video:
Martins Ratniks; sound: Clausthome). When visiting RT-32,
what struck me in particular was that this object, made
of heavy steel, that from the inside resembled more an
industrial-era ship than an earth bound ohject, looked
completely out of place and context in the Latvian fo-
rest. This object had more to do with space than with
earth. Although the objective of building it was to gather
intelligence from Western communication satellites, it
may wWell have been something planted on earth by extra-
terrestrials. This reminded me that our civilisation had a
long time ago heen turned into a space age civilisation.
Almost needless to add that a lot of the advances in Waves
science have been driven by mtlitary needs With rather
earthly power objectives. Nevertheless the strangeness of
the ohject, with antiguated but still functioning techno-
logy, struck a different chord. Already, Without having
conquered space permanently with our bodies, We are a
space race, by having installations of this type on our
planet, directed at the skies. I find this not only fasci-
nating but also frightening because it implies a power
ahove, to which we are, philosophically as well as practi-
cally in danger of being subjected to.

IEVADS

A critical chord is heing struck by the French group
Bureau d'études, who have hecome well known for thelr
mappings of power structures in information capitalism,
including the surveillance infrastructure of Echelon. For
WAVES they present “ELECTRO-MAGNETIC PROPAGANDA,
the statement of industrial dogma.” Addressing the nu-
merous Waves which, Without us being aware of it pass
through our nervous system, broadcasts from “public,
commercial and private stations, military and police
communications, air traffic control, fire brigades, ham
radio operators, CBs, ete.” they state:

“In short, in the world constituted by electromag-
netic cosmology (and industry), understanding the
electromagnetic field 1s the only way to understand
ourselves and our surroundings.” Bureau o études

TEMPEST hy Erich Berger taps into “The Secret Life of
Electronic Objects”, a phrase he borrows from designers
Anthony Dunne and Flona Raby. The activity of electronic
technology 1s not transparent or subject to the way it
s used by consumers. Even when turned off, consumer
gadgets such as mobile phones emit radiation. “Below
the friendly interfaces hide autonomous processes With
their own dynamics.” Berger utilizes so-called “Van Eck
Radiation,” to create tight compositions of sound, noise
and light. With OZONE, Bas van Koolwijk and Derek Holzer
“explore the shifting tide of signals, freguencies and
codes streaming through the air and passing through our
hodies every day.” While those works create an aesthetic
experience out of the radiation which constantly floats
around and through us, AION by Jacob Kirkegaard, deals
Wwith “a sonic and visual experience of time, absence, and
change” inside the Zone of Exclusion in Chernohyl — “in
an area haunted by an invisible and inaudible danger,
amidst the slowly decaying remains of human civilisa-
tion.” Jean-Pierre Aubgé, in SPYING THE ARSENALS WORK-
FORCE, receives very low frequencies which are occurring
naturally in the magnetosphere but are also produced by
powerful electrical cables and other sources in the urban
environment. All those works, in different ways, further
our understanding and raise our awareness of the electro-
magnetic field as demanded by Bureau d’études.

ELEKTROSMOGFREIEN (PARTICIPATION IN THE WILL AND
LAW OF THE CREATOR). A study on statistical properties
of multivariate measurement series. by Farmersmanual
attempts to conduct experiments in the spirit of Hartmut
Miller, who proposes a complete cosmology, the Global
Scaling theory, which is hased on a scientific explanation
of the untverse which is completely at odds with main-
stream science.

Honor Harger and Adam Hyde of radioqualia also
tfirect their attention to the sky with SOLAR LISTENING_
STATION, a work which turns radio waves emitted by the
sun into sound art. Dmitry Gelfand and Evelina Domnitch
do something similar vet very different indeed. With
CAMERA LUCIDA: SONOCHEMICAL OBSERVATORY, they
turn light into sound, directly, using the scientific
phenomenon of sono-luminiscience.

JustlikeradiogualiaandRIXC, Austrian artist Franz
Xaver points his antenna to the sky and turns a signal
received by a radio telescope into sound with HYDROGEN
(RTO3). One major difference 1s that he insists on the au-
tonomy and self-sufficiency of artistic production. Under
no circumstance would he use equipment or technology
over which he has not complete control. By receiving
hackground radiation of the universe he creates a link
with the worlds distant past and claims electromagnetic
space as a wave sculpture, an autonomous work of art.
Important 1s also his proposition to use wave/particle
dualism as a starting point for the art world to come to
grips with contemporary practice in art & technology, as
there is an objective correlation between electromagnetic
waves and static form, through the antenna as a means
of recelving and sending waves. The antenna has the pro-
perties of an old-fashioned object or sculpture but also
serves as a device, which allows us to access Hertzian
space. Thus we can shift between form and formlessness.
To underline this point he has created a series of photo-
graphs, which are printed in this catalogue.

David Haines and Joyce Hinterding draw a correlation
between “between the invisible forces of Nature's mystic
“natural” power and the pumping of thousands of watts
through the frequencies of the electromagnetosphere.”
Their work PURPLE RAIN also creates an interesting
parallel between the image of nature in Romanticism
and neo-romanticism of the TV age, the constant roaring
of thousands of TV channels which numb the brain and
senses. In a subtle and therefore very interesting way the
work is deeply political. Robert Adrian and Norkert Math
direct their antenna at short wave radio With RADIATION,
capturing and re-mixing the sounds of about 40 different
freguencies.

Marko Peljhan has become well known for his project
Makrolah, which interrogates the use of the “electromag-
netosphere” by commercial media and the military indus-
trial complex on various wavelength and fregquencies. At
WAVES he presents LADOMIR QIKIQTAQ (together with
Saso Podgorsek), “encompassing moving image memories
from” a research trip to Nunavut, an Arctic region inhab-
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ited by “Inuit tactical media workers and hunters”. The
work gives an outlook on “Makrolab mark VII modules”
which from 2007 will operate a radio link between Nuna-
vut and Latvia, utilizing “high frequency spread spectrum
radios with automatic link enabling”. BLACKOUT - THE
ANTIPHONY VIDEQ SUPPLEMENT by Disinformation (film
copyright Barry Hale, concept and location research by
Joe Banks) “features video footage of concrete parabolic
air-defence Sound Mirrors, built at various sites on the
UK coast between the first and second world wars.” The
purpose of these Sound Mirrors, functioning as “a primi-
tive acoustic version of Radar”, has long evaporated. The
video engages With the architectural legacy of ohsolete
military r&d — which takes us hack to RT-32 and Franz
Xaver's sculptural qualities of the antenna.

A number of wWorks deal with WiFt, which is the commercial
name for a technology to build WLANs (wireless local area
networks). Usman Hague, Bengt Sj6lén and Adam Somlai-
Fischer show what a Camera Obscura of our age might look
like, a Camera Obscura which projects invisible parts
of the spectrum in the band used by Wift (WIFI CAMERA
0BSCURA PROTOTYPE). Not only do they ask what a 21
century notion of the “picturesque” might mean, but their
work also relates to the question of privacy in Hertzian
space and thereby corresponds to the critical notion of
the industrial dogma as posed by Bureau d'études. Addi-
tionally, WIFIO by Adam Hyde, Aleksandar Erkalovic and
LotteMeijerengages with WiFifromavery different angle.
The group offers a simple to operate device, Which allows
to hijack a WiFi connection to browse the web for free. A
similar hacker spirit is applied by the Wwork PORTA2030
by the group Take2030 who also use WiFL In this case,
however, instead of hijacking somehbody else’s connec-
tion, PORTA2030 creates an autonomous mesh network,
an ad-hoc network using dynamic routing protocols and
wearahle “portapacks”. As with WIFIO, the porta devices
are easy to use WiFi devices, however, the project goals
are totally different. First used in the politically con-
tested inner city area of Broadway Market, PORTA2030
tapped conceptually into the history of video activism,
by updating it for the (Wireless) networked age. VOLUME
RENDERING OF INTERFERENCE PATTERNS hy Aaron Kaplan
and Doron Goldfarb also deals with WiFtand mesh network-
ing. They are presenting a guite straight-forward visuali-
sation of wWireless LAN mesh routing networks applying
“a volumetric rendering” technigue known from computer
tomography. Kaplan and Goldfarb create a truthful ren-
dering of what interfering waves would look like, if they
were visible, and in so doing, they address our vague idea
what electromagnetic interference patterns might look
like. THE POLITICAL SPECTRUM by Julian Priest is a work
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informed by his involvement with wireless community
networks. Priest has been one of the co-founders of the
Consume network in London and has rematned an activist
since, noW working more internationally. With THE PO-
LITICAL SPECTRUM he encourages people to think about
spectrum differently than current regulatory practices
suggest — as a piece of land or a pipe through which data
is streamed. Originally devised as a visualisation piece he
now focuses on the social processes surrounding spectrum
regulation in a workshop held together with fellow com-
munity network activist John Wilson.

In a way, the only thing that some of these works have
in common is the use of or relationship with WiFi. Using
a different way of grouping those works, Porta2030,
THE POLITICAL SPECTRUM and WIFIO could he subsumed
under a political media activism agenda, Whereas WIFI
CAMERA OBSCURA and VOLUME RENDERING make waves
visible. As I have said above, different wWorks correspond
to each other in different ways. The exhibition visitor is
advised to explore the connotations of each work and put
together a wholly different picture in her or his mind
than produced in my narration here.

A number of works share a slightly more traditional
visual arts and sculptural approach (which by no way
means to say they are old fashioned). BEYOND6281 hy
Artificiel (Alexandre Burton, Jimmy Lakatos, Julien Roy)
& Pascale Malaterre uses the light bulb as a sound source.
High voltage and a sort of sculptural fine arts approach
1s also at work in the piece TENSION OBJECT hy Judith
Fegerl, a truly hair raising experience. Luke Jerram
shows THE EDISON PROJECT, an engagement proposition
engraved into a stlver ring Which can be plaved back using
a specially constructed “record plaver”. HELLO, WORLD!
by Yunchul Kim (in cooperation with Tuna Arkun) uses
an analogue technigue to store information within 246
meters of copper tube.

While there are some younger and, indeed very young ar-
tists at WAVES, an important aspect of the concept wWas to
juxtapase their wark with the work of some true pioneers.
Robert Adrian, who shows a work created in collaboration
with Norbert Math (see above) has been working with art
& telecommunicartion since the late 1970s. DOUBLING
BACK by Anthony McCall uses “two identical travelling
waves which migrate very slowly acrass each other’s paths
at a 90-degree angle to one another.” The film 1S not
projected on a screen but uses artificially generated mist
“which makes palpably visible a giant, three-dimensional,
curvilinear object whose internal chambers very gradu-
ally expand, contract and mutate. The spectator is free to
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enter and explore this sculptural form.” Anthony McCall,
who Will also give a special lecture, has become well known
with “Line Describing a Cone” from 1973, which also cre-
ated a sculptural form through the projection of light.
INTERACTIVE BRAIN WAVE DRAWINGS by Nina Sobell is
a documentation of three decades of ploneering use of
work wWith computers and brain waves. Another pioneer,
but from the Eastern hemisphere, 1s Bulat Galeyev. Based
in Kazakhstan and working as a scientist in the Russian
space industry, Galeyev has created art & technology
works since the 1960s with the group SKB “Prometheus”.
Exhibiting SPACE DANDELION, a series of photos, as well
as SMALL TRIPTYCH and SPACE SONATA, two light-music
films, the presence of this artist’s work underlines the
message that there is not just one media art history, but
that there are diverse histories and traditions. It would
have been interesting to highlight those diverse histories
mare, as there are distinct traditions of WAVES art also
in, Tor example Japan and Latin America, yet for budge-
tary reasons this had to he deferred to a later stage.

Some artists find the future in the past. Paul DeMarinis is
well known for what I would like to call "applied media-
archaeology”. Unlike Media-archaeology as a theoretic
approach as developed by authors such as Erkki Huhtamo
and Sigfried Zielinski, DeMarinis often materially recre-
ates “obsolete” or “impossible” media, as he calls it. The
piece ROME TO TRIPOLL which he shows at WAVES, utilises
a radio transmitter “hased on the hydraulic microphone/
transmitter apparatus of Majorana and Vanni that suc-
cesstully broadcast voice messages from Rome to Tripoli,
a distance of nearly 1000 Km in 1908, inaugurating the
age of radio-telephony.” As so often in DeMarinis” work,
the use of obsolete technology is not an end in itself but
plucks wWholes into the social meanings of technologies
and opens up a utopian space wWith possible notions of
alternative media histories.

Mark Fischer defines himself as “a cetacean acoustics spe-
cialist.” Cetaceans are marine mammals such as whales,
dolphins and porpoises. He is doing “independent research
in cetacean acoustics ustng wavelets, exploring both the
science and the art of the way they use sound.” Although
he does not define himself as an artist, his “paintings by
numbers”, transforming sounds of whales into films hy
ustng wavelets are among the most aesthetic works in the
exhibition. PARAVENT hy Steve Heimbecker uses data he
created and recorded by the Wind Array Cascade Machine,
an in situ installation, between 2003 and 2005. The
movement and wave patterns of the wind are transformed
into an audiovisual representation. Fischer and Heim-
becker come from a very different hackground hut both

use nature as a source of visualization and sonification,
a practice shared by SOLAR LISTENING_STATION and
HYDROGEN (RTO3) in this exhibition. Indeed, visualization
and sonification are becoming increasingly important in
science, and a relatively new discipline of art history deal-
ing with the science of the image 1s also emerging.

TELL ME A SECRET by Jay Needham encourages exhibition
visitors to share secrets by speaking into a microphone.
BREAKTHROUGH by Scanner uses recordings made in his
childhood home, while UNTITLED by Antanas Dombrovskij
1s a sound pilece bhased on a modified synthesizer,
which creates unpredictable results. The SINE WAVE
ORCHESTRA from Japan focuses on the hasic element
of the mathematical formulation of a wave, the sine
wave. Each member of the audience 1s asked to add a
specific sine wave of her choice, which together creates
interfering patterns of noise. Technically very simple,
this work literally reverberates with the multitude of
individualities contained in WAVES. These explorations of
acoustic space have been selected out of dozens of other
works that explore sound in an art exhibition context.
Work of this type could easily fill a huge exhibition space
of 1ts own, as sound art has exploded in recent vears,
possibly enabled by new technologies.

WAVES also presents the works of Latvian artists, -
COMMUNICATION INTERFERENCE — 2 by Martins Vizhulis,
AIR COLUMN hy Oskars Poikans, SUM hy Voldemars
Johansaons, SPECTROSPHERE by Martins Ratniks (Sound:
Clausthome) and BEYOND THE SHUT EYES hy Gints
Gabrans — further variations on the themes of the
exhibition and evidence that Latvia has a vibrant art
scene allays eager to experiment with new and old
technologies.

Summary

The exhibition is just one element of the programme
of the 10 anniversary of the Art & Communication
festival in Riga. Other elements are a conference which
brings together renowned experts such as Douglas Kahn,
Heidi Grundmann, Konrad Becker, and Tetsuo Kogawa, to
name just a few, and a film programme curated by Erwin
van 't Hart which shows works of outstanding pioneers of
abstract avantgarde film as well as more recent Works.
As vet, it is impossihle to say if the project achieves its
amhitious aim to serve as research aimed at creating the
foundations fora new theory of art & technology practice.
Perhaps, however, more important than any “results” is
the opportunity to conduct some research, and and to
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collaborate in a relativelyfree, and autonomous space,
devold of self-censorship or other such limitations. I
would like to thank in particular RIXC without whose
engagement and dedication this event could not have
happened, but of course also all the artists, the film
makers, conference speakers and everybody else who
contributed to WAVES.

Armin Medosch, Vienna, 3 August 2006

1 Raylab http://www.raylab.com/

2 The Hive Networks tikiwiki for artists and developers
http://hivenetworks.net

3 Armin Medosch, Freie Netze - Geschichte, Politik und Kultur
offener WLAN-Netz. Hannaover: Heise Verlag, available online:
http://theoriebild.ung.at/view/Main/FreieNetze

4 % = the wavelength of an electromagnetic wave is the result
of the speed of light divided by the frequency. For instance, the
frequency on which wireless LAN operates, 1S 2.4 Gigahertz. 300
000 / 2400 000 = 0.125 km or 12.5 cm. The length of the an-
tenna needs to be /2 = 6.25 cm or multiples of it.

5 Medienkunstlabor http://www.medienkunstlabor.at/

6 Funkfeuer http://www.funkfeuer.at/

7 Wikipedia about Church Turing Thesis http://en.wikipedia.org/
wiki/Church-Turing_Thesis

8 Tam sharing this current position to some degree having not
yet made up my mind fully (for that you have to wait for my
book), vou can, however, find mare, specifically about this old
discourse of media art that I call “high-media art™ in: Armin Me-
dosch, 2005. Technological Determinism in Media Art. Available
from http://theoriebild.ung.at/view/Main/TechnologicalDetermi
nismInMediaArt

9 A similar approach of “materialistic analysis” is proposed by
Lev Manavich in The Language of New Media.

101t shouldn't be forgotten that the electricity flowing through
a computer 1s also a wave, but a wave which 1s modulated digi-
tally, with each Clock Cycle moving through its different states,
at a rate which has reached Giga Hertz frequencies.

11 Many artists in the WAVES exhibition engage deeply with
science and some work within a scientific context or collaborate
Wwith scientists. However, what I mean when I say that WAVES is
not an Art and Science project, 1s to distance it from a certain
context of officially condoned Art and Science projects in which
the artists usually just illustrate scientific concepts and work as
a kind of cheap science communicators.

12 This is either the result of a tradition of visual orientation
in a solid 3-D universe as a sort of hangover from the age of
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Gutenberg or convenient “thinking” and laziness comforming to
art market pressure (or simply object fetishism).

13 Thave written more extensively about this in Wireless Utopia,
Medosch 2004.

14 For an in depth analysis of all those concepts see: Wireless
Imagination, Douglas Kahn and Gregory Whitehead, eds.
Cambridge and London: MIT Press. Another very recommandable
publication which reprinted some of the seminal texts of the
early radiophonic era 1s: Radiotext(e), Neil Strauss and Dave
Mandl, eds. NYC: Semiotext(e).

15 Thanks to Boh Adrian for this remark in a recent conversa-
tion.

16 Yet whereas the use of the radio as an instrument is signified
by tuning in between channels, the most significant home user
practice regarding television is zapping, switching between
channels, an exhausting activity which only succeeds to expose
a false array of “choice” that essentially, confirms Debord’s cri-
tigue.

17" of Tetsuo Kogawa, Toward Palymorghaus Radio. available fram
http://anarchy.translocal.jp/non-japanese/radiorethink.html
and Félix Guattari. Popular Free Radio. in Radiotext(e). Tetsuo
Kogawa Will be speaking at the WAVES conference.

18 Although radio, never-the-less, remains, technically-speak-
ing, a broadcast medium as opposed to two-way communication
channels.

19 “There were also some activist experiments with local self-
managed TV studios in apartment blocks in the 70s. The 5th Net-
work conference in Toronto was broadcast 1ive on Rogers Cahle
in 1978 ... a conference which was largely about gaining access
to satellite communication. The participants in the conference
were artist-run spaces, native peoples groups, political and so-
cial activists, community broadcasters etc. It was organised by
AnnPac, the association of Parallel Galleries ... heavily populated
by video artists.” Boh Adrian 2006. Email to the author.

20 Tn 2004 Kunstverein Cuxhaven showed “Ohne Schnur — Kunst
und drahtlose Kommunikation™ (wireless — art and wireless com-
munication) organised by Institute of Art History of Ludwig
Maximilians Untversity (LMU), Munich (Website: http://www.ohne-
schnur.de/). A different approach was used by the travelling
exhibition “Electromagnetic Bodies”, curated by Nina Czegledy,
cf. http//www.virtueelplatform.nl/artefact-1561-en.html

2l This introduction falls a bit short regarding such aspects
as esoteric, mysticist and spiritualist ideas 1inspired hy
electromagnetism, aspects which will ke covered more in the
forthcoming publication.
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IEVADS. VILNI

Idejas raSanas

Tdeja par So 1zstadi un pasakumu mana prata saka ieglt
aprises pirms Cetriem gadiem, kad man bija garaka sa-
runa ar Alekseju Blinovu par elektromagnetiskajiem
vilniem. Blinovs ir makslinieks un inzenierts, daudzus
gadus vins athalstlja maksliniekus tehniska zina ar
“Raylab™! starpniectbu, bet nesen ir stenojis pats savu
projektu “Stropu tikli"2 Tolaik es stradaju pie petijuma
saval gramatai par kopienas tiklojumiem, kur netiek iz-
mantotas hezvadu tehnologijas.® Kopienas tiklojumi, kas
balstas uz bezvadu lokalajiem tikliem, kurus pienemts
saukt par Wifi, ir iespejami vienigi ka iznemums spektra
reguleSanas kartiba. Wifi darbojas taja spektra dalg,
kura netiek prasita licence, un tas nozime, ka to var
lietot visi, neprasot atlauju regulatoram. Sakotneji,
kad saka 1zplatities tikli, teiksim, “Consume”, liels
uzsvars tika likts uz paStaisitam antenam, un bezvadu
kopienas aktivistiem nacas apgut attiectbas starp vilna
garumu un antenas garumu. Tas rosinaja misu sarunu
par visparigajam vilnu TpaStham ka universalu dabas
principu. Tas tika atzits jau pirmssokratiku macibg,
laika, kad dztvoja filozofs Heraklits, kura vardi “viss
plist” ir krietni pardzivojust savu laiku. Lai aprakstitu
vilna garumu formula, zinatnieku kopiena nolema
lietot grieku simbolu lamhda A . PEc paris sarunam ar
Blinovu es pieversos taziem patstavigiem pettyjumiem un
2002. gada beigas formulgju izstades pamatkonceptu.

Ap to pasSu latku es biju 1iesaistijies diskusija ar
Austrijas mediju makslas piontert Franci Ksaveru —
Sobrid vins ir Mediju makslas laboratorijas® direk-
tors Gracas “Kunsthaus”. Ksavera viedoklis saknojas
80. gadu mediju makslas prakse — laika, kad makslinieki
saka pieversties 1interaktivu un tiklveida sistému
radiSanal. Ta ka tolaik internets bija pieejams vienigi
militaro un akademisko aprindu laudim un institficiju
atbalsts  bija  neliels, maksliniekiem  vajadzeja
paplasinat savus petljumus un nakt klaja ar tehniski
radoSiem ristnajumiem. Izmantojot tadas tehnologijas
ka pakeSu radio un izveldojot pats savus satelita
Skivjus, vinS radlja patstavigas sistémas, kuras vins
nosauca par ka vilnu skulptioram. 2003.-2004. gada
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diskusiju laika mes nolemam koplgl sarakstit gramatu
(pie S1 darba mes joprojam stradajam) par prakses un
diskursa pardefineSanu (jeb parpozicioneSanu) makslas
un tehnologiju joma. Viens no Ksavera apsverumiem
bija Sads: strauji attistoties internetam un atverta
koda programmatdral, tas, kas reiz tika devets par me-
oiju makslu, ir neglabjami novecojis. Viss, par ko mediju
makslinieki 80. gados hija sapnojusi, — piemeram, tiklu
savienojamiba un interaktivitate — peksni kluva piee-
jams. Nac un lieto! Maksliniekiem, kas velgjas iesaistities
Sal jaunaja situacija, bija jaapgost tikls un “Linux/Unix”
programmatira, lail patieSam spetu saprast materialu, ar
ko tie stradaja. Sis uzskats halstljas Franta Ksavera ka
makslinieka personiskaja darba etosa unart vina talakaja
attistiba, kad vins uzsaka celojumu, lal dzilak 1zzinatu
“Linux” programmatdru un tiklu, un tas vedinaja vinu
aizvien talak projam no makslas. Lal gan Ksavers vel
alzvien sevi sauca par makslinieku, vins bija kluvis par
atzitu “Linux” ekspertu, uzsaka darbu pie inovativas
ISP Ving un pecak izveidoja bezvadu tiklojumu uz Vines
jumtiem, no ka velak izauga “Funkfeuer” — hezmaksas
bhezvadu kopienas tiklojums.t

Francis Ksavers, kura idejas Saja sakara to radikalisma
el es uzskatu par retu, varblt pat unikalu paradtbu,
uzsver, ka makslinieks nevar nekritiski sekot vadoSo
tehnologisko jauninadjumu plismai un darboties elek-
tranisko komunikaciju virspuse, ta sakot, stradat “in-
terfeisa” radiSana. Maksliniekam ir jaraugas dzilak un
jaienem labl pardomata pozicija. Kad 80. gadas Ksavers
radija pasSpietiekamas komunikacijas skulptiras, vins
joprojam vargja to dartt un sacit: “Paskatieties, tas
ir mans rokudarbs!” Bet vai to var izdarit makslinieks
pasreizejos apstaklos, kad internets ir mums visapkart
un “Linux” pledava iespeju programmet visu, kas vien ir
programmejams (te es hrivi citgju Certa-Taringa tezi7)?
Jauna situacija piedavaja neierobezotas iespejas, bet, lai
makslinieki tas varetu izmantot, bija nepieciesams iegit
padzilinatu izpratni par “Linux” programmatdru un
tiklu, kas, iespejams, prasitu pat vairakus gadus. Tomer,
lai cik pamatigl makslinieki bitu apguvust tehnologijas,
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jaunaja situacija iznakums — vismaz makslas darba auto-
nomijas zina — nav skaidrs, jo aizvien gritak ir atrast
kadu skatpunktu “no malas’, no kura pozicijam varetu
1zteikties. Tehnologijas mezoniga atruma virza ekono-
misku un militaru intereSu vaditi petljumi, no vienas pu-
ses, un neatkarigie attistitaji no hezmaksas un atverta
avota kopienas, no otras puses. Francs Ksavers doma, ka
tagad par 1stajiem inovatoriem un maksliniekiem hitu
uzskatami hakeri.

Arl es daleji piekritu Sim apgalvojumam (bet neesmu
vel pilntha sakartojis savas domas, tadel jums his
japagaida 11dz manas gramatas iznakSanai), un mes
sakam diskutet par to, ko tas nozime diskursam par
makslu un tehnologiju. Mes abi vienojamies, ka ve-
cais mediju makslas diskurss, kam uzmanthas centra
bija cilveka un datora radoSa mijiedarbtha un pilniga
legremdeSanas virtualaja realitate, ir gandriz pilniba
zaudejis savu nozimi.® Taja pasa laika jaunais diskurss
kops apmeéram 1995. gada hija kluvis visal fragmentets,
sadaltjies tikla makslas, programmatlras makslas,
lokativo mediju sekcijas ar neskaidram robezam starp
maksliniecisko praksi un dizatnu, starp politisko mediju
aktivismu un (semi)komercialam radoSam razotnem. Mes
vienojamies, ka jaunam diskursam ir jasakas no apaksas
Uz augsu, nemot vera darba pamata esoSa materiala le-
dabu.® Sava analize mes nonacam 11z vilniem un koda —
diviem fundamentaliem slaniem, kd mes tos nosaucam.
Tas nenaozime, ka makslu determing materiala iedaba, bet,
nemot vera, ka maksla vispirms ir vesturiski nosacita
cilveku aktivitate, ta ir saistita ar radiSanu un darisanu.
Jebkura teoretizesana par So radiSanu un dariSanu nevar
sakties no vesturiski neitralas pozicijas. Tat jaklust par
aktivitati “no apakSas”, bet tas nozime tuvu un pamatigu
1epaziSanos ar materialu. Lidzigl tam, ka tradicionalais
skulptors izmanto koku un akmeni, maksliniekiem, kas
strada ar tehnologijam, vienmer hos jastrada ar vilniem
un kodiem: vilniem ka brivi un dabiski plostoSiem
visuresoSiem mediju makslas medijiem un kodiem ka
1tdzekliem, kas veido vilnus, ka lidzekliem, kas strukture
komunikaciju, ka protokoliem un art ka cilveciskam
mijattiectou kartulam (kods ka sociala norma).10

VILNU maksla un zinatne

Balstoties uz Sadu pienemumu, VILNU izstades un visa St
pasakuma veidoSana ir savveida petijums, ko es uzskatu
par misdienu makslas un tehnologiju prakses fundamen-
tu val pamatu. Vilni varda vistieSakaja nozime ir mediju
makslas medijs — ka dzilakaja, materidlaja liment, ta arl
konceptuali. Elektromagnetiskie vilni rodas dabiski, tie

eksiste, tie ir it visur, tie nepartraukti caurvij mosu
kermenus, un tomer ar savam dabiskajam manam mes
Spejam uztvert vienigi siltumu un gaismu.

“..tas, kas tiek uztverts ka gaisma, patiesiha ir
elektromagnetiskais vilnis, t.1i., elektromagnetiskaja
lauka plustoSi oscilgjoSas iedabas traucejumi.
Dazadas svarstibu frekvences rada dazadu formu
elektromagnetisko radiaciju, sakat no radio vilniem
zemakajas frekvences, redzamai gaismat videjas
frekvences un lidz pat gamma stariem augstakajas
frekvences.” (No “Vikipédijas”)

Saprast zinatni nozime saprast vilnus — raksta Marks
FiSers sava teksta Sim katalogam. Lail gan mans merkis
nav uzrakstit ievadu vilnu zinatnel un VILNI noteikti
nav makslas un zinatnes projektsil, dazas pamatlietas
ir nepiecieSams saprast. Atoma/vilna dualisms ir tikpat
sens ka grieku aizsaktd Rietumu filozofijas tradicija,
tomer ilgu laiku Sts 1idejas bija aizmirstas, un to
jaunatklasana notika tikai 19. gadsimta, kad Maksvels
savienoja priekSstatus par elektribu un prieksstatus par
magnetismu un izstradaja savu elektromagnetisma teori-
ju, ko Hercs pieradija eksperimentali. Elektromagnetisma
ideja rosinaja EinSteinu 1905. gada formulet speciadlo
relativitates teoriju. Ietekmi, kada hija Sail zinatniskas
paradigmu mainai (Kuhn, 1962), nedrikst novertet par
zemu. Vecas, Nutona mactba formuletas patiesihas par
Visumu, kas bija vado3as paradigmas 300 gadus, pagai-
sa. Ne viens vien makslinieks acumirkll apjauta jaunas
teortjas efektu. Realismu, So salidzino$t jauno paradibu,
jau hija nopietni iegrozojusi fotografijas attistiba un
tie makslinieki, kas eksperimentgja ar impresionismu,
puantilismu un ekspresionismu. Jaunais priekSstats
par Visumu lava attistities kubismam un abstrakta-
jal makslal. Tomer specigaks un paliekoSaks iespaids
naca no Marsela DiSana, kurS serializeja kustibu darba
“Kailkermenis dodas lejup pa kapnem, Nr. 27, un pec tam
pameta glezniecthu pavisam. Vina konceptualie izgudro-
jumi, piemeram, ready made un dazadi citi eksperimenti
ar iekartam un uztveri, rosinaja to, kas veidoja makslu
industriglaja sabiedrtha un signalizéja par vienlidz
svarlgu paradigmas matnu:

Ta nekada gadijuma nav sagadisanas, ka Sis ikono-
klastiskais, makslinieciskais “formulejums” kluva
par dalu no sarunas par pasaules bitibu, 1idzigi ka
revolicija lingvistika, fizika, psiholodija un hiznesa
radikali mainija 19. gadsimta racionalistiskos uz-
skatus. Roberts Adrians, 1996
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Makslinieciskie koncepti, kas tika raditi augstas
modernitates laika ar tadu revolucionaru makslas for-
mu palidzibu ka futldrisms, dadaisms, suprematisms,
konstruktivisms, — visi izmantoja zinatnes piedavato
jauno Visuma izpratni, lai projicetu sevi nakotne. Taja
pasa laika pasaule nemaz tik asi negrastjas So izpratni
pienemt, un maldiga val naiva realisma prieksstats — ta,
1t ka EinSteina nemaz nehOtu bijis — latku pa laikam
uzplatksnyja no jauna. Velak, 60. gados, zem tadiem
vardiem ka fluksus, hepenings, kibernetisko sistemu
maksla, video maksla, maksla un tehnologija radas
dazadas avangardiskas prakses. Sajos darbos centralais
bija idejas un procesi, paSi objekti — mazak svarigli.
Un tomer, par spiti visam tam, vizualajas makslas
auratiskais makslas ohjekts 1ir saglabajis specigas
pozicijas 110z pat Sodienat.

20. gadsimta makslas pasaulel vienmer hija paSai sava
attistibas linija, revoldciju un kontrrevollciju mijas,
kas reageja uz norisem sabiedribd kopuma, ka arl uz
politiskajam, kultOras un tehnikas parmainam, taja
pasa laika velds, ka maksla attistas, nekad pilntha neat-
hilst sabiedribas attistibal. “Bezvadu” paradibai 19. un
20. gadsimta mijas sakapinataja gaisotne bija tulitejs un
visaptveroSs efekts. Teslas, Markoni un citu izgudrojumi
alzsaka atSkirigas komerciali, sociali un politiski utopis-
kas vizijas.t2 Markoni nolema radit istu bezvadu mono-
polu, kurpretl citl uznemeji 1zveldoja biznesa impeérijas,
halstoties uz krapnieciskam tehnologijam (piemeram,
bezvadu telefona sakariem), kas vai nu nedarbojas vat art
nemaz nav bijusas. Cita lauzu grupa domaja, ka bezvadu
laitkmets 1stenos “socialistu sapni”; makslinieki bezvadu
utoptjal pieSkira arl paSi savu redzejumu. Hlebnikovs
domaja, ka gritos periodos bezvadu parraidljumus var
izmantot teledziedinasana un tautas stiprinasana. Mari-
netidomaja, ka valodas konvencijas var nolikt mala, jo ir
1espejams sasniegt tieSaku, radiofonisku maksliniecisko
valodu. Socialistiski orientetie makslinieki, piemeram,
Vells, Brehts un teoretikis Benjamins lika visal lie-
las certhas uz radio ka odivvirzienu komunikacijas
mehanismu, kas apveltts cilvekus ar lielaku varu.l3

Tespejams, kaut kas 1pass ir Vilema Flusera izteikuma, ka
elektromagnetisms galu gala lidzinas holSevismam. Flu-
sers izteica So vizdegunigo piezimi sakara ar kadu disku-
Siju par to, kada veida gaismas metaforas ir neizdzesami
lerakstjusas sevi apgaismibas latkmeta zinatniskajos
tekstos — it ka nodarboSanas ar zinatni bltu savveida
detektiva darbs, kurS atklaj tumsas sazverestibu, kas
bija turgjust mos sprosta, 11z zinatniskas racionalitates
engell atnaca mus athrivot. Flusers gan nepasaka,
ka Sis grandiozais apgaismibas latkmets vienlaikus
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bija arl viens no niknakajiem rasisma, kolonialisma
un imperialisma periodiem €Eiropas vesture. IekSzeme
zinatnes sasniegumi radija impulsus jaunal Skiru
struktiiral — to veidoja 1paSnieku Skiru un tadu lauzu
Skira, kam neptedergja nekas cits, ka vien vint pasti, tadel
tiem nacas stadat algotu darbu (Markss). Lielpilsétu
bulvaros paradljas apgaismojums, het proletariats
smaka oglraktuvju tumsad, stradnieki bija neizglitoti,
dzivoja veselibal kaitigos apstaklos, saspiestiba, vini
biezi inficejas ar dazadu kukainu un mikroorganismu
parnesatam slimtham. Taja pasSa laikd gan hurzuazija
un tas specialisti — zinatnieki, izgudrotadji un inzeniert
(kurus senak biezi vien identificeja ar burzuaziskajiem
rpnicu 1pasSniekiem), gan art Markss un Engelss un vinu
sekotaji ticeja progresam. Pavisam nesen, 20. gadsimta
beigas, ta vien saka likties, ka attistiba, ko raksturo
zinatnes un tehnikas progress un Skiru cinas dinamika,
ir nonakust strupceld. Jaunais sabiedribas tels ir ne-
V1S progrese)oss, bet drizak pulsgjoss, tads, kas halstas
uz nirboSiem signaliem, kas varie rohezas no 0 1idz
1, nevis uz prombutnes val klathltnes kategorijam
(Hayles, 1999). Atgriezoties pie Flusera, jaatzime, ka
interesants ir nevis vina izteiktas piezimes saturs —
likt vienadibas z2imi starp elektromagnetismu un
bolSevismu ir acimredzami hezjedzigi, un es nedomaju,
ka Flusers tieSi to hotu gribejis pateikt, — het gan
vina proponetais izzinas virziens. Proti, petit ne tikai
zinatnisko atklajumu faktus, bet art lietotas metaforas
un valodu. K& noradijusi dazi teorgtiki (sk., pieméram,
Burnham, 1968), 20. gadsimta heigas un 21. gadsimta
sakuma vadoSie kriteriji spriedumos par “patiestbu” ir
ne tik daudz faktuali, ka estetiski. Un te pilevienojas
makslinieki, viniem ir daudz nopietnaka loma neka radit
estetiskas pieredzes objektus.

So jauno situaciju 1ir apsteigusi Gastona BaSlara
raksti par zinatniskd gara veidoSanos (1934), kuros
vins reflektejis par sekam, ko 1izraistyjusi EinSteina,
Heizenberga un Bora aizsakta paradigmas matna. Jaunais
zinatniskais pasaules uzskats spéj atraisit gan apbrinas
cientgus, gan drausmigus spekus, piemeram, savaldit
atomu vai kodolspradziena veida atbrivot atoma duso-
Sos spekus. Taja pasa laika, skaidrojot vilna/dalinas
dualismu, zinatne joprojam nevar piedavat neko labaku
par to, kas jau ir pateikts Kopenhagenas interpretacija.

“Ka liecina aptauja, kas 1997. gada veikta Kvantu
mehanikas lahoratorija, Kopenhdgenas 1interpre-
tacija 1ir visplaSak atzitais specifiskais kvantu
mehanikas traktéjums, tam seko vienigl daudzo
pasaulu interpretacija.” (No “Vikipedijas”)

IEVADS

Sts dilemmas sekas ir — pienemt (ko es ar prieku daru),
ka mes nedzivojam deterministiska izplatijuma, bet gan
tada, kura ir vieta iespejamibal. Ir lietas, kuras gluzi
vienkarsi nav iespejams izskaidrot strikti zinatniska
val racionala velda, ja racionalitate tiek defingéta zinat-
niska pozitivisma tradiciju gara. Dazas lietas, kas attie-
cas uz fundamentaliem materijas 1pasSthu skaidrojumiem,
ir atkarigas no paSa verotdja “interpretacijas’. Un,
nemot vera, ka zinatniska metode sava hitiba joprojam
ir redukcionistiska un tiecas atklat “dabas likumus”,
t.1., sniegt deterministiskus skaidrojumus, mums janem
vera vienlidz fundamentala nedeterminisma 1espeja.
Zinatniekiem Sada pieeja uzreiz saistas ar dilemmu, jo
ta apSauba vinu metodes universalo pamatotibu. Filo-
zofiem un maksliniekiem tas rada interesantu iespeju
uzdot vecus jautajumus no jauna skatpunkta un rada
sancelus estetiski spekulatival intervencel. Lal gan dazi
zinatnieki So dilemmu “atrisina”, sekojot labi zinamajam
iztetkumam “apklusti un rekini!” (Pols Diraks), maksli-
niekiem tas nozime tieSt pretéjo. Attiecibas starp haosu
un kartthu, starp nedeterminismu un determinismu
dod mums, maksliniekiem, brivibu 1izteikties. Un ne
tikai “izteikties” par emocionaliem un semireligiskiem
jautajumiem, ka visas makslinieciskas aktivitates tika
devetas pozittvisma laika, bet runat no vienlidzigam
pozictjam ar zinatnt (ja jau makslinieki ir tik pamatigl
pieversusies dabaszinatnem un matematikat, ka tas ticis
darits $aja izstade).

Gaisa vilni

Zinatniskas paradigmas mainai 20. gadsimta sakuma
bija arkartigi liela nozime. Tatu tikpat liela nozime
ir elektromagnetisko vilnu praktiskai izmantoSanai
sabiedrtbas sazina ar radio un televizijas starpniecthu.
20. gadsimtu estetiska un politiska zina raksturo masu
sabiedrthas rasanas; vispirms radas masu sabiedriba,
kas bija disponéta uz dazada veida totalitarismu, bet
pec Otra pasaules kara demokratiskas hriva tirgus
sabiedrthas radas masu pateretajkultira. Elektronisko
mediju uzmanibas centra allaz ir bijusi un joprojam ir
dazada tipa masumanipulacijas: propaganda un totalitara
1deologiska apstrade fasisma un stalinisma gadtjuma un
pavedino3as pretu fetiSa halsis patéretajsabiedriba. Ka
noradijis Gijs Debors darba “The Society of the Spectacle”
(1967), peckara gados mediju lietoSanatl Rietumu pasaule
ir totalizejoSa ietekme — ar masu mediju tieSas apSaudes
Speku tiek apspiesta nevienpratiba un opozicija, cilveki
tiek padaritl par paverdzinatu auditoriju, kas paklauta
efektigu vestyjumu speka laukam. Dazus S1s teorijas as-
pektus — protams, ne tas brutalos antagonismus — talak

attistlja postmodernie filozofi Liotars un Bodrijars.
Taja pasa laika ta ir laikazime, ka simulaciju teorijas
(Bodrijars) un nematerialitates teorijas (Liotars) pirms
neilga laika ir izgajusas no modes, kurpretl Debora ideja
tikal tagad sak iegt pilnigakas aprises.

Saja sakard kllst samanamas daZas pamatpremisas, uz
kuram balstas VILNU izstade. Pirmkart, ir janoskir radio
un televizija. Pagaja diezgan ilgs laiks, 11dz valdiba saka
kontrolet radio un tas kluva par masu apstrades mediju,
briva tirgus mudinatu mantpulatoru un informativu
izklaidi. Pirmie radio vestures gadu desmiti piedergja
radioamatieriem, specialistiem ar zelta rokam, kas pasi
blveja savus radioaparatus, kuri bija ne tikai uztvergjl
bet arl parralditaji. Pat tad, kad raiditaja dala ar poli-
tisko un komercialo intereSu starpniectbu tika velksmigi
samazinata, radioklausitaji joprojam hija nopietns, vera
nemams speks. Stactju mekleSana un statisku trokSnu sa-
nemsana, kur pa starpam pazib vienigi attali signali —
ka to driz vien atklaj gluzi vai katrs draiskuligs herns —
estetiska zinad var sniegt daudz lieldku gandartjumu
neka oficialo raidstaciju klausiSanas. Un, ka to tik
uzskatami demonstrg vecie radicaparati, kuru skala
attelo ne tikal frekvenci, bet arl stacijas un vietu no-
saukumus — Hilversuma, Maskava, Berline, Riga, radio
ir parvietoSanas pieredze. Skanas un halsis celo apkart
zemeslodel, un no klausitajiem ir atkarigs tas, ko vini
iesak ar uztverto, — tas nav makslinieka vara.l* Kaut
kas lidzigs iespejams arl ar televiziju, ka to ilustre
Nama Dzlna Paika agrinie darbi, piemeram TV attela
izkroploSana ar magneta palidzibu. Radio k3 instru-
menta lietoSanu raksturo ta reguleSana jeb virziSanas
starp kanaliem, savukart sadzives televizora lietotaja
visierastaka prakse ir kanalu parslegSana — darbtha, kas
driz tiks uzskatita par parak nogurdinoSu, jo ta sniedz
manigu priekSstatu par “daudzajam iespejam i1zveleties
kanalu”, kas 1stentha, piedava gandriz vienu un to pasu
un tada veida tikai apstiprina Debora izteikto kritiku.
Otrkart, radio, tiklidz tas kartgjo reizi tika paklauts
pie varas esoSajiem spekiem, 60. gadu jauno socialo
kustthu rezultata tika atkal liberalizets. Lal minam Stu-
dentu radio ASV ka mediju protestam pret karadarbibu
Vjetnama, alternativos un opozicijas minoritasu kanalus
un vel velak Briva Radio kustihu, kas visaktivaka bija
Francija un Italija. Sis aktivitates likvideja mediju
politisko saskanu, kas peckara perioda pastaveja starp
kapitalismu un stradnieku aristokratiju (Barbrook,
1995). Lidzas valsts radio un kamercialajam radio radas
treSals speks — paSos pamatos demokratiska, briva
mediju kustiba. Ka noradija Felikss Gvatari, bet Tecuo
Kogaval® ilustreja prakse un rakstos, kopienas radio rada
mikrokopienas, kuras ar savu telpisko un socialo tuvibu
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likvide razotaja — patéretdja barjeru, pat neraugoties
uz to, ka radio, specialistu valoda runajot, ir un paliek
translacijas medijs (pretstata divvirzienu komunikaciju
kanaliem). L1dz1ga kopienas mediju aktivisma kustiba,
izmantojot filmu un velak “Sony” PortaPak, aizsakas 60.
gados un gaidija savu “1sto bridi”, bet dazadu iemeslu del
ta art nespéja sasniegt kritisko masu. Cik man zinams,
videoaktivisti vel nekad un nekur pasaulg nav pilniha
parnemust sava parzinad kadu sauszemes televizijas
staciju. 80. gados ASV un art Niderlande ir notikusi eks-
perimenti ar kabelteleviziju un satelitteleviziju. Tomer
§1s aktivitates ir drizak iznemums, nevis norma.l®

Televizija vienmer ir bijusi darga un sarezgiti pro-
ducejama. Komercialu un politisku iemeslu del televizija,
kopuma nemot, vienmer tikusi kontroléta stingrak neka
radio. Videoaktivisms driz kluva par videomakslu, un ta
at1st1jas pati pa savu aploci, ar pasaules meroga satelita
transmisiju un iespaidigu liela apjoma daudzkanalu
videoinstalaciju palidzibu klustot par “efektigu izraoi”
(Good Morning Mr. Orwell, 1984). Sis darbs bija nozimigs,
jo tas ar visnotal utopiska, “dziedinoSa” vestijuma
palidzibu demonstreja dazas makslas un telekomunikaciju
1espejas. Taja pasa laika tikai loti neliela grupa augsti
privilegetu, atzitu un plasi pazistamu makslinieku guva
1slaicigu pieeju augsto tehnologiju resursiem, piemeram,
satelitu transmisiyjam (Boiss, Paiks). Viniem tika
piedavata lespeja, izmantojot simtiem monitoru, veidot
videoinstalacijas apjomigas izstazu zales. Neskatoties
uz to, televiziju joprojam stingri parraudzija kapitals
un video palika nabaga radinieka statusa, to vargja
1zplatit vien majas apstaklos, ka art vietgjie kanali ar
visal ierobezotu izplatiSanas kapacitati.

Tirie vilpi

VILNU kaoncepts apzinds un noverte mediju aktivisma
nozimi, het it 1pasi — radio aktivismu, ka arl gandriz
izzuduso radio makslas vesturi, “dari pats” radio
hlvetajus un “radio hakerus”. Tomer koncepts ir daudz
speclgak halstits kada cita makslas un tehnologijas
prakses joma: dazi makslinieki vienkarSi noversas no
radiovilniem ka acimredzami jegpilniem “signalu”
nesgjiem un pievers savu uzmanthu medijam, signaliem
un paSiem vilniem. Piemeram, parastas radio parraides,
teiksim, politisko zinu programmas, jega tiek izteikta ar
izrunatajiem vardiem. Bet, ilustrejot Makliena popularo
1zteikumu, ka medijs ir vestyjums tada veida, kadu vins
nekad nebija iedomajies, to 1zsakot, — pastav tatu arl
citl nozimes veioi. VILNI tika iecereta ka izstade un
pasakums, kura 1pasSi akcenteti to makslinieku darbi,
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kurl apiet So nozimes liment (tapat ka jebkura velda
semantiska un simholiska/vizuala struktira, kur vilni iz-
mantoti vienkarsi ka informacijas neseji) un kurt strada
tiest ar pasu vilnu materialitati, to fiziskajam 1paSibam
un raksturiezimem, daudzas no kuram tiek vienkarsi
ignoretas, kad medijus izmanto plasaka sabiedribas
telpa. Vilni ir ka elektroniskas masu sabiedribas neredza-
mie darba zirgi, bet pasi vilpi parasti tiek ignoréti. Saja
2ina VILNI ir viena no pirmajam un retajam izstadem?'?,
kas pieverS uzmantbu tadiem darbu paveidiem, kas ir
daudz izplatitaki, neka pienemts uzskatit. Pec ta, ko mes
varam spriest no atsauksmem uz musu publiskajiem un
individualajiem uzaicindjumiem piedalities izstade, dau-
dzi makslinieki strada ar vilniem vai specifiskam vilnu
TpaStham, bet parasti viniem ir jamaske savas intereses
zem citiem nosaukumiem, piemeéram, “skanas maksla”,
“instalacijas’, “lokativie mediji” vai arl jadeve tas
par makslail blakustavosSu praksi, teiksim, par “socialo
aktivismu” vai “sociali athildigu praksi”.

Mes nospriedam, ka pasa izstade nebitu velams grupet
darbus atseviskas kategorijas. Katrai kategoriju sistemat
1r savi minust, ta veido hierarhijas, kuras varhOt pastav,
bet varbOt arl nemaz nepastav, het jebkura gadijuma
apgritina tieSu darbu uztveri. Neraugoties uz nule iz-
teikto apgalvojumu, es gribetu iepazistinat ar dazam
temam, kas vieno izstaditos darbus. Taja paSa laika
jus atri sapratisiet, cik problematiska ir Sada nodarbe.
Dazi autori darbos lieto 1idzigu tehniku, tatu dara to
atSkirtgu noliku vaditi. Darbi parstav arl dazada vei-
da prakses. Tadel katram pavedienam, kas caurauz So
1zstadi, pastav art alternativs celS, jo darbi korele cits
ar citu dazados veidos. Tas nenozime, ka itin viss ir
relativs, bet gan to, ka pastav parklasanas un saskares
punkti, atskirtgi speka lauki un gravitacijas centri, ne-
redzami pievilinataji un bistami vilnilé, kurus visi §is
1zstades apmekletaji ir aicinati izzinat.

VILNU maksla

Tikltdz ka VILNU projekts no agrina konceptuala limena
pargaja realizacijas liment, més — Rasa Smite un Raitis
Smits, RIXC dibindtdji un izstades, konferences un per-
formances kuratori, Ervins van 't Harts, filmu kurators,
un es — 2005. gada maija tikamies R1ga, lail pienemtu
dazus lemumus par projekta attistthu. Nozimiga vizites
dala bija padomju laika objekta RT-32 — augstakas
slepenthas pakapes radioteleskopa ar 32 m Skivja diamet-
ru apmeklgjums. Sis objekts, kas uzcelts 50.—60. gados,
atrodas cetru stundu brauciena attaluma no Rigas rietu-
mu virziena. RIXC radija projektu RT-32 — AKUSTISKAS

IEVADS

TELPAS LABAROTORIJA, kurd skanu makslinieki tika
aicingti stradat ar skanam, kas sanemtas no teleskopa.
Projekta rezultati tika dokumenteti DVD, kuru RIXC
izdeva 2002. gada (koncepcijas autori: Rasa Smite un
Raitis Smits: video: Marting Ratniks; skana Clausthome).
Kad es apmeklgju RT-32, mani jo seviski parsteidza tas,
ka Sis objekts hija 1zgatavots no smaga térauda, un no
1ekSpuses tas vairak atgadinaja industriala laikmeta
kugi, nevis zemel piesaistitu ohjektu. Art apkarteja meza
konteksta tas izskatljas pilnigi nevietd. Sim objektam
bija vairak kopiga ar izplatljumu, neka ar Zemi. Kaut gan
blves merkis bija parkert informaciju no Rietumu saka-
ru pavadoniem, to tikpat labi te bltu vargjusi izvietot
citplanetieSi. Tas man atgadinaja, ka musu civilizacija
jau labi sen ir kluvusi par kosmiska latkmeta civilizactju.
Gandriz lieki piebtlst, ka liela dala no atklajumiem vilnu
zinatne 1r hijust militaru vajadzthu motiveta un visal
praktisku varas merku vadita. Neraugoties uz to, ohjekta
neparastums, ta novecojust, bet joprojam funkciongjosa
aparatlra leskandinaja mant citu stigu. Lal art mes
vel neesam noturigl 1iekarojuSt kosmosu ar saviem
kermeniem, jau tagad, uz misu planetas parvaldot Sadas,
Uz dehesim veérstas instalacijas, mes esam kluvusi par
kosmosa rasi. €s uzskatu, ka tas ir ne vien fascingjost,
bet art biedejost, jo tas nozime varu par to, kas atrodas
virs mums, kam esam filozofiski un praktiski paklauti, un
tadejadi mes paklaujam sevi briesmam.

Ar kritisku noti sak frantu grupa Bureau d études, kas
kluvusi plaSt pazistama ar savam varas struktlru (tostarp
ar “Eschelon” uzraudzibas infrastruktiras) karteSanam
informacijas kapitalisma apstaklos. Izstadel VILNI vini
pieddava “ELEKTROMAGNETISKO PROPAGANDU, zinojumu
par industrialo dogmu”. “Nervu sistema uztver miljoniem
parraizu — publiskas, komercialas un privatas stacijas,
militaro un policijas struktlru sazinu, gaisa satiksmes
vadtbu, ugunsdzeseju hrigades.., pati nemaz to neapzino-
ties. [..] Isi sakot, pasaule, ko veido elektromagnétiska
kosmologija (un industrija), elektromagnetiska lauka
izpratne ir vienigais velds, ka izprast sevi un savu
apkartni.”

Eriha Bergera TEMPEST ieskatds “Elektronisko objektu
sleptaja dzive”. So frazi Bergers aiznémies no dizai-
neriem Entonija Dinna un Fionas Rabijas. Elektronisko
tehnologiju tieSa darbtha to lietotdjiem nav pilniba
uztverama. Pat bidami izslegti, paterina priekSmeti,
piemeram, mobilie telefoni, joprojam izdala radidciju.
“Zem draudzigajiem interfeisiem slepjas autonomi pro-
cesi, kam raksturiga pasiem sava dinamika.” Bergers iz-
manto ta saucamo van Eka radiaciju, lai raditu bltvas un
intensivas skanas, troksna un gaismas kompozicijas.

Bass van Kolvijks un Dereks Holcers ar darbu 0ZONE, peta
“signalu, frekventu un kodu plismas mainigo vilnoSanas
gaisa un to ikdienas celu caurit mosu kermeniem.” No
radiacijas, kas nepartraukti stravo mums cauri un ir ap
mums, Sie darbi rada estetisku pieredzi, savukart Jakohs
Kirkegords ar AION strada pie “laika, cilveku prombitnes
un parmainu skaniskas un vizualas pieredzes” veidoSanas
slégtaja zona Cernobilda — “teritorija, kuru starp
1eni grostoSam civilizacijas paliekam apsedusas ne-
redzamas un nedzirdamas briesmas.” Zans Pjérs Obg
sava darba ARSENALA DARBIBAS IZSPIEGOSANA fikse
arkartigil zemas frekvences, kuras dahiska karta eksiste
magnetostera, bet ar spécigu elektribas kabelu un citu
leritu palidzibu tiek raditas arl pilsetvide. Visi mingtie
darbl atSkirigd veida paplasina mosu priekSstatus un
valro misu zinasanas par elektromagnetisko lauku, par
ka iestajas art Bureau o études.

ELEKTROSMOGFREIEN  (DALIBA RADITAJA  GRIBA
UN LIKUMA). Sis darbs ir pieteikts ki p&tljums par
daudzpakapju meryjumu seriju statistiskajam tpaStham.
Grupa Farmersmannual censas veikt petyjumus Hartmu-
ta Millera gara, kurs, starp citu, piedava visaptveroSu
kosmologiju — globalo mérogoSanas teortiju, kas bldama
balstita uz zinatniskiem 1izplatljuma skaidrojumiem,
tomer 1ir pilniga pretruna ar galvenajam tendencem
misdienu zinatne.

Honore Hargere un Adams Haide noradiogqualia,
art pleverS uzmantbu debestim ar savu  SAULES
NOKLAUSISANAS STACIJU. Saja darba no Saules plistosie
radiovilni tiek parveidoti un kldst par skanas makslu.
Dmitrijs Gelfands un Evelina Domnita dara kaut
ko Tidzigu, bet tomer loti atSkirigu. BrunojuSies ar
CAMERA LUCIDA: SONOKIMISKA OBSERVATORIJA, vini
nepastarpinati parveido gaismu skana, halstoties uz
2inatnisko sonoluminiscences fenamenu.

Gluzi tapatka radioqgualia unRIXC, art austriesu
makslinieks Francs Ksavers ir paversis savu antenu pret
debesim un radioteleskopa sanemto signalu ar HYDRO-
GEN (RT03) palidzibu parverS skana. Ksavera darbiba
ir kada botiska atSkirtba. VinS aizstav makslas darba
autonomiju un paSpietiekamibu. Vins nekada gadtjuma
neizmantotu tadu iekartu vai tehniku, kuru vins pilniba
neparzinatu. Sanemdams fona radiaciju no Visuma,
vins rada saitl ar pasaules senako pagatni un deve
elektromagnetisko telpu par vilnu skulptdru, autonomu
makslas darbu. Svarigs ir arl vina ieteikums izmantot
vilna/dalinas dualismu par 1izejpunktu, kur makslas
pasaule var nonakt saskaré ar mosdienu praksi maksla
un tehnologija: starp elektromagnetiskajiem vilniem
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un statisko formu pastav objektiva korelacija, kas
atspogulojas antena, proti, 1idzekll vilpu nostitiSanai
un sanemsanatl. Antenatl ir vecmodigas skulptiras vatl ob-
jekta iezimes, taja pasa laika ta kalpo ka ierice, kas lauj
mums sasniegt Herca telpu. Tadel mes varam laipot starp
formu un bezformigumu. Lai uzsvertu So domu, Ksavers ir
radyjis fotografiju seriju, kuras publicetas Saja kataloga.

Deivids Heinss un Dzoisa Hinterdinga veido korelaciju
starp “neredzamo mistisko dahas “dabisko” energiju un
vatu tikstoSu plusmu elektromagnetosferas frekvences”.
Vinu darbs PURPURA LIETUS ieskice arl interesantu
paralell starp dabas telu romantisma un TV laikmeta
neoromantisma - pastaviga, tokstoSiem TV kanalu
raditd rikona notrulina smadzenes un manas. Isteniba
S1s darbs ir dzili politisks, kas paradits smalka un tadel
loti interesanta veida. Robkerts Adrians un Norberts
Mats pielagojusi savu antenu 1svilnu uztverSanal. Darba
RADIACIJA, tiek uztverts un remiksets apmeéram 40
dazadu frekventu skanu.

Marko Pelhans kluva plaSi pazistams ar savu projektu
“Makrolab”, kas peta, ka komercialie mediji un militaras
riipniecthas kompleksi 1zmanto elektromagnetosféru
tazados vilna garumos un frekvences. Izstadei VILNI vins
1zveldojis tieSu saisti ar Ziemelpola tuvuma dz1vojoso
inuttu kultdras centru. Tas panakts, lietojot insularo
tehnologiju, proti, Tsvilnu transmistjas tehniku ar
gandriz neiznicinamu aparatiras kriptografiju.

BLACKOUT —THEANTIPHONY VIDEO SUPPLEMENT, darbs,
ko sagatavojusi projekta Disinformation daltbnieki (fil-
mas autortiestbas: Bertjs Hetls, koncepcija un vietas
izpete: DZo Benkss). Sis darbs satur videomaterialu
“par paraboliskiem, no hetona veidotiem pretgaisa
alzsarozibas skanas spoguliem, kas latkposma starp Pirmo
un Otro pasaules karu uzboveti vairakas Lielbritanijas
piekrastes vietds”. Sie skanas spoguli bija akustiska ra-
dara efektiva un vienkarSa versija, un to nozime jau sen
ir zudusi. Video uzsak diskusiju ar bezjedzigu militaras
petniectbas un izstradnu arhitektlras mantojumu, kas
mos aizved atpakal pie RT-32 un Franca Ksavera antenas
skulpturalajam 1pasStham.

Vairakos darbos iztirzats Wifi (bezvadu pieslegums),
kas ir komercials nosaukums tehnologijai, ko izmanto,
lat raditu WLAN (bezvadu lokalos tiklojumus). Usmans
Haks, Bengts Selens un Adams (SabolEs) Somlai-Fisers
demonstre, ka izskatitos un stradatu musdienu camera
obscura, kas projice neredzamas spektra dalinas taja
spektra josla, kur tas izmanto Wifi (BEZVADU CAME-

RA OBSCURA MODELIS). Darba autari ne vien jauta, ko
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21. gadsimta varetu nozimet jedziens “telains”, bet vinu
darbs skar arl jautajumu par privatumu Herca telpa un
tada velda sasaucas ar kritisko uzskatu par industrialo
dogmu, ka to izvirzija Bureau o études. Darba WIFIO
autori Adams Haide, Aleksandsrs ErkaloviEs un Lote
Meijere uzsak dialogu ar Wifi no pavisam atskiriga skat-
punkta. Grupa piedava viegli darbinamu ierici, kas lauj
plesavinaties WiFi savienojumu un stradat interneta pa
brivu. Lidz1gs hakerisma gars stravo darbda PORTA 2030,
ko izstradajusi grupa Take 2030, kas arl lieto Wifi. Bet
ta vietd, lal piesavinatos kada cita savienojumu, vini
rada autonomu tiklveida struktdru un specialu tiklu, kura
tiek lietoti dinamiski parvietosanas shemas protokoli un
nesasanal piemeroti portativi saini. Lidziglt ka WIFIO
gadyjuma, porta saini ir értiizmantojamas Wifi iekartas,
tomer SU projekta merki ir pilnigi atSkirigl. Sakotneji
pieeja izmantota politiski nospriegota iekSpilsetas dala
Brodvejas Tirgd, bet PORTA 2030 konceptuadll iepazinas
ar video aktivisma vesturt un modernizeja to athilstosi
(bezvadu) tiklojuma laikmetam.

TRAUCEJUMU DIAGRAMMU APJOMA ATVEIDOJUMS, kura
autori ir Arons Kaplans un Dorons Goldfarbs, arl saistas
ar WiFiun tiklveida parklajumu. Vini prezente visai tieSu
bezvadu LAN marSrutésanas tiklojumu, izmantojot “apjo-
ma atveidojuma panemienus”, ko lieto datortomografija.
Tespejams, mums ir diezgan miglains priekSstats par to,
ka varetu izskatities elektromagnetiskas interferences
paveidi. Kaplans un Goldfarbs visnotal patiesi attelo
to, ka izskatitos interfergjosi vilni, ja tie bltu redzami.
Dzuliana Prista darbu POLITISKAIS SPEKTRS nosaka tas,
ka ta autors ir iesaistijies bhezvadu kopienu tiklojumos.
Prists ir bijis viens no “Consume” tikla dibinatajiem
Londona, un vinS joprojam ir aktivists, lai gan Sobrid
vairak darbojas starptautiska limeni. Ar POLITISKA
SPEKTRA palidzibu autors iedroSina cilvekus domat par
spektru savadak, neka to mudina darit Sobrid speka esosie
regulgjoSie noteikumi, kur spektrs tiek interpretgts
gluzi ka zemes gabals val noteka, caur kuru plist dati.
Sakotngji darbs tika radits ka vizualizacija, Sobrid
Prists pieverS uzmanibu galvenokart tiem socidlajiem
procesiem, kas saistas ar spektra reguleSanu izveidotaja
darba grupa, kuru vins vada kopa ar kopienas tiklojuma
aktivistu DZonu Vilsonu.

Interesanti, ka vientgais, kas vieno dazus no Siem dar-
biem, ir Wifi programmatdras un tehnologiju mijiedar-
btha val to lietojums. Piemerojot dazadus izstadito
darbu grupgsSanas principus, PORTA 2030, POLITISKAIS
SPEKTRS un WIFIO varetu tikt novietoti politiska
aktivisma sadala, kurpretlt BEZVADU CAMERA OBSCURA
un TRAUCEJUMU DIAGRAMMU APJOMA ATVEIDOJUMS

IEVADS

lauj vilnus ieraudzit. Ka esmu jau iepriek$ teicts, darbi
sasaucas cits ar citu lotl dazados veidos. Izstades
apmekletajam velams katra darba meklet asociacijas
un sava pratd konstrugt ainu, kas hotiski atSkiras
no tas, kas varetu rasties no mana stastyjuma.

Daziem darbiem raksturiga vairak tradicionala pieeja
vizualajai makslai un skulptlrai (kas nekada gadijuma
nenozime, ka tie botu vecmodigi). BEYOND6281 au-
tors Artificiel (Aleksandrs Bertons, Dzimijs Lakatoss,
Dzulians Rojs un Paskals Malaterrs) ka skanas avotu iz-
manto gaismas spuldzi. Augstspriegums un skulpturala
2ina augsta maksla raksturo darbu SPRIEDZES OBJIEKTS
(autore Judite Fegerla), te mati celas stavus varda
vistieSakaja nozime. Luks Dzerams izrada savu EDISONA
PROJEKTU - sudraba saderinasanas gretdzena iestradats
bildingdjums, ko var noklausities, izmantojot speciall
konstrugtu “atskanotaju”. Darba €SI SVEICINATA, PA-
SAULE! (autors Juntuls Kims, sadarbiba ar Tunu Arkunu)
izmanto analogu tehniku, 1ai uzglahatu informactju 246
metru gara vara caurule.

Lal gan izstade piedalas dazi gados jauni un pat loti
jauni makslinieki, VILNU koncepta hija svarigi sastatit
vinu darbus ar dazu 1stenu celmlauzu darkiem. Roberts
Adrians izstada darbu RADIACIJA, kas tapis sadarbiba
ar Norbertu Matu. Adrians makslas un telekomunikactju
joma strada jau kopS 70. gadiem. Darba DOUBLING
BACK autors Entonijs Makkols izmanto divus identis-
ki plostoSus vilnus, kas lotl lenam Skerso viens otra
celu, atrazdamies 90 gradu lenkl viens pret otru. So
filmu neprojice uz ekrana, bet izmantota tiek maksligi
radita migla. “Tadejadi klost skaidri saredzams milzigs
trisdimensionals liklintju objekts, kura iekSejas telpas
pakapeniski izplesas, nosledzas un parveidojas. Skatitajs
var brivi ielet un izpetit So skulpturalo formu. Entonijs
Makkols (vins nolasts art 1pasu lekeiju) kluva populdrs ar
1973. gada darbu “Line Describhing a Cone” — arl te ar gais-
mas projekcijas palidzibu tika radita skulpturala forma.

INTERAKTIVIE SMADZENU VILNU ZIMEJUMI (autore Nina
Sobella) ir dokumentacija 30 gadu darbam, kas tapis,
stradajot ar datoriem un smadzenu vilniem. Vel viens
celmlauzis, Soreiz no Austrumu puslodes, ir Bulats
Galejevs. Darbojoties Tatarstana un stradajot aviacijas
augstskola, Galejevs kopa ar grupu “Prometejs” rada
makslas un tehnologijas darbus jau kopS 60. gadiem.
Izstade aplikojama foto sérija KOSMISKA PIENENE, ka
arl divas gaismas muzikas filmas — MAZAIS TRIPTIHS
un KOSMOSA SONATE. St makslinieka darbu klatbitne
apliecina, ka nav tikail viena mediju makslas vesture,
bet pastav dazadas vestures un tradicijas. Butu saistosi

vairak akcentet S1s atSkirigas vestures. Vel citas
VILNU makslas tradicijas pastav, piemeram, Japana un
Latinamerika, tomer ierobezota budzeta del iepaziSanas
ar tam hija jaatliek uz velaku laiku.

Dazi makslinieki nakotni atrod pagatne. Pols Dema-
riniss 1ir labi pazistams ar to, ko es gribetu nosaukt
par praktisko mediju arheologiju. AtSkirthd no mediju
arheologijas ka teoretiskas pieejas, ka to attistlja tadi
autori ka €rki Huhtamo un Zigfrids Cilinskis, Dema-
riniss nereti materiall atjauno, paSa vardiem runajot,
“hezjedzigus” un “neiespejamus” medijus. Darba NO RO-
MAS UZ TRIPOLI , ko vins izrada VILNU izstade, autors
izmanto radioraiditaju, kas “balstits uz Madzoranas un
Vannt hidraulisko mikrofonu/raiditaju, ar kuru 1908. gada
veiksmigi tika parraiditi balss vestyjumi no Romas uz
Tripoli, t.1., gandriz 1000 km attaluma, tadejadi aizsakot
radiotelefonijas eru”. Ka to biezi redzam Demarinisa dar-
bos, novecojusu tehnologiju lietojums nav pasmerkis, bet
tas uzples caurumus, lai ieltikotos tehnologiju socialajas
nozimes un atvertu utopisku telpu ar iespejamiem
nojegumiem par alternativam mediju vesturem.

Marks FiSers define sevi par “valveldigo akustikas
specialistu”. Valveidigie ir juras z1ditaji, pie valveidigo
kartas pieder, piemeram, vali, delfini, cikdelfini. FiSers
strada pie neatkariga petyjuma valveidigo akustika,
“peta vilnus, apgist zinatniskos un makslinieciskos as-
pektus valveidigo manipulacijas ar skanu”. Lai gan Fisers
neuzskata sevi par makslinieku, vina “ciparu gleznas’,
kas tapusas, ar vilnu palidzibu parveidojot valu raditas
skanas fillma, ir vieni no estetiska zina interesentakajiem
darbiem izstade. PARAVENT autors Stivs Heimbekers iz-
manta datus, kurus vinS radiyjis un ierakstijis ar veja
reguleSanas kaskades ierici, instalaciju in situ, latkposma
no 2003. lidz 2005. gadam. Veja kustibas un vilnu pa-
veldi tiek transformeti audiovizuala reprezentacija.
Fisers un Heimbekers nak no loti atSkirtgam jomam,
bet vint abi izmanto dabu ka vizualizacijas un skanas
rasanas avotu. So praksi izstade demonstré arl darbi
SAULES NOKLAUSISANAS STACIJA un HYDROGEN (RT03).
Zinatne vizualizacijal un skanas radiSanat tiek pieversta
arvien lielaka uzmantha, un misu acu prieksa sak veido-
ties arl relativi jauna makslas vestures disciplina — tela
2inatne.

Darba PASTASTI MUMS SAVUS NOSLEPUMUS autors DZejs
Nidhems iedroSina izstades apmekletajus dalities savos
noslepumas, ierunajot tos mikrofona. Darba PARRAVUMS
autors Skeneris izmanto 1ierakstus, kas tapuSi vina
bernthas maja, kurpretl darbs BEZ NOSAUKUMA,
autors Antans Domhbrovskis, balstits uz modificeta
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sintezatora, kas radijis neparedzetus rezultatus. The
SINE WAVE ORCHESTRA no Japanas pieverS uzmanibu
vilna  matematisko  formulu  pamatelementiem,
respektivi, sinusoldal. Katram izstades apmekletajam
tiek lgts plevienot kadu sinusotdu pec savas 1zveles,
kopa radot savstarpeji parklajoSos trokSna rakstus.
Tehniska zina Sis loti vienkarsais darbs burtiski athalso
to individualitasu dazadtbu, kas parstaveta VILNOS. Sie
akustiskas telpas petljjumi tika atlasiti no vairakiem
desmitiem citu darbu, kuros arl aplikotas skanas iz-
pausmes maksla Sis 1zstades konteksta. Atzimgjot to,
ka skanas maksla pedejos gados ir attistijusies hurtis-
ki spradzienveidigi — iespejams tehnologisko iespeju
rostnata —, Sada veida darbl vieni paSt hez kadam
prohlemam varetu aizpildit milzigu izstazu telpu.

Izstade “Vilni” bis apskatami arl Latvijas makslinieku
darbi: “Komunikacijas intereference — 2" (Martins Vizhu-
11s), “Gaisa stahs” (Oskars Poikans), “Summa” (Voldemars
Johansons), “Spektrosfera” (MartinS Ratniks, skana:
Clausthome) un “Aiz aizvertam acim” (Gints Gabrans).
Sie darhi ir variacijas par izstades tému un kalpo ka
pieradyjums tam, ka Latvija makslas pasaule ir aktiva,
tas dalthnieki ir vienmer atverti ekspertmentiem gan ar
jaunajam, gan arl ar vecajam tehnologijam.

Kopsavilkums

Izstade ir tikal dala no Rigd notiekoSa festivala
“Maksla+Komunikacijas™ 10. gadadienas programma.
Programmu papildina konference, kas saaicinas kopa
tadus atzitus ekspertus ka Duglass Kans, Heidi Grund-
mane, Konrads Bekers, lal minam tikal dazus. Arl
filmu un video programma, kuras kurators ir Ervins
van ‘'t Harts un kura tiks izraditi abstrakta avan-
garda kino visparatzitu pionieru, ka arl salidzinoSi
jaunt darbi. Tomer 1ir pavisam neiespejami pateikt,
val projekts sasniegs savu ambiciozo merki -
kalpot par petyjumu, kura noloks ir likt pamatus jaunat
makslas un tehnologijas teorijai un praksel. Varbot
svarlgak par visiem rezultatiem ir tas, ka mes vargjam
1stenot kadu petyjumu un ka mums hija laba sadarhiba
visal hriva autonoma vide bez paScenziras val lidzigiem
ierobezojumiem. €s gribetu izteikt 1pasu pateicthu RIXC,
hez kura 1iesaistiSanas un aizrautibas Sis pasakums
nebdtu varejis notikt, het, protams, liels paldies arl
maksliniekiem, filmu veidotajiem, konferences viesiem
un visiem parejiem, kas devusi savu ieguldtjumu, lal
VILNI varetu notikt.
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atruma dalyjumu ar frekvenci. Piemeéram, frekvence kura darbo-
jas bezvadu lokalie tikli, ir 2,4 GHz. 300 000 : 24 000 000 =
0,0125 km jeh 12,5 cm. Antenas garumam jabut A: 2 = 6,25 cm
val to reizinajumiem.
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6 Par “Funkfeuer” sk.: http://www.funkfeuer.at/

7 Par Certa-Toringa tézi sk. “Vikipedija™:
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8 Vairak par 30 veco mediju makslas diskursu, kuru es devéju
par augsto mediju makslu, jus varat atrast: Medosch, Armin.
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//theoriebild.ung.at/view/Main/TechnologicalDeterminismInMe-
tiaArt

9 idzigu materialistiskas analizes pieeju piedava Levs
Manovits darba “Jauno mediju valoda”.

10 Nevajadzetu aizmirst, ka elektriba, kas pliist caur datoru, arl
ir vilnis, bet tads vilnis, kas ir digitali modulets, proti, ar katru
pulkstena ciklu tas kustas caur ta dazadajiem stavokliem ritma,
kas ir sasniedzis gigahercu frekvences.

11 Daudzi makslinieki, kas piedalas izstade VILNI, ir pamatigi
alzravusies ar dabaszindtnem un dazi stradd zinatniska
kontekstd vai sadarbojas ar zinatniekiem. Tomer, kad es saku,
ka VILNI nav makslas un zinatnes projekts, es velos to noskirt
no oficidll atzitiem makslas un zinatnes projektiem, kur parasti
makslinieki tikai 1lustre zinatniskas atzinas un strada ka leti
zinatnes komunikatorti.

12 par 30 es esmu detalizetak rakstijis darba “Wireless Utopia”
(2004).

13 Dzilakal 30 ideju analizei sk. Wireless Imagination. €d.
by Douglas Kahn and Gregory Whitehead. Cambridge; London:
MIT Press. Jaatzime vel kada nopietna publikacija, kura ir
pardrukati dazi teksti no radiofonijas eras pirmsakumiem,
kas satur ne vienu vien augligu ideju: Radiotext(e). Ed. by Netl
Strauss and Dave Mandl. NYC : Semiotext(e).

14 Paldies Robertam Adrianam par $o piezimi, ko vins nesen iz-
teica kada saruna.

15 Sk.: Kogawa, Tetsuo. Toward polymorphous radio. Pieejams:
http://anarchy.translocal.jp/non-japanese/radiorethink.htmt;
Guattart, Félix. Popular free radio. In: Radiotext(e). Tecuo Koga-
va uzstasies VILNU konference.

16 70, gados ir notikusi arl dazi aktivistu eksperimenti no
vietgjam privatam TV studijam daudzdzivoklu majas. 1978.
gada 5. tiklu konferenci, kas notika Toronto, “Rogers Cahle”
transleja tieSratde ..konference sprieda galvenokart par to, ka
rast pleeju satelitu komunikacijam. Konference demonstréja
makslinieku raditas telpas, taja piedalljas vietgjo iedzivotaju
grupas, politiskie un socialie aktivisti, parstavji no kopienas
raiditajiem utt. To organizeja “AnnPac”, “Parallel Galleries”
asociacija, kuru pamata veido video makslinieki.” (Roberta
Adriana elektraniska vestule So rindu autoram, 2006)

17°2004. gada Kukshafenes (Vacija) Makslas biedriha (Kunst-

IEVADS

verein Cuxhaven) izradtja “Ohne Schnur-Kunst und drahtlose
Kommunikation” (Bezvadu maksla un bezvadu komunikacija), ko
organizeja Minhenes Ludviga Maksimilidna universitates Makslas
vestures institits (sk.. http://chne-schnur.de/). Uz citu pie-
eju balstljas celojosa izstade “Electromagnetic Bodies”, kuras
kuratore bija Nina Segledi, sk.: http://www.virtueelplatform.nl/
artefact-1561-en.html

18 Sis {evads ir parak 1ss. lal apceretu tadus aspektus, ka
e20teriskas, mistiskas un spiritudlistiskas idejas, kuras iedves-
mojis elektromagnetisms, tie ir aspekti, kas detalizetak tiks
apskatiti toposaja publikacija.
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TechnologicalDeterminismInMediaArt

Armins MedoSs (Lielbritanija/Austrija) ir rakstnieks, makslinieks un kurators. No 1996. lidz 2002. gadam vin$ hija viens

sarakstijis loti daudz publikaciju. Peédejie darbt ir: “Freie Netze” (2003), monagrafija par bezvadu brivajiem koptienu tikliem, un
esejas “Roots Culture” un “Society in Ad-hoc mode” institita i-dat datu parlikoSanas publikaciju sérijd. A. Medoss kopd ar Su Lea
Ceanu un Jukiko Sikatu uzsacis darbu pie peldosas tikla platformas <KOP> (http://kop.kein.org), kas vadijis divu gadu izpétes
un 1zstradnu projektu “Commons | Tales | Rules”, kura rezultati tika demonstreti NTT ICC izstade “OpenNature” Tokija, 2005.
gada, un Sis projekts ietekmeja pasakumu “PLENUM” Node.London ietvaros, kas notika 2006. gada martd. Patlaban A. MedoSs veic
petijumus jaunai gramatat par attiectbam starp mediju makslu, tikla makslu un brivo programmatiru un atvertd koda kustibu. Kop$
1997. gada dzivo Londonad. A. MedosSs ir digitdalo mediju vecdkais lektors Reivensburnas koledzas pecdiploma programma.
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Robert Adrian, Norbert Math

RADIATION
RADIACIJA

Just over 100 years ago the signals from Marcont's first
radio transmission hegan their journey across the galaxy.
Since then radio waves have become as common as air and
our planet has become a new source of radio Waves in the
universe. All the radio signals ever produced — since the
earliest transmissions — are still radiating outwards
through space. Our history exists, expanding at the speed
of light into the dark spaces hetween the worlds.

“Ratiiation” concentrates on short-wave radio — the wave-
lengths used mostly hy amateur radio operators, security
and espionage agencies, national propaganda and informa-
tion stations. Many short-wave transmissions are received
as bursts of coded or scrambled signal — Morse code, fax
or image transmissions and secret commercial or politi-
cal data. The short-wave spectrum contalns every human
language and every kind of music. Short-wave signals are
often distorted by atmospheric conditions, interference
from other transmitters or local static — with short-wave
radio it 1s “radio” itself that 1sin the foreground.

“Radiation” consists of 4 loudspeakers, 4 short wave
radio receivers, a computer and 2 amplifiers (4 channels).
The loudspeakers are installed about 400 cm apart and
3 meters high. The sounds from the radios, each tuned
to a different source, are distributed to one of the
four loudspeakers. A computer program “listens” to the
autio output and performs a spectral analysis of the
sound quality. It then either keeps the existing array of
stations or distributes new channels to the loudspeakers
as necessary. Each radio has 40 channels stored in memory
which are available for the computer selection process.

Tikal nedaudz vairak neka pirms 100 gadiem savu
celojumu galaktikd uzsaka pirma Markoni radiotrans-
lactja. Kops ta latka radiovilni ir kluvust tikpat terasti
ka gaiss, un musu planeta kluvusi par jaunu radiovilnu
avotu Visuma. Visi jebkad raditie radiosignali — sakot
no pasam pirmajam translacijam — joprojam izplatas
kosmasa. Msu vesture norisings, ar gaismas atrumu iz-
platoties tumsaja starpplanetu telpa.

Darbs “Radiactja” pleversas 1svilnu radio, proti, vilnu ga-
rumam, ko vishiezak izmanto radioamatieri, droSthas un
1zl0koSanas dienesti, ka arl valsts meéroga propagandas
un informacijas kanall. Daudzas 1svilnu translacijas tiek
uztvertas ka kodetu vai traucetu signalu — Morzes koda,
faksa un attelu parraizu, slepenas komercialas vai poli-
tiskas informacijas — Saltsraides. Isvilnu spektrs aptuer
itin visu tautu valodas un visa veida moziku. Isvilpu
signalus biezi deforme dazadas atmosferas paradibas,
citu raiditaju parklajumi vai vietgjie traucgjumi. Isvilnu
radio gadijuma priekSplana ir pats “radio”.

Darbu “Radhiacija” vetdo Cetri skalruni, cetrt 1svilnu
radiouztyvereji, dators un divi Cetrkanalu pastiprinataji.
Skalrunt uzstaditi 3 m augstuma aptuveni 4 m attaluma
cits no cita. Skana no radiouztvérgéjiem (katrs no
tetriem uztverejiem ir noskanots uz atSkirigu skanas
avotu) tiek parraidita uz vienu no Cetriem skalruniem.
Datorprogramma “klausas”™ audio izvadi un veic 1paSu
skanas kvalitates spektra analizi. Pec tam programma
val nu saglahd esoSo raidstaciju sakartojumu, val arl
nepiecieSamibas gadijuma parraida uz skalruniem jaunus
kanalus. Katra radio atmina noglabati 40 kanali, kas ir
pieejami datoratlases procesa.

IZSTADE

“Radiation”, installed at “Reinventing radio”, ORF Radiokulturhaus, Vienna, September 2004
Instalacija “Radiacija”, “Reinventing radio”, ORF Radiokulturhaus, Vine, 2004. gada septembris

Robert Adrian (Austria). Born in Toronto, Canada, lives and works in Vienna, Austria. Robert Adrian is a visual artist working in
a variety of media including installation, sculpture, photography, painting, computer and model-making. In 1979 he also hegan
working with communication technology, organising and participating in projects for fax, slow-scan TV, amateur radio, BBSs etc.
Robert Adrian has exhibited widely in Europe and abroad including the Museum of Madern Art, New York, the Venice Biennale, the
Sydney Biennale.

Norbert Math (Austria). Born in Bozen, Italy. Lives and works in Vienna, Austria. Studies of electroacoustic music at the Untversity
of Music in Vienna. Worked as assistant at the University of Music, Graz. Freelance artist and computer programmer. Founding mem-
ber of alien.productions, <http://alien.mur.at>, an artists collective producing intermedia performance and installation, electronic
music, net.art, radio art, sound art, interactives, video, visual arts and artistic photography. Works have been shown in different
venues and festivals including ORF Kunstradio, Ars Electronica Linz, steirischer herbst Graz, DEAF Rotterdam, sonambiente Berlin,
resistance fluctuations Los Angeles, Documenta Kassel.

Roberts Adrians (Austrija), dzimis Toronto (Kandda), dzivo un strada Vine (Austrija). Roberts Adrians ir makslinieks, kas strada
vizudlaja joma ar dazadiem medijiem — vinS veido instalacijas, skulptiras, fotografijas, gleznas, modelus, izmanto datoru.
1979. gada Adrians saka stradat art arkomunikaciju tehnologijam, vins organizejis un piedalijies faksu, 1enas izverses televizijas,
radioamatieru, IRC tikla informdcijas izplatiSanas sistemu u.tml. projektos. Roberts Adrians piedalijies izstades daudzas Eiropas
valstis un darpus tas, art Nujorkas Modernas makslas muzeja, piedalijies Venécijas hienndle, Sidnejas biennale.

Norberts Mats (Austrija), dzimis Bolcdano (Italija). Dzivo un strada Ving (Austrija). Studejis elektroakustisko miziku Vines
Mizikas augstskola. Stradajis par asistentu Gracas Miuzikas augstskold. PaSnodarbindts makslinieks un datorprogrammetdjs.
Viens no makslinieku grupas “alien.productions”, <http://alien.mur.at> dibindtajiem; Si grupa veido intermediju performances un
instalacijas, rada elektronisko miziku, tikla makslu, radiomakslu, skanas makslu, interaktivus darbus, video, vizualo makslu un
makslas fotografijas. Izstadijis darbus dazadds vietds un festivalos, tostarp “ORF Kunstradio”, “Ars Electronica” Lincd, “Steirts-
cher Herbst” Graca, “DEAF” Roterdama, “Sonambiente” Berling, “Resistance Fluctuations” Losandzelosd, “Documenta” Kasele.
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Artificiel

BEYONDG628I

“heyond62817 1s an electro-acoustic installation that ex-
plores the light bulb as sound source. By feeding powerful
amplifiers processed audio signals, it is possible to bring
the coil of large (1000 W) light bulbs in an excited state,
producing an acoustic, audible vikration. The sonorities
are strange, the tungsten and glass materials of the bulbs
acting like rich but band-limited filters. Sometimes
emitting understandable whispers, other times purely
synthetic tones, the hulbs are telling their story in five
moments.

This installation is a derivation of the “Condemned_bulbs”
(2003), a large installation based on 64 light hulbs. After
exploring the visual impact of a light grid deploved in a
vast space, We Were interested in pushing the sound work
in order to bring in a more meditative, introvert, almost
tactile setting. Here, light s a consequence of sound, but
the sound is articulated in order to bring out a meaning-
ful, intimate visual resonance.

Created in Montréal in December 2004 by Artificiel, with
the collaboration of Pascale Malaterre as writer and nar-
rator of the texts.

Supported by Canada Council for the Arts and Rue des deux
moulins INC.

“beyond6281" ir elektroakustiska instalacija, kas peta
elektrisko spuldzi ka skanas avotu. Ja skanas signalus
apstrada ar specigu pastiprinataju, iespéjams inducet
lielu (1000 W) elektrisko spuldZu spoli, radot akustisku,
sadzirdamu vibraciju. Skanas ir divainas, spuldzes iz-
mantotals volframs un stikls darbojas k3 varent filtri,
ko lerobezo frekventu josla. Dazreiz dzirdami nianseti
tuksti, dazreiz tirt sintetiski tont, piecas epizodes spul-
tlzes izstasta savu stastu.

“beyond6281" 1ir atvasinata no lielas instalacijas
“Condemned_bulbs” (2003), ko veldo 64 elektriskas
spuldzes. [zpetot to, kada vizuala ietekme ir apgaismo-
juma rezgim plasa telpa, maksliniekiem radas interese
izveldot skanas darbu, lal raditu daudz meditativaku,
intravertaku un taustamaku noskanu. Saja gadtjuma
skana rezulte gaismu, savukart skana klausitajiem tiek
pledavata, lal varetu ieglt jegpilnu, intimu un vizualu
rezonanst.

Instalaciju veldojust Artificiel makslinieki 2004. gada
decembrl sadarbiba ar Paskalu Malaterru — tekstu autoru
un stastitaju.

Prajektu athalsta: Canada Council for the Arts un Rue des
deux moulins INC.

Artificiel (Canada) is an artistic group based in Montréal, made up of Alexandre Burton, Jimmy Lakatos and Julien Roy. Their research
and creation in the fields of installation and performance relates to the connectivity aspects of new media and digital art. Their
work has been presented internationally at festivals and museums such as the Musée d’art contemporain de Montréal, Sonar festival
in Barcelona and Ars Electronica Festival in Linz (where the installation “Condemned_bulbs™ was awarded an honorary mention in
the digital musics 2005 competition).

http://www.artificiel.org

Artificiel ir makslinieku grupa no Monredlas (Kandda), to veido Aleksandrs Bertons, Dzimijs Lakatoss un Dzulians Rud. Vipu
petijumi un darbi instaldactju un performancu jomd saistas ar jauno mediju un digitalas makslas saskares aspektiem. Grupas darbi
izstaditi festivalos un muzejos visa pasaule: Monredlas Laikmetigas makslas muzeja, festivala “Sanar” Barselona un festivala “Ars
Electronica” Lincd (2005. gada instalacijat “Condemned_bulbs” tika pieskirts goda diploms digitalas mizikas konkursa).
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Artificiel, working in original 6281 St-Daminigue exhibition space, Montréal, 2004
Artificiel, stradajot pie instalacijas izstazu zale Sentdominika ield 6281, Monreals, 2004

Artificiel, “Condemned_bulbs”, child feeling the light, Pittshurg, 2004
Artificiel, “Condemned_bulbs”, berns sajut gaismu, Pitshurga, 2004
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Jean-Pierre Aubé

SPYING THE ARSENALS WORKFORCE
ARSENALA DARBIBAS SPIEGOSANA

The Earthis surrounded by a powerful magnetic field known
as the magnetosphere. Since the earth is not a stable sys-
tem, the magnetosphere is influenced by numerous natural
phenomena: lightning, northern lights, solar storms. A
VLF receiver acts like a radio; it captures the variations
of an electrical signal at a predetermined frequency. VLF
frequencies are almost unclouded by man-made telecom-
munications transmissions. But as digital and wireless
technologies evolve, the use of these freguencies for com-
munications is overriding the naturally produced waves of
the northern lights and other climate-related signals.

For the "VLF.Nartual Radio” project, I had to travel to re-
mote places since VLF receivers are extremely sensitive to
the electromagnetic fields generated by power lines. The
difficulty that I experienced in finding spots sufficiently
1solated from the electrical system led me to experiment
with VLF recelvers within an urban environment. Eventu-
ally, VLF waves will be completely drowned out hy the
signals of various telecommunication systems and the
poler grid.

Spying the electromagnetic workforce uses 2 antennas
installed in the gallery space to capture in real time
the perturbations generated by the numerous electrical
components nearby. €lectricity generates a 50-cycle-
per-second hum, the official wavelength of the pouwer
lines. This 1s the sound of electricity, the contemporary
soundtrack of our domestic life. As the antennas send the
electromagnetic signals to a digital mixer, a mico-compu-
ter act as an automated tuner and varies the spectrum of
waves analyze by the system. Trough time the sounds of
the electricity change, according to the amount of energy
consumed in the building, the weather conditions or the
time of the day.
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Zemi apnem Speclgs magnetiskais lauks, ko sauc par
magnetosferu. Ta ka Zeme nav stabila sistéma, mag-
netosferu letekme dazadas dahas paradibas — zikens,
ziemelblazmas, Saules vetras. VLF uztverejs darbojas
lidz1g1 radio — tas uztver elektrisko signalu izmainas
notetkta frekvence. Cilveka veldotas telekomunikaciju
parraides VLF frekvences neparklaj gandriz nemaz. Tatu
attistoties digitalajam un bezvadu tehnologijam, So
frekvencu izmantojums komunikacija ir maintjis dabiski
veidojusos ziemelblazmu un citu klimata paradibu radito
signalu vilnus.

Lal 1stenotu projektu “VLF.Natural Radio”, man nacas
doties uz visal nomalam vietam, jo VLF uztvergji ir
arkartigl jutigi pret elektroliniju radito elektro-
magnetisko lauku. Gritibas, ko man nacas piedzivot,
meklejot vietas, kas hltu pietiekami pasargatas no
elektrosistemu ietekmes, lika man pieversties eksperi-
mentiem ar VLF uztvergjiem pilsetvide. Pec kada laika
dazadu telekomunikaciju sistemu signali un elektrotikli
VLF vilnus apslapes pilniba.

Elektromagnetisko procesu 1zspiegoSanal izmantotas
divas antenas, kas uzstaditas galerija. To uzdevums —
reallaika uztvert perturbacijas, ko rada lielals skaits
tuvuma esoso elektromezglu. Elektriba rada dikonu, kura
viena fraze/cikls atkartojas 50 reizes sekunde — tas ir
oficialais elektrolintju vilna garums. Ta ir elektribas
skana, mOsu majas dzives modernais muzikalais pava-
donis. Kad antenas raida elektromagnetiskos signalus uz
digitalo mikseri, mikrodators darbojas ka automatizeta
radioskala un maina sistemas analizeéto vilnu spektru.
Laika gaita elektribas raditas skanas mainas atkariba
no eka patereta energijas daudzuma, laika apstakliem un
diennakts stundas.

IZSTADE

“Save the Waves”, performance with Christian Bouchard and Mathias Delplangue, Darling Foundry, Montréal, August 2004. Photo: Jean-Michel Ross
“Save the Waves”, performance kopa ar Kristianu Busaru un Matiasu Delplanku, Darling Foundry, Monreala, 2004. gada augusts. Foto: Zans MiSels Ross

Jean-Pierre Aubé (Canada), artist and programmer. Jean-Pierre Aubé holds a master degree in fine arts from UQAM, Montreal. From a
full scale home made wind mill (1999 “Wind recuperation machine”) through the filtering of water pumped from the sewer system of
the Old-Montreal (1999 “Sédimentation”) his work questions Nature through various recuperation technologies. Since 2000 he has
captured sounds from the aurora borealis with a Very Low frequencies’ receiver. His “VLF.natural Radio” project has been presented
as a performance installation and lecture. In 2004 he created “Save the Waves”, a 20 000 watt octophonic sounds system that
monitors in real time the electromagnetic perturbations, and “Nocturne” a piece for 8 LEDs, 2 photocells and a ligthhouse. His work
has been shown in many countries; this year Aubé will participate in Tama06 in Manilla, and Cité Invisible, in Montréal.

Zans Pjérs 0bé (Kandda). Makslinieks un programmétdjs Zans Pjérs Ob# iequuis makslas madistra gradu Kvebekas universitaté
Monreala (UQAM). Vina darbi — sakot no dabiska lieluma majas gatavotam vejdzirnavam (“Wind recuperation machine”, 1999) lidz
tada ddens filtréSanat, kas izsuknets no Manredlas vecpilsétas kanalizacijas sistemas (“Sédimentation”, 1999), — iztauja Dabu ar
dazadu atveseloSanas tehnolodiju palidzibu. Kops 2000. gada Obe ar loti zemu frekvencu (VLF) uztvereju uztver skanas, kas nak no
2iemelblazmas. Projekts “VLF.Natural Radio” tika demonstréts performanceé instalacija un lekeija. 2004. gada Ohe izveidoja “Save
the Waves™ — 20 000 W oktafonisku skanu sistému, kas redllaika fikse elektromagnétiskas perturbacijas, un “Nocturne” — darbu,
kas sastav no astonam gaismu izstarojosam diodem, diviem fotoelementiem un bakas. Obe darbi izstaditi daudzads valstis, Sogad
makslinieks piedalisies “Tama06” Mantila un “Cité Invisible” Monreadlad.
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Erich Berger

TEMPEST

The audiovisual installation/performance “"Tempest” draws
its name from a U.S government code word for a set of
standards for limiting electric or electromagnetic ra-
diation emanations from electronic equipment such as
microchips, monitors or printers.t In 1985, Wim van Eck
published the first unclassified technical analysis of the
security risks of emanations from computer monitors.?
Because of his research radiation from computer monitors
is sometimes called “Van Eck Radiation” and the assoct-
ated surveillance technology “Van Eck Phreaking”. “Van
Eck Phreaking” means that computer screen content can
be reconstructed remotely by picking up the emitted
EM-field of the computer screen. Any electronic device
that is switched on (a mabile, a laptop, a GPS receiver)
generates constant electromagnetic emissions, even if it
is on standby. British designers Anthony Dunne and Fiona
Raby called this “The Secret Life of Electronic Ohjects”,
the perception that the activity of electronic technol-
0gy 1s not transparent or subject to the way it 1s used hy
consumers; below the friendly interfaces hide autonomous
processes With their own dynamics.

“Tempest” utilizes the hasic principles of the “Van €Eck
Phreaking” technigue to transform purely generative
graphic into a tight and intense composition of sound,
noise and light. Following a long tradition of subverting
military technologies for creative purposes, Erich Berger
creates an audiovisual piece in which the relationship
between images and sounds s precisely determined by the
electromagnetic emissions produced by the monitor. The
graphics that appear on the screen in “Tempest” produce
radio Waves Which, when captured using various radios
tuned to different AM frequencies, become the sharp and
vibrant sounds that go along with the images.

Text by Jose de Vicente & Erich Berger

References:

L http://en.wikipedia.org/wiki/TEMPEST

2 Wim van Eck, Electromagnetic Radiation from Video Display
Units: An Eavesdropping Risk?, 1985 http://jva.emr.pdf
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Audiovizuald instalacija/performance “Tempest”™ no-
saukumu guvust no koda varda, ar kuru ASV valdiba
apzime standartu kopumu, kas paredz elektriska un
elektromagnetiska starojuma ierobezoSanu, ko izdala
tadas elektroniskas ierices ka mikrotipi, monitort un
printert.t 1985. gada Vims van Eks publicgja pirmo
visparpieejamo datormonitoru starojuma droStbas risku
tehnisko analizi.? Saistiba ar So pétijumu datormoni-
toru starojumu reizem deve par “Van Eka radidciju” un
ar to saistitas noveroSanas tehnologijas par “Van Eka
ielauSanos”. “Van Eka ielauSanas” nozime to, ka dato-
ra ekrana saturu var attalinati rekonstruet, uztverot
datora ekrana izstarato elektromagnetiska lauku. Ik-
viena ieslegta elektroniska ierice (mobilais telefons,
portativais dators, GPS uztverejs) rada nepartrauktu
elektromagnetisko starojumu pat tad, ja tas atrodas
oikstaves rezimd. Britu dizaineri Entontjs Dinns un
Fiona Rabija So paradibu nosauca par “elektranisko
oriekSmetu slepto dzwvi”, tadejadi uzsverot, ka elek-
tronisko tehnologiju tieSa darbiba to lietotajiem nav
pilnthd uztverama; ka zem draudzigajiem interfeisiem
slepjas autonomi procesi, kam raksturiga pasiem sava di-
namika. Darba “Tempest” izmantoti “Van Eka ielausanas”
panemiena pamatprincipi ar noltku parverst pilnigl
generativu datora attelu blivd un intensiva skanas,
trok3na un gaismas kompozicija. Erihs Bergers, turpinot
jau labi seno tradiciju izmantot militaras tehnologijas
radoSiem nolikiem, rada audiovizualu darbu, kurd mo-
nitora raditais elektromagnetiskails starojums precizi
nosaka attelu un skanu attiectbas. Grafiskie atteli, kas
paradas uz ekrana darba “Tempest”, rada radiovilnus;
izmantojot vairakus radio, kas noskanoti uz dazadam
AM frekvencem, Sie radiovilni tiek uztverti un klust par
griezigam un vibrejosam skanam, kas paradas vienlaikus
ar grafiskajiem atteliem.

Hose de Visente, Erihs Bergers
1 http://en.wikipedia.org/wiki/TEMPEST

2 yan Eck, Wim. Electromagnetic Radiation from Video Display
Units: An Eavesdropping Risk?, 1985. Pieejams: http://jya.emr.pdf
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Turpmaka attistiba (uzskaittjums, visticamak, nav pilnigs):
http://www.erikyyy.de/tempest/ — Erik Thiele, Tempest for €liza
http://www.radiogualia.net/makrolab/vaneck.htm —
radioqualia, Van Eck TV

http://www.umatic.nl/ozone/ — Derek Holzer/Bas van Koolwijk,
Ozone

http://www.bek.no/gif/tempest/ — Gisle Froysland, Radio Tempest
Papildu materiali: http://www.eskimo.com/joelm/tempest.html —
neoficiala “Tempest” informacijas lapa

Further artistic investigations (most likely incomplete):
http://wwWuw.erikyyy.de/tempest/ — Erik Thiele, Tempest for €liza
http://wwWw.radiogualia.net/makrolab/vaneck.ntm —
radiogualia Van€ck TV

http//www.umatic.nl/ozone/ — Derek Holzer/Bas van Koolwijk,
Ozone

http://www.bek.no/gif/tempest/ — Gisle Froysland, Radio Tempest
Further material: http://www.eskimo.com/ joelm/tempest.html —
The unofficial Tempest information page

Erich Berger (Austria/ Finland) is an artist and independent researcher born in Austria. He currently lives and works in Porvoo (Fin-
land). Berger s a master of the obscure interface. With a background in communication engineering and philosophy, it should perhaps
not come as a surprise that he is interested in paradox. His fascination for mathematical structures is obvious in his visual language.
In projects like “Spinne” and “Seven Mile Boots” he has explored physical interfaces as ambient spatial or wearahle components.
Recently he has started to focus on audio visual performance. His collaborators include artists like Laura Beloff, Martin Pichlmair,
PURE or ZEITBLOM. Berger currently directs the “Interface & Society” project at Atelier Nord in Oslo.

Erihs Bergers (Austrija/Somija) ir makslinieks un neatkarigais pétnieks. Dzimis Austrija, Sobrid dzivo un stradd Porvo, Somija.
Bergers ir specialists mazpazistamu interfeisu jomd. Ta ka Bergers ir studejis komunikaciju inzenierzindtnes un filozofiju,
jadoma, nevienu nepdrsteigs vina interese par paradoksiem. Bergera vizudlaja valodd ir skatdri samanama vina aizrausands ar
matematiskajam struktdram. Projektos “Spinne” un “Seven Mile Boots™ vins ir petijis fiziskos interfeisus ka apkartesasas telpiskas
un valkajamas komponentes. Pedeja laika Bergers pieversies audiovizualajam performancem. Sadarbojies ar maksliniekiem Lauru
Belofu, Martinu Pihlmairu, PURE un ZEITBLOM. Sobrid Bergers vada projektu “Interfeiss un sabiedriba” Atelier Nord (0slo).
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Bureau d’études

ELECTRO-MAGNETIC PROPAGANDA -
THE STATEMENT OF INDUSTRIAL DOGMA

ELEKTROMAGNETISKA PROPAGANDA -

ZINOJUMS PAR INDUSTRIALO DOGMU

“[..] THE STATEMENT OF INDUSTRIAL DOGMA. After ha-
ving heen biochemical ingredients, trees have now become
receiving antennas. Their roots, penetrating the earth,
set off a kind of electrolysis that acidifies the soil and
inhibits the activity of micro-organisms. The human hody
has also become an antenna: the waves spreading through
the atmosphere are captured by radio and television an-
tennas, but also by the nervous system. A radio antenna
continually captures all the broadcasting stations whose
radio waves cover its geographic location. The adjustab-
le electric circuits within the device filter out all the
freguencies captured by the antenna except one, which the
listener hears. The nervous system captures millions of
broadcasts — public, commercial and private stations, mi-
litary and police communications, air traffic control, fire
brigades, ham radio operators, CBs, etc. — without us being
aware of it. What is more, each electrical installation or
device emits waves that are captured by our brain and
central nervous system. There exists no definite border be-
tween the electromagnetic fields maintained by the body’s
metabolism and those that exist in the environment. Cells
are electrical systems sensitive to their electromagnetic
milieus, cell membranes are capacitors. Cell tissues are
traversed by alternating and direct currents... In shart, in
the world constituted by electromagnetic cosmology (and
industry), understanding the electromagnetic field is the

only way to understand ourselves and our surroundings.”

Extract from the introduction text of the publication
“Electro-magnetic propaganda - the statement of in-
dustrial dogma”
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“[..J ZINOJUMS PAR INDUSTRIALO DOGMU. Savulaik
koki bija biokimijas sastavdalas, tagad tie kluvust par
uztverejantenam. Koku saknes iestiepjas zeme un rada
savveida elektrolizi, kas skahina augsni un nomac mikro-
organismu aktivitati. Arl cilveka kermenis ir kluvis par
antenu — cauri atmosferal plustoSos vilnus uztver ne
tikal radio un televizijas antenas, ket arl nervu sistema.
Radio antena nepartrauktiuztver visas raidstacijas, kuru
radiovilni parklaj tas geografisko atrasanas vietu. Ierice
iestatitas elektriskas kedes filtre visas antenas uztvertas
frekvences, iznemot vienu — to, kuru dzird klaustitajs.
Nervu sistema uztver miljoniem parraizu — publiskas,
komercialas un privatas stacijas, militaro un policijas
struktlru sazinu, gaisa satiksmes vadibu, ugunsdzesgju
brigades, radicamatierus, radiofrekvences joslas, kas
pieskirtas atseviSku individu personiskajam vajadzibam
u.c. —, nemaz to neapzinoties. Turklat katra elektriska
instalactja un ierice izstaro vilnus, ko uztver misu sma-
tzenes un centrala nervu sistema. Nav nekadas Skirtnes
starp tiem elektromagnetiskajiem laukiem, kurus uztur
kermena metabolisms, un tiem, kuri eksiste apkarteja
vide. Stnas ir elektriskas sistemas, tas jutigi reage
uz apkartejo elektromagnetisko vidi, Sunu memhbranas
ir kondensatori. Mainstrava un lidzstrava hoja Stnu
audus... Ist sakot, pasaulé, ko veido elektromagnétiska
kosmologija (un industrija), elektromagnetiska lauka
izpratne ir vienigals veids, ka 1zprast Sevi un savu
apkartni.”

Fragments no publikacijas “Elektromagnetiska propa-
ganda — zinojums par industridlo dogmu” ievadteksta
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Bureau d’études (France), French artists group, living in Paris. Gradual creation of an autonomous university in cooperation with
research workers, critics, artists. Bureau d'études is the initiator of a “zone de gratuité (gratis zone)” that existed in Paris from
March 1999 to September 2000 and was set up once more at the Syndicat Potentiel (Strashourg, France). This was accompanied
by the publication of the Journal “t’économie générale”. At the European Social Forum in Florence (Italy), 2002, Bureau d’études
carried out a project on European institutions and their normalization activities. Other project in 2006 1s “Politigue du Vivant,
part one” of the “Atlas” — French State project in Rennes and aother French cities. Bureau d’études publishes articles in magazines,
some of them are on the website: www.u-tangente.org . The collective has also produced its own publication : “Refuse the Biopolice”,
“Autonomie artistique” created in collaboration with Brian Holmes, “European Norm of Production”, “L'Etat machine”, “Post-
national Middle East, Social Workshops for the Production of Truth”, “Ondes”, “Electro-magnetic Propaganda — the Statement of
Industrial dogma”. http://www.u-tangente.org

Bureau d’études (Francija) ir makslinieku grupa no Parizes. Sadarbiba ar petniekiem, kritikiem un maksliniekiem ta pakapeniski
veido autonomu universitati. Bureau d’études ir iniciatore bezmaksas zonai (zone de gratuité), kas darbojas Parizé no 1999. gada
marta lidz 2000. gada septembrim un péc tam tika velreiz uzstadita galerija Syndicat Potentiel (Strashird, Francija). Sis akcijas
laika tika izdots art Zurnals “o’€conomie générale”. 2002. gada Eiropas socidld foruma laika (Florence, Italija) Bureau o études
1stenoja projektu par Eiropas institicijam un pasakumiem, kas veicami to normalizeéSanai. 2006. gada 1stenats projekts “Politique
du Vivant, pirmd dala” — par “Atlas”, Francijas valsts projektu Rennd un citdas Francijas pilsetds. Bureau d'études publice rakstus
zurnalos, dazi no tiem pieejami internetd (sk.: www.u-tangente.org). Grupal ir art savas publikacijas: “Atsakies no biopolicijas”,
“Autonomie artistique”, kas tapusi sadarbiba ar Braienu Holmsu, “Eiropas razoSanas norma”, “L'Etat machine”, “Postnaciondlie
Vidgjie Austrumi — socialas darbnicas patiesibas razoSanai”, “Ondes”, “Elektromagneétiska propaganda — zinojums par industrialo
dogmu”.
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Paul DeMarinis

ROME TO TRIPOLI
NO ROMAS UZ TRIPOLI

A radio transmitter hased on the hydraulic microphone/
transmitter apparatus of Majorana and Vanni that suc-
cessfully broadcast voice messages from Rome to Tripoli,
a distance of nearly 1000 km in 1908, tnaugurating the
age of radio-telephony. A stream of acidulated water, me-
chanically vikrated by the voice, reproduces the interrup-
tion of the vocal frequencies as a series of droplets. This
stream 1S passed hetween two electrodes hiased at a DC
voltage. Each drop causes a hrief conduction of electric-
ity to a High voltage transformer configured as a spark
transmitter. The transmissions are broadband and can
be received by any AM receiver. The wWork intends to pose
guestions about the nature of one-way communications,
radiophonic, cultural or military, in particular those he-
tween early 20th century. Europe and North Africa.
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Radioraiditajs balstits uz Madzaranas un Vannt hidrau-
lisko mikrofonu/raiditaju, ar kuru 1908. gada veiksmigi
tika parralditi balss vesttijumi no Romas uz Tripoli, t.i.,
gandriz 1000 km attaluma, tadejadi aizsakot radio-
telefonu eru. Paskabinata Odens straume, kurd halss
mehaniski rada vibracijas, reproduce balss frekventu
traucgjumus pilienu virknes veida. Ststraume plist starp
diviem lidzstravas sprieguma elektrodiem. Katrs piliens
izraisa 1su elektribas pievadi augstsprieguma trans-
formatoram, kas ir parkonfigurets par elektroraiditaju.
Translactjas ir platjoslas, un tas var uztvert ar jebkuru
AM uztvergju. Sis darbs tiecas uzdot jautdjumus par
vienvirziena komunikacijas — radiofonisku, kulttiras
val militaras — iedabu, TpaSu uzmantbu pieverSot tai
vienvirziena komuntikacijal, kas 20. gadsimta sakuma
pastaveja starp Eiropu un Ziemalafriku.

IZSTADE

“My-Jorana” prototype of hydraulic radio transmitter, photo taken in Stanford California, 2006
“My-Jorana” hidrauliska radioraiditaja modelis, fotograféts Stanfordd (Kalifornija), 2006

Paul DeMarinis (USA) has been making noises with wires, hatteries and household appliances since the age of four. The electronic
media artist studied film with Paul Sharits and electronic music with Robert Ashley at the Center for Contemporary Music at Mills
College and later worked with David Tudor. One of the first artists to use microcomputers, DeMarinis has worked since the late
1970’sin the areas of interactive software, synthetic speech, noise and obsolete or impossible media. He has created installations,
performances and public artworks throughout North America, Europe, Australia and Asia. He is currently an Associate Professor of
Art at Stanford University.

Pols Demariniss (ASV) radijis trokSnus jau kops cetru gadu vecuma — Sim nolukam vins izmantojis vadus, baterijas un sadzives
tehniku. Elektronisko mediju makslinieks studéjis kino pie Pola Saritsa, bet elektronisko miziku — Millsa koledZas Laikmetigds
mizikas centra pie Roberta ESlija, velak stradajis ar Deividu Tjudoru. Demariniss ir viens no pirmajiem maksliniekiem, kas
izmantajis mikrodatorus. Kops 20. gadsimta 7 0. gadu beigam vins strada interaktivo programmatiruy, sintetiskas runas, troksnu un
navecojuso un neparasto mediju jomd. Demariniss veidojis instalacijas, performances un publiskas makslas darbus Dienvidamerikad,
Eiropd, Australija un Azija. Sobrid Demariniss ir makslas asociétais profesors Stenforda universitaté (ASV).
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Disinformation

BLACKOUT - THE ANTIPHONY VIDEO SUPPLEMENT

“Blackout” by Disinformation features video footage of
concrete paraholic air-defence Sound Mirrars, hullt at
various sites on the UK coast between the first and second
world wars. The purpose of the Sound Mirrors was to func-
tion as an early warning system — effectively a primitive
acoustic version of Radar, to enable listeners to locate
the sounds of attacking aircraft and ships.

The production of the “Blackout™ film (in 1997) took
place towards the end of a century in which technological
innovation and the brutalities of war went hand in hand.
Like immersion in darkness, experiences of danger place
individuals in heightened states of physiological aware-
ness, increasing sensitivity of the nervous system to a
broad range of environmental cues. Allied to the evolution
of military R&D, this simple fact of animal psychology as-
sumes concrete material forms — human anxiety physically
manifests as early warning systems — which dramatically
extend perceptions in terms of distance, subtlety and
bandwidth. With the onset of tactical obsolescence these
systems are either abandoned or dismantled, leaving a re-
markable architectural legacy, above and below ground.

“Blackout” is a multimedia art project made in response
to this legacy. “Blackout” is designed to suggest and
explore relationships hetween military archaeology,
sensory aculty, archaeology and vernacular avant-garde
architecture. “Blackout” was filmed by Barry Hale, and
was conceived as an installation supplement to the Sound
Mirror images by photographer Julian Hills that were
published in 1997 on the sleeve of the Disinformation
“Antiphony” doukle remix CD.

Film copyright Barry Hale
Concept and location research by Joe Banks

Grupas Disinformation darbu “Blackout™ veido video-
materials par paraboliskiem, no betona veidotiem
pretgaisa aizsardzibas skanas spoguliem, kas laikposma
starp Pirmo un Otro pasaules karu uzbOveti vairakas
Lielbritanijas piekrastes vietas. Sie skanas spoguli bija
lecergti ka savlaicigas hridinasanas sistéma — akustiska
radara efektiva un vienkarsa versija, kas dotu iespeju tas
dezurantiem noteikt vietu, no kurienes nak uzbriikoSo
lidmaStnu vat kugu skana.

Filmas “Blackout™ uznemSana notika 20. gadsimta nogale
(1997) - laika, kad tehnologiskas tnovacijas un militara
nezelitha gaja rokroka. Pieredzetds briesmas, ldzigl
ka iesligSana tumsa, nostada cilvekus paaugstinatas
psihologiskas apjegsmes stavokli, palielina nervu
sistemas jutigumu pret loti daudziem vides dotiem
signaliem. Sis vienkarsais dzivnieku psihologijas fakts,
kam sava htiha labi athilst petniecthas un izstradnu
evollicija militaraja joma, pienem konkretas materialas
formas — cilveka hazas fiziskl izpauzas ka savlaicigas
bridinaSanas sistemas — tas loti speji paplasina uztvert
attaluma, 1zSkirtspejas jeb asuma un joslas platuma
21na. L1dz ar taktiska uzhrukuma moralu noveco$anos no
S1m sistemam val nu atsakas, val arl tas tiek demontetas,
atstajot vera nemamu arhitektonisko mantojumu gan
Virs zemes, gan zem tas.

Filma “Blackout” ir multimediju makslas projekts, kas
uznemts, domajot par So mantojumu. “Blackout” ir vel-
dots ta, lal rosinatu un petitu attiecihas starp militaro
arheologiju, manu asumu, arheologiju un vietgjo avangar-
da arhitektiru. “Blackout” filmejis Bertjs Heils, un filma
bija iecereta ka pielikums fotografa Dzuliana Hilza
uznemtajiem skanas spogulu atteliem, kas publiceti
1997. gada uz Disinformation dubultremiksa kompakt-
oiska “Antiphony” apvaka.

Filmas autortiesibas — Berijs Heils
Koncepcija un vietas izpete — Dzo Benkss
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“Antiphony/Blackout”, sound mirror photo, copyright Julian Hills, 1997
“Antiphony/Blackout”, skanas spogulis, fotografijas autortiesibas — Dzulians Hilzs, 1997

Disinformation (UK) is a research, installation and sound art project, active since 1995, which pioneered the use of electromagne-
tic (radio) notise from live mains electricity, lightning, lahoratory equipment, trains, industrial and IT hardware, magnetic storms
and the sun etc, as the raw matertial of musical and fine-art publications, exhibits and events. Sci-Fi author Jeff Noon wrate in The
Independent that “people are fascinated by this work™, and The Guardian commented “Disinformation combine scientific nous with
poetic lyricism to create some of the most beautiful installations around”. Disinformation artworks have been the subject of 8 UK
solo exhibitions, and have heen seen by nearly 100,000 people. The name “Disinformation” is used in the spirit of what Wittgenstein
referred to as “The Liar's Paradox”, however “Rorschach Audio” a research project conducted by Disinformation’s main author has
heen peer-reviewed by leading academics and published by (amongst others) The MIT Press.

Disinformation (Lielbritdnija) irizpétes, instalaciju un skanu makslas projekts. Tas darbojas kops 1995. gada, un tiesi St projekta
dalibnieki hija pirmie, kas aizsdka no elektropdrvadiem un apgaismes linijam, laboratoriju aprikojuma, vilcieniem, rupnieciskam
un informacijas tehnologiju iekartam, magnetiskajam vetram, saules u.tml. ieguto elektromagnetisko (radio) troksni izmantat
ka izejmaterialu mizikas un telotajmakslas veidoSanat, 125tadeés un citos pasakumos. Zindatniskas fantastikas autors Dzefs Nins
izdevuma “The Independent” rakstija, ka “cilvekus Sis darbs fascing”, savukart “The Guardian” atzimeja, ka “Disinformation, radot
vienas no pasam skaistakajam instaldcijam, savieno zindatnisku pratu ar poetisku lirismu”. "Disinformation darbi ir piedzivojusi
astonas personalizstades Lielbritanija, kur tos aplikojusi gandriz 100 000 cilveku. Nosaukums “Disinformation” tiek lietots tada
nozime, ko VitgensSteins bitu saistijis ar “mela paradoksu”, tomer par “Rorschach Audio”, proti, izpetes projektu, ko vada Disin-
formation galvenats autors, vienlidz atzinigi izteikuSies vadoSie akadeémisko aprindu parstavji un to publicejusi Masacusetsas
Tehnologiju institlta izdevniectha.
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Antanas Dombrovskij

UNTITLED
BEZ NOSAUKUMA

When making music, especially unconventional sound
structures, it’s quite common to search for the unigue
sound. Each musical instrument, technology and software
has softly visible limitations and predicted codes of use,
and — frequently — its own sound nuance.

Regarding this, one accepts some limits. Going further
and beyond these limits you reveal yourself within a
complex zone of creativity that extends the boundaries of
sound and technology (or the instrument).

The work can be seen in the context of glitch aesthetics
and productive use of the error. The sound of a Yamaha
synthesizer 1s transformed hy hops of the electricity,
using open wires. This unique sound material is sampled
and processed in further sound manipulations. In this
sense, like a prepared piano or modified software, a synt-
hesizer is used as an individualized tool. Partially, the
predicted and programmed possibilities of the instrument
are explored like a kind of ready-made in generative sonic
processes.

Mizikas, bet jo 1paSi nekanvencionalu skanu struktiiru
radiSana 1ir visai ierasts panemiens unikalu skanu
meklejumos. Katram mizikas instrumentam, tehnologijat
un programmatlral ir tik tikko saskatamas robezas,
iepriekSnoteikti lietojuma kodi un — visai biezi — kat-
ram sava skanas nianse.

ST iemesla de] tiek ieveroti dazi ierokezojumi. Izejot
arpus tiem, iespejams nondkt sarezgitaja radoSaja zana,
kas paplasina skanu un tehnologiju (val instrumentu)
robezas. Jadoma, visal daudzi ir atradusi celu, ka tur
nokldt.

Darbu varskatit pekSnu bojajumu estetikas un produktiva
klodu 1zmantojuma konteksta. Elektriskas stravas
lecient, ko panak, izmantaojot atklatus vadus, transforme
Yamaha sintezatora radito skanu. Sis unikalais skanas
materials tiek sampléts un apstradats talakas skanas
manipulacijas. Saja nolika sintezators tiek izmantots
ka individuals riks, 11dz1g1 ka 1pasi sagatavotas klavie-
res val modificeta programmatira. IepriekSnoteiktas un
leprogrammetas instrumenta iespejas skanrades proce-
sos tiek 1zmantotas ka savveida trafareti.
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Yamaha synthesizer's cracked sound, 2006
Sintezatotra Yamaha uzlauzta skana, 2006

Antanas Dombrovskij (Lithuania) — a drifter in between various sonic styles. A DJ of eclectics and contemporary urban folk, mostly
active in collaborative environments and projects. Remembered from exotic lodge of audio-experiment “Virpesys” — as one of its
hosts, in the centre of Vilnius but under the ground — and still can be found there. Also active as an artist in the field of visual and
conceptual art.

Antans Dombrovskis (Lietuva) ir pievérsies vairakiem skanu stiliem. VinS ir eklektikas zanra un misdienu pilsétas folkloras
oidzejs un strada galvenokart dazados sadarhibas projektos. Kluvis pazistams saistiba ar eksotiska skanu eksperimenta “Virpesys”
narises vietu — Vilnas centra, het zem zemes: Dombravskis ir viens no tdas ipasniekiem un tur art allaz ir sastopams. Darbojas art
vizualaja un konceptudlaja maksla.
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Farmersmanual

ELEKTROSMOGFREIEN

PARTICIPATION IN THE WILL AND LAW OF THE CREATOR.

A STUDY ON STATISTICAL PROPERTIES OF MULTIVARIATE

MEASUREMENT SERIES.

ELEKTROSMOGFREIEN

DALIBA RADITAJA GRIBA UN LIKUMA.

PETIJUMS PAR DAUDZPAKAPJU MERIJUMU
SERIJU STATISKAJAM IPASIBAM.

Simply, Farmersmanual proposes to answer the following
guestion, as posed by Hartmut Muller.

Hartmut Miller in 1982 postulated the existience of a
universal non-einsteinian gravitational standing wave
along which nodes and antinodes the universe 1S being
structured. That is for example the distribution of matter
in cosmic space or the discrete set of sizes that bio-or-
ganisms assume, the temporal distribution of events in
radioactive decay. We want to look at specific aspects of
these phenomena:

Its has been suggested that spatially or contextually
separated processes show structural statistical similari-
ties. Accordingly, even physical noise sources are subject
to periodic fluctuations. We will track a set of different
data sources, both global and local, prior to and during
the event and analyze the collected data with respect to
emptiric evaluation of the proposed thests.

The analytic process Will in parts be visible and audible.
Individual assessment by members of the audience will be
a valuable contribution to the experiment. Samples can be
taken home.

“In the context of Global Scaling Theory the hypothesis
of the Big Bang appears in a new light. Not a propagating
shock wave (pressure Wave) in linear space (the echo of the
hyvpothetical primeval explosion) is the cause of cosmic
microwave background radiation, but a standing pressure
wave in logarithmic space. It is also responsible for the
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Farmersmanual piedava athildi uz jautajumu, ko iz-
virzjis Hartmuts Millers.

1982. gada vins postuléja: eksiste universals neeinsteina
gravitacijas stavvilnis, ap kuru tiek struktureti Visuma
orbltu mezgli un antimezgli; runa ir par, piemeram,
materijas izplatibu kosmiskaja telpa vai noteiktu izmeru
intervalu, kas raksturigs bioorganismiem, notikumu no-
risel laika gaita radioaktivas sabrukSanas procesa. Mes
velamies aplikot specifiskus So paradibu aspektus.

Tiek apgalvots, ka telpiski val kontekstuali noskirti
procesi uzrada strukturali statistiskas lidzibas — pat, ja
fizikalo trokSnu avoti ir paklauti periodiskam svarstibam.
Mes izsekosim dazadu globalu un lokalu datu avotu kopumu
pirms notikuma un ta laika un analizesim savaktos datus
neatkarlgi no propongtas tézes emplriska vertejuma.

Analitiskails process bis daléji redzams un dzirdams.
Vertlgs pienesums eksperimentam  hos  publikas,
respektivi, skatitaju/klausitaju individualie uzdevumi.
Paraugus vares nest uz majam.

“Globalas merogoSanas teorijas konteksta lield
spradziena hipotéze paradds jauna gaisma. Ne jau
linedraja telpa plustoSais triecienvilnis jeb spiediena
vilnis (hipotetiskas sakotnejas eksplozijas athalss) ir
kosmiska mikrovilna fona radiacijas celanis, bet gan
logaritmiskaja telpa plisto3ais spiediena stavvilnis.
Tas arl nosaka materijas fraktalu un logaritmiska
meroga thvarianta izplatibu viscaur Visuma. Tas radijis
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Visumu tadu, kadu mes to pazistam, un nepartraukti rada
to no jauna. Tas ir visu fizikdlo mijiedarbtou un spe-
ku — gravitacijas, elektromagnetisma, kodalsavienojumu
un kodolsabrukSanas — celonis. Tas ir linearas telpas
topologiskas trisdimensionalitates, labas un kreisas
puses asimetrijas, ka art latka anizotroptjas celonis.
Visas Sis paradibas ir fizikalas sekas, kas rodas pareja
no logaritmiskas telpas uz linedru telpu. Stavvilnis
logaritmiskaja telpa lauj mums komunicet astronomis-
kos attalumos praktiski bez laika nobides. K& tas ir
iespejams?”

No: http://217.160.88.14/ir_en_research_global_scaling/detail.p
hp?nr=1110&kategorie=ir_en_research_global_scaling

Globalas merogoSanas teorijas apskatu sk.:
http://www.globalscalingtheory.com/

Par globalas merogosanas kamunikaciju sk.:
http://www.info.global-scaling-verein.de/Global-Scaling/

fractal and logarithmic scale-invariant distribution of
matter in the entire universe. It created the universe as
we know it and recreates it continually. It s the cause of
all physical interactions and forces — gravitation, elec-
tromagnetism, nuclear fusion and nuclear decay. It 1s the
cause of topological 3-timensionality of linear space, of
left-right-asymmetry, as well as of anisotropy of time.
All of these phenomena are physical effects which arise
at the transition from logarithmic into linear space. The
standing wave in logarithmic space now allows us to com-
municate across astronomical distances practically with-
out time delay. How is this possihle?”

From:  http://217.160.88.14/1ir_en_research_global_scaling/
detatl.php?nr=11108&kategorie=1ir_en_research_global_scaling]

Global scaling averview, see:
http://www.globalscalingtheory.com/

Global scaling communication (in german), see:
http://www.info.global-scaling-verein.de/Global-Scaling/

Documents/GlobalScalingCommunication.pdf Documents/GlobalScalingCommunication.pdf

Par Farmersmanual projektiem sk.:
http://web.fm/twiki-bin/view/Fmext/FmProjects

Farmersmanual project, see:
http://web.fm/twiki-hin/view/Fmext/FmProjects

Farmersmanual (Austria) is a distinguished, pan-European, multisensory disturbance conglomerate. Musical and technological
instruments for improvisation, network visualization and sonification. Performances and remote collaboration and forms of
documentation that prolong the idea of openness and reinterpretation. continuously expanding. TOTAL AUTOMATION vs. HUMAN
INTERACTION. seeking to shift the local atmosphere from dissolution and clumsiness through manual change and ecstatic fiddling
into an imaginative state of complex monatony, structured calm and chill, or endless assaociative babhling. So that towards the
end the authors become the audience and the audience can be confronted with a stage populated hy machines infinitely rendering a
stream of slight semantic madness. With the help of extreme frequencies and distorted, flickering images. Extracting a shadow from
the skeleton of network flow. A layer of technological reality usually hidden becomes accessible through mediation into sound and
visual flicker. Erratically shifting from chittering machines into the human realm. Replay in different Farmersmanual. Multisensory
disturbance communication, electromagnetism, nuclear fusion and ecstatic ification, tools for near instantaneous endless possible
through local atmospace delay. It is thetic and politich can’t global Scalishifting from chittext? the cause of all polycause. Towards
the echo of the hypopulated only which move away from frequencies and stage created at the end. the title for the fractures. Linear
shifts of the localing wave.

Farmersmanual (Austrija) ir ieveribu guvusi paneiropeiska daudzprofilu apvieniba, kuras uzmanihas centra ir multisensoru
traucejumi. Mizikas un tehnolodiju instrumenti improvizacijam, tikla vizualizacijai un sonifikdcijai. Performances un
telesadarbiba, tadas dokumentacijas formas, kas paplaSina atvertibas un reinterpretacijas ideju. Nepdrtraukta paplaSindSands.
PILNIGA AUTOMATIZACIJA iepreti CILVEKU MIJIEDARBIBAL Mekl&jumi, lai vietéjo gaisotni ar praktisku parmainu un nelielas
ekstazes palidzibu no izskiSanas, sairuma un robustuma novirzitu uz iedomatu kompleksas monatonijas stavokli — mierigu un vesu,
vat art uz neheidzamu asociativu lalinaSanu. Un ta beigu beigds autori klOst par publiku, bet publiku var salidzinat ar skatuvi,
kuru piepilda dazadi mehdnismi, kas bezgaligi produce neliela semantiska vajprata straumi. Tas notiek ar augstu frekvencu
un deformétu, nirbosu attélu palidzibu. Enas iegusana no tikla plasmas sizeta. Tehnolodiskas realitates sldanis, kas parasti ir
apslepts, ar skanu un vizudlas nirbonas starpniecibu klost pieejams, uztverams. Savdabigs paversiens no cérkstoSam masindm uz
cilveka pasauli.
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Farmersmanual
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Jdudith Fegerl

TENSION OBJECT

SPRIEDZES OBJEKTS

“Tension object” 1s high voltage sculpture.

Human hatir is embedded into a hanging parcelain sphere.
Each strand of hair is cabled and finally connected to a
high voltage generator. In a slow but pulsating rhythm
the object charges and discharges which causes the hair
to rise and fall smoothly. Combining organic and anor-
ganic material this hybrid object creates a connection
between emotional excitement and physical voltage. A
personal Teeling or emotion is being 1solated, extracted,
transformed and reimplanted into an object that is again
sensitively interacting with the audience.

Kindly supported by Eltex-Elektrostatik GmbH, Germany

“Spriedzes objekts” ir augstsprieguma skulptira.

lekarta porcelana lode iriestiprinati cilveka mati. Katra
matu Skipsna pievienota vadam un pieslegta augstsprie-
guma generataram. Lena, bet pulséjosa ritma objekts tiek
uzladets un izladets, un tas liek matiem liegi sacelties
un krist. Sis hibridais objekts, kura apvienoti organiski
un neorganiski materiali, rada emocionala satraukuma
un fizikala sprieguma saslegumu. Personiskas izjutas
un emaocijas tiek izoletas, noskirtas, parveidotas un
implantetas objekta, kas atkal no jauna spej emocionali
mijiedarboties ar publiku.

Ar Eltex-Elektrostatik GmbH (Vacija) laipnu athalstu

Judith Fegerl (Austria) started doing new media projects in 1995 and cofounded the net art collective restate(.org) in 1997.
Although deeply involved in net art and new media activism she never lost contact to the traditional fine arts. In 2002 she left the
collective and returned to her roots to develop a series of sculptural and installation works that combine her knowledge of new media
strategies and her passion for hightech equipment with the ariginal idea of an auratic artwork. Her work is described as representing
the missing link between new media art and the classic contempoarary approach. Fegerl 1s working with a widespread range of material
and won't stick to just one medium but 1s always searching for new ways to express. She reconstructs her own processes of percep-
tion and experience and translates them into a poetic language of reduced technical sculpture and installation for the audience to
reexperience. Judith Fegerl successfully combines sensitive sculptural work and a scientific approach. Her work involves not only
construction and installation but involves the sensual reaction of the audience.

Judite Fegerla (Austrija) saka veidot jauno mediju projektus 1995. gada, vina bija viena no tikla makslas kolektiva restate(.ory)
dibinatajam 1997. gada. Budama ciesi saistita ar tikla makslu un jauno mediju aktivismu, vina tomer nekad nav zaudejust saites ar
tradicionalo makslu. 2002. gadad Fegerla aizgaja no restate.(org) un atgriezas pie sakotnejiem meklejumiem, attistija skulpturalu
aparatiru un origindld ideja par makslas darha auru. Fegerlas darbi tiecas paradit triikstoSo satkni starp jauno mediju makslu un
klasisku misdienu pieeju. Fegerla strada ar Joti daudziem materialiem, neaizraujas tikai ar vienu mediju un vienmer mekle jaunus
izpausmes veidus. Vina rekonstrué savas uztveres un pieredzes procesus un partulko tos poetiska tehnisko skulptiru un instalaciju
reducétd valoda, lai Sos procesus no jauna piedzivotu skatitaji. Judite Fegerla veiksmigi apviena emociondlu skulpturalu darbu un
zindatnisku pieeju. Vinas darbi ir ne tikatl konstrukcijas un instaldcijas, bet tajos ietverta arl skatitdaju emociondld reakcija.
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“Tension object”, high voltage sculpture, 2006
“Spriedzes objekts”, augstsprieguma skulptdra, 2006
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Mark Fischer

CETACEAN ACOUSTICS:

HOW TO DO WHALES AND WAVELETS

VALVEIDIGO AKUSTIKA:

KA PETIT VALUS UN VILNUS

If you want to know the science, vou kind of need to hegin
with basic calculus and introductory physics, especially the
physics of wWaves. For a good online introduction to acous-
tics in the ocean, check out Acoustic Ecology’s page.

Secaond, to explore the world of cetacean sound, it helps
to understand the physics of sound in the ocean. There are
significant differences between sound in the ocean and the
sounds we hear in the atr. For example, the ocean conducts
sound at 5 times the speed it travels in air, and has a
beautiful lensing property that isa function of depthand
temperature [specifically, sound travels faster at the top
and bottom of the ocean, slower in the middle], thus creat-
ing What 1s known as the “deep sound channel”. To study up
on these things I would recommend “Marine Mammals and
Noise” as a good place to start. From ATOC and HIFT (also
described in MM&N) we know that a sound as loud as a Blue
whale makes can span half the world’s oceans, which means
two (Well, probakly three as noisy as the oceans are today )
whales could send a signal around the glohe in just over 7
hours. Like, vou know, if they wanted to.

Third, you have to consider the science of wavelets. My
best recommendation for a place to start is Ms. Amara
Graps page. To actually perform the analysis you need to
know a little programming. This could be done in C/C++,
or vou could use a variety of mathematical software tools,
such as Mathematica or Matlah.

So, what we do is to take a sound clip, transform it us-
ing wavelets, then display the product of this operation
using some algorithm that maps the resulting matrix to
a range of colors to make a kind of “paint by numbers”
picture; exactly as children would fill in a coloring hook.
What you are seeing is a picture of how well a particular
sound correlates to a particular base function — that is,
how much one shape looks like another. That’s kind of all
there is to it.

From: http://aguasonic,com
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Ja mes velamies zinatniska liment iepazities ar valvel-
digajiem un vilniem, laikam bitu jasak ar integralrekinu
un diferencidlrekinu pamatiem un ievadkursu fizika,
jo 1pasSt vilnu fizika. TieSsaiste vertigs 1levadijums
jautajuma par okedna akustiku atrodams akustiskas
ekolagijas lapa.

Otrkart, valveldigo skanu pasaules 1zzinasana ir noderiga
art, lai izprastu skanu fiziku okeana. Skana okedna un
skanas, ko sadzirdam gaisa, butiski atSkiras — piemeram,
okeans skanu vada piecas reizes atrak neka gaiss, un
okeana skanal piemit briniSkiga 1pasiha — “liekSanas”, kas
ir dziluma un temperatras funkcija (piemeram, okeana
virspuse un dziluma skana izplatas atrak, bet vidusdala —
1lenak), kas rada to, ko pazistam ka “dzilo skanas kanalu”.
Lai petitu S1s paradibas, ka labu materidlu startam varu
ietetkt Dz. Ritardsona u.c. sarakstito gramatu “Marine
Mammals and Noise”. Speciga skana, ko 1zdod zilie vali,
var aptvert pusi Pasaules okeana, tas nozime, ka divi
(labt, sacisim, tris, jo janem vera, ka muscienas Pasaules
okeana ir loti daudz trokSnu) vall vargtu nosatit signalu
apkart zemeslodet, un tas prasitu tikai nedaudz vairak
ka septinas stundas. Ja vien vini to veletos.

TreSkart, ir jaorientejas zinatne par vilpiem. Mans
padoms ir — sakt ar Amaras Grapsas majaslapu. Lal
patieSam varetu veikt analizi, jums jazina program-
meSanas pamati. Te palidzes C vai C++, var izmantot arl
daudzos matematisko programmatiru rikus, piemeram,
Mathematica vai Matlab.

Tatad mes uznemam skanas klipu, to transformegjam,
izmantojot vilnus, un pec tam demanstrejam So darbtbu
rezultatu ar kada algoritma palidzibu, kas saskano gala
matricu ar krasu gammu un tadejaci 1zveido attelu, kur
katram skaitlim athilst kada noteikta krasa — tiesi ta,
ka to dara berniizkrasojama gramating, kur katram cipa-
ram athilst noteikta krasa. Jis redzat attelu, kas parada
to, cik lahi konkreta skana korele ar konkrétu hazes
funkciju, proti, to, cik liela mera viena forma lidzinas
cital. Principa tas arl ir viss.

IZSTADE

“Pilota gaviota™. This image was made from the chorus of Short-finned Pilot whales recorded in the Santa Barbara Channel, southern California.
“Pilota gaviota”. Sis attels veidots no 1sspuru pilotvalu kora, kas ierakstits Santabarbaras kanala, Dienvidkalifornija.

Mark Fischer (USA) is a cetacean acoustics specialist. Born 1961, Pittshurgh, Pennsylvania. 1979-1983 US Army, stationed in
Amberg, Germany. 1983-1987 Earned BS in electronics and computer engineering from George Mason University. 1988-1998
Software development in defense and telecommunications. 1999-2002 Walkabout, Baja California. Since then — independent
research in cetacean acoustics using wavelets, exploring both the science and the art of the way they use sound.
http://aguasonic.com

Marks Fisers (ASV) ir specialists valveidigo kartas akustikas joma. Dzimis 196 1. gada Pitsburgd (Pensilvanija, ASV). Diengjis
Amberga (Vacija) disloceta ASV armijas dala (1979-1983). Dzordza Meisona universitate ieguvis eksakto zinatnu hakalaura gradu
elektronika un datorinzenierija (1987). Piedalijies aizsardzihas un telekomunikdciju programmatiru izstrade (1988-1998),
tris gadus (1999-2002) celojis pa Bahu jeb Lejaskaliforniju Meksikas ziemelrietumos. Kops 2002. gada neatkarigs petnieks
valveldigo kartas akustikas jomd, peta vilpus un apgust zindtniskos un makslinieciskos aspektus valveidigo manipulacijas ar
skanu.
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Gints Gabrans

BEYOND THE SHUT EYES
AlZ AIZVERTAM ACIM

The video projection, consisting of a 15 min video loop,
documents ohscure actions performed hy people resem-
bling a ritual during which a movement to an artificial
but more heautiful and better space has heen played. It
1s realized with the help of collective sleeping caused by
hypnosts.

During the performance the participants have been told
that the room fills with supernatural, bright light. When
they are awoken, the room has heen filled With mist and
everybody sees hright light. The source of the light is ac-
tually powerful spotlights outside, the kind used for film
shoots in order to represent sun light. The light in the
window remains like a sunny day outside. Additionally the
room has been filled with dense smoke.

The people are asked to open their eyes and to wake up in
a different world. This transition to the better world is
strengthened with reading texts of scenario, verhal and
visual information. Later, video documentation about how
people move, their emotions and reactions to this transi-
tion phase is made, as nobody has been informed before
about the 2nd part of this session.
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Plecpadsmit mindSu garaja videocilpa ir dokumentetas
ltdz ogalam neizskaidrojamas cilveku darbibas, kas
risings ka athildes reakcija uz apkartesoSajiem jau-
najiem apstakliem. Ar hipnozes palidzibu tiek veikts
kolektivas iemidzingsanas seanss, ta laika tiek izspeleta
parcelSanas uz maksligu, bet skaistaku un labaku telpu.
Darba uznemsSana piedaltjas ap 20 cilveku. Zales prieksa
atradas profesionals hipnotizetajs. NomierinoSat iemi-
dzinaSanat lietotals hipnotizetaja teksts tika apvienots
ar scenarija tekstu. Dalibniekiem noradija, ka acis jatur
alzvertas.

Seansa laika ta daltbniekiem tiek iedvests, ka telpa
plepildas ar pardabisku, spozu gaismu. Kad cilvekus
pamodina, telpa ir blivi piepildita ar miglu, un vist
patieSam redz spozu gatsmu. Gaismas avots ir jaudigl
ieslegti prozektori (tadi tiek izmantoti kino, lai
atdarinatu saules gatsmu), kas atrodas aiz loglem.
Gaismai spidot caur zales logu vitrazam, dumaka
1e2imejas krasaini start, un cilvekiem Skiet, ka ara ir
saulaina diena.

Cilveki tiek atcinati atvert acls un pamasties jauna
telpa. Pareju uz skaistaku telpu apspele un nostiprina
gan ar vardisku, gan vizualu informaciju. Turpmak tiek
dokumenteta cilveku parvietoSanas, emocijas un reakcija
Uz jauno vidi, jo par seansa otro dalu vini iepriekS nav
informeti.

IZSTADE

“Beyond the Shut Eyes”, video still, 2006
“Alz aizvertam acim”, video kadrs, 2006

Gints Gabrdns (Latvia) is an artist working in the fields of stage design, video installations and environment objects. He was the
winner of the arts prize of the Hansabank Group (2005). He graduated from College of Applied Arts in Liepaja (1989) and Academy
of Fine Arts in Latvia (1994). Since 1992 Gints Gabrdns has participated in group exhibitions both in Latvia (“Re-public”- in-
ternational project on art and culture in the suburbs of Riga, 2003) and worldwide (including at the 26th Biennale in Sao Paulo,
Brasilia with the work “How to get on TV", 2004). Since 1993 he has performed in personal exhibitions (the most recent work —
“Apparent/Invisible. The Island of Perception”, 2005 in Tallinn, Riga and Vilnius). Currently Gabrans 1s exploring a simulation
of wonderin the arts. Wonder, which we all know about from different fields such as religion, science, esotertc, fairy-tales, and TV-
movies, for instance: levitation, moving through walls, telepartation, becoming invisible, parallel spaces and and other realities. “I
am trying to solve the problem how to make the invisible visible and unbelievable believable, using an illusion, which is created with
the help of light, optics and physics rules; confronting them [aspects of visibility and belief] with the conditionality of perception
and interpretation of reality”.

Gints Gabrans (Latvija). Dzimis 1970. gadd. Dzivo un strada Rigd. Beidzis Liepadjas LietiSkas makslas vidusskolu (1989) un
Latvijas Makslas akademiju (1994). Darbibas jomas: scenagrafija, instaldacija, videoinstalacija, vides ohjekti. Izstades piedalas
kops 1989. gada, darhi izstaditi Latvija, Eiropd, Amerika (daliba projektd “Re-publika” (2003) Rigad, “Ka nok]at TV” (2004) 26.
Sanpaulu bienndle u.c.). KopS 1993. gada veido personalizstades, pédeja ar nosaukumu “Acimredzamais/Neredzamais. Uztveres
sala” (2005) bija skatama Tallind, Riga un Vilpa. “Hansabankas”™ grupas Makslas halvas lauredats (2005). Pedeja gada laika
makslinieks nadarbojas ar brinumu simulaciju maksld, pieverSoties brinumiem no dazadam sferam — religijas, zinatnes, ezoterikas,
pasakam un TV filmam (piemeram, levitdacija, ieSana caurt siendm, teleportacija, kluSana neredzamam, paralelas telpas u.tml.),
par kuriem vist zina. “€s medinu atrisindt problému, ka pardadit neredzamo redzamu un neticamo ticamu, izmantojot ildzijas,
kas raditas ar gaismas, optikas un fizikas likumu palidzibu, konfrontéjot tos [redzamibas un ticamibas aspektus] ar uztveres
nosacitibu un realitates interpretacijam.”
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Bulat Galeyev

SPACE DANDELION
KOSMISKA PIENENE

Series of photos

The photos were made from the screen of double-heam os-
cillograph as the ironical illustrations to the philosophy
of Hegel and Kant. As in any conceptual composition, the
text here 1s of primary importance, Without it the compo-
sition becomes meaningless.

Dedicated to Ray Bradbury.

Exhibited at the All-Union festival “Light and Music” (Ka-
zan, 1987). Published in the journal “Photograph”, 1992,
No. 3-4 (Moscow) and in the book: Galeyev B. M. “The Art of
Cosmic Era (Selected Works)”. Kazan: FAN Press, 2002.

SMALL TRIPTYCH
MAZAIS TRIPTIHS

Fotografiju serija

Fotografijas uznemtas no divstaru oscilografa ekrana,
tas ir Hegela un Kanta filozofijas ironiskas ilustracijas.
L1dz1gl k3 jebkura konceptuald kompozicija, arl Seit
galvenda nozime ir tekstam, bez teksta kompozicija
23ude jequ.

Veltyjums Rejam Bredbertjam.

Izstadita vissavienthas festivala “Gaisma un muzika”
(Kazana, 1987).

Publicéta Maskava izdotd zurnala “Fotografija” (Nr.
3-4,1992) un B. Galejeva gramata “Kosmiska laikmeta
maksla” (Kazana : FAN Press, 2002).

Light-music film

Music by G. Sviridov, producer — B.Galevev, script writer —
L. Vanechkina, camera — A. Privin.

The first light-music film in USSR. It was made using our
original technology — shooting had been made initially in
b/w, and the final positive film was multi-colored and the
colors rematned for dozens of years.

It was shown at Central TV, various Soviet exhibitions
abroad, awarded wWith a Diploma of the International cin-
ema festival “Techfilm” (Prague, 1975).
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Gaismas mizikas filma

Rezisars — B. Galejevs, scenarija autare — L. VaneCkina,
operators — A. Privins G. Svirtdova mizika.

Pirma gaismas muzikas filma Padomju Savieniba. Ta
veidota, izmantojot autoru originalo tehnologiju -
sakotneji tika filmets uz melnbaltas lentes, tad pozitivo
filmu iekrasoja ar vairakam krasam; krasas saglabajusas
desmitiem gadu.

Filma r3dita Centralaja televizija, vairakas padomju
1zstades arvalstis, starptautiskaja kino festivala “Tech-
film” (Praga, 1975) ta aphalvota ar diplomu.

IZSTADE

Images from the series of photos “Space Dandelion”, 1987
Atteli no fotografiju sérijas “Kosmiska pienene”, 1987

Bulat Galeyev (Russia). A science researcher and artist, Bulat Galevev was horn in Tashkent, Uzbekistan, USSR, on 2 October 1940.
After graduating from Kazan State Pedagogical Institute, Kazan, USSR, in 1962 and obtaining his Ph.D. in 1986, he taught physics
and aesthetics from 1962-1963; lectured in physics and philosophy in KAI, Kazan from 1963-1966; was a scientific worker from
1966-1994; and has been head of SKB “Prometheus”, director of a scientific and research institute for experimental aesthetics
affiliated with the Academy of Sciences of Tatarstan and Kazan State Technical University, Kazan, since 1994. He has directed
film, theater and light-music performances and video-art installations at SKB “Prometheus,” 1964-1995; and has been professor
of aesthetics of Kazan Conservatory from 1990 to the present. Galevev 1s author of the following hooks: “Light-Music: Birth and
Essence of New Art”, 1976; “Poem of Fire”, 1981; “Light-Musical Instruments”, 1987; “Man, Art, Technology (Problem of Synaest-
hesia in Art)”; “Soviet Faustus”, 1995; “The Art of Cosmic €ra”, 2002. He has contributed more than 300 articles to professional
journals. Galeyev has been a member of the editorial board of “Leonardo” since 1987; of “Kazan” since 1993; and formerly of the
journal “Languages of Design” (U.S.A.), 1992-1997. He has organized 15 All-Union and All-Russia Light and Music conferences,
participated in many international symposia and festivals and was recipient of the Diploma for Spectacle awarded by the All-Russia
Theatrical Society, Moscow, in 1970. A diploma for film was awarded him by the organizing committee of the international Techfilm
festival, Prague, 1975, as well as an honorary medal by the Ministry of Culture of the USSR in Moscow in 1983. Galevev is a member
of the Russian Academy of Humanities, the Russian Cinemamakers Untion and a corresponding member of the Academy of Sciences of
Tatarstan. He 1s also a member of the International Society for the Arts, Sciences and Technology.

http://prometheus.kai.ru

Zinatnieks un makslinieks Bulats Galejevs (1940) ir dzimis TasSkentd (Uzbekistdana), dzivo Kazana (Tatarstana. Krievija). Beidzis
Kazanas Valsts pedagodisko instititu (1962), ir zinatnu doktors (1986). Macijis fiziku un estetiku (1962-1963), Kazanas
Aviacijas institita pasniedzis fiziku un filozofiju (1963-1966), zindtniskats lidzstradnieks (1966-1994), kops 1994. gada —
specializeta konstruktoru biroja, velak eksperimentdlds estétikas zinatniskds pétniecibas institita “Prometejs” vaditdjs,
institdts sadarbojas ar Tatarstanas Zinatnu akadémiju un Kazanas Valsts tehnisko untiversitati. No 196 4. lidz 1995. gadam “Pro-
meteja” ietvaros veidojis filmas, tedatra izrades un gaismas mizikas performances un videomakslas instalacijas, kops 1990. gada
ir estetikas profesors Kazanas Konservatorijd. Galejevs ir vairaku gramatu autors: “Gaismas mizika: jaunas makslas tapSana un
biitiba” (1976), “Uguns poema” (1981), “Gaismas mizikas instrumenti” (1987), “Cilveks, maksla, tehnika (sinestézijas problema
maksla)” (1987), “Padomju Fausts” (1995), “Kosmiska laikmeta maksla” (2002). Publicéjis vairdk neka 300 rakstu profesiondlos
zurnalos. KopS 1987. gada Galejevs ir viens no periodiska izdevuma “Leonardo” redaktoriem, kops 1993. gada izdevuma “Kazan”
redaktors, bet no 1992. lidz 1997. gadam hija zurnala “Languages of Design” (ASV) redaktors. Organizéjis 15 vissavientihas un
Krievijas konferences, kas veltitas gaismas un muzikas jautajumiem, piedalijies daudzos starptautiskos simpozijos un festivalos,
sanemis Viskrievijas Tedtra biedribas diplomu par labdko izradi (Maskava, 1970), PSRS Kultiras ministrijas goda medalu (1983)
u.c. apbalvajumus. Galejevs ir Krievijas Humanitdro zindatpu akademijas loceklis, Krievijas Kinematografistu savienihas hiedrs,
Tatarstanas Zinatnu akademijas korespondetajloceklis, ka art Starptautiskas makslas, zinatnes un tehnikas biedrihas biedrs.
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Bulat Galeyev

SPACE SONATA

KOSMOSA SONATE

Light-music film

Producer — B.Galeyev, camera — N. Morozov, music by
S. Kreichi, A. Nemtin.

Shot by the same technology as “Small Triptych”, vet
from the art point of view in the opposite way: Firstly
the visual part had been made in a form of sonata allegro,
then, it was planned that the original music should be
composed to that. In fact, the film sound track used
electronic music compositions created earlier by the
above-mentioned composers.

This film was demonstrated more than once at Interna-
tional festivals of experimental cinema, including Ober-
hausen-2000.

Both films are presented for exhibition in video copies.

More information about these films is available on the
Prometheus web site: http://prometheus.katl.ru

Gaismas mizikas filma

Rezisors — B. Galejevs, operators — N. Marozovs, S. Kreiti
un A. Nemtina muzika.

“Kosmasa sonate” (rezisors — B. Galejevs, operators —
N. Morozovs; S. Kreifi un A. Nemtina mizika).

Filma uznemta ar tadu paSu tehniku ka “Mazais triptihs”,
bet no makslinieciska skatpunkta — apgriezta seciba:
vispirms tika uznemta vizuald dala allegro sonates
forma, pec tam, ka planots, tal vajadzeja plevienot
sacereto originalmuziku. Patiestha filmas skanas celina
izmantotas elektroniskds mozikas kompozicijas, ko
mingtie kompanisti bija radtjust jau teprieks.

Filma vatrakart reizes demonstréta starptautiskos
eksperimentala kino festivalos, tostarp Oberhauzene,
Vacija (2000).

Tiek demonstretas abu filmu videokopijas.

Sikaka informacija par abam filmam pleejama:
http://prometheus.kat.ru

Stills from the light-music film “Space Sonata”, 1981
Kadri no gaismas mizikas filmas “Kosmosa sonate”, 1981
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Dmitry Gelfand, Evelina Domnitch

CAMERA LUCIDA:

SONOCHEMICAL OBSERVATORY

CAMERA LUCIDA:

SONOKIMISKA OBSERVATORIJA

Developed in collaboration with scientific lakoratories
in Japan (AIST), Germany (Goettingen University), Bel-
gium (Meurice Institute), Russia (Alexander Miltsen), the
“Camera Lucida” (lucid or light chamber) installation
directly transforms sound waves into light by employing
a phenomenon called sonoluminescence: ultrasound within
a liguid causes micro-hubbles of gas to implode, at which
point they reach temperatures as high as those found on
the Sun (5000 K to 10000 K) and emit light in the shape
of sound waves. Theories for the cause of a collapsing bub-
bleis glow range from hlack-bhody radiation and plasma
ionization, to quantum vacuum fluctuations and coherent
optical lasing.

A transparent glass chamber is filled With a gas-infused
liguid. Multiple ultrasonic transducers, attached to the
walls of the chamber, generate a modulating sonochemi-
cal environment. After adapting to the absolute darkness
surrounding the installation, the ohserver gradually per-
ceives the highly detailed shapes and movements of glow-
ing sonic vibrations. A hydrophone (a high-frequency mi-
crophane submerged in liguid) translates a live ultrasanic
performance into the human hearing spectrum, consisting
of sounds emitted by the transducers as well as hundreds
of thousands of collapsing gas bubbles.

The ancient practice of entering a dark space in order to
perceive the “invisible” light, stems from the psyche’s
nightly submergence into self-1it ether. “Camera Lucida”
allows its observer to spontaneously stretch the sensorial
threshold by means of particular kinematic processes. At
the beginning of the 20th century, Edmund Rorschach,
whose ink hlot tests are still used in modern-day psy-
choanalysis, discovered the so called kinematic effect: the
brain’s ability to project latent thought patterns when
exposed to fluctuating visual abstractions. Through sono-
luminescence, the observer is transported to the delicate
micro-horizon that chemi-physically joins the discrete
energy systems of sound and light.
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Instalacija “Camera Lucida” (gaismas kamera jeb istaba),
kas radita sadarbiba ar zinatniskam laboratortjam
Japana (AIST), Vacija (Getingenes universitate), Beldija
(Morisa Institats), Krievija (Aleksandrs Miltsens), skanu
vilnus tieSi parveido gaisma, Saja norisé izmantojot
paradibu, ko sauc par sonoluminiscenci (ultraskana
Skidruma liek mikroskopiskiem burbuliSiem implodet, un
Saja procesa tie sasniedz Saules gaismas temperatlru —
5000-10 000 K - unizstaro gaismu skanas vilnu veida).
Teorijas par sabrikoSo burbuliSu spidesanas celoniem ir
visdazadakas — no melno kermenu starojuma un plazmas
jonizacijas 11dz kvantu fluktuacijam vakuuma un kohe-
rentas gaismas 1zstaroSanat.

Caurspidiga stikla kamera tiek piepildita ar Skidrumu,
kura ievadita gaze. Pie S1s kameras sienam piestiprinati
vairaki ultraskanas parveidotaji, kas genere frekvenci
pazeminoSu sonokimisku vidi. Kad skatitajs ir pielago-
jles absolitajai tumsail, kas apnem 1instalaciju, vins
pakapeniski sak saskatit arkartigi izteiktus spidoSas
skanas vihraciju apveidus un kustibas. Hidrofons (Skid-
ruma iegremdets augstfrekvences mikrofons) parveido
notiekoSo ultraskanas performanci cilvekam uztverama
forma, un vins saklausa skanas, ko izdot parveidotaji, ka
arl simtiem tokstosi sabriikoSo gazes burbuliSu.

Cilveki izsenis ir ieslegusies tumsa telpa, lai uztvertu
neredzamo gaismu — tas saknojas procesa, kas atkarto-
jas katru nakti, kad psihe iegrimst paSas izgaismota
1zplatyjuma. “Camera Lucida” ar1pasu kinematisku proce-
su paltdzibu lauj skatitdjam spontani paplaSinat manu
slieksni. 20. gadsimta sakuma €dmunds RorSahs, kura
tintes traipu testi joprojam tiek izmantoti masdienu
psthoanalize, atklaja ta saukto kinematisko efektu —
kad smadzenes ir paklautas svarstigam, plistoSam vi-
zudlam abstrakcijam, tas spej projicet apsleptos domu
gajienus. Ar sonoluminiscences starpniectbu skatitajam
tiek lauts nonakt lidz smalkam mikrohorizontam, kur
fizikalkimiska cela tiek savienotas skanas energijas un
gaismas energijas diskretas sistemas.

IZSTADE

Camera Lucida: Sonochemical Observatory, digital photograph of sonoluminescence in 96% sulphuric acid infused with xenon gas.
Photo: Dmitry Gelfand, 2006

“Camera Lucida: sonokimiska observatorija”, digitala sonoluminiscences fotografija, 96% serskahe ievadita ksenona gaze.

Foto: Dmitrijs Gelfands, 2006

Dmitry Gelfand and Evelina Domnitch (USA) create interdisciplinary art works that integrate physics, chemistry and computer
science with esateric philosophical practices. Dismissing all forms of fixative and recording media, their installations exist as ever-
transforming phenomena offered for observation. Because these rarely seen phenomena take place directly in front of the observer
without heing distorted and flattened onto a screen, they often serve to extend the observer's sensary envelope. Their projects have
heen exhibited at I-20 and Diapason, New York; The Museum of Dreams, St. Petersburg; Mains o'Oeuvres, Paris; Quartier Ephemere,
Montreal; Netmage, Bologna; Minsk Planetarium, Belarus; Nokia Lah, Moscow; Nijo Castle, Kyoto.

Dmitrijs Gelfands un Evelina Domniéa (ASV) rada starpdisciplindrus makslas darbus, kuros fizika, kimija un datorzinatne
apvienata ar ezoteriski filozofiskam praksem. Makslinieki savos darbos ir atteikusSies no jebkadam fiksacijas un ierakstes mediju
formam, het vinu instaldcijas pastav ka neheidzama transformacija esosSas pardadibas, kas tiek piedavatas publikas apskatei. Ta
ka S1s neparastds paradibas risinds tiesSt skatitdja acu prieksd, nav deformetas val ekrana saplacinatas, tas visai biezi noder, lai
paplaSinatu verotdja uztveres robezas. Projekti tikust izstaditi I-20 un Diapason Nujorkd; Sapnu muzeja Sanktpeterburga; Mains
d'Oeuvres Parize; Quartier Eghemere Monredld; Netmage Bolond; Minskas planetarija Baltkrievija; Nokia Lab Maskava; Nijo pili
Kioto.
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David Haines, Joyce Hinterding

PURPLE RAIN
PURPURA LIETUS

Defiantly unstable, the noise over Purple Rain’s pristine
mountatn glitches, the transmission pumping through the
ether at a rate backed by the combined transmission chan-
nel feed of thousands of watts. TV, like the mountain’s
avalanche, metaphorically flexes its considerable power.
Over and above its stakle core of this bedrock image, the
avalanche pours, triggered by fluctuations in the local
analogue television broadcasts. The image of a woman's
face, a “talking head” which characterizes so much of TV,
occasionally breaks in; as does a softer snowstorm driven
in from ane side.

The driver/selector of this avalanche and its glitches is
Tive: suspended antennas provide the fluctuating “data-
power” of input of signals to the triggers. Thus the fore-
grounding input is less image-content than power — the
inherent power which Shelley interrogated in “Mt Blanc.”

“Holding an unremitting interchange, with the clear
untverse of things around;... Far, far above, piercing the
infinite sky, Mont Blanc appears — still, snowy, and serene —
..the snows descend...” Percy Bysshe Shelley, Mt Blanc.

There 1s a correlation to ke drawn between the invisible
forces of Nature’s mystic “natural” power and the pumping
of thousands of watts through the frequencies of the elec-
tromagnetosphere. What manifests is intimately connect-
ed With unseen powers, the disturbance of the avalanche
or digital “snow” testament to forces of Nature which
otherwise remain unseen, “serenely” ohscured. We never
tap directly into the powers summed up in the mountain
image, but rather to the subsidiary harnessing of signals
on carrier waves. “Purple Rain” amplifies and reveals the
noise transmissions, normally silenced in TV and allows
them to dominate in order to yield a physical experience
of the electromagnetic force behind the broadcast image.

Extract from: Purple Rain: The Last Transmission, Ann
Finegan 2006.

68

Par mezonigo virsotni “Purpura lietus” gazas. ka ass
un nevienmerigs troksnis, skana traucas izplatijjuma ar
tadu intensitati, kas samerojama ar tdkstoSiem vatu
speciga kombineta parraides kanala darbibu. Televizija,
tapat ka kalna lavina, metaforiski runajot, ievingrina
savu milzigo energiju. ST pamatattéla stabilajam kodo-
lam part un virst gazas lavina, ko izraisa vietéjo analo-
0o televizijas parraizu svarstibas. Laiku pa laikam pazib
sievietes seja, “runajoSa galva”, kas liela mera raksturo
televiziju, tapat ka lavinas gadijuma laiku pa laikam no
kadas puses uzvirpulo ne tik bargs sniegputents.

Sts lavinas dzingjs/parslégs un ta sprakski darhojas
tieSlaika — ilekartas antenas piegada sprudiem signalu
plevades svarstigo “datu energiju”. Tadejadi priekSplana
es0Sa pievade ir mazak attelietilpiga, neka to pielauj
energija — ta iek3eja energija, par kuru Sellijs rakstijis
poema “Monhlans”:

“Tad Visumam, kas plismo skanigs, dzivs, / Gars atdod
sevi [..] / Bet visu sevi tveris, atkal raisas brivs.. [..] /
Redz: tale gaistot, — kalns aiz kalna dus, / Un hezgaliba
ieaugtams, taltalu / Slien smaili Monblans, varens, dizs
un stalts..” Persijs Biss Sellijs, “Mt Blanc”.

Pastav saistibastarp neredzamo mistisko dabas “dabisko”
energiju un vatu tokstoSu plismu elektromagnetosferas
frekvences. Tas, kas paradas, ir ciesi saistits ar neredza-
mo enerdiju, lavinas nemieru un digitala “sniega” liecthu
par dabas spekiem, kas parasti paliek apslepti, “rami”
alzplivuroti. Mes nekad tieSt nesastopam tas spgjas,
kas visparinatas kalna tela, drizak gan signalu papildu
kontroli nesejvilnos. Darbs “Purpura lietus” pastiprina
un atklaj trokSnu plusmu, kas televizija parasti tiek
noslapeta, un lauj tai dominet, lai lautu fiziski izhaudit
to elektromagnetisko speku, kas atrodas aiz parraides
attela.

Fragments no “Purple Rain: The Last Transmission”
(Anna Finegana, 2006)

IZSTADE

“Purple Rain”, installation view, 2004
“Purpura lietus”, instalacijas skats, 2004

David Haines (Australia) was born in London in 1966 and Joyce Hinterding (Australia) was born in Melbourne in 1958. Both artists
live and work in the Blue Mountains, NSW. Australia. Haines & Hinterding work both collaboratively and independently. They were
the Australian representatives at the 26th Bienal de Sao Paulo, Brazil (2004) and have collaborated on numerous exhibitions,
including; Two works for Wilhelm Reich, O€ Antennae and OrupDesert 1954-55 after field study number 2, PICA Perth WA (2006),
Hollow earth theory revived: field study 1& 2, 24 HR Art Darwin, NT (2005); Lets talk about six, Dunedin Public Art Gallery, New
Zealand (2004); Liquid sea, Museum of Contemporary Art, Sydney (2003); MAAP — Multimedia Art Asia Pacific, Art Museum of
China, Millennium Monument, Beijing (2002); stdrt up, new interactive media, Museum of New Zealand, Te Papa Tongarewa (2002);
Space odyssey: sensation and immersion, Australian Centre for the Moving Image, Melbourne and Art Gallery of New South Wales,
Sydney (2002-01 and The Levitation Grounds, Artspace, Sydney (2000).

Deivids Heinss (1966) ir dzimis Londond, bet D3oisa Hinterdinga (1958) — Melburnd. Sobrid abi makslinieki dzivo un strddd
Zilajos Kalnos (Jaundienvidvelsa, Australija). Heinss un Hinterdinga veido darbus kopa un art katrs atseviski. Vini bija Australijas
parstavji 26. Sanpaulu hienndle (Brazilija, 2004) un ir piedalijusSies vairakads izstades, tostarp Two Works for Wilhelm Reich,
0E Antennae and OrupDesert 1954-55 after field study number 2, PICA (Pérta, Australija; 2006); Hollow Earth Theory Revived:
fleld study 1&2, Latkmetigas makslas centra “24 HR Art” (Darvina, Australija; 2005); Lets Talk About Six, Danidinas publiskaja
makslas galertja (Jaunzelande, 2004); Liguid Sea, Sidnejas Laikmetigas makslas muzeja (Australija, 2003): MAAP — Multimedia
Art Asia Pacific, Kinas makslas muzejda, Millennium Monument (Pekina, 2002); stfrt up, New Interactive Media, Jaunzelandes
muzeja “Te Papa Tongarewa™ (Velingtona, 2002); Space Odyssey: Sensation and Immersion, Australijas Kustiga attela centrd un
Jaundienvidvelsas makslas galerija (Melburna un Sidneja, 2001-2002) un The Levitation Grounds, Artspace (Sidneja, 2000).
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Usman Haque, Bengt Sjdlén, Adam (Szaboles) Somlai-Fischer

WIFI CAMERA OBSCURA PROTOTYPE
BEZVADU CAMERA OBSCURA MODELIS

“Wi-Fi (or wif)) is a set of product compatibility stand-
ards for wireless local area networks (WLAN) based on the
IEEE 802.11 specifications... Wi-Fi was intended to be
used for mobile devices and LANS, but is now often used
for Internet access. It enables a person with a wireless-
enabled computer or personal digital assistant (PDA) to
connect to the Internet when in proximity of an access
point.” — definition from Wikipedia.org

The camera obscura, just like a large pinhole camera, is
a dark room that has one wall punctured by a small hole.
Light comes through the hole and projects an inverted
image of the exterior scene against the opposite wall.

In the age of “englightenment”, electromagnetic waves
that we knew as “visible light” formed our most ubigui-
tous medium and the medium of choice both in “record-
ing” and in “representing”. Today, however, we find that
increasingly we are creating and responding to non-visual
electromagnetic fields: those emanating from our devices
and environments. What might a camera obscura for our
age look like? What sort of images might it capture? Houw
might it reveal the obscure relationship that we have to
our data environments?

“Wifi Camera Obscura” will reveal the electromagnetic
space of our devices and the shadows that we create
Wwithin such spaces, in particular our Wifi networks which
are increasingly found in coffee shops, offices and homes
throughout cities of the developed world. We wWill take
realtime “photos” of Wifi space...

One of the most important intentions of the project is to
develop a 21st century notion of the “picturesque”, which
encompasses the space of our electromagnetic data bod-
ies. As such, determining where We point our “Wifi camera”
(Which, in its X-ray connotations has various intriguing
privacy implications) is as important as determining how
to construct it.

70

“Wi-Fi ir produktu savietojamibas standartu komplekts
hezvadu lokalajam tiklam, kura pamata ir IEEE 802.11
specifikacijas... Bija paredzets, Wi-Fi tiks izmantots
mobilam tericem un lokdlajiem tikliem, het tagad to
hiezi izmanto interneta piekluvel. Tas lauj cilvekiem
ar bezvadu pieejas datoru vai persondlo ciparasistentu
pieslegties internetam, atrodoties netalu no pieejas
punkta.” Defintciju sk.: Wikipedia.org

Camera obscura, tapat ka liela adatacs kamera, ir tumsa
telpa, kam viena siend atrodas pavisam neliels caurums.
Gaisma ieklOst pa caurumu un uz pretejas sienas projice
apverstu ara ainas attelu.

Apgaismibas latkmeta elektromagnetiskie vilni, kurus
mes pazinam ka “redzamo gaismu”, bija patsizplatitakais
medijs, un tas bija gan “ierakstiSanas”, gan “atteloSanas”
medijs. Misdienas tomer apjausam, ka mes arvien vairak
radam nevizualus elektromagnetiskos laukus un art uz
tiem arvien vairak reaggjam. Sos laukus izstaro daZa-
das ierices, ko lietojam, un vides. Ka varetu izskatities
masdienu camera obscura? Kada veida attelus ta varetu
tvert? Ka ta varetu atklat neizprotamo saistibu, kas
pastav starp mums un mosu informacijas vidi?

“Bezvadu camera obscura” atsegs misu lietoto ieritu
elektromagnetisko telpu un enas, ko mes radam Sadas
telpas, bet jo 1past — masu hezvadu tiklus, kas arvien
hiezak pieejami kafejnicas, birojos un majas visas
attistitajas pasaules pilsetas. Mes uznemsim hezvadu
telpas reallatka “fotografijas’...

Viens no vissvarigakajiem projekta merkiem 1ir radit
21. gadsimta priekSstatu par “télainthu”, kas ietver
mosu elektromagnetisko informacijas kermenu telpu.
Un ta, noteikt, pret kuru vietu verSam misu “hezvadu
kameru” (kam pec asociacijam ar rentgena stariem
ir dazadas intriggjosas implikacijas) — tas ir tikpat
svarigi, ka to konstruet.

IZSTADE

camera obhscura image using camera obscura image using
visible light Wift radio waves

camera obscura attels, izmantojot camera obscura attels, izmantojot
redzamo gaismu bezvadu radiovilnus

Usman Haque (UK) has created responsive environments, interactive installations, digital interface devices and choreographed perfor-
mances. His skills include the design of both physical spaces and the software and systems that bring them to life. He has been an invited
researcher at the Interaction Design Institute Ivrea, Italy, artist-in-residence at the International Academy of Media Arts and Scien-
ces, Japan and has also worked in USA, UK and Malaysia. As well as directing the work of Hague Design + Research (www.haque.co.uk) he
was until 2005 a teacher in the Interactive Architecture Warkshop at the Bartlett School of Architecture, Londan.

Bengt Sjdlén (Sweden), horn in 1972, is a self-taught software architect interested in technology for visual manifestations and
sound and the interaction bhetween man and machine, but also in the knowledge and technology for computation. Technology for
making games has for long been pushing the limits of what you can do with the machine and pushing those limits was the driving
force but now the challenge is making the better system with the smarter design and by standing on the shoulder of giants, avoiding
to re-invent what is already done if possible, while at the same time refusing to accept that anything is impossible (even though
things might be slightly impractical or not commercially viable). Doing a boring thing once 1S once too many, and a risk of error, and
therefore automation is ane key to success strongly advocated.

Adam [Szabolcs] Somlai-Fischer (Hungary), (born in Budapest, 1976) founding partner of Aether Architecture (Www.aether.hu),
specializes in designing interactive architectural projects, information spaces, mediating technologies. His work has heen exhibi-
ted internationally hoth at architectural and artistic contexts, including ISEA festivals and the Venice Biennale of Architecture;
published in design magazines and receives reqular posts at leading design blogs. Graduated from the Architecture + Urban Research
Laboratory, KTH, Stockholm, Adam has been teaching at the Architecture and Media technology departments at KTH, working as a
guest researcher at the Smart Studio, Interactive Institute in Stockholm and at MOKK, Media Research Centre at the Department of
Sociology and Communications, BME, Budapest.

Usmans Haks (Lielbritanija) veido readetspejigas vides, interaktivas instaldacijas, digitalu interfeisu ierices un horeografétas
performances. Vins strada gan fizikalds telpas, gan programmatiras dizaina jomad, ka arl spej abam $im sferam likt darhoties. Ka
pieaicindtats viespétnieks stradajis Interakeiju dizaina instituta Ivrea (Italija), bijis rezidejoSais makslinieks Starptautiskaja
Medtju makslas un zinatnes akadémija (Japdna), ka art stradajis ASV, Lielbritanija un Malaizija. Vienlaikus vadidams Hague De-
sign + Research (www.haque.co.uk) darbibu, lidz 2005. gadam bija Interaktivds arhitektdras radoSas darbnicas pedagogs Bartleta
Arhitektdras skala (Londona, Lielbritanija).

Bengts Sélens dzimis Zviedrija (1972), ir programmatiiras arhitekts autodidakts, intereséjas par vizudlu izpausmiju un skanas
tehnologijam, cilveku un tehnikas mijiedarbibu, ka art par datorziniham un skaitloSanas tehniku. Spelu veidoSanas tehnologdijas jau
visai sen ir paveru$as visnotal plasus apvarsnus tam, ko iespéjams paveikt ar tehniku, un So apvarsnu paplasinasana hija galvenais
dzinulis, tatu Sobrid izaicinajums ir radit labaku sistému ar atjautigu dizainu un, pakapjoties uz milzu pleciem, ja vien iespejams,
vajag izvairities no jauna izgudrot to, kas jau ir izgudrats, taja pasa laika atsakoties pienemt, ka ir kaut kas tads, kas nebitu
iespejams (lai gan ir lietas, kas var bit nedaudz nepraktiskas vat art nav kamerciali dzivatspejigas). Garlaicigs darbs, darot to pat
tikai vienu reizi, klist apnicigs, pastav risks kladities, tadel automatizacija ir ipast athalstama veiksmes atsléga.

Adams Somlai-FiSers [Sabolés] (1976, Budapesta, Ungdrija), ir viens no “Aether Architecture” (www.aether.hu) dibindtdjiem,
specializejies interaktivu arhitektiras projektu, informacijas telpu un starpniektehnolodiju dizaind. Darbi 1zstaditi visa pasaule
gan arhitektiras, gan makslas skatés, tostarp ISEA festivalos un Vengécijas arhitektiras hienndle, publicejies dizaina zurnalas un
requlari sanem atsauksmes vadoSajos dizaina tikla Zurnalos. Somlai-Fisers ir beidzis Karaliska Tehnolodiju institita Arhitektiras
un pilsetpetijumu laboratoriju (Stokholma), Sobrid ir pasniedzejs St instituta Arhitektdras, ka art Mediju tehnologiju nodala, ir
viespetnieks Smart Studio — Interaktivaja institita Stokholma un MOKK — BudapeStas Tehnolodiju un ekonomikas universitates
Sociologijas un komunikaciju nodalas Mediju izpetes centrad.
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Steve Heimbecker

PARAVENT

“Paravent” (2006) 1s a window screen of the wind. “Para-
vent” is a flat wooden installation structure consisting of
16 square video screen panels of which half of these panels
are imbedded with audio drivers to create an 8 channel
sound diffusion system within the projection screen itself.

The image and sound generated for “Paravent” is concep-
tually based upon the idea of the movement and accumula-
tion of detritus in the wind, upon a surface. Analogous to
the creation of snowbanks and sandunes, “Paravent” is a
representation of wave patterns of the wind, and of what
Heimbecker calls “wind space architecture”.

“Paravent” plays the data created and recorded by the
“Wind Array Cascade Machine” (2003). "WACM” is a 64
channel Wind data sensor system created by Heimbecker,
which captures the movement and wave patterns of the
wind, as observed within a field of tall grass or grain on a
windy day. “WACM” data recordings have been made in situ,
from rooftops in Montréal (2004/05) and Québec City
(2003). “Paravent” is the third project created by Heim-
becker using the data generated by the “WACM”, following
“POD” (2003) and “SIGNE” (currently in production).

The data of the “Wind Array Cascade Machine” is organized
in the form of a grid, 8 units by 8 units, resulting in 64
separate “sguare” coordinates of 8 hit — 10 samples per
second serial data. This data is used hy the “Paravent”
system to create real time video and audio generation.
For the video image, the data of each “WACM” sensor in
the grid is visually morphed at the edges of the sensor
sguare beside it to create unity and flow within the image.
The audio generation and diffusion is sub grouped into
16 groups of 4 “WACM” data streams, corresponding to
the 16 panels of the installation structure. Half of these
16 subgroup panels are selected to produce sound through
the vibration of the video panel itself, sonified by hidden,
surface mounted, audio drivers on the rear of the panels.
The result is a unified image and sound structure, where
the same data used to generate the visualization is also
the data used for the sonification. In “Paravent” the video
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“Paravent” (2006) ir loga forma veidots veja ekrans. Tas
ir plakans koka instalacijas veidojums — 16 kvadratveida
videoekrana paneli, no kuriem puse ir aprikota ar audio
draiveriem, lal raditu astonu kanalu skanas izkliedes
sistemu tiesi projekcijas ekrana.

“Paravent” 1instalacijal genergétais attels un skana
konceptudli balstas ideja par nogulSnu Kkustibu un
uzkrasanos veja latka uz kadas virsmas. Lidzigi tam, ka
top sniega kupenas un smilSu kapas, art “Paravent” ir
veja vilnu raksta izpausme, tas, ko Heimbekers deve par
“veja telpas arhitektdru”.

“Paravent” atskano datus, kas raditi un ierakstiti ar
“Wind Array Cascade Machine” (“WACM”, 2003). “WACM”
ir 64 kanalu veja datu sensoru sisteéma, ko izveidojis
Heimhekers. Ta uztver veja vilnu raksta kusttbu, ko
var noverot vejaina diena garas zales val lahtbas lauka.
“WACM" datu ieraksti veikti uz Monrealas (2004/2005)
un Kvebekas pilsetas (2003) jumtiem. “Paravent” 1ir
treSais Heimbekera raditais projekts pec “POD” (2003)
un “SIGNE” (Sobrid izstrades procesa), kuros izmantoti
“WACM” genergti dati.

“WACM” datiirsakartotirezgl— 8 x 8 vienthas, kas veldo
64 atseviSkas astonu bitu “laukumu” koordinates jeb
datu sérijas ar 10 sampliem sekundg. Sos datus izmanto
“Paravent” sistema, lal velktu video un audio Genere-
Sanu reallaika. Lal legitu videoattelu, katra “WACM”
rezgl esoSa sensora dati tiek vizuall metamorfetl
sensora laukuma malas, lal tadejadi raditu vienotu un
plustosSu attelu. Skanas generéSana un izkliede ir grupeta
cetru “WACM” datu plosmu 16 apakSgrupas athbilstosi
instalacijas struktiiras 16 paneliem. Pusel no Siem 16
apakSgrupu paneliem 1ir jarada skana, vibrejot pasam
videopanelim, Sim nolikam tiek izmantoti apslepti
skanas draiveri, kas lestiprinati panelu aizmugures
virsma. Rezultata tiek iegita vienota attela un skanas
struktdra, kur tie past dati, kas izmantoti vizualizacijas
genereSanat, tiek izmantotiar, lai generetu sonifikaciju.
Instalacija. “Paravent” videoattelam ir “balss’, kas tiek
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atskanota vienlaikus un vienuviet ar vizualo materialu,
un tadejadi tiek izveidota jauna mediju reprezenta-
clja — “krasaina klausiSanas”, citiem vardiem, tiek
piedavata eksperimentala sinestzijas manifestacija,
vienlaikus demonstrejot veja kustibu un vilpu rakstu.

“Paravent” galvenals programmetajs ir Marks VaSeims no
Berlines (Vacija). “WACM” (2003) veja datu terakstisanas
elektroniskas un programmattras sistémas tika izstra-
datas sadarbiba ar “Avatar” (Kvebekas pilséta, Kanada).

Stiva Hetmbekera darbus pedejos gados athalstijust Sadu
institlciju pieskirtie granti: Canada Council for the
Arts, Canadian Heritage (IPOLC), Conseil des arts et des
lettres Québec, Daniel Langlois Foundation un Foreign
Affairs Canada — International Cultural Relations.

image has a “voice”, presented at the same time and point
of intersection as the visual, and as such, produces a new
media representation of “coloured hearing”, an experi-
ential manifestation of synaesthesia, while also vividly
tisplaying the movement and wave patterns of the wind.

The lead software programmer for “Paravent”™ is Mark
Washeim of Berlin, Germany. The electronic and softuare
systems for the “"WACM” (2003) wind data recordings were
tesigned in collaboration with Avatar, Québec, QC, Canada.

Steve Heimbecker's work in recent vears has been support-
ed by arts grants from the Canada Council for the Arts /
Canatian Heritage (IPOLC), the Conseil des arts et des let-
tres Québec, the Daniel Langlois Foundation, and Foreign
Affairs Canada — International Cultural Relations.

“Paravent”, 2006

Steve Heimbecker (Canada). Spanning 2 decades, Canadian Steve Heimbecker (Montréal) has presented his fine art, audio art,
installations, and multi channel sound performances, at such events as Media Blitz I, Calgary / Feedback and Forth, Zurich / Tuning
of the World, Calgary — Banff / Sound Symposium 7, St. John’s / Intermedia Arts Festival, Edmonton / Send + Recetve, Winnipeg /
Stlophone, Montréal / Mots Multi, Québec City / Subtle Technologies, Toronto, and such Canadian galleries as C.C.M.C. Music Gallery
/ Glenbow Museum / Illingworth Kerr Gallery / Emmedia / Avatar / Vidéographe / Western Front / InterAccess / and OBORO. In
recent years in Europe, he exhibited at Kiasma Museum of Contempory Art, Helsinki, (ISEA 2004), and ORF Kunstradio, Vienna, for
Die Lange Nacht der Radiokunst 04, and Sangs of Place: Vienna. At Prix Ars Electronica 2005, Linz, Heimbecker's installation POD
(Wind Array Cascade Machine), won an Honorary Mention in Interactive Media. Heimbecker has published articles, audio cassettes,
audio CDs, and DVUDs, including a new bookwork and DVD 5.1 hoxset entitled “Songs of Place” (2005).

Stivs Heimbekers (Kanada). Pedejos 20 gados Stivs Heimbekers (Monredla) izstadijis telotajmakslas, skanu makslas, instalactju
un daudzkanalu skanu performances ne viend vien pasdakumd: Media Blitz II, Kalgari; Feedhack and Forth, Cirthe; Tuning of the
World, Kalgari — Banfa; Sound Symposium 7, Sentdzonsd; Intermedia Arts Festival, Edmontond; Send + Receive, Vinipegd; Silopho-
ne, Monredld: Mois Multi, Kvebeka; Subtle Technologies, Toronto, ka art vairakas Kanadas makslas galertjas: C.C.M.C. Music Gallery,
Glenbow Museum, Ilingworth Kerr Gallery, Emmedia, Avatar, Vidéographe, Western Front, InterAccess un OBORO. Pédejos gados
izstadijis darbus art Eiropa: Helsinku Laikmetigas makslas muzeja “Kiasma” (ISEA 2004) un Vines ORF Kunstradio — Die Lange
Nacht der Radiokunst 04 un Songs of Place Viné. Festivala “Prix Ars Electronica 2005 (Linca) Heimbekera instaldcija “POD (Wind
Array Cascade Machine)” iequva Goda atzinibu interaktivo mediju kategorija. Heimbekers publicejis rakstus, izoevis audiokasetes,
audio kompaktdiskus un DVD, ieskaitot jauna gramatu un DVD 5.1 komplektu ar nosaukumu “Sangs of Place” (2005).
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Adam Hyde, Aleksandar Erkalovic, Lotte Meijer

WIFIO

What is Wifio? In these exciting times everyone is using
the wireless. If you Want to know what this latest craze is
all about you need Wiflo.

Wiflo means you can join in and find out what all this WiFt
excitement 1s about! With Wifio you will find exciting new
things happening in your neighborhood. Tune into vour
neighbors on the wireless and listen to exhilarating neuw
technologies like Instant Messenger and Ematl!

AUl vou need is Wifio and a sense of fun. You don't even
have to have a connection to What everyone is calling the
World Wide Wek! Just turn on Wifio and find out what's hap-
pening on the World Wide Web in your neighborhood.

A few clicks s it all it takes to tune in to whats happening
in vour local community. Switch with a click between 14
channels of instant information and fun!

Check who's reading what and what’s happening where.
When vour friends make a big announcement get ready to
sigh and say That’s old news!

The whole family can enjoy Wiflo! Tune in and have hours
of fun who can guessing who vou are listening! Can vou he
the first to guess!?

How does Wifio work? Wifio allows you to tune into the
World Wide Web with a simple receiver just like the ane
you use for listening to the radio. In fact its exactly the
same! When someone uses Wifi their portable computeris a
transmitter, just like the transmitters they have in radio
stations. To listen to the radio you need a special receiver,
and to listen to WiFi you need Wifio.

If someone near you 1s “browsing the web” on the wireless
Internet vou can simply tune in with Wiflo by selecting the
right channel and tuning into their “IP Address” — but don't
worry, you don't need to know wWhat their “IP Address” 1s,
in fact you don’t even need to know what an IP Address
1s! Just move the dial until vou hear their emails or what
they are saying in chatrooms.

Infuture versions of Wifio it will also be possible to listen
to What your neighbors are discussing using the new Voice
Quer IP telephones. Its easy, just choose a channel and
tune the dial. Wiflo records all the information on the air
around you, and plays it back for your listening pleasure.
Future versions Will also allow you to listen to What your
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Kas ir “Wifio"? Saja aizraujodaja laikmetd hezvadu
pakalpojumus izmanto it visi. Ja tu velies uzzinat,
kas gan 1sti ir Sis modes spiedziens, viss, kas tev
nepieciesams, ir “Wifio”.

“Wifio” nozime, ka tu vari plevienoties un uzzinat,
kas gan bezvadu pakalpojumos ir tads 1paSs! Ar “Wi-
fio” paltdzibu tu sava apkartne atradist parsteidzoSas
lietas un aizraujosus notikumus. Ar bezvadu sakariem
“piesledzies” saviem kaiminiem un ieklausies taja, ko
piedava, piemeram, Cata un e-pasta programmas!

Viss, kas tev nepiecteSams, ir “Wifio” un humora 1zjota.
Tev pat nav nepiecieSams pieslegums tam, ko visi sauc
par globalo timekll! Vienkarsi tesledz “Wifio” un uzzint,
kas notiek globalaja timekll tava apkaime.
DaziklikSki— unviss, tie piesledz tevivieteja sabiedriba
notiekoSajam. Tapat ar klikSki parsledzies uz kadu no 14
tOlitejas informacijas un jautribas kanaliem!

“Wifio” var izbaudit visa gimene! Iesledziet to un izklai-
dejieties stundam 1ilgi, minot, ko gan mes klausamies!
Kurs pirmats atmings!?

Ka “Wifio” darbojas? “Wifio” lauj pieslegties globalajam
timeklim ar vienkarSu uztvereju, 11dzigu tam, kadu mes
lietojam, klausoties radio. Istenthd tas ir tiesi tads pats!
Kad kads lieto bezvadu tiklu, vina portativais dators
ir raioitajs. Lai klausitos radio, tev ir nepiecieSams
specials uztvergjs, bet, lai klausitos hezvadu tikls,
tev ir vajadzigs “Wifio”. Ja kads tev 1idzas “parluko
timekll” bezvadu internetd, tu vart, lesledzot “Wifio” un
izveloties pareizo kanalu, pieslegties vina “IP adresei”,
tatu neraizejies — tev nemaz nav jazina vina “IP adrese”,
1stentba tev nemaz nav jazina, kas ta IP adrese tada ir! Ti-
kai virzies pa skalu lidz 1zdzirol vinu e-pastus vai arl, ko
vint runa tata. Nakamajas “Wifio” versijas, bus iespejams
noklausities, par ko runa tavi kaimini. “Wifio” ieraksta
visu informaciju, kas plist tev apkarteja telpa un atskano
to tev par prieku. Nakamas versijas laus klausities art to,
ko tavi draugi lejuplade tados MP3 tiklos ka Napsters,
Limewire un Bittorrent. Vairs nehls nekadas vajadzibas
turet majas Noras Dzonsas izlases albumu — vienkarsi
iekope So albumu, tiklidz to dabd tavi draugi.

“Wifio” notur jus uz viena vilna ar kaiminiem!
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friends are downloading over MP3 networks like Napsters,
Limewire, and Bittorrent. No need to keep up with the Jo-
nes album collection anymore, just copy it as they get it!
Wifio — keeping vou in tune With your neighbors.

O IO

Adam Hyde (New Zealand/The Netherlands) is an artist with an international practice who works with software, online audio and
video, sound art, new technologies and more traditional forms of broadcast. He has also gained extensive management experience,
having managed two radio stations and established the first community television station in New Zealand, Static TV. Hyde has also
worked at management level internationally in the IT sector, and has an established reputation as a free software programmer. He
is co-founder of the Open Source Streaming Alliance <http://www.streamingalliance.org/ >. In late 2002 Hyde also Started his own
consultancy — The Streaming Suitcase — spectalising in online audio and video training and system design for cultural institutions.
Hyde has recently become a writer for the Open Source magazine Free Software Magazine <http://www.freesoftwaremagazine.com>,
and now predominantly works as a freelance software developer, producer and artist, and has gained an international reputation for
his work in these areas.

Aleksandar Erkalovic (Croatia), software developer and resident at miZlah. He is the main developer of collaborative web applica-
tion tamtam. Together with developing software, Aleksandar arganizes creative and educative workshops directed to young people,
experts and amateurs, who are eager to find more about possibilities of tamtam and the idea of open source software in general. He
has organized workshops at Tactical Media Camp in Vis An Ddubrovnik, in Zagreb, at Next Five Minutes in Amsterdam, etc.

Tamtam pages: <http://tamtam.mi2.hr/tamtamdev>. Multimedia institute: <http://tamtam.miZ.hr/about>.

Lotte Meijer (The Netherlands) is a new and no media artist / designer / teacher working in Amsterdam. Meijer often works with
projects utilizing non-new media artifacts which are highly informed by new media thoughts and theories. Meijer enjoys including
a theoretical context informed by physical objects and relationships people have with them. These theories center around the in-
fluence of new media and technologies on both people and institutions. Through her work Metjer investigates the influence of the use
of technologies on the expectations and behavior of people and how this is not limited to Situations in which technologies are used.
Metjer received a Masters degree in Art & Tech from the Artschool of Utrecht, and one in Mediastudies/New Media at the University
of Amsterdam. Her thesis tas an examination of the relationship between New Media and Museums.

Adams Haide (Jaunzelande/Niderlande), ir makslinieks ar starptautisku pieredzi. Vins strada ar programmatiram, tieSsaistes audio
un video, skanas makslu, jaunajam tehnologijam un art tradicionalakam raidiSanas formam. Vadot radiostaciju “Contact89FM™ un
“95hFM” izpilddirektora amatu, iequvis arl labu pieredzi menedZzmenta jomad. Haide nodibindjis un vadijis art Jaunzelandes
pirmo vietejas televizijas staciju Static TV. Haide ir straddjis parvaldibas joma starptautiska limeni informadciju tehnologiju
sektord. Haide ir labi pazistams ka briva programmatiru programmetajs. Viens no Open Source Streaming Alliance <http://
www.streamingalliance.org/ > dibinatajiem. 2002. gada heigas Haide izveidoja savu konsultativo pakalpojumu kompaniju “The
Streaming Suitcase”, kas specializéjusies kultdras institdciju tieSsaistes audio un video apmdciba un sistemu dizaind. Pedeja
laika Hatde sacis veidot publikdcijas atvertda koda Zurnala “Free Software Magazine” <http://wwuw.freesoftwaremagazine.com/ >,
Sobrid strada galvenokart ka pasnodarhinats programmatiru izstradatajs, producents un makslinieks, un vina veikums Sajas jomas
irizpelnijies starptautisku atzinibu.

Aleksandars Erkaloviés (Horvatija) ir programmatiru izstradatajs un mi2lab lidzstradnieks. Galvenais sadarbibas tikla lietojum-
programmatdras tamtam izstradatdjs. Lidztekus programmatiru izstradei Erkalovics arganize inovativas un izglitojoSas radosas
darbnicas, kas paredzetas jaunieSiem, spectidalistiem un interesentiem, kas velas uzzindt vairak par tamtam iespéjam un atverta kada
programmatdru kopumd. Organizejis radoSas darbnicas Taktisko mediju nometné “Vis An Dubrounik™ Zagrebd, “Next Five Minutes”
Amsterdama un citur. Tamtam lapas: <http://tamtam.mi2.hr/tamtamdev>. Multimediju institts: <http://tamtam.mi2.hr/about>.
Lote Meijere (Niderlande) ir jauno mediju maksliniece, dizainere, pasniedzeja, strada Amsterdama. Meijere biezi strada pie pro-
jektiem, izmantojot tradiciondalo mediju artefaktus, ko lield merd ietekmejusas jauno mediju idejas un teorijas. Savos darbos vina
médz ieklaut teoretisku kantekstu, kas saistits ar fiziskiem objektiem un attiectham, kadas cilvekiem veidojusas ar Siem ohjektiem.
So teoriju centrd ir jauno mediju un tehnologiju ietekme uz cilvekiem un institicijam. Savos darbos Meijere péta tehnologiju
lietojuma ietekmi uz cilveku gatdam un vinu uzvedibu, tapat art to, ka St ietekme netiek reduceta tikai uz situacijam, kad Sis
tehnologijas tiek lietotas. Metjere teguvust divus madistra gradus — maksla un tehnolodijas Utrehtas Makslas skold, ka art mediju
studijas un jaunajos medijos Amsterdamas universitate. Magistra darba téma hija jauno mediju un muzeju attiecibu izpete.
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Luke Jerram

THE EDISON PROJECT
EDISONA PROJEKTS

T've been making gifts for people for as long as I can re-
member. Its only recently I've recognised that this is part
of my artistic practice.

My question was, how could I create an engagement ring
with information on it? My answer came from a photo-
graph Isaw of a proud looking Thomas Edison, sitting next
to his phonograph in 1877.

Sneaking out of the house at strange times of night I
worked with the record manufacturer in his basement.
Spinning a wax ring beneath a diamond stylus we cut a
message 20 seconds long into its surface. We cast the ring
into silver and plaved it hack by spinning it under a sty-
lus. There was nothing.

We tried to cut directly into a silver ring and still noth-
ing. As a last ditch attempt we cranked up the weight
forcing the diamond into the silver, using 1001bs of pres-
sure per sguare inch to make our mark. Finally as the ring
turned beneath the stylus a thin trail of silver anti-sound
poured out of the rings surface.

The 20 second recording was my proposal to my partner,
Shelina. 3 months later I presented the ring to her in a
hot air balloon over Bristol. I'd built a miniature record
player to play back the ring. Thankfully she accepted my
reguest.

It turns out Shelina knew all along I was going to propose
as many months back, to gauge the size of her ring finger,
I had unusually, massaged her hand in the bath.

Word got out through a friend about our engagement and
the story made the local, the national, then international
news. Its featured on many feminist websites and in “Jane’
magazine in the US. Editors of Jane wanted to take their
own photos of the ring and said it would he safe as they’d
courter 1t over With an armed guard?! I said the ring was
glued to Shelina’s finger.
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Cik vien spBju sevi atcergties, allaz esmu gatavojis
cilvekiem davanas. Tikal pavisam nesen atskartu, ka ta
ir dala no manas makslinieka darbibas.

Mant urdlja jautajums — kada velda es varétu izgatavot
saderingsanas gredzenu ar taja iestradatu informaciju?
Athilotl sniedza fotografija, kura bija redzams Tomass
Edisons 1877. gada lepni sezam pie vina izveidota
fonografa.

Nelerastas vakara stundas, slepus aizlavijies no majam,
es stradaju kopa ar ierakstu razotaju vina majas pagraba.
Zem dimanta adatas atrl griezot vaska gredzenu, mes
uz St gredzena virsmas ierakstijam 20 sekunzu garu
vestyjumu. Atlejam gredzenu sudraba un atskanojam to,
atri griezot zem adatas. Nekas nebija dzirdams.

Pameginajam vestljumu lestradat tieSi sudraba gredzena,
bet joprojam bez panakumiem. Misu pedeja certha bija
Sada: lai veiktu lerakstu, dimantu iespiedam sudraba, uz-
liekot slogu — 100 marcinas uz kvadratcollu. Rezultats,
gredzenam zem adatas atri griezoties, no gredzena vir-
smas izpluda smalka sudraba antiskana.

Sis 20 sekunzu garais ieraksts bija bildinajums manai
draudzenei Selinai. Pec trim menesiem gaisa halona virs
Bristoles es vinal So gredzenu pasniedzu. Latl gredzenu
atskanotu, esmu uzhivejis miniatdru atskanotdju. Selina
manu bildindjumu ar prieku pienema.

Izradas, Seltna visu laiku bija zinajusi, ka es gatavojos
vinu bildinat, jo pirms vairakiem meneSiem, veledamies
notetkt vinas zeltneSa izmeru, es biju neierasti brauctjis
vinas roku vannoSanas laika.

Pateicoties kadam mosu draugam, Sal zinal “pileauga
kajas” — ta kluva par vieteju, tad visas valsts un,
visheidzot, par starptautisku zinu. Sis stasts ieklauts
daudzas feministu tikla vietnes, bet ASV zurnala “Jane”
redaktori gribeja paSi nofotografet gredzenu un bilda,
ka gredzens httu droStha, jo vini to nogadatu ar brunotu
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apsardzi! €s teicu, ka gredzens ir pieliméts Selinas One year on and we're still not married although our first

pirkstam. haby’s due on the 29th June. I've hegun drawing up plans
to make wedding rings that will project images using the

Pagajis viens gads, bet mes joprojam neesam precejusies, light from a candle.

lail gan 29. junija piedzima misu pirmails herns. Esmu

sacis gatavot skices laultbas gredzeniem, kas svetu

gaisma projices attelus.

Miniature record player for the ring Talking Ring, 2005
Miniatrs gredzena atskanotajs Runajoss gredzens, 2005

Luke Jerram (UK). Luke Jerram’s sculptural practice has been described as a poetic fusion of science, perception and memary. He has
created a number of extraordinary art projects which excite and inspire people around him. “The Sky Orchestra” is a major new work
heginning its international tour. The project aims to deliver a sculptural experience to the space on the edge of sleep by playing
especially composed music from 7 hot air halloons which fly over a city at dawn. As a part of the research for this project Luke is
huilding and testing a Dream Director with Psychologists from University of West of England which they hope will have both clinical
and artistic applications. Luke also makes artwork on a very different scale such as the talking engagement ring he made for his girl-
friend in 2005. Luke is currently the AHRC Arts and Science research fellow at the University of West of England. More information
can be found at http://www.lukejerram.com

Luks DZerams (Lielbritanija). Luka DZerama skulpturdlie darbi ir raksturoti ka zinatnes, uztveres un atminas poétisks sakausejums.
Makslinieks ir izveidojis vairakus unikalus makslas projektus, kas cilvekus parsteidz un iedvesmo. Nozimigakais no jaunajiem
darbiem ir “The Sky Orchestra”, kas patlahan iegajis starptautiska aprité. Projekta merkis — ienest skulpturdlu pieredzi telpd, kas
robezojas ar miega stavokli, un tas notiek, no septiniem gaisa haloniem, kas ritausma lido par pilsetu, atskanojot 1pasi sacerétu
miziku, ST projekta ietvaros DZerams ir izveidojis un kopd ar Rietumanglijas universitates psihologiem izmédina ipasu ierici —
“Dream Directar”, kam vint cer rast gan klinisku, gan maksliniecisku lietojumu. Dzerams veido loti dazadus makslas darbus,
pieméram, 2005. gadda vins savai draudzenei izqatavoja rundjosu saderinaSands gredzenu. Sobrid DZerams ir pétnieciska darba
stipendiats Rietumanglijas universitate. Stkaku informaciju sk.: http://www.lukejerram.com
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Voldemars Johansons

SUM
SUMMA

Sine function is described as harmonic vibration around
a centre value: a mirror-symmetric oscillation. It 1s the
most common Wave shape, and 1s often encountered in
nature, including ocean waves, sound waves, wind, and
light waves. The sinestorm installation explores the
interactions that arise from adding together a large
number of stnusoidal sound waves: they create harmontes,
beatings, and countless interference patterns forming an
intense pulsating soundscape, combining hboth natural
and technological gualities. The 1installation creates
a sine dominant world, where one can experience heing
inside a field of “artificial” sound, based on mathematical
knowledge and that of natural sciences. The physical
installation 1is realised as an 1isolated sound room,
equipped with eight speakers and a video projection
displaying the three-dimensional control structures on
the cetling of the room.

Sinusa funkeiju demonstré harmoniskas vibracijas ap
centra vertthu — simetriskas svarstibas spogulattela. Ta
irdaba vishiezak sastopama vilnu — tostarp okeana vilnu,
skanas vilnu, veju un gaismas vilnu — forma. Instalacija
sinusa vetras tiek petitas savstarpgja iedarbiba, ko rada
liela skaita sinosuidalu skanu vilnu apvienojums — tie
veido harmonijas, ritmu un neskaitamus parklajumus,
radot intensivu pulsejosu skanu ainavu, komhbingjot
gan dabiskas, gan tehnologiskas 1paSthas. Instalacija
rada vidi. kura domine sinusa funkcijas. Taja iespejams
gut iespaidus, atrodoties “maksligas” skanas lauka, kas
pamatojas matematiskajas zinasanas un dabas zinatnes.
Fizisko 1instalaciju veido 1zoleta skanas telpa, kas
aprikota ar astoniem skalruniem un videoprojekciju.
Projekcija uz telpas griestiem attelo trisdimenstiju
vadthas struktlras. Oktafono skalrunu izvietojums
izmanto skanas telpiskoSanas panémienus, lal simuletu
iztelotas telpas 1paSthas un virtudlu skanas avotu
atraSanas vietas.

Voldemars Johansons (Latvia) is an artist who works with audio and data, creating compositions, installations and performances.
His works are connected with acoustics and sound processing, explaoring spatial, physical aspects and interaction within a context
of real and virtual environments and their hybrids. Voldemadrs focuses on the application of synthesis of multidimensional data and
control structures as generative sources in the acoustic and visual sphere. He currently studies electronic music in the Hague, at
the Institute of Sonology.

Voldemars Johansons (Latvija) ir makslinieks, kas strada ar skanu un datiem, veidojot kompozicijas, instaldacijas un performan-
ces. Vina darbi saistiti ar akustiku un skanas apstradi, petot telpiskumu, fizikalitati un mijiedarbibu konteksta ar realajam un
virtualajam videm un to hibridiem. Johansona petniecisko intereSu centra ir multidimensialo datu/kontroles Struktlru sintézes un
moduldcijas lietojums ka generativais avots procesudlai interpretdcijai akustiskaja un vizudlaja sferd, 1pasu uzmanibu pieversot
estetiskajai morfologijai, kas rodas abu So sféru saskaré. Sobrid Hagas Sonolodijas instititd studé elektronisko miziku.
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Aaron Kaplan, Doron Goldfarb

VOLUME RENDERING

OF INTERFERENCE PATTERNS

TRAUCEJUMU DIAGRAMMU

APJOMA ATVEIDOJUMS

Aaron Kaplan and Doron Goldfarb will present volumetric
renderings of wireless LAN mesh routing networks. Elec-
tromagnetic interference patterns wWill be presented as
movies and/or pictures. Usually science uses the notion of
2D pictures to describe Waves. These 2D pictures create a
clear enough image for the scientist only but leaves it to
our imagination on how real 3D waves actually look like.
Using technigues of volumetric rendering (used in compu-
ter tomography) a glimpse of what real 3D waves look like
1s attempted.

The purpose of these pictures wWill also be educational:
the visitor should be presented with an image of how a
3D wave potentially looks and feels, and how it changes/

Arons Kaplans un Dorons Goldfarhs iepazistina ar bezva-
dulokala rezgtikla marSrutésanasapjoma atveidojumiem.
Elektromagnetiskas traucéjumu diagrammas attelotas
filmu un/vat attelu veida. Lal aprakstitu vilnus, parasti
zinatne izmanto divdimensiju attelu. Tie rada pietieka-
mi skaidru priekSstatu tikai zinatniekiem, bet atstaj
musu izteles zina to, ka izskatas realie trisdimensiju
vilnl. Izmantojot apjoma atveidojuma panemienus (tos
lieto datortomografija), tiek meginats ieguit priekSstatu
par to, ka 1zskatas realie trisdimensiju vilnt.

So attelu merkis irarlizglitojoss — izstades apmekl&tajs
tiks 1lepazistinats ar attelu, kas paradis to, ka varetu
1zskatities trisdimensiju vilnts, ka tas tedarbojas uz muisu

bounces and reflects at obstacles etc. sajutam un ka tas mainas/1eka un atstaro Skerslus utt.

Aaron Kaplan (Austria) was born and raised in Vienna. His early career directions looked like he would end up as a hippypunk playing
guitar and reading all German philosophers. Luckily he discovered computers and at the age of 17 he was writing DOS TSR virus
programs. Thus he became a hacker by mind. After studying CS and maths in Vienna he was closely working together with the renowned
media hacking group ubermorgen.com. He created the funkfeuer.at network in Vienna and presently works at the Austrian Academy
of Sciences.

Doron Goldfarb (Austria). Education: School for Fine Art Photography Vienna (Austria). Studies of Computer Sciences at TU Vienna.
Studtes of Acoustics and Visualization at DTU (Lyngby, Denmark). Since 1996 various cooperations with musicians, focus on music
visualization.

Arons Kaplans (Austrija) dzimis un audzis Ving. SprieZot péc sakotngjam interesém, vins bitu varejis k1it par hipijpanku, kas spélé
gitaru un lasa visus vacu filozofus. Par laimi, Arons atkldja datorus un 17 gadu vecumad jau rakstija DOS TSR virusu programmas.
Tadejadt vins kluva par pdrliecinatu hakeri. Pec datorzinatnes un matematikas studijam Viné Kaplans straddja cieSa sadarbiba
ar slaveno mediju hakeru grupu ubermorgen.com. Izveidojis Ving funkfeuer.at tiklu. Sobrid Kaplans stradd Austrijas Zinatnu
akademija.

Dorons Goldfarbs (Austrija) dzimis 1975. gada Haifa (Izraéla). Macijies Vines Makslas fotografijas skold (Austrija), studejis
datorzinatnes Vines Tehniskaja universitate, akustiku un vizualizaciju Dantjas Tehniskajd universitate (Lingbija, Danija). Kops
1996. gada vetdojis vairakus sadarhibas projektus ar mizikiem, pieversot uzmanibu mizikas vizualizacijai.
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In this picture, ten ideal point sources for a general wave collide in 3 dimensional space. Thanks to volumetric visualization we can “see” into the
3 dimensional wave pattern and — like a surgeon looking at the computer tomography picture of his patient — dissect the wave and look at certain values
only and specifically. Thus wWe can gain new insights on wave properties. General electromagnetic waves still Will look a little bit more complicated due
to the two different vectorfields € and H (electro- and magnetic fields). The source code for generating these and similar pictures is open source and can
be downloaded at http://biterror.lo-res.org/

Saja attela desmit idedli punkti, kas ir vilna avots, saskaras trisdimensiju telpa. Pateicoties apjoma vizualizacijai, mes varam “ieldkoties” trisdimensiju
vilna diagramma un — tapat ka kirurgs, aplukojot pacienta datortomografijas attelu, — siki izanalizet vilni un apskatit atseviski tikai kadas konkrétas
vertibas. Tadejadi mes varam gt jaunu izpratni par vilnu 1paStham. Galvenie elektromagnetiskie vilni joprojam izskatisies mazliet sarezgitaki divu
atskirigo vektoru lauku € un H (elektro- un magnétisko lauku) d&l. Sadu un Tdzigu attélu atveido3anas pirmkods ir brivi pieejams, un to var lejupladet
http://biterror.lo-res.org/
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Yunchul Kim cooperation with Tuna Arkun

HELLO, WORLD
ESI SVEICINATA, PASAULE

_AN ANALOG MEMORY

Every given (data) s syntactically encoded and reguires a
body, which may function as medium, or as storage memo-
rv. The body may be long-lasting or short-lived.

_A HOMEQSTATIC MACHINE

In this piece, the body consists of acoustic waves which
are channelled through a system of tukes. Acircular causal
process 1s required in order to transform this short-lived
body into a long-lasting one. This feedback has explosive
and implosive properties; therefore, a self-regulating sys-
tem 1s implemented, preserving the physical equilibrium
through observahle and dynamic behaviour. Only then can
the body be used as storage memory.

_AN ACOUSTIC DELAYLINE

A codified audio signal circulates in a closed (feedback)
system, consisting of a computer, a speaker, 246 meters
of copper tube and a microphone. By using the acoustic
delay of the tube system, it is possikle to store data. The
longer the tube, the greater the time delay, which leads
to greater memory capacity. In 246 meters of tube, the
delay is approximately 0.8 seconds. This corresponds to
approximately 1 Kbit memory capacity.

_ANALOGA ATMINA

Viss dotais (dati) ir sintaktiski kodets, un tam ir
nepiecieSams kads kermenis, kas varétu funkcionet ka
medijs val atminas kratuve. Sis kermenis var bit gan
lgm0za, gan 1smiza.

_HOMEOSTATISKA IERICE

Saja gadljuma kermeni veido akustiskie vilpi, kas
tiek virziti pa caurulu sistemu. Lal So 1smlza kermeni
varétu parveidot par ilgmuza kermenti, ir nepiecieSams
acirkulars celonisks process. Sai atgriezeniskajai saitei
ir gan eksplozivas, gan arl implozivas 1pasibas, tadel
tiek izveidota paSreguléjosa sistéma, kas, pateicoties
noverojamat un dinamiskal uzvedtbal, nodroSina fizisko
ltdzsvaru. Tikal pec tam Sis kerments var tikt izmantots
ka atminas kratuve.

_AKUSTISKA AIZKAVES LINIJA

Slegta (atgriezeniskd) sistema, kas sastav no datora,
skalruna, 246 metrus garas vara caurules un mikro-
fona, cirkule kodets audio signals. Izmantojot caurulu
sistemas akustisko aizkavi, ir tespgjams uzglabat datus.
Jo gardka ir caurule, jo 1lgaks aizkaves laiks un 1idz ar
to — lielaks atminas apjoms. 246 metrus gara caurule
aizkave ir aptuveni 0,8 sekundes. Sads atminas apjoms
athilst aptuveni 1 kilobitam.

Yunchul Kim (Korea/Germany) born in Seoul, Korea. Studied music composition in Seoul and Media art at KHM (Kunsthochschule fir
Medien K&ln). Now he is a guest teacher at Merz Akademy in Stuttgart, Germany.

Junéuls Kims (Koreja/Vacija). Studgjis kompoziciju Seuld un mediju makslu Kelnes Mediju makslas augstskold (KHM). Sobrid ir

vieslektors Merca Akadémija (Stutgarte, Vacija).
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Installation (Analog Memory) “Hello, world!”,

cooper pipe, multiplex, plexiglas, sound driver, microphone, Linux computer, 2004-2005.
Foto: Le Fresnoy, France, 2005

Instalacija (analoga atmina) “Esi sveicinata, pasaule!”,

Fotograféts: Le Fresnoy, Francija, 2005
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Jacob Kirkegaard

AION

This work aims to unfold four abandoned spaces inside the
Zone of Exclusion in Chernobyl, Ukraine. It deals with a
sonic and visual experience of time, absence, and change —
in an area haunted hy an invisthle and inaudible danger,
amidst the slowly decaying remains of human civiliza-
tion.

SILENCE, unfolding in space

The sound of each room was evoked by an elaborate meth-
od: in each room, Kirkegaard made a recording 10 minutes
and then plaved the recording hack into the room, record-
ing it again. This process wWas repeated up to ten times. As
the lavers got denser, each room slowly began to unfold a
drone with various overtones.

From a technical point of view, Kirkegaard's “sonic time
lavering” refers back to Alvin Lucier’s work “IT am sitting
in a room” (1970). Lucier recorded his voice in a space
and repeatedly plaved this recording back into that same
space. In Kirkegaard's work, however, no voice is heing
projected into the rooms: during the recordings he left
the four spaces to wait for whatever might evolve from
the silence.

For the visual representation, two of the four rooms em-
ploy a recording technigue parallel to the sonic layering.
A video camera was placed on one particular spot in the
space and 1t recorded non-stop from there. This recording
was then projected and recorded With another camera time
and time again. In this process, some of the rooms turned
darker, others turned brighter fi they reveal themselves on
the screen, they dissolve into white light or they disap-
pear into darkness. For the two other rooms video feed-
back was used to under- and overexpose the image.

This work was created by Jacob Kirkegaard.

ALl sound and video was recorded in Chernobyl in October 2005.
My warmest thanks to: Sarah Kirkegaard, Rimma Kiselitsa (in
memariam), Katra, “Verein der Freunde der Kunsthochschule fuer
Medien Koeln” and The Academy of Media Arts in Cologne.
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St darba mérkis ir sniegt ieskatu Setras pamestas telpas
Cernobilas (Ukraina) slégtaja zona. Darbd iztirzata
latka, cilveku prombltnes un parmainu skaniska un
vizuala pieredze teritorija, kuru starp léni gristoSam
civilizacijas paliekam apsedusas neredzamas un nedzir-
damas briesmas.

KLUSUMS, ieskats telpa

Skanas Sajas telpas tika iegOtas ar sarezgitas metodes
paltdztbu — katra telpa Kirkegords veica 10 minsu garu
lerakstu, pec tam to Saja istaba atskanoja un tad So ie-
rakstu ierakstija velreiz. S1 proceddra tika atkartota
desmit retzu. Slaniem klustot blivakiem, katra telpa
palenam saka atklat dikonu, kura vargja izSkirt vairakus
virstonus.

Tehniska zina Kirkegorda “skaniskaja laika slanojuma”
var saskatit atsauci uz Elvina Lisjera darbu “€s sezu
istaba” (1970). Vins ierakstlja savu balsi telpa un taja
paSa telpa to atkartoti atskanoja. Tomer Kirkegora
darba istabas neatskan neviena balss — terakstu laika
vins atstaja Sis telpas un nogatdija, lai klusums un taja
notiekoSais varetu tikt fiksets visa pilniha.

Vizualal reprezentacijai divas telpas paralell skanu
slanoSanatl tika izmantota ierakstiSanas tehnika. Viena
noteikta telpas vieta tika novietota videokamera, un no
S1s vietas ta bez partraukuma veica ierakstu. Pec tam
Sis leraksts tika projicets un ar citu kameru ierakstits
atkal un atkal. STs procediras gaita dazas telpas kluva
tumsakas, dazas — spilgtakas, tas izrada sevi uz ekrana,
gaisma saplist ar halto val pazOd tumsa. Divas parejas
telpas video atgriezeniska saite tika izmantota, lai
iegOtu lielaku vai mazaku attela ekspoziciju.

Darbu veidojis Jakobs Kirkegords.

Vist skanu un video ieraksti veikti Cernobila 2005. gada oktohri.
Liels paldies Sarai Kirkegordai, Rimmai Kiselicai (in memoriam),
“Kotra”, “Verein der Freunde der Kunsthochschule fuer Medien
Koeln” un Kelnes Mediju makslas augstskolat.

IZSTADE

Jakoba Kirkegorda kontakti: solvind@myinternet.ok Contact Jacok Kirkegaard — solvind@myinternet.dk
Apmekl1gjiet majaslapas: Or visit his websites:

http://fonik.dk un http://secretsounds.ok http://fonik.dk & http://secretsounds.ok

Sikaku informaciju par AION sk.: For more info ahout AION please see:
http://secretsounds.dk/nada http://secretsounds.ok/nada

Swimming Pool, Pripyat, Chernobyl, Ukraine October 2005. Photo: Jacoh Kirkegaard
Peldbaseins, Pripete, Cernobila, Ukraina, 2005. gada oktobris. Foto: Jakobs Kirkegords

Jacob Kirkegaard (Denmark/Germany). Born in Denmark in 1975. Lives in Germany. Investigates sonic membranes and discrete
interference occurring in different environments. Graduated from the Academy of Media Arts in Cologne Germany, Kirkegaard has
lectured on archaeological and spatial aspects of sound at the Academy of Architecture in Copenhagen. His works include live
performances, film music, installations and compositions — “Soaked”, a collaboration with Philip Jeck (Touch, 2002), “01.02"
(Bottrop-boy) and “Eldfjall” (Touch, 2005). In his latest work for Touch, “4 Rooms™ (2006), Kirkegaard explores the sonic legacy
of Chernobyl. Jacob Kirkegaard has been presented at The Museum of Contemparary Art in Denmark, KIASMA art museum in Finland,
Kdlnischer Kunstverein, Gallery Rachel Haferkamp and at the Transmediale in Germany. He 1s also a member of freq_out.

Jakobs Kirkegords (Danija/Vacija). Dzimis Dantija 1975, bet dzivo Vacija. Péta skanu memhranas un atseviSkus traucejumus,
kas sastopami dazadas vides. Péc Kelnes Mediju makslas augstskalas (Vacija) pabeigSanas Kirkegords Kopenhdagenas Arhitektiras
akademija lasija lekcijas par skanas arheolodiskajiem un telpiskajiem aspektiem. Vina darbu kopad ir tieSlaika perfarmances, kino
miizika, instaldcijas un kompozicijas, pieméram, “Soaked”, kas tapusi sadarbibd ar Filipu DZeku (Touch, 2002), “01.02" (Bottrop-
hoy) un “Eldfjall” (Touch, 2005). Jaundkajd darbd “4 Rooms” (2006), kas paredz&ts Touch, Kirkegors péta Cernobilas skanu man-
tojumu. Jakaba Kirkegorda darbt tikust izstaditi Danijas Laikmetigas makslas muzejd, Somijas Laikmetigas makslas muzeja “Kias-
ma”, “Kélnischer Kunstverein”, “Gallery Rachel Haferkamp” un “Transmediale” Vacija. Jakobs Kirkegards ir arl freg_out biedrs.
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Anthony McCall

DOUBLING BACK

In"Doubling Back”, two identical travelling waves migrate
very slowly across each other’s paths at a S0-degree angle
to one another. The film is projected not in mid-air but
closely hugging the adjacent wall within an empty “gal-
lery” space. The air is thickened with a mist, which makes
palpahly visihle a giant, three-dimensional, curvilinear
object whose internal chambers very gradually expand,
contract and mutate. The spectator is free to enter and
explore this sculptural form. Halfway through, the piece
reverses direction and the same spatial transformations

Darba “Doubling Back™ divi identiski plistoSt vilni loti
lenam Skerso viens otram celu, atrazdamies 90 gradu
lenkl viens pret otru. Filma tiek demonstréta gaisa,
cleSt 11dzas sienatl tukSa “galertjas” telpd. Galss tiek
sabiezinats ar dumiem, tadejadi klust skatdri saredzams
milzigs trisdimensionals ltkliniju objekts, kura ieksejas
telpas pakapeniski izplesas, nosledzas un parveidojas.
Skatitajs var brivi ieiet un izpetit So skulpturalo for-
mu. Puscela ta maina virzienu, un tas pasSas telpiskas
transformacijas tiek atkartotas apgriezta seciba. Filma

are repeated in reverse order. The film is complete when beidzas bridt, kad forma atgriezas sakumpunkta.
the form arrives back where it began.

Anthony McCall (USA) is well known for his films from the seventies, and in particular his seminal piece “Line Describing a Cone”
from 1973 in which a sculptural form composed of projected light slowly evolves in three-dimensional space. “Doubling Back”,
first shown at the 2004 Whitney Biennial in New York, is ane of a new series of projected, sculptural installations which include
vertically-oriented pieces such as “Breath” and “Between You and I”. Recent solo exhibitions include Centre Pompidou / La Maison
Rouge, Foundation Antoine de Galbert, Paris, France, 2004: “Anthony McCall: Films de Lumiére Solide”. Gagosian Gallery, London,
2004; Galerie Thomas Zander, Cologne, 2006; and Peer Gallery at the Round Chapel, London, 2006. McCall has been the subject
of a recent monagraph written by Branden W. Joseph and published by Steidl, “Anthony McCall: The Solid Light Films and Related
Works”. McCall lives and works in New York.

Entonijs Makkols (ASV) ir pazistams ar septindesmito gadu filmam, bet — jo 1pasi — ar radoSo 197 3. gada darbu “Line Describing
a Cone”, kur trisdimensiju telpd no projicétas gaismas leni veidojas skulpturala forma. Darbs “Doubling Back™ pirmo reizi tika
demonstrets 2004. gada Amerikas makslas hiennale Vitnijas muzeja Nujorkd, ta ir dala no jaunds projiceto skulpturdlo instalactju
serijas, kurd ietilpst tadi vertikali orienteti darbi ka “Breath” un “Between You and I”. Pedejas personalizstades: Pompidi centrd /
La Maison Rouge, Antudna de Galbéra fonds, Parize, Francija, 2004; “Anthony McCall: Films de Lumiére Solide.” Gagosian Gallery,
Londona, 2004; Tomasa Candera galerija, Kelne, 2006 un Peer Gallery, Round Chapel, Londona, 2006. Izdevniectha “Steidl” nesen
publicéjusi Brendena V. Dzozefa monografiju par Makkolu “Anthony McCall: The Solid Light Films and Related Works”. Makkols dzivo
un strada Nujorka.
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“Doubling Back” installation view
“Doubling Back™ instalacijas skats
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Jay Needham

TELL US YOUR SECRETS
PASTASTI MUMS SAVUS NOSLEPUMUS

“Tell us your Secrets” is a hyper-sonic installation and
oral history project that encourages participants to give
voice to thelr secrets. This piece is the continuation of
a series of sound works on listening and power relations.
Reveal a secret by speaking into a microphone. Your voice
Will be amplified and also projected along a focused trajec-
tory into another area of the exhihition space. Only those
who pass by or stand in the narrow path of the sound beam
Will hear your words. Your words Will not be recorded. Tell
me a Secret proposes to demarcate zones for sonofied per-
sonal power by re-taking sonic vectors.

This tnvitation to tell, share and pass secrets offers par-
ticipants a public forum to examine the social sanctity of
secrecy and our culture’s relationship to surveillance and
privacy. In this age of close monitoring, how do people ne-
gotiate speech in public space? A process of discovery and
chance is at work. I am interested in positive ways that
sound waves can unite people as they navigate the social
structures of architectural environments.
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“Pastastl mums savus noslepumus” ir hiperskanu in-
stalacija un mutvardu vestures projekts, kas aicing
daltbniekus pieskirt balsi saviem noslépumiem. Sis darbs
ir turpindjums skanas darbu serijai par klausisanas un
energijas attiectham. Atklaj noslepumu, lerunajot to
mikrafona. Tava balss tiks pastiprinata un art projiceta
pa fokusetu trajektoriju cita izstades telpas vieta.
Tavu teiktu izdzirdes tikai tie, kas staves uz Si Saura
skanas stara cela val dosies tam garam. Tavi vardi ne-
tiks terakstiti. Darbs “Pastasti mums savus noslepumus”
atkartoti uznemot skanas vektorus, piedava izveidot un
norohkezot zonas sonificetal personiskai energijal.

Alcindjums pastastit, dalities un nodot talak savus
noslepumus piedava norises daltbniekiem publisku fo-
rumu, lal vinl varetu papetit noslepumainibas socialo
svetumu un mosu kultiiras attieksmi pret noveroSanu
un privatumu. K& Saja visnotal cieSas noveroSanas
latkmeta cilvekl sarunajas publiskaja telpa? Te verojams
atklajumu un nejaustbas process. Mant interese pozitivie
celi, ka skanas vilnt var vienot cilvekus, tiem virzoties
pa arhitektoniskas vides socialajam struktiram.
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“Tell Us Your Secrets” by Jay Needham, a hyper-sonic sound installation (illustration), 2006
“Paststasti mums savus noslepumus”, hiperskanas instalacijas tlustracija, 2006

Jay Needham (USA). Sonic artist and educator Jay Needham’s research explores the politics of listening and its relationship to
locality. In 2005 his radio documentary “Listening at the Border” was a special presentation at Sonic Interventions in Amsterdam
and was also presented at the Noise Theory Noise #2 at Middlesex University in London. “Blacktop”, his narrative work for radio,
atred and streamed as a part of New Media Scotlandis Resonant Cities program and was released on Deep Wireless ITin 2005 by New
Adventures in Sound Art. Other recent exhibitions include Pixel Ache, and Tesla Berlin. His new video “13 Buildings™ premiered at
the Museum of Voivodnia in Serbia with additional screenings at Videologia, FLUX Festival Finland and at the Sydney Opera House
during DLux Media Arts 2006. Jay haolds an MFA from The School of Art at California Institute of the Arts.

DZejs Nidhems (ASV) Skanu makslinieka un pedagoga Dzeja Nidhema petijumi pieversas klausiSands politikai un tas attiecibam ar
tuvejo apkartni. 2005. gada Nidhema dokumentalajam radiomaterialam “Listening at the Border” bija veltita 1paSa prezentacija
“Sonic Interventions” Amsterdamad un tas tika prezentéts art Noise Theory Noise #2 Midlseksas universitaté Londond. “Blacktop”,
$is radio domdtais narativais darbs, tika parraidits “New Media Scotland’s Resonant Cities” programmas ietvaras, un to ar
nosaukumu “Deep Wireless II” izdevis “New Adventures in Sound Art”. Citas jaundkas 1zstades: “Pixel Ache” un “Tesla” Berline.
Pedejais video darbs “13 Buildings” pirmoreiz tika demonstrets Vojevodinas muzeja Serbija un péc tam izradits FLUX festivala
“Videologia” Somija un Sidnejas Operas nama DLux Media Arts 2006 ietvaros. Dzejs Nidhems iequvis makslas madistra gradu
Kalifornijas Makslas institita Makslas skold.
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Marko Peljhan, Saso Podgorsek

LADOMIR QIKIQTAQ

From 2007 on, the Makrolab mark VII modules will first
start to roam the territories of Nunavut, operated by the
Inuit tactical media workers and hunters. A new systems
architecture for a new era of regained nomadism wWill
start. This time, the tools for moving back on the land wWill
include high speed satellite links, high frequency spread
spectrum radios wWith automatic link enabling and an ar-
rav of sensor networks. A new layer of radiance.

“Ladomir Qikigtag™ is @ work that can be understood on
one hand as a conceptual landscape, encompassing moving
image memories from a Nunavut research trip in April
2006 and on the otheras a “plan for the future”, exposing
the communications and aesthetic tactics of the broader
“Ladomir” project interests, including a live high frequen-
cy connection between Latvia and the northern latitudes.

Medium: 3 channel film, installation, sound system, HF
radio system

Produced by Zavod Projekt Atol

Support by Ministry of Culture, Republic of Slovenia
Thanks to: Zacharias Kunuk, Pauloisie Qulitalik, Paul
Quassa, Stephen Kovats, Katarina Sokup

2007. gada “Makrolah” moduli (mark VII) saks klejot
pa Nunavutas teritorijam, kur uzturas inuitu taktisko
mediju darbinieki un mednieki. Saksies jauna sistemu
arhitektira jaunajai atgita nomadisma érai. Soreiz
riki atpakalkustibail uz Zemi bos liela atruma satelita
sakari, plasa diapazona augstfrekvences radioierices,
kas nodroSina iespeju uzturet sakarus automatiski, un
sensoru tiklu mastvs. Jauns starojuma slanis.

“Ladomir Qikigtaq” ir darbs, ko, no vienas puses, var uz-
tvert ka konceptualu ainavu, kas ietver kustigus atminu
attelus no Nunavutas ekspedicijas 2006. gada aprill. No
otras puses, tasir “nakotnes plans”, kura atsegta plasaku
“Ladomir” projekta intereSu komunikacijas un estetiska
taktika, tostarp augstfrekventu savienojums tieSsaiste
starp Latviju un teritorijam ziemelu platuma grados.

Medijs: triskanalu filma, instalacija, skanas sistema, HF
radiosisteéma, ko veidojis “Zavod Projekt Atol”

Athalsts: Slovenijas Republikas Kultiiras ministrija
Pateicthas: Zahariasam Kunukam, Pauloisie Qulitalik,
Paul Quassa, Stephen Kovats, Katarinal Sokupat

Marko Peljhan (Slovenia). Born 1969, studied theatre and radio directing at the University of Ljubljana. In 1992 he founded Pro-
jekt Atol, in 1995 its technological branch Pact Systems and in 1995 he co-founded Ljudmila — Ljubljana Digital Media Lab. From
1997 on he is coordinating the Makrolah project (1997-2007) and the Insular Technologies initiative. From 1999 on he served
as the flight director of seven art/science related parabolic flights with the Yuri Gagarin Cosmonaut Training Center in Zvyozdny
Gorodok. In 2000 he received the special Medienkunst prize at the ZKM and in 2001 the Golden Nica Prix Ars Electronica together
with Carsten Nicolat for their work Polar. In 2004 Makrolab was awarded the second prize of the Unesco Digital Media Art Award. His
work has heen presented at major international exhibitions and institutions, such as Documenta, Venice biennale, Gwangju Biennale,
PS1 MOMA, Manifesta, NTT ICC and others. He is currently Associate Professor of interdisciplinary studies at the University of
California Santa Barbara, the director of Projekt Atol and co-director of the Interpolar Transnational Art Science Constellation.
http://makrolab.ljudmila.org/

Sa$o Podgorsek (Slovenia). Born in 1964 in Brezice, graduated from the Academy of Theatre, Radio, Film and Television in Ljubl-
jana. He has since completed two feature length films, three world renowned dance films, numerous documentaries and countless
commercials. His films recetved numerous awards at European and world film festivals. He is a collaborator of Arxel Tribe production
house (computer animation), Iztok Kovac and his group En-knap, as well as of Mute Records, Ajax Studio and ZRC SAZU among others.
His latest two movies, a documentary of the Lathach group tour of the United States in 2004, “Divided States of America” and his
latest film with Iztok Kavac have both received great critical acclaim and several prizes. He has been collaborating with Marko Pelj-
han since 2000, working on the Makrolab image spot and co-authoring the Venice Biennale multi channel installation.
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IZSTADE

Marko Pelhans (Slovénija). Dzimis1969. gada. Studejis tedtra un radio uzvedumu reziju Lublanas untversitate. 1992. gada
nodibinajis “Projekt Atol”, 1995. gada - ta tehnologdisko atzaru “Pact Systems”, bet 1995. gada bija viens no Lublanas Digitalo
mediju laboratorijas “Ljudmila” dibindtajiem. Kops 1997. gada koordine projektu “Makrolah” (1997-2007) un iniciativu “Insular
Technologies™. No 1999. gada hija lidojumu direktors septinos ar makslu un zindtni saistitos paraholiskos lidojumos, kas notika
kopa ar Jurija Gagarina Kosmonautu sagatavoSanas centru “Zvjozdnij goradok™ 2000. gada sanemis 1paso ZKM Medienkunst
halvu, bet 2001. gada kopa ar Karstenu Nikalat par darbu “Polar” festivala “Ars Electranica” sanema balvu “Zelta Nike”. 2004.
gada “Makrolab™ sanema UNESCO Digital Media Art Award godalgu. Pelhana darbi tikuSi izstaditi lieldkajdas starptautiskajas
izstddes un institicijas: Documenta, Venécijas bienndlé, Guangju bienndle, PS1 MOMA, Manifesta, NTT ICC w.c. Sobrid Pelhans
ir starpdisciplindro studiju asocietais profesors Kalifornijas universitdate Santa Barbard, “Projekt Atol” vaditdjs un viens no
“Interpolar Transnational Art Science Constellation” vaditajiem.

SaSo PodgorSeks (Slovenija) dzimis Brezice (196 4), heidzis Teatra, radio, kino un televizijas akademiju Lubland. Lidz Sim uznémis
divas makslas filmas, tris pasaule slavenas deju filmas, vairdkas dokumentalas filmas un neskaitamas reklamas. Podgorseka filmas
vairakkart iequvusas balvas Eiropas un pasaules kino festivales. PodgorSeks sadarbojas ar daudzam radoSam grupam, tostarp
ar filmu studiju “Arxel Tribe” (datoranimdcija), Iztoku Kovacu un vipa grupu “En-knap”, ka ari ar “Mute Records”, “Ajax Studio”,
ZRC SAZU u.c. Divas jaundkas filmas — “Divided States of America” (dokumentdla filma par grupas “Laibach” turneju Amerikas
Savienotajas Valstis 2004. gada) un pedejo filmu, kas veidota kopd ar Iztoku Kovacu, — atzinigi novertejusi kritiki, un tas
sanemusas vairakas balvas. Kops 2000. gada sadarhojas ar Marko Pelhanu, apstrada “Makrolab” attelus; ir bijis viens no autoriem
Venéctjas hienndles daudzkandlu instalacijat.
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