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when i was little i would cuddle my radio

and take it to bed

it told me stories and sang me to sleep

i listened to the news and the pop tunes

and saw with my ears

and was brainwashed by a most effective propaganda tool

and then came the Net

and i learned how to be my own propagandist  

kad biju maza es varéju apskaut savu radio
un  pañemt  to  l î d z i  gu l tå
tas ståstîja man pasakas un dziedåja  ßüp¬dziesmas
es klausîjos z iñas un popmüziku
un  redzéju  v isu  savåm ac îm
un manas smadzenes tika skalotas ar visspécîgåko propagandas lîdzekli
u n  t a d  n å c a  T î k l s
un es uzzinåju kå paßai k¬üt par propagandisti 

RACHEL BAKER
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XCHANGE@re-lab.net
(X)
(XCHANGE) MAILINGLIST - information & communication channel

for:

(!) announcements
about new audio/radio links & live-streams,
live-broadcasting time-tables, net.audio projects, events, etc.

(>) discussions
about radio development in the internet

real-time broadcasting & audio archiving in the net

(<) publishing
the texts:
about net.audio/radio and not only, - poetry, short abstracts,
songs, pictures, proposals, suggestions, etc. are very welcome!

(X) collaboration
with other co-mailinglists:
weekly-monthly editions (info about new audio & radio links
(URLs + brief descriptions), events, texts) will be X-posted to
other mailinglists and on the Xchange web-site:

net.audio (Xchange) network
A C O U S T I C . S P A C E
<http://xchange.re-lab.net>

(x) for alternative non-commercial internet broadcasters and
individual audio content providers
(x) on exchange and linking-up of audio content within the net.space
(x) on development towards a net.audio network community

to subscribe Xchange mailing list please send a message to: majordomo@re-lab.net
(no subject) 
with the message body: subscribe xchange

 |   |   |   |   |   |   |   |   |   |   |   |   |   |
(a) (c) (o) (u) (s) (t) (i) (c) ( ) (s) (p) (a) (c) (e)
 |   |   |   |   |   |   |   |   |   |   |   |   |   |
xchange search/webarchive: http://xchange.re-lab.net/a/
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Date: Wed, 10 Dec 1997 20:54:22 +0200
From: Rasa Smite <rasa@parks.lv>
     
Subject:  

(Xchange) start!>discus.txt>

Some topics I would like to start the discussion about   
the development of the 'radio' on the net and the 
interface for alternative net.broadcasters network:

(L) live broadcasting 
/ different ways to use live-streams - regular & non-
regular broadcasting / live transmissions from FM 
radios to the net and opposite / special projects and 
events using real-time audio technology / 

(A) net.radio audience

(AA) audio archive 
/ how important are the recordings of live sessions? / 
how to make audio archives more accessible 

(I) the interface 
- for alternative net.broadcasters network - develop-
ing towards the net.audio network community / 
research on different live-streaming possibilities / 
new software

(  )  (  )  (  )  (  )  (  )  (  )  (  )  (  )  (  )  (  )  (  )  (  )  (  )  (  )

live broadcasting -
(L)
There is really different experience in experimenting 
with live broadcast on the net:

- everyday broadcasting Internet 'radios', which
often are closer to traditional concept of radio (many 
of them also have 'real' radio background, e.g. B92)
- web- or net- 'radios', which have regular (e.g. once 
a week) programs only in the net (like ParaRadio, 
OZOne)
- mixed on-air + on-line radio experiments, regular 
and non-regular (e.g. Convex_tv, Kunstradio, ..)
- live transmissions from special events (festivals, 
projects, clubs, etc.) 
- and most extreme - live-immediate-broadcasting 
and pure-experiments (like - 'we have a good
party/lecture/discussion tonight or right now and we 
would like to broadcast it', etc.)

the question second is about the audience - 
(A)
rather 'narrow' audience is specific for live broad-
casting in internet (if compared to on-air radios/ can 
we call it 'broad-cast' then../ - but - should we com-
pare?..)  What is the audience we are broadcasting 
to? For instance, ParaRadio is more oriented to local - 
Hungarian people. Interface with their everyday live 
music broadcasting has probably wider audience.
But in most part of the cases the circle of interested 
people is not so wide, and one question becomes 
particularly important - how to provide them /us-our-
selves with the better information exchange?

Sometimes 'net.radio' web-sites has quite complicat-
ed interface, and one can hardly find this 'live link'...
But - if radio Web-pages mostly are more or less the 
same, only updated with new textual or visual infor-
mation, - the most important part, of course, is 'audio', 

which itself is the main content of live broadcasts 
(plus - chats, live images, ..).

And that's why, a suggestion could be, that live links
(*.ram or *.ra) shouldn't be hidden, but opposite - live 

stream http:// or pnm:// addresses should  be popularised 
separately too - in the same way as http:// 

web-addresses.

(A)
next topic could be the advantages of 'radio on the 

net' - audio archives
How important are recorded sessions of live-shows? 

Some radios do serious archiving of live sessions 
(like ParaRadio weekly shows, Workspace radio) - 
some of us has experienced that sometimes there 
has been more listeners of recorded 'last session" 

then during the 'real' live broadcast...
But many others don't pay attention to archiving (too 

boring?), doubts sometimes  appear in-between the 
necessity of archiving and view-point 'that live-shows 

are more exiting then recordings'.

Also there is a question - how to make audio 
archives more accessible for listeners (meaning - 

easy to use/contribute). Like comprehensive Radio 
Internationale Stadt archive is really great project 
where the content is created by contributors. Also 

other net.radios has good archives with Djs, experi-
mental music, lectures, etc. 

Though there should be new and good technical
solutions for usage of those archives. (Like - robot for 

creating play-list, for instance ?). Some people also 
are working on ideas and research for new other live-

streaming software /I guess, people in Graz?…/.

(I)
Conclusion of this introduction text -

the interface for alternative net.broadcasters network 
is what we should develop.

(Xchange) mailinglist is supposed to be as an infor-
mation and communication channel for net.broad-

casters - for exchanging the information and ideas as 
well as practical knowledge.

Xchange project Acoustic.Space:
<http://xchange.re-lab.net> is an attempt to concentrate 

the information about alternative net.broadcasters. 

But there should be developed much more compre-
hensive interface - for building the net.audio network 

community.
And yours/ours experience and ideas could be used 

as a background for it.
 

Looking forward to hear your ideas, opinions, suggestions,

RASA SMITE

 |   |   |   |   |   |   |   |   |   |   |   |   |   |
(a) (c) (o) (u) (s) (t) (i) (c) ( ) (s) (p) (a) (c) (e)
 |   |   |   |   |   |   |   |   |   |   |   |   |   |
information&communication channel | for net.broadcasters
http://xchange.re-lab.net  (Xchange)  net.audio network
xchange search/webarchive: http://xchange.re-lab.net/a/

SÅKAM  DISKUSIJU / JEB DAÛAS PÅRDOMAS -

P A R  I N T E R N E T  R A D I O ,
A U D I O  T È K L I E M  U N
T I E Í R A I D I  I N T E R N E T Å

PïdïjÇ gada laikÇ strauji att¥st¥ju‰Çs interneta 
‘tie‰raides’ audio  tehnoloÆijas (kÇ piem. ‘real audio’)  
ir veicinÇju‰as radio att¥st¥bu internetÇ, tai pat laikÇ 
visai radikÇli izmainot ‰¥ medija (radio) tradicionÇlo 
koncepciju, bagÇt¥gi piedÇvÇjot visdaÏÇdÇkos 
att¥st¥bas virzienus - gan vizualizÇcijas, gan 
interaktivitÇtes jomÇ.

±ss pÇrskats par daÏÇm tïmÇm ar ko gribïtu sÇkt ‰o 
diskusiju par radio att¥st¥bas iespïjÇm internetÇ un 
alternat¥vo interneta ‘raid¥tÇju’ t¥kla sabiedr¥bas izveidi:

(live)
internet tie‰raide piedÇvÇ daudzus un daÏÇdus 
variantus kÇ izmantot ‘real audio’ tehnoloÆiju: 
• ikdienas radio raid¥jumi internetÇ, kas ir vistuvÇk 
tradicionÇlajai radio koncepcijai (daudzos gad¥jumos 
raid¥tÇjiem ir iepriek‰ïja “¥stÇ” radio raid¥‰anas 
pieredze, piemïram, FM radiostacija B92 BelgradÇ, 
Londonas pirÇtiskais radio Interface)
• web.radio vai net.radio, kas raida tikai internetÇ 
(piemïram, ParaRadio (Budape‰ta), OZOne (R¥ga);
• jaukti interneta un FM radio eksperimenti 
(piemïram, Convex_tv no Berl¥nes, Kunstradio V¥nï, 
Radio Student no πub∫anas).
• tie‰Çs pÇrraides no pasÇkumiem: festivÇliem, konfe-
rencïm, klubiem 
• un radikÇlÇkÇ forma - daÏÇdi tie‰raides eksperimen-
ti internetÇ (kÇ piem.  ‘mums ‰odien/‰obr¥d notiek 
interesants pasÇkums/koncerts/lekcija/diskusija, ko 
mïs vïlamies raid¥t).

(arh¥vs) 
_audio arh¥vs - viena no interneta radio privilïÆijÇm, 
_cik svar¥gi ir tie‰Çs pÇrraides ieraksti un to 
saglabÇ‰ana

DaÏas raidstacijas veido nopietnus savu tie‰o 
pÇrraiÏu ierakstu arh¥vus  (piemïram, ParaRadio 
iknedï∫as pÇrraides, Workspace radio (kas darbojÇs 
Hybrid Workspace projekta ietvaros, DocumentaX, 
Kaselï) 1997.gada vasaras arh¥vs) - bieÏi ‰iem 
rad¥jumu ierakstiem ir vairÇk klaus¥tÇji nekÇ tie‰Çs 
pÇrraides laikÇ. SavukÇrt citi nepievïr‰ ¥pa‰u 
uzman¥bu ‰Çda arh¥va veido‰anai, uzskatot, ka dz¥vÇ 
pÇrraide ir interesantÇka nekÇ ieraksts. 
PastÇv vïl viens jautÇjums - kÇ padar¥t audio arh¥vus 
labÇk pieejamus (vieglÇk izmantojamus/izveidojamus). 
Piemïram, Radio Internationale Stadt ir bagÇt¥gs 
arh¥vs, kas visu laiku ir att¥st¥bas procesÇ un veidojas 
no citu radio un individuÇli iest¥tajiem audio 
materiÇliem. Ar¥ citiem internet radio ir interesanti 
eksperimentÇlÇs mzikas, DJ uzstÇ‰anÇs, lekciju un 
citas audio informÇcijas arh¥vi. TÇpïc btu 
nepiecie‰ams jauns un labs tehnoloÆisks risinÇjums 
‰o arh¥vu ïrtai lieto‰anai.

(auditorija) 
Interneta radio raid¥jumu auditorija pa‰laik ir visai 

‰aura un specifiska (sal¥dzinot ar parasto radio  - bet 
vai mums jÇsal¥dzina?). Tai pat laikÇ ‰ie raid¥jumi ir 

pieejami jebkurÇ pasaules vietÇ.  
TÇtad - kÇdai auditorijai mïs raidÇm? Piemïram, 

Pararadio (Budape‰ta) orientïjas uz vietïjo, ungÇru 
auditoriju. Interface radio (Londona) ar msdien¥gas 

mzikas raid¥‰anu, domÇjams, aptver pla‰Çku auditoriju. 
SavukÇrt eksperimentÇliem raid¥jumiem ieinteresïto 
klaus¥tÇju loks nav pÇrÇk pla‰s, un viens jautÇjums ir 
¥pa‰i aktuÇls - kÇ nodro‰inÇt vi¿iem / mums labÇkas 

iespïjas informÇcijas apmai¿ai? 
Reizïm interneta radio web-lappuses ir visai 

sareÏÆ¥ti noformïtas, un nejau‰s lapas apmeklïtÇjs 
ne vienmïr var viegli atrast ‰o “live” linku... TÇpïc 
viens no ieteikumiem - atsevi‰˙i popularizït tie‰Çs 

pÇrraides (*.ram vai *.ra) interneta http:// vai pnm:// 
adreses,  tÇpat kÇ to dara ar interneta lappu‰u

(*.html) adresïm. 

(interface) 
alternat¥vo interneta radio t¥kla infrastruktras 

izveido‰ana ir nepiecie‰ama, lai kop¥gi tiktu risinÇti 
jautÇjumi par interneta audio att¥st¥bu - gan no 

tehnoloÆiskÇs/praktiskÇs, gan konceptuÇlÇs/satu-
riskÇs puses.

Nesen esam aizsÇku‰i interneta audio un radio 
saraksti (mailing list) ‘Xchange’, kas ir pirmais solis 

alternat¥vo interneta raid¥tÇju t¥kla sabiedr¥bas izveidï.
http://xchange.re-lab.net

RASA ·MITE

RADIO on the net, LIVE-streams, NET.AUDIO network
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TO DEFINE THE DO-S AND DON'T-S OF WEB CAST-
ING, LET'S COMPARE IT TO WHAT THE CONVEN-
TIONAL RADIO TECHNOLOGIES DON'T (!!!) OFFER... 
AND USE WEB CASTING IN EVERY WAY POSSIBLE, 
ESPECIALLY IN THE WAYS THAT SURPASS THE WAYS 
OF CONVENTIONAL RADIO! AND EVEN IMPLEMENT 
CONVENTIONAL (LOCAL?) MEDIA WITH WEB 
(INTERNATIONAL) PRINCIPLES (THOSE OF US WHO 
HAVE THE POSSIBILITY).

WEB TECHNOLOGY OFFERS:

1. (live) real time text, audio & video transmitting 
(everything synchronized or in parallel)
2. world-wide accessibility & international concepts
3. synchronized broadcasting from multiple sources
on same platform (site)
4. atomized (international) production groups, gather-
ing to their own liking
5. very differentiated (again international) audiences
6. creation of no-copyright platforms of independent 
production
7. information banks (texts, interviews, music,
archived live production)!!!
8. individualized ways of access to archived text, 
sound & vision files (for the audience)
9. no cost difference between local and international
10. no repressive legislation (so far)

What one pays for all of this, is the (low) technical 
quality of transmission. The web will remain "the final 
frontier" for as long as this remains so (a prediction!).

So let's not build criterias for web media on the basis 
of what we are used to. It's time to rethink the media 
criterias (hopefully changing it), not to simply conform 
it to conventional stereotypes!

BORUT SAVSKI, 
Ministry for Experiment, Radio Student Ljubljana

 |   |   |   |   |   |   |   |   |   |   |   |   |   |
(a) (c) (o) (u) (s) (t) (i) (c) ( ) (s) (p) (a) (c) (e)
 |   |   |   |   |   |   |   |   |   |   |   |   |   |
information&communication channel | for net.broadcasters
http://xchange.re-lab.net  (Xchange)  net.audio network
xchange search/webarchive: http://xchange.re-lab.net/a/

KO UN KÅ ‘RAIDÈT’ INTERNETÅ

Lai definïtu interneta raid¥‰anas noteikumus, 
sal¥dzinÇsim raid¥‰anu internetÇ ar to, ko nevar 
piedÇvÇt parastÇ radio tehnoloÆija. 

Interneta tehnoloÆija piedÇvÇ:
1. tie‰o jeb ‘dz¥vo’ pÇrraid¥‰anu - teksta, audio un video 
formÇ, sinhronizïti vai paralïli,
2. vispasaules aptveram¥bu un starptautisku pieeju, 
3. sinhronu raid¥‰anu no daÏÇdiem avotiem, izmantojot 
vienu platformu (interneta lappusi),
4. internacionÇlas producï‰anas grupas,
5. daÏÇdu un starptautisku auditoriju,
6. neatkar¥gu rado‰u darb¥bu bez autorties¥bÇm,
7. informÇcijas bankas (teksti, intervijas, mzika, dz¥vo 
koncertu u.c. pasÇkumu ieraksti), 
8. individualizïtas iespïjas piek∫t teksta, ska¿u un 
video failiem,
9. izmaksu zi¿Ç nekÇdas at‰˙ir¥bas starp lokÇlo un 
starptautisko,
10. apspiedo‰as likumdo‰anas neesam¥bu (vismaz l¥dz 
‰im). 

Par ‰¥m visÇm priek‰roc¥bÇm maksÇjam ar pÇrraides 
zemo tehnisko kvalitÇti.

TÇpïc nevïrtïsim jaunos medijus pïc pierastajiem 
kritïrijiem. PienÇcis laiks pÇrskat¥t mediju vïrtï‰anas 
principus (un izmain¥t tos), nevis vienkÇr‰i 
samierinÇties ar ïrti pielietojamiem stereotipiem!

BORUT SAVSKI, πub∫ana

Date: Mon, 15 Dec 1997 18:32:42 -1000
From: Borut Savski <borut.savski@kiss.uni-lj.si>
Subject: Re: (Xchange) start!>discus.txt> RADIO on the net, LIVE-streams, NET.AUDIO network

About HOWS and WHATS to transmit via internet...

1.TWO PARTICIPANTS  

 *piggyback principle:  

Partner 1 encodes and sends first stream, Partner 2 
receives this, adds his sounds and sends a second 
stream, Partner 1 receives the second stream and 
mixes it to his output.   
A build-up of cycling sounds occurs. Any of the two 
streams are for public access. Nice for sound  struc-
tures, not for debates.   

* hierarchical principle:   

If Partner 2 just listens to the first stream and sends 
his stream without the original stream then no echo 
build-up occurs (but there is a delay when his sound 
comes back with the first stream - 5 to 8 seconds). 
Mixdown is performed by Partner 1 and this is the 
publicly accessed ‘resulting’ mix.  

2. MULTIPLE PARTICIPANTS  

With multiple (three & more) partners each can 
choose his incoming stream and react on it. In this way
any of the produced streams is the ‘resulting’ mix. If 
the system is chaotic then the principle moves in-
between the upper two principles.  

Of course, not all partners need to have their own 
servers - one server can provide multiple live streams  
                                                
MAIN QUESTIONS:  

* How do I Transmit?   

Check here! Emails are (maybe) outdated, but the 
links and all else is still valid.   
<http://www.iflugs.hdk-berlin.de/XLRadio/detail.htm>

* Where do I transmit?  

Of course you need a server (net-transmitter...). Some 
public access possibilities will be arranged soon at 
Xchange (Riga). Every Tuesday evening (CET) try to 
get on IRC server re-lab.net channel #xchange. Or 
listen to it!   
http://ozone.re-lab.net/live.ram

AND GET IN THE CIRCUS!!!

Vajadzîgi lîdzdalîbnieki!
Lai varétu savienot vairåkas tießraides 

( jå, ar nelielu nokavéßanos...) audio 
˚édé no diviem vai vairåkiem avotiem.  

1. Divi dal¥bnieki. 

* Pikpauna princips:

Pirmais dal¥bnieks iekodï un translï pirmo ska¿u 
˙ïdes posmu otrajam dal¥bniekam, kas to uztver savÇ 

raid¥tÇjÇ, pievieno savas ska¿as un translï ‘atpaka∫’; 
to savukÇrt uztver pirmais dal¥bnieks, kur‰ abus 

slÇ¿us samiksï vienÇ un palaiÏ ïterÇ.  Rodas ska¿u 
ciklï‰ana.  Abi ska¿u  slÇ¿i neatkar¥gi viens no otra ir 

pieejami publikai, - lieliska izdev¥ba ska¿u struktru 
att¥st¥bai, bet ne dz¥vÇm debatïm.  

* Hierarhijas princips:

Ja otrais dal¥bnieks pirmo ska¿u ˙ïdi tikai noklausÇs 
un nosta savïjo bez oriÆinÇlÇs, tad nerodas atbalss 

ïterÇ - ir tikai 5-8 sekunÏu aizkavï‰anÇs.  Pirmais 
dal¥bnieks ‰ajÇ gad¥jumÇ veic cita veida miksï‰anu 
(mixdown), un publika var piek∫t tikai ‰im galïjam 

variantam.  

2. VairÇki dal¥bnieki. 

Ja projektÇ darbojas tr¥s vai vairÇki dal¥bnieki, katrs 
no tiem var izvïlïties savu oriÆinÇlÇs ˙ïdes avotu un 
reaÆït pïc saviem ieskatiem.  ·ajÇ gad¥jumÇ jebkur‰ 
no iznÇkumiem ir ‘galïjais variants’.  Ja sistïma k∫st 

haotiska, tad ska¿u ˙ïdes tiek bvïtas pïc pirmo
divu principu parauga.  

Pats par sevi saprotams, ka ne katram dal¥bniekam 
nepiecie‰ams pa‰am savs serveris - viena stacija var 

Æenerït vairÇkas dz¥vÇ laika ska¿u ˙ïdes.  

* VisbieÏÇk uzdotie jautÇjumi:

KÇ var translït? 

Apskatiet ‰o interneta adresi!  E-mail zi¿as var bt 
nav vairs tÇs jaunÇkÇs, bet iegstamÇ informÇcija un 

‘linki’ ir der¥gi.  
http://www.iflugs.hdk-berlin.de/XLRadio/detail.htm

Uz kurieni translït?

Protams jums ir vajadz¥gs serveris (t¥kla raid¥tÇjs...).  
TuvÇkajÇ laikÇ interesentiem bs  iespïja izmantot 

Xchange (R¥gÇ) serveri.  MïÆiniet pieslïgties IRC
servera re-lab.net kanÇlam #xchange katru otrdienas 

vakaru (CET), vai ar¥ vienkÇr‰i paklausieties ‰¥s
pÇrraides!

http://ozone.re-lab.net/live.ram

Piedalieties!

tulkojums: AIJA SILIˆA

PARTNERS WANTED!
in order to get some real-time 

audio linking (yes, with delays...) 
from two or more sources 

(streams) Borut Savski
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'Listen' to Rasa and Raitis Smits now of E-lab, Latvia...

JB: Can you tell me where your special 

interest in audio is coming from? What does it 

mean to you?

*rasa:

It's not so easy to fix the moment when and how we 
started to 'feel' a special interest. Audio itself is so 
'soft' and comprehensive environment, more flexible/
more imagination-full  then visuals often are. Our 
background is visual art though. But sounds have 
been all the time around everybody of us - and as we 
always more or less have been trying to look for more 
open/free ways for self-expression - than I guess - it 
is just the natural way, that we together with some 
more friends-musicians & djs a year ago started net.
radio project Ozone.

**raitis:

Sounds surrounds us, it lets you free space for imagi-
nation. During the last year we have met many inter-
esting people -> musicians, poets... all of them are 
bringing new energy here in E-lab.

JB: Do you present audio off the net in a 
physical space? If yes, what happens? How d0 

people react? 

 
**raitis: 
Yes, we did it during our wednesday night seminars. 
We presented new sound projects which were        
submitted for Xchange compilations. First of all
people who don't deal with the Internet very much are 
curious about how it's possible and how it works. I 
think it's more fascinating when you know people 
who are broadcasting.

*rasa:

We started live broadcasting very recently (month 
ago, few weeks before Xchange festival) but also 
before - for OZOne audio archive - we organised live 
jam sessions.
And - live broadcasting are going on in 'real physical 
space', even if this space is our small e-lab and 
ozone studio room. Ugis Vitins, musician-coordinator, 
often invites up to 10 people to the studio to play live 
music jam sessions, dj-mixes, etc. 
But about a really 'real' and bigger physical space - 
we have a 'dream' for next year :) - to establish here 
in riga  a 'public space' (a small one, at least) - with a 
conference room, dance-club hall, e-cafe with free 
Internet access (for free!) and of course - RealAudio 
in it.

JB: Did the connection with the London pirate 

who was going to broadcast part of the 

Xchange festival live, picking up the stream 

from the net, work?

*rasa:

Not really and not with the interface. 
It was not so easy to organise 'remote' and 'real 

space' conferences together, but it was attempt at 
least. We did live broadcast from all 3 conference-

days and the workshop program, trying to make this 
event accessible also for remote participants and a 

remote audience. Jodi sent their page and sounds for 
net.radio workshop night - broadcastings. Some 

people were following the conference from 
Backspace. Rachel Baker reacting to Erik Davis 

lecture in Riga about 'acoustic cyber-space' had real 
experience about this idea and in her response about 

the sensations of this broadcast she wrote: "real-
time sound transmission with peripheral noises - 

chairs, people moving, foreground and background 
has helped develop a sense of space".

JB: What is the general impression you get 

of the development of audio/radio on the net 

in the 'alternative' scene?

*rasa:

Many different activities spreading up this year. Great 
beginning for net.audio environment, I could say, - 

more diversity is hard to imagine: fm radios starting 
on the net, new web-radio projects, sound.arts, 

individual self-expressions, different experiments, 
audio archives, etc.

In the same time there is a lack of the concentrated, 
edited, compiled information about those activities. 
Especially because real audio very often has been 

used for short-term broadcastings (like live transmis-
sions from festival and special events).

Many 'audio' people, I guess, had this idea too - about 
the necessity of shared space - alternative broadcasters 

network, where to discuss and exchange 
information and ideas.

Xchange project is our attempt towards the develop-
ment of the net.audio network for alternative Internet 

broadcasters. Also idea about net.radio malinglist 
was already on our minds for some time. We started 

the (Xchange) mailing list recently and we are 
starting it in the context of Acoustic.Space, which is

a really comprehensive and exiting idea for 
organising the sound environment within the Net.

'Acoustic space' was a very great lecture here in Riga 
by Erik Davis - about - how important a tool can be/is 

sound for creating and organizing the environment,

and it perfectly refers to net.environment too, exactly 
audio is that (invisible) part of communication which 
often works the most directly/effectively.
We decided to use it for conceptual background also 
for the Xchange maillinglist and net.audio network, 
because context of 'acoustic cyberspace' is wider 
then if it would be only - radio or - net.audio. It 
sounds more poetic and it gives an exact impression 
about the 'space' or 'environment' created by sounds 
- any, all and different - radio, music, voices...

JB: What are your favorit soundprojects?

*rasa:

Many, especially because they all are really different, 
e.g. the Radio Internationale Stadt audio archive with 
the content created by contributors, Pararadio with 
their broadcasts in hungarian language (I really like 
it!), the huge Workspace archive of this 'summer of 
content's recorded sessions, etc. etc. But I also love 
and appreciate Ugis Vitins 'physical space' activities 
here in Riga, how he can find and involve in live 
music sessions so many different people - Latvians 
and Russians, as well as guests - like Isa Suarez from 
London and French people temporary living in Riga. 
He really can make magic with this subject called 
'Acoustic space' because the Space and special 
sound environment is exactly what he wants to 
create with his and his friends music.

**raitis:

There are many...
actually all Xchange compilations consist of very 
interesting projects. I like very much what Herbert A 
Meyer did last summer, there was a good project in a 
Slovenian radiostation and the net (XLR) and of 
course the Polar Circuit live transmissions...

JB: Is there a difference between soundproj-
ects from say the ex-east and the ex-west?

*rasa:

I don't know, no idea... :)
I guess there is difference between ALL sound 
projects, if one wants to see the difference.

**raitis:

There is a difference between experimental enthusias-
tic volunteer projects and commercially aimed proj-
ects.

*
 

 |   |   |   |   |   |   |   |   |   |   |   |   |   |
(a) (c) (o) (u) (s) (t) (i) (c) ( ) (s) (p) (a) (c) (e)
 |   |   |   |   |   |   |   |   |   |   |   |   |   |
information&communication channel | for net.broadcasters
http://xchange.re-lab.net  (Xchange)  net.audio network
xchange search/webarchive: http://xchange.re-lab.net/a/

 

 
Josephine Bosma

INTERVIJA AR RASU ÍMITI UN RAITI ÍMITU, E-LAB

JB.: KÇ sÇkÇs jsu interese par audio? 
Rasa: Nav viegli nosaukt kÇdu ¥pa‰u br¥di. Audio ir 

elast¥gÇka vide nekÇ vizuÇlÇ mÇksla, tajÇ ir vairÇk 
vietas iztïlei. Kaut ar¥ msu izgl¥t¥ba ir saist¥ta ar 
vizuÇlo mÇkslu, ska¿as vienmïr ir mums visiem 

visapkÇrt, un tÇ kÇ mïs vienmïr esam centu‰ies 
meklït atklÇtÇkus un br¥vÇkus pa‰izteiksmes veidus, 
pirms gada kopÇ ar draugiem - mzi˙iem un DJiem - 

sÇkÇm strÇdÇt pie interneta radio OZOne projekta. 

JB.: Vai js nodarbojaties ar audio projektiem 

ar¥ fiziskajÇ telpÇ?

Raitis: E-LAB tre‰dienu vakaru seminÇros mïs 
prezentïjÇm jaunus muzikÇlos projektus. Cilvïkiem, 

kuri pa‰i neizmanto internetu ikdienÇ, interesï audio 
raid¥‰ana internetÇ, kÇ tÇ ir iespïjama un kÇ tÇ 

darbojas. 
Rasa: Mïs organizïjÇm ‘dz¥vÇs mzikas’ (jam-ses-

sions) vakarus un to ierakstus OZOne arh¥vam, 
muzikÇlais koordinators UÆis V¥ti¿‰ studijÇ parasti 
uzaicina ∫oti interesantus daudz un visdaÏÇdÇkos 

alternat¥vos mzi˙us.
Mums ir sapnis nÇko‰ajam gadam - ‰eit R¥gÇ reÇlajÇ 
vidï izveidot atvïrtas publiskas telpas ar konferenãu 

zÇli, kluba-deju zÇli, elektronisko kafejn¥cu ar br¥vi 
pieejamu un par br¥vu interneta pieslïgumu. TelpÇm 
nav jÇbt lielÇm, bet atvïrtÇm un galvenais - rado‰i 
funkcionïjo‰Çm. ·ÇdÇs telpÇs ar¥ btu laba iespïja 

raid¥t un atska¿ot interneta radio programas.
 

JB.: KÇds ir jsu kopïjais iespaids par inter-
neta radio alternat¥vÇs sfïras att¥st¥bu?

Rasa: Liela daÏÇd¥ba - jauni individuÇlas izpausmes 
formas un projekti, eksperimenti, audio arh¥vi utt.

Tai pa‰Ç laikÇ trkst koncentrïtas, rediÆïtas, 
sakÇrtotas informÇcijas par ‰¥m aktivitÇtïm, it ¥pa‰i 

tÇpïc, ka RealAudio bieÏi vien tiek izmantots
¥slaic¥gai raid¥‰anai (piemïram, no konferencïm, 

festivÇliem un citiem ¥pa‰iem notikumiem). 
ManuprÇt, ar¥ citiem ir radusies l¥dz¥ga ideja - veidot 
Internet raid¥tÇju t¥klu - vidi, kurÇ apspriest idejas un 

apmain¥ties ar informÇciju. 
Xchange projekts ir mïÆinÇjums izveidot interneta 

radio t¥klu alternat¥vajiem raid¥tÇjiem. Mïs nesen 
aizsÇkÇm Internet saraksti (mailinglist) ‘ Xchange’,  

idejas par Akustisko Telpu kontekstÇ. 
AkustiskÇ Telpa - koncepcija no îrika Deivisa lekci-

jas, “cik svar¥ga var bt / ir ska¿a vides rad¥‰anai un 
organizï‰anai”, tas pats attiecas uz interneta vidi, un 
audio ir tÇ komunikÇcijas procesa da∫a, kas bieÏi vien 

darbojas vistie‰Çk un efekt¥vÇk. 

JB.: Vai jsuprÇt pastÇv at‰˙ir¥ba starp audio 
projektiem no biju‰ajÇm Austrumu un Rietumu 

bloka valst¥m?

Rasa:  Nezinu... Es domÇju, starp VISIEM audio 
projektiem pastÇv btiskas at‰˙ir¥bas, ja ‰¥s at‰˙ir¥bas 

ir jÇuzsver. 
Raitis: PastÇv at‰˙ir¥ba starp eksperimentÇliem, 

entuziasma vad¥tiem, br¥vprÇt¥giem projektiem un pro-
jektiem ar komerciÇlu mïr˙i.

Date: Thu, 18 Dec 1997 16:00:40 +0100 (CET)

From: Josephine Bosma <jesis@xs4all.nl>

net, 'radio' and physical space : 

E-LAB/Re-LAB/Xchange/OZOne  

This is another interview of a series about the what, why and how of audio and the net. They are focussed on whether 

this can also be connected to physical spaces, to see if we could get more people to enjoy net.radio, instead of the 

few with the right connections, and of course also to simply enjoy it. 

JOSEPHINE BOSMA

tulkojums (saîsin.): ALISE TÈFENTÅLE
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A joint project of  
Ulf Freyhoff, Monika Glahn and Dagmar Gabler  
Marko Kosnik, EGON MARCH INSTITUTE 
Borut Savski MINISTRY OF EXPERIMENT @ 
Radio Student Ljubljana 

XLR was a 14 days after-the-midnight net & fm (broad)
casting project which took place at Radio Student 
Ljubljana and Kapelica Gallery Ljubljana from August 
24th to September 5th 1997.  

Initiated by Marko Kosnik, Ulf Freyhoff and Monika 
Glahn in June 1997. Decision was made on the basis of 
newly acquired (& not fully aware of...) communication 
possibility at Radio Student: a 24 hours on-line Internet 
access.  For Marko Kosnik it was a continuation of his 
work at Radio Student (from 1991) to explore the (mis-
interpreted) possibilities of media, aesthetical and 
technological (especially on international multi-cen-
tral level: a project MUU SCHOOL) and to bring the 
explorations into regular radio practice thus reinter-
preting the role of  ‘alternative’ media. 

Three artists from Berlin took the decision to take part 
in the project:
Ulf Freyhoff, video & web artist, Monika Glahn, web-
artist, Dagmar Gabler - Sekretearin, actor & poet, the 
first two from INTERFLUGS HdK buero from Berlin. On 
Ljubljana side Borut Savski, keeper of the Ministry for 
Experiment at RADIO STUDENT Ljubljana and Marko 
Kosnik took over the organization and coordination. 
Technological infrastructure was combined out of 
three various institutions and two provided the neces-
sary (minimal) financing.  

During the two weeks we managed to successfully 
combine communication techniques of all available 
kinds (low-power fm-links, high-power radio-broad-
cast, telephone lines, one-way and two-way web
casting on Internet).  

A line of conceptual progression can be perceived: 
what began as fairly conventional transmitting of 
music & talk over the net and on the airwaves of Radio 
Student, progressed into exploring the ‘horizontal’ 
possibilities of both the classical radio (fm-links from 
places of  ‘real’ activities) and especially the Internet.  

A two-way communication with the use of two 
receivers (decoding computers) and two transmitters 
(two streams on a server) was tried out successfully 
on the fifth day and a conclusion crystallized: one has 
to find an active partner on the Internet.  

From then on implementing the so-far established 
technological platform with ‘content’ remained the 
primary aim.  

During the last week extremely interesting things were 
going on:  

- socially (in the sense that physically remote artists 
and artists from different national, cultural & aesthetical 
background were actively producing  ‘the same broad-
casting moment’,  
- aesthetically: a wide variety of personalized projec-
tions was broadcast in the last week.  

Some of these exciting moments are available in XLR 
ON-LINE ARCHIVE!!!  

And... let us not forget  the extreme personal tensions 
during the compressed two weeks of synchronizing 
the efforts, different aesthetics & concepts of all     
present individuals which had to be dealt with in real-
time. Successfully?  
            
The project was made possible (financially and technically)
by:  
RADIO STUDENT LJUBLJANA  
KAPELICA GALLERY LJUBLJANA and  
STUDENT ORGANIZATION OF UNIVERSITY OF LJUBLJANA  
INTERFLUGS BUERO at the academy of fine arts, Berlin 

Yes!
BORUT SAVSKI

  

XLR stands for eXtended Live Radio. All of us have 
been working on trying to establish networks and plat-
forms of any kind, be it physical or on the web.

There were two main concerns, live-web-radio and 
live-fm-radio. We did two weeks of fm-live-radio in 
ljubljana from midnight to 6am The first week we 
broadcasted from a studio at Radio Student, the second 
week from a public space, Kapelica Gallery, both in 
Ljubljana.

We invited people from all over the world to partici-
pate and contribute, it took some days till contacts to 
other places started to work, so the first days we were 
doing the whole program ourselves. So we focused 
and improvised on subjects which were about what 
we were doing there, for example one day it was about 
feedback (this was the day when finally the line to 
berlin worked and we could work and play with a lot of 
internet-audio-feedbacks that night...)
Other subjects were real-time; machine and human 
languages; nothing, something, anything; sun ra .. and 
(of course) cyberpunk, cyberspace and cyberevery-
thing.

XTENDED LIVE RADIO  General shape of the program was a kind of mono-
logues, lectures or readings, discussions, music and 
experimental live-mix, interviews. The structure was a 
main program between midnight and 2 am, which we 
called ‘main content area’, then from 2 till 4 am 
mix/improvisation and from 4 am till 5.30 music (recre-
ation). We then faded out with Dagmars Wusch, an 
ongoing story about the ‘cyborgs’ that she wrote during 
the time of the project and reflected the things that 
were happening during the broadcasts.

After some days, when web-contacts started to work, 
it changed depending on who was when online and 
what happened at other spaces. Now the focus was 
more on the external connections, we tried to always 
have opportunities open for broadcasts from other 
places.

Concerning web-activities: we had a lot of contribu-
tions from Berlin, for example musicians were giving 
concerts or were playing via internet together with 
people in Kapelica Gallery, there were interviews with 
artists from Hybrid Workspace in Kassel, there were 
interviews with musicians who work with electronics 
and web, or for example the last night we transmitted 
a concert of a percussionist in Aachen. Later this per-
cussionist was supposed to improvise together with a 
trumpet-player in Berlin (unfortunately the line to 
Berlin broke down completely, so we had to improvise 
again). Borut Savski and Marko Kosnik then played in 
the gallery in Ljubljana together with the guy in 
Aachen.

In parallel chat was running all the time, and people, 
who were not able to send sound, gave comments or 
participated that way and we read parts of this com-
munication during the program too. There were even 
people from Australia, Tokio and New York participating.

At the same time there were people in the gallery doing 
performance, for example a visitor from NewZealand 
decided to prepare a performance spontaneously for 
the next day together with one of the djs, who played 
the first night together with Berlin musicians...

These are some examples to give an impression what 
happened - but two weeks is so long, that its not pos-
sible to mention it all here and now - and of course 
there were a lot of “black holes” which we tried to fill 
as good as possible ;)

(nobody of the folks from Berlin ever did radio before)

There were a lot of technical problems, so we spent 
the first days between trying to find solutions for them 
and trying to prepare the broadcast for the night, and 
contacting and inviting people to participate, explain-
ing via email and chat how to install the needed soft-
ware...and so on.

This is a major thing one has to think about: is it possible 
to do the content and the technical side at the same time 
- we were stressed most of the time exactly in between 
these two concerns. So should one establish the ‘techni-
cian position’ for events like that - what we didn’t like as 
an idea - or is it just about time management ?

There are several more ‘jobs’ that need to be looked 
after: someone has to be ‘secretary’ just to keep track 
of all the ‘communications on the side’, someone has 
to be the ‘social worker’, just to keep track on what’s 
going on between the people at all the connected 
spaces.. Its all about monitoring what’s going on, 
which is especially difficult if you are not physically at 
the same places.

We transmitted EVERYTHING on the ether, no censor-
ship. At the same time we always tried to make the 
process transparent, to tell something about the    
measures that had to be taken to make the transmis-
sions possible, and about the possibilities in general.

We have to mention that the physical space is the most 
important for us. The connection via internet of two or 
more physical spaces gives the possibility to synchro-
nize those spaces at least partly and for a certain time. 
It’s an image, located in real time and real space, for 
and about information, experience, network, commu-
nication. Translation. Inside and outside. Crossing and 
melting borders. For any activity in public space its 
very important to create a certain atmosphere, an 
‘interface’, which reflects what it is about. Its about 
this translation of (in this case) sound, which comes 
out of a machine without any-body or human traces, 
into something you can experience and which creates 
an atmosphere.

Some basic reasons to do Xtended Live Radio:
- We all like Babel  plus this was about investigating 
the possibilities of ‘contemporary’ media for artists. 

Some questions we had were:
- what have we got with the internet that we did not 
have before / without the internet?
- how to ‘misuse’ the platform / the internet?
- how to create an own structure within the super-
structure?
- how to really focus on contents not getting lost on 
technical issues? 
- can the net be an artistic medium, or is it just good for 
documentation of artistic work ?
- what benefits do I get out of using the net as an artist?
 
Not that we got real answers to these questions, but 
we have more ideas about these topics now.

text by ULF FREYHOFF & MONIKA GLAHN

Date: Fri, 06 Feb 1998 23:27:31 +0100
From: moni@iflugs.hdk-berlin.de (monika glahn)

http://www.iflugs.hdk-berlin.de/~xlr
http://www.radiostudent.si/mzx/xlr.html

XLR
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VeidotÇji: 
Ulfs Frejhoffs, Monika GlÇna, DagmÇra Gablere,  
Marko Kosniks /Egon March institts/,
Boruts Savskis /Eksperimentu ministrija, πub∫anas 
Studentu radio/.

XLR (IDR) bija 14 dienu gar‰ pïc-pusnakts FM un 
interneta translÇcijas projekts, kas notika πub∫anas 
Studentu radio un πub∫anas Kapelica galerijÇ 1997. 
gada  24.08.-05.09. 

Projekts aizsÇkÇs ar Marko Kosnika, Ulfa Frejhoffa un 
Monikas GlÇnas iniciat¥vu 1997. gada jnijÇ, kad stu-
dentu radio stacijÇ radÇs komunikÇciju iespïja: inter-
neta sakari 24 h diennakt¥.  Marko Kosnikam ‰is pro-
jekts bija savas darb¥bas studentu radio turpinÇjums, 
kur vi¿‰ kop‰ 1991. gada pïta mediju ietekmi uz 
sabiedr¥bu: vi¿‰ pievïrsies sabiedr¥bas pÇrprasto 
mediju iespïjÇm  gan estïtiskÇm, gan tehnoloÆiskÇm 
(it sevi‰˙i internacionÇlÇ, multi-centrÇlÇ l¥men¥), ka ar¥ 
savu atklÇjumu izmanto‰anai dz¥vajÇ radio, tÇdÇ veidÇ 
no jauna izskaidrojot alternat¥vo mediju lomu 
sabiedr¥bÇ.  

ProjektÇ piedal¥jÇs tr¥s mÇkslinieki no Berl¥nes:
Ulfs Frejhoffs, video un interneta mÇkslinieks; Berl¥nes 
INTERFLUGS HDK, Monika GlÇna, interneta mÇksli-
niece; INTERFLUGS birojs. DagmÇra Gablere, aktrise 
un dzejniece, sekretÇre. Dal¥bnieki no πub∫anas:
Boruts Savskis, Eksperimentu ministrija, Studentu 
radio; Marko Kosniks, projekta organizïtÇjs un  koor-
dinators. Tr¥s atsevi‰˙as organizÇcijas rad¥ja 
tehnoloÆisko infrastruktru, un divas no tÇm sagÇdÇja 
nepiecie‰amo (minimÇlo) finansiÇlo atbalstu.  
  
·o divu ned∫u laikÇ mums izdevÇs apvienot gandr¥z 
visas iespïjamÇs komunikÇciju tehnikas: mazjaud¥gos 
FM savienojumus, jaud¥go radio translÇciju, telefona 
l¥nijas, vien- un divpusïju interneta raid¥‰anu.  

Mums radÇs piln¥gÇks un progres¥vÇks priek‰stats par 
msu projekta koncepciju: - sÇcies kÇ pavisam ikdie-
ni‰˙as mzikas un sarunu interneta translï‰anas pro-
jekts, tas dr¥z vien k∫uva par nepÇrtrauktiem 
‘horizontÇliem’ pït¥jumiem un atklÇjumiem gan klasis-
kÇ radio, gan interneta zi¿Ç.  

PiektajÇ dienÇ beidzot sÇka darboties divpusïjie 
sakari - tika likti lietÇ divi uztvïrïji (atkodï‰anas 
kompjters) un divi translïtÇji (divas neatkar¥gas
ska¿u ˙ïdes server¥). L¥dz ar to kristalizïjÇs 
secinÇjums - katram dal¥bniekam ir vajadz¥gs savs 
akt¥vais l¥dzdal¥bnieks (partneris) raid¥‰anas laikÇ.  

Pïc ‰¥ momenta galvenais mïr˙is bija rad¥t saturu 
nodibinÇtajiem tehnoloÆiskajiem sakariem.  

Projekta pïdïjÇ nedï∫Ç notika ∫oti interesantas lietas:
sabiedriski - mÇkslinieki daÏÇdÇs pasaules pilsïtÇs, ar 
at‰˙ir¥gÇm kultrÇm, pagÇtnïm un gaumïm, akt¥vi 

sadarbojÇs un rad¥ja ‘unikÇlo translÇcijas momentu’; 
estïtiski - ‰ajÇ laikÇ tika translïti daÏnedaÏÇdi perso-
nalizïti projekti. VairÇki no ‰iem br¥ni‰˙¥gajiem
momentiem ir pieejami XLR interneta arh¥vÇ.

Un neaizmirs¥sim stresa galïj¥bas, ar ko nÇcÇs sastap-
ties ‰ajÇs darba pilnajÇs divÇs nedï∫Çs, kad vienlaic¥gi 
bija nepiecie‰ams sinhronizït visu darbinieku un 
interesentu ples, daÏÇdÇs idejas un gaumes. Vai 
mums tas izdevÇs? 

Projektu atbalst¥ja: πub∫anas Studentu radio, πub∫anas 
Kapelica galerija, πub∫anas UniversitÇtes studentu 
organizÇcija, Berl¥nes MÇkslas akadïmijas INTER-
FLUG birojs.

BORUT SAVSKI

X L R
XLR noz¥mï Izplat¥tais Dz¥vais Radio.  Mïs visi 
cen‰amies nodibinÇt daÏÇdus sadarb¥bu t¥klus - vai nu 
dz¥vï, vai internetÇ. Mïs gribïjÇm pievïrsties divÇm 
galvenajÇm tïmÇm - FM radio un net.radio tie‰ajÇm 
pÇrraidïm. πub∫anÇ  2 nedï∫as pïc kÇrtas no pusnakts 
l¥dz 6 r¥tÇ mïs translïjÇm dz¥vo FM radio - pirmo 
nedï∫u no Studentu radio studijas, otro - no Kapelica 
galerijas.  

Mïs aicinÇjÇm piedal¥ties cilvïkus no visas pasaules, 
un tÇ kÇ pagÇja daÏas dienas, kamïr sÇka darboties 
sakari ar vairÇkÇm radiolokÇcijÇm, tad pa‰Ç sÇkumÇ 
mïs programmu veidojÇm pa‰i ar saviem materiÇliem.  
Msu uzman¥bas centrÇ tobr¥d bija improvizÇcija - mïs 
centÇmies translït informÇciju par saviem ikdienas 
projektiem - ar ko mïs tobr¥d nodarbojÇmies un kÇpïc.  
Piemïram, vienu vakaru galvenÇ tïma bija ‘atska¿a’ 
(feedback) - (tas bija tad, kad pirmoreiz beidzot sÇka 
darboties sakari ar Berl¥ni un mïs varïjÇm eksperi-
mentït ar daÏÇdÇm interneta audio atska¿Çm).  
Citi projekti notika dz¥vÇs pÇrraides laikÇ; vïl daÏi 
piemïri izmantotajÇm tïmÇm: automÇtu un cilvïku va-
lodas, nekas, kaut kas, jebkas, saule... un (protams)  
kiberpanki, kibertelpa, un kiber-viss pÇrïjais.  

Programma galvenokÇrt sastÇvïja no monologiem, 
lekcijÇm, priek‰las¥jumiem, diskusijÇm, mzikas, eks-
perimentÇlÇs dz¥vÇ laika miksï‰anas un intervijÇm.  
Ikvakara pÇrraides uzbve bija ‰Çda: galvenÇ prog-
ramma (‘galvenÇ satura audio telpa’) tika translïta no 
pusnakts l¥dz 2 r¥tÇ, tad no 2 - 4 nakt¥ notika 
improvizï‰ana-miksï‰ana, un no 4-iem r¥tÇ l¥dz 5:30  
skanïja mzika izklaidei. Un izska¿Ç mïs translïjÇm 
DagmÇras Vu‰as (Dagmar Wusch) stÇstu (vairÇkos 
turpinÇjumos) par kiborgiem, ko vi¿a sarakst¥ja pro-
jekta laikÇ, attïlojot visu, kas notika pÇrraiÏu laikÇ. 

Viss nedaudz main¥jÇs pïc daÏÇm dienÇm, kad t¥kla 
kontakti sÇka darboties un notikumi bija atkar¥gi no tÇ, 
kas bija pieslïdzies t¥klam, kad, un kurÇ vietÇ.  No tÇ 
br¥Ïa mums nÇcÇs koncentrïties uz Çrïjiem kontak-
tiem, un mïs centÇmies rast iespïjas translï‰anai no 
citÇm stacijÇm, citÇm radiolokÇcijÇm.  

Kas attiecas uz interneta aktivitÇtïm, mums daudz 
pal¥dzïja sakari ar Berl¥ni, piemïram, - mzi˙i no 
Berl¥nes sniedza koncertus, vai caur internetu  tÇpat 
vien spïlïja kopÇ ar citiem mzi˙iem no Kapelica 
galerijas; notika intervijas ar mÇksliniekiem no Kaseles 
‘Hybrid Workspace’, intervijas ar mzi˙iem, kas nodar-
bojas ar elektroniku internetÇ, un (pïdïjÇ vakarÇ) mïs 
translïjÇm kÇda sitamo instrumentu speciÇlista kon-
certu no Åhenes. Bija paredzïts, ka nedaudz vïlÇk ‰is 
mzi˙is improvizïs kopÇ ar kÇdu trompetistu no 
Berl¥nes, taãu tehnisku iemeslu dï∫ sakari ar Berl¥ni 
pÇrtrka, un mums atkal nÇcÇs improvizït. Boruts 
Savskis un Marko Kosniks πub∫anas galerijÇ tad 
saspïlïjÇs ar ‰o mzi˙i Åhenï.  

Paralïli visiem ‰iem notikumiem internetÇ turpinÇjÇs 
dz¥vÇ konference (chat), un tie, kas nevarïja atst¥t 
ska¿u samplus, komentïja un tÇpat piedal¥jÇs ‰ajÇ 
projektÇ, un ‰o pÇrraiÏu laikÇ mïs vairÇkkÇrt nolas¥jÇm 
lielÇko da∫u no ‰iem komentÇriem.  Mums pat izdevÇs 
iesaist¥t interesentus no AustrÇlijas, Tokijas un
øujorkas. 

Tan¥ pat laikÇ πub∫anas galerijÇ notika priek‰nesumi, 
piemïram, kÇds viesis no Jaunzïlandes spontÇni 
izlïma sagatavot savu numuru nÇkamajai dienai, 
sadarbojoties ar vienu no d¥dÏejiem, kas projekta 
pirmajÇ vakarÇ spïlïja kopÇ ar Berl¥nes mzi˙iem.

·ie ir tikai daÏi piemïri, kas varïtu rad¥t priek‰statu par 
‰o projektu, taãu 2 nedï∫as ir pÇrÇk ilgs laiks, lai visus 
notikumus varïtu uzskait¥t. Protams, ka tehnisku 
iemeslu dï∫ radÇs vairÇki ‘melnie caurumi’, ko mïs 
centÇmies aizpild¥t cik labi vien varïjÇm ;)

(Neviens no Berl¥nes dal¥bniekiem nekad vïl nebija 
piedal¥jies ‰Çda veida dz¥vajÇ radio).  

Nenoliedzami mums radÇs ∫oti daudz tehnisku 
problïmu, un projekta pirmÇs dienas mïs pavad¥jÇm,      
censdamies rast risinÇjumu ‰¥m problïmÇm, un 
neatkar¥gi no tÇm sagatavot savu nakts programmu, tai 
pat laikÇ kontaktïjoties ar citiem, aicinot piedal¥ties 
visus interesentus, caur e-pastu izskaidrojot kÇ instalït 
nepiecie‰amÇs programmas, utt. 

Galu galÇ rodas jautÇjums, par ko katram vajadzïtu 
padomÇt: vai ir iespïjams vienlaic¥gi apvienot ‰¥ pro-
jekta tehnisko pusi ar projekta bt¥bu, un tie‰i ar ‰¥m 
divÇm polaritÇtïm mïs c¥n¥jÇmies visvairÇk.  TÇtad, vai 
‰Çdu pasÇkumu laikÇ vajadzïtu rad¥t tehnoloÆiskÇ 
eksperta ‰tatu vietu, kas mums kÇ ideja nepatika jau no 
pa‰a sÇkuma, vai ar¥ viss ir atkar¥gs tikai no laika un tÇ 
ÆeniÇlas iedal¥‰anas?

Pïc ‰¥  projekta mums nÇcÇs pÇrliecinÇties, ka ir vïl 
vairÇki darbi, kam vajadzïtu pievïrst uzman¥bu: ir 
vajadz¥ga sekretÇre, kas pÇrzinÇtu visas blakus 
komunikÇcijas, sabiedriskais darbinieks, kas spïtu 

pÇrzinÇt visu, kas notiek starp cilvïkiem citÇs t¥klam 
pievienotajÇs radiolokÇcijas vietÇs.  

Mïs ïterÇ raid¥jÇm piln¥gi visu, bez jebkÇdas cenzras.  
Tan¥ pat laikÇ mïs centÇmies visiem izskaidrot, ka 
translÇcijas process ir transparents, kÇ ar¥ izskaidrot 
to, kam bija jÇnotiek, lai ‰¥s translÇcijas tiktu pÇrraid¥tas, 
un pÇrïjÇs net-radio iespïjas kÇ tÇdas.  

·eit mïs gribïtu piebilst, ka reÇlÇ darb¥bas vieta 
mums ir viens no svar¥gÇkajiem faktoriem. Interneta 
sakari starp divÇm vai vairÇkÇm vietÇm dod iespïju 
sinhronizït ‰¥s vietas kaut vai da∫ïji, un kaut vai tikai 
uz ¥su laiku. Tas ir dz¥vÇ laika, dz¥vÇs vietas virtuÇls 
attïls, par informÇciju, informÇcijai, pieredzei, 
sadarb¥bai, komunikÇcijai. TranslÇcijai. Iek‰ïjai un 
Çrïjai. VirtuÇls attïls par reÇlo dz¥vi, par robeÏu 
‰˙ïrso‰anu un sakausï‰anu.  

Jebkurai sabiedr¥bas aktivitÇtei ir nepiecie‰ams izvei-
dot savu seju, savu atmosfïru, savu iek‰ïjo attïlu 
(interface), kas atspogu∫o tÇs galveno ideju un mïr˙i.  
‰ajÇ gad¥jumÇ tÇ ir ska¿u translÇcija, kas rodas 
automÇtÇ, bez cilvïka iejauk‰anÇs, un k∫st par kaut ko 
virtuÇlu, kaut ko tÇdu, ko iespïjams piedz¥vot, izjust, un 
kas k∫st par noteiktu atmosfïru.  

DaÏi pamata iemesli, kÇpïc izmantot/translït Izplat¥to 
Dz¥vo Radio:

- mums visiem pat¥k BÇbele un galu galÇ ‰is projekts 
tika rad¥ts tÇpïc, lai izpït¥tu msdienu mïdiju iespïjas 
no mÇkslinieku viedok∫a.  

DaÏi jautÇjumi, kas radÇs ‰¥ projekta laikÇ:

- ko mïs esam ieguvu‰i ar interneta sakariem, 
sal¥dzinot ar ïru pirms interneta? 
- kÇ varïtu pak∫aut internetu, lai tas darbojas msu 
mïr˙iem?
- kÇ rad¥t atsevi‰˙u struktru bez supestruktras 
giganta? 
- kÇ pievïrst vairÇk uzman¥bas projektu saturam, tai 
pat laikÇ mïÆinot neapmald¥ties tehniskajÇs 
problïmÇs?
- vai internets var k∫t par mÇkslas mediju, jeb tas ir 
der¥gs tikai mÇkslas darbu dokumentÇcijai?
- kÇds labums no interneta ir cilvïkam/mÇksliniekam?

Protams, ka pagaidÇm mums vïl nav atbilÏu uz ‰iem 
jautÇjumiem, taãu l¥dz ar ‰o projektu mums radÇs 
iespïjas izprast  ‰os tematus ar¥ no citiem aspektiem.  

ULF FREYHOFF & MONIKA GLAHN

tulkojums: AIJA SILIˆA

XTENDED LIVE RADIO
I Z P L A T È T A I S  D Z È V A I S  R A D I O

http://www.iflugs.hdk-berlin.de/~xlr
http://www.radiostudent.si/mzx/xlr.html
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X-Compilations
NET.AUDIO XCHANGE RADIO LINKS PROJECT

is Internet audio project initiated by riga net.radio OZOne/E-LAB on exchanging and linking-up of real 
time audio content within the net.space

idea is to make a picture of the present moment within the network - real time audio used as a tool for 
it - contributed sound material creates the content

Xchange compilations has each month update
- free flowing concept 
- free building content 
- free floating location

Each Xchange edition has their own entrance page - all content pages are available from any of them:

Xchange #1 - July compilation (on-line since 9th of July)
at radio OZOne (Riga) <http://ozone.parks.lv/Xchange>

Xchange #2 - August compilation (on-line since 20th of August) 
	 <mostly prepared in Workspace, DocumentaX>
on Radio Internationale Stadt (Berlin) <http://www.icf.de/RIS/Xchange>

Xchange #3 - September compilation (on-line since 8th of September)
	 <a part of Remote C project, AE festival>
on Ars Electronica server (Linz)   <http://re-lab.net/Xchange>

Xchange #4/#5 - October/November compilations 
	 <’dedicated’ to P2P conference at Roterdam&Amsterdam in October, 1997>
on V2_Organisatie server (Rotterdam) <http://www.v2.nl/Xchange>

idea started with riga net.radio OZOne established as the ‘network’ radio (in March 1997). 
OZOne’s data is placed on several servers in Europe:
Web-site - in Riga IS Parks server <http://ozone.parks.lv>
sound files - in Radio Internationale Stadt real-audio server (all OZOne’s audio archive also is available 
there): < http://www.icf.de/RIS>
mirror-site in Amsterdam on Xs4all server: <http://www.xs4all.nl/~ozone>

now: 
OZOne’s URL since 1998: <http://ozone.re-lab.net>
OZOne live: <http://ozone.re-lab.net/live.ram>

end:
Xchange net.project finished with October/November (1997) compilations. 

all X-Compilations are on-line still

continue:
December 1997 - seting up and starting the (Xchange) mailinglist 

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

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

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

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

Acoustic space is capable of simultaneity, superimpo-
sition, and nonlinearity, but above all, it resonates.  
"Resonance" can be seen as a form of causality, of 
course, but its causality is very different than that 
associated with visual space, because resonance 
allows things to respond to each other in a nonlinear 
fashion. Through resonance in a physical system, a 
small activity or event can gain a great deal of energy; 
for example, if I belted out a pitch that resonated with 
the unique acoustic characteristics of this room, the 

energy of my voice would be amplified by the environ-
ment. That's why some singers can shatter a glass 
with their voice: they hit the resonant frequency of the 
glass (which is a space and contains a space), making 
it vibrate to the point of shattering. Resonance is a 
very powerful analogy for understanding how various 
types of energies and spaces operate.

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

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

Much of what people say about cyberspace, the 
Internet, virtual reality, and other electronic spaces is 
centered on visual images and graphics. This dis-
course occurs on many levels -- the artistic, the intel-
lectual, as well as more practical technical issues and 
pragmatic social practices. And given the nature of 
today's interfaces, it isn't hard to see why. But I think 
we might benefit by weaving some of the deeper ques-
tions raised by acoustics, which includes hearing and 
orality, into the broader technocultural debate. 
For one thing, there's electronic music, a tremendously 
innovative, exciting and polycentered field, which 
raises all sorts of issues around aesthetics, spatial 
constructions, the non-thought, the production of sub-
jectivity. And then there's the larger environment of 
electronic arts or information culture -- the Internet, vir-
tual reality, for example -- which remain for the most 
part centered on the lingering dreams of visual space.
If you think for a moment about the technical con-
struction of virtual environments, I think you'll agree 
that Renaissance perspective continues to play an 
extraordinarily powerful role.

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

on making them: How can we create a space where 
perception and subjectivity are sucked into an alter-
nate dimension, an alternate kind of space? This is a 
central narrative about virtual reality; there are many, 
but this a very strong one. In many ways, it's a naive 
narrative. Yet the first time I experienced 3D audio, I 
was transported far more viscerally than in any of the 
far more sophisticated visually-based virtual reality 
installations.
There was something about the very pure non-graphic 
spatial organization of very good 3D audio that created 
an incredibly powerful immersive experience. 
Typically, people relegate acoustic dimensions to the 
"background" -- a soundtrack or score that "accompa-
nies" a primary visual experience. But in an immersive 
acoustic environment, you might hear all the sounds 
you would hear on a street corner, spatially organized 
in real time, surrounding you. This is much, much, 
stronger than a visual experience, which tacitly dis-
tances you, places you in a transcendent, removed 
position, rather than embodying you at the center of a 
new context.

My question here is: why are acoustic spaces so 
effective in this regard? What is it about sound that is 
so potentially immersive? I think it has to do with how 
we register it -- how it affects different areas of the 
bodymind than visuals do.  Affect is a tremendously 
important dimension of experience, and one of the 
most difficult to achieve in a visual environment. 
"Atmosphere" might be a good way to describe this 
aspect: sound produces atmosphere, almost in the 
way that incense -- which registers with yet another 
sense -- can do. Sound and smell carry vectors of 
mood and affect which change the qualitative organi-
zation of space, unfolding a different logic with a 
space's range of potentials. Ambient music, or an 
ambient soundscape, can change the quality of a 
space in subtle or dramatic ways.

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

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

surrounding information technology. In fact, with each 
significant mutation in electronic technologies from 
the mid-nineteenth century on, there was an eruption 
of utopian energy. "Now we will be able to communi-
cate across the world, now we will be able to solve 
conflicts, now we will have better education, now we 
will have more democracy."  These ideas were very 
much associated with the mutation in electronic 
acoustic space brought about by radio.

Imagine for a moment what the radio spectrum pre-
sented -- a space that was not a space, wide-open, 
unknown, literally cosmic. As people began to interact 
with the world of vibrating waves, a sort of "hacker" 
culture develop around it: people began to build their 
own crystal sets and talk to with others in unknown 
places, exchanging information and building their own 
networks. In fact, broadcast radio emerged from the 
ground up -- from these smaller radio hackers decid-
ing to broadcast music and news. This is very much 
like what we associate with the Internet's cultural 
development. But radio was quickly absorbed into 
commodity systems, and the state imposed its desire 
to organize the space of the spectrum, establishing 
the boundaries and rules that define the commercial 
radio that now dominates our airwaves.

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

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

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

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

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

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

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

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

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

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

·odien es gribïtu runÇt par daÏÇm abstraktÇm idejÇm, 
tïliem, daÏÇm nepabeigtÇm nojautÇm par akustisko 
telpu. It ¥pa‰i mani interesï attiec¥bas starp elektro-
nisko ska¿u un vidi, internetÇ vai mzikÇ. Es nerunÇ‰u 
par daÏÇdajÇm tehnoloÆijÇm, kas tiek izmantotas, tÇ 
vietÇ es mïÆinÇ‰u pieskarties dzi∫ÇkÇm problïmÇm 
saist¥bÇ ar ska¿u - kÇ tÇ konstruï subjektivitÇti un kÇ tÇ 
darbojas kÇ sava veida karte.

IesÇkumam - at‰˙ir¥ba, ko Mar‰als Makluens (Marshall 
McLuhan) iez¥mï starp vizuÇlo un akustisko telpu. 
Makluens izmantoja priek‰statu par vizuÇlo telpu, lai 
raksturotu, kÇ kop‰ Renesanses laikmeta rietumu 
subjektivitÇte ir organizïta uz tehnoloÆijas pamatiem. 
Makluens uzskat¥ja, ka Renesanses perspekt¥va ne 
tikai piedÇvÇja jaunu, daudzsolo‰u ce∫u vizuÇlÇs telpas 
organizÇcijas procesam (runÇjot par reprezentÇciju), 
bet iemiesoja sev¥ ar¥ ¥pa‰u subjektivitÇtes formu. Vi¿‰ 
ne tikai asociïja ‰o subjektivitÇti ar skata punktu, kuru 
rad¥ja Renesanses laikmeta gleznojumos izmantotÇ 
perspekt¥va, bet attiecinÇja to ar¥ uz drukas tehniku un 
grÇmatas jauno formu. Vi¿‰ uzskat¥ja, ka cilvïks, kas 
nÇcis pie mums no Renesanes, moderno rietumu cil-
vïks, ir vizuÇla persona.

Renesanses perspekt¥va tÇdïjÇdi kalpo kÇ daudz 
pla‰Çka fenomena vizuÇlÇ analoÆija - spïks rad¥t 
noteiktu, vienu skata punktu, kas sakÇrto domas un 
uztveri ar lineÇru l¥niju pal¥dz¥bu. Tas ir saist¥ts ar 
drukas tehniku - un drukÇto kultru - jo, saska¿Ç ar 
Makluenu, ‰¥s tehnoloÆijas iemÇca cilvïkam paradumu 
organizït pasauli lineÇrÇ, atomizïtÇ, sec¥gÇ kÇrt¥bÇ. ·¥s 
vizuÇlÇs telpas centrÇ ir aksioma vai pie¿ïmums, ka 
“daÏÇdi” priek‰meti, vektori vai punkti nepÇrklÇjas un 
nevar pÇrklÇties, un pasaule tiek uztverta kÇ lineÇra un 
sakÇrtota ap stingri noteiktÇm l¥nijÇm.

Makluens ‰o vizuÇlÇs telpas konstrukciju un 
subjektivitÇti, kas ar to saist¥ta, pretstata “akustiskajai 
telpai”. AkustiskÇ telpa ir telpa, kuru mïs dzirdam, 
nevis redzam, un vi¿‰ uzskat¥ja, ka elektroniskie medi-
ji ms ieved ‰ajÇ akustiskajÇ vidï ar savu afekta un 
subjektivitÇtes valodu. AkustiskÇ telpa neaprobeÏojas 
tikai ar mzikas vai ska¿as pasauli, elektronisko medi-
ju vide pati par sevi iemieso citu telpu organizï‰anas 
un uztver‰anas veidu.

AkustiskajÇ telpÇ ir iespïjama sinhronitÇte, 
pÇrklÇ‰anÇs un ne-linearitÇte, bet pÇri visam, tÇ 
rezonï. Protams, “rezonansi” var uzskat¥t par 
cïlon¥bas formu, bet ‰¥ cïlon¥ba visai btiski at‰˙iras 
no tÇs, kas asociïjas ar vizuÇlo telpu, jo rezonanse ∫auj 
“lietÇm” savstarpïji atbildït ne-lineÇri. TÇ kÇ rezo-
nanse ir fiziska sistïma, maza mïroga aktivitÇte vai 
darb¥ba var iegt milz¥gu enerÆiju; piemïram, ja es 
runÇtu tÇdÇ balss augstumÇ, kas rezonïtu ar ‰¥s telpas 
unikÇlajÇm akustiskajÇm ¥pa‰¥bÇm, vide pastiprinÇtu 
manas balss enerÆiju. TÇpïc daÏi dziedÇtÇji ar savu 

balsi var likt tr¥cït glÇzei, sasniedzot glÇzes rezonïjo‰o 
frekvenci (kas ir telpa un kas satur telpu) un liekot tai 
vibrït dzirdam¥bas robeÏÇs. Rezonanse ir spïc¥ga 
analoÆija,  kas pal¥dz saprast, kÇ darbojas daÏÇdi 
enerÆijas un telpas veidi.

Rezonanse ir tikai viena akustiskÇs telpas ¥pa‰¥ba, otra ir 
sinhronitÇte. VizuÇlÇ telpa uzsver linearitÇti, bet 
akustiskÇ telpa uzsver sinhronitÇti - iespïju vairÇkiem 
notikumiem risinÇties vienÇ laika/telpas zonÇ. TÇdÇ 
sistïmÇ subjekts - varbt persona - organizï telpu, sin-
tezïjot vairÇkus daÏÇdus notikumus, tïlus, un 
informÇcijas avotus organiskÇ vienot¥bÇ. Strikti runÇjot, 
tas nav patiesi, bet tomïr msu domas un uztvere var 
tiekties uz ‰¥s sinhronitÇtes sasnieg‰anu: mïs vianlaic¥gi 
uztveram daudz ko, un kombinïjam vienotÇ veselumÇ.

Makluens uzskat¥ja, ka tas, ko mïs dzirdam, ∫oti btiski 
at‰˙iras no tÇ, ko mïs redzam. Nav jÇsaka, ka mïs 
sinhroni gan redzam, gan dzirdam - bet tas notiek 
saska¿Ç ar at‰˙ir¥giem loÆikas likumiem, kas ir definïti 
un laika gaitÇ mainÇs. NepastÇv mÏ¥ga, nemain¥ga 
at‰˙ir¥ba; dr¥zÇk tas ir vienkÇr‰ots veids, kÇ runÇt par 
informÇcijas pieredzï‰anas, apzi¿as, koncepcijas 
ra‰anÇs apstÇk∫iem. Un elektroniskie mediji rada 
vairÇk akustisko iespïju pasaules uztverei.

LielÇkÇ da∫a atzi¿u par kibertelpu, internetu, virtuÇlo 
realitÇti un citÇm elektroniskajÇm telpÇm, koncentrï-
jas uz vizuÇliem tïliem. ·is diskurss attiecas uz 
daudziem l¥me¿iem - mÇksliniecisko, intelektuÇlo, ar¥ 
uz praktiskÇkajÇm tehniskajÇm problïmÇm un prag-
matisko sociÇlo praksi. øemot vïrÇ ‰odienas interface 
¥pa‰¥bas, nav grti saprast, kÇpïc tas tÇ notiek. Bet es 
domÇju, ka mïs varam tikai iegt, pla‰ÇkÇ tehnoloÆijas 
un kultras kontekstÇ apskatot daÏus dzi∫Çkos 
jautÇjumus, kas rodas saist¥bÇ ar akustisko telpu, kas 
sev¥ ietver dzirdi un runu.
ElektroniskÇ mzika - rado‰a, interesanta un decentra-
lizïta sfïra, kas izraisa visdaÏÇdÇkos jautÇjumus par 
estïtiku, telpas konstrukciju, zemapzi¿u, subjektivitÇtes 
veido‰anu. Un pastÇv pla‰ÇkÇ elektroniskÇs mÇkslas vai 
informÇcijas kultras vide - piemïram, internets, virtuÇlÇ 
realitÇte, kas lielÇkoties vïl joprojÇm koncentrïjas uz 
sap¿iem par vizuÇlo telpu. Ja padomÇ par virtuÇlÇs 
vides tehnoloÆisko konstrukciju, manuprÇt, js 
piekrit¥siet, ka Renesanses perspekt¥vai vïl joprojÇm ir 
¥pa‰i svar¥ga loma.

Man ir bijusi iespïja pieredzït vairÇkas ∫oti augsta 
tehnoloÆiskÇ l¥me¿a virtuÇlÇs realitÇtes vides. DaÏas 
no tÇm ir biju‰as visai pÇrliecino‰as. Tas nav obligÇtais 
mïr˙is visÇm virtuÇlajÇm vidïm, bet tÇ noteikti ir prob-
lïma cilvïkiem, kas strÇdÇ pie to izveido‰anas: kÇ mïs 
varam rad¥t vidi, kurÇ uztvere un subjektivitÇte tiek 
ieskta kÇdÇ citÇ dimensijÇ, citÇ telpÇ? ‰is ir galvenais 
jautÇjums, runÇjot par virtuÇlo realitÇti, ir vïl daudzi 
citi, bet ‰is ir visspïc¥gÇkais. SavÇ zi¿Ç ‰is jautÇjums ir
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∫oti naivs. Tomïr, kad es piemoreiz pieredzïju 3-dimen-
siju audio, mana apzi¿a ce∫oja tÇlÇk nekÇ jebkurÇ citÇ 
no izsmalcinÇtajÇm vizuÇlajÇm virtuÇlÇs realitÇtes 
vidïm.
πoti laba 3-dimensiju audio vides organizÇcija bez 
vizuÇlÇ pamata rad¥ja neticami spïc¥gu iespaidu. 
Parasti cilvïki uzskata akustiskÇs dimensijas par 
“fonu” - pavad¥jumu galvenajai vizuÇlajai pieredzei. 
Bet ‰ajÇ akustiskajÇ vidï varïja dzirdït visas ska¿as, 
kÇdas js varïtu dzirdït uz ielas stra, telpiski orga-
nizïtas tie‰ajÇ laikÇ jums visapkÇrt. Tas ir daudz, daudz 
iespaid¥gÇk nekÇ vizuÇla pieredze, kas js attÇlina, 
novieto js noteiktas distances attÇlumÇ, nevis novieto 
js jaunÇ koneksta centrÇ.

Mans jautÇjums: kÇpïc ‰ajÇ zi¿Ç akustiskÇs telpas ir 
tik efekt¥vas? Kas ir ska¿Ç tÇds, kas slïpj sev¥ ‰o ie-
spaid¥go potenciÇlu? ManuprÇt, atbilde saist¥ta ar to, 
kÇ mïs to uztveram - ska¿a ietekmï ms savÇdÇk nekÇ 
vizuÇlie tïli. Afekts ir ∫oti btiska pieredzes dimensija, 
un to ir ∫oti grti sasniegt vizuÇlajÇ vidï. ·o aspektu var 
raksturot vÇrds “atmosfïra” - ska¿a rada atmosfïru, 
l¥dz¥gi kÇ smarÏa. Ska¿a un smarÏa ietekmï 
noska¿ojumu, kas maina telpas kvalitat¥vo 
organizÇciju, un pak∫aujas citiem loÆikas likumiem ar 
telpas potenciÇlu. Ambient mzika vai soundscape var 
dramatiski izmain¥t telpas kvalitÇti.

Piemïram, mïs esam pieredzïju‰i daÏus interesantus 
eksperimentus un iespïjas ar RealAudio izmanto‰anu 
internetÇ. Bet vairÇk par ‰iem eksperimentiem mani 
interesï, lai cilvïki domÇtu par ska¿as un akustikas 
pla‰Çku izmanto‰anu. Ne tikai kÇ komunikÇcijas 
l¥dzekli informÇcijas apmai¿ai vai dialoga 
nodibinÇ‰anai, un ne tikai elektroniskÇs mzikas jomÇ, 
kas ir fascinïjo‰a, bet tomïr ir nodal¥ta no “citÇm” 
msu aktivitÇtïm un pieredzes. Es runÇju par 
akustiskÇs telpas pla‰Çku izpratni - es patie‰Çm runÇju 
par tÇs subjektivitÇtes, kuru mïs radÇm datort¥klu vidï, 
citÇm dimensijÇm. TÇ ir dzi∫a dimensija, un mums ar to 
btu jÇrï˙inÇs, jÇstrÇdÇ ar to un jÇatklÇj.

Akustikas iespïju vïsturisks piemïrs, ko btu vïrts 
¿emt vïrÇ, ir saist¥ts ar radio vïsturi: pirmie radio gadi 
bija ∫oti akt¥vi, un lielÇkÇ da∫a ‰¥s enerÆijas zuda, kad 
‰is medijs tika pla‰i izplat¥ts un padar¥ts par ikdienas 
sastÇvda∫u, iz¿emot pirÇtu radio darb¥bu, daÏiem 
sabiedriskajiem radio un radio mÇkslu. Msu situÇcija 
tÇpïc ir kÇ deja vu: kad tika pierÇd¥ta iespïja komu-
nikït ar bezvada telegrÇfa starpniec¥bu, tÇ tika 
absorbïta un velt¥ta utopiskas iztïles ainu 
konstruï‰anai, kas atgÇdina retoriku par visureso‰o 
informÇcijas tehnoloÆiju. Faktiski ar katru btisku 
mutÇciju elektronisko tehnoloÆiju jomÇ, jau kop‰ 
devi¿padsimtÇ gadsimta vidus l¥dz pat msdienÇm, 
vienlaic¥gi ir noticis utopiskÇs enerÆijas izvirdums. 
“Tagad mïs varïsim komunikït ar jebkuru pasaules 
vietu, tagad mïs varïsim atrisinÇt konfliktus, tagad 
mums bs labÇka izgl¥t¥ba, tagad mums bs vairÇk 
demokrÇtijas.” ·¥s idejas tika saist¥tas ar elektroniskÇs 
akustiskÇs telpas mutÇcijÇm, kuras ieviesa radio.

Uz br¥di iedomÇjieties, ko reprezentïja radio - telpa, 
kas nebija telpa, pla‰a, nezinÇma, burtiski kosmiska. 
L¥dzko cilvïki sÇka mijiedarboties ar vibrïjo‰o ska¿as 
vi∫¿u pasauli, ap to att¥st¥jÇs sava veida  “hakeru” 
kultra - ∫audis sÇka bvït pa‰i savas raid¥‰anas 

ier¥ces un sarunÇties ar citiem nezinÇmÇs vietÇs, 
apmain¥jÇs ar informÇciju un veidoja savus 
informÇcijas apmai¿as t¥klus. Radio kust¥ba sÇkÇs no 
‰iem nelielajiem raid¥tÇjiem, kas raid¥ja mziku un 
zi¿as. broadcast. ·¥ situÇcija ir ∫oti l¥dz¥ga tam, ko mïs 
pa‰laik uzskatÇm par interneta kultras att¥st¥bu. Bet 
radio Çtri tika absorbïts ikdienas ïrt¥bu sistïmÇs, un 
valsts realizïja savu vïlï‰anos organizït ‰o telpu, 
nodibinot robeÏas un likumus, kas definï komerciÇlÇs 
raidstacijas, kuras tagad dominï.

Protams, ir citas dimensijas, kas saglabÇju‰as 
utopisku, progres¥vÇku un tïlainÇku aspektu. Ir 
pirÇtiskie radio un ir cilvïki kas klausÇs pïrkona negai-
sus ir ar¥ msu iem¥∫otÇs koledÏu radiostacijas... ·is 
spektrs ir vel atvïrts, savÇ zi¿Ç. Bet citÇdi tas ir 
milz¥gs, nomÇco‰s tuksnesis.

Interneta “radio” nav radio; tas neizmanto radio ïteru, 
un tÇ ir liela at‰˙ir¥ba. Bet tas ir imns pret tÇm pa‰Çm 
varas izpausmïm. Ir neiedomÇjami svar¥gi saglabÇt 
elektroniskos komunikÇciju medijus kÇ atvïrtu telpu, 
kas gatava nezinÇmajam. Kas padar¥ja radio tÇ 
pirmsÇkumos tik aizraujo‰u tehniskajÇ, sociÇlajÇ un 
rado‰ajÇ jomÇ, bija tÇ atvïrt¥ba: tÇ bija telpa, kas nebija 
piln¥bÇ definïta, nebija pieradinÇta. Vïl vairÇk, ‰¥ telpa 
atklÇja citÇdu loÆiku. Tie‰i tas notiek atkal: elektronisko 
mediju, it ¥ap‰i interneta, akustiskÇ dimensija piedÇvÇ 
iespïju, kas btiski at‰˙iras no vienkÇr‰as informÇcijas 
piegÇdÇ‰anas, vai jaunu interneta lappu‰u 
izveido‰anas, vai vairÇk animÇciju izmanto‰anas. Vai 
pat lïtÇku telefona sarunu veik‰anas.

Ideja par to, ka mïs varam rad¥t jaunu dimensiju ar 
jaunÇm iespïjÇm - ne tikai “informïjo‰Çm” iespïjÇm - 
sniedz mums atmosfïriskÇku priek‰statu par msu 
mïr˙i, sagaidot 21.gadsimtu un tÇ d¥vainÇs globÇlÇs 
vides attiec¥bas. Patie‰Çm ir grti iedomÇties, ko tas 
varïtu noz¥mït. Visi daÏÇdo t¥klu daÏÇdie faktori, kas 
mijiedarbojas un saskaras... kÇ mïs tiksim tam visam 
cauri? KÇ mïs sev nodro‰inÇsim pamatu, lai nojaustu, 
kÇda ir msu telpa un kÇda tÇ varïtu bt, un kÇdas 
varïtu bt msu attiec¥bas ar ‰o telpu? ·¥ akustiskÇ 
dimensija piedÇvÇ mums instrumentus, ne tikai 
individuÇli, bet ar¥ kolekt¥vi. TÇ ∫auj mums modulït re-
fragmentizït ‰o jauno vidi - to ne∫auj  uz vizuÇliem 
priek‰statiem, grafikiem un tekstu balst¥tÇs vides.

AkustiskÇs telpas var rad¥t citÇdu subjektivitÇti; tÇs 
piedÇvÇ jaunas iespïjas un potenciÇlu - it ¥pa‰i 
estïtikas un informÇcijas l¥men¥ - , kas var pal¥dzït 
mums atrast ce∫u uz telpÇm, kuras mïs atklÇjam un 
kurÇs ieejam. LabÇkais piemïrs ir mzika, it ¥pa‰i elek-
troniskÇ mzika. Protams, var runÇt par mziku 
vispÇr¥gÇ l¥men¥ un tÇs attiec¥bÇm ar afektu, par to, kÇ 
mzikas vibrÇcijas rezonï ˙ermen¥, amodinot prieku, 
bailes utt. Bet mani ¥pa‰i interesï elektroniskÇ mzika, 
jo tÇs vïsture atspogu∫o main¥gÇs attiec¥bas starp 
subjektivitÇti un “akustisko telpu” divdesmitÇ gadsim-
ta elektroniskajos medijos.

Piemïrs: pirmais patie‰Çm elektroniskais instruments 
ir krieva Leona Teremina izgudrotais instruments, kas 
attiec¥gi tika nosaukts par tereminu. Vi¿‰ rad¥ja ‰o 
instrumentu divdesmito gadu sÇkumÇ: instruments 
rad¥ja elektromagnïtisko lauku, kuru varïja modulït ar 
roku. Ska¿as stiprumu un ska∫umu varïja kontrolït,

novietojot savu ˙ermeni ‰ajÇ lokÇ; ‰˙ietami mzika 
radÇs no t¥ra gaisa. Teremins bija iecerïjis ‰o instru-
mentu koncertzÇlïm, un KlÇra Rokmora, visu laiku 
labÇkÇ ‰¥ instrumenta izmantotÇja, ar to spïlïja 
Rahma¿inova un Ravïla ska¿darbus. Bet ko mïs 
redzam un jtam, dzirdot teremina ïteriskÇs ska¿as, tÇ 
d¥vaino un plsto‰o balsi? Mïs ‰o instrumentu 
paz¥stam no piecdesmito gadu filmu par NLO muzikÇlÇ 
pavad¥juma, un no popmzikas, piemïram, no atbil-
sto‰i nosauktÇs “Good Vibrations”. Kaut gan instru-
ments tika rad¥ts “¥stÇs” mzikas atska¿o‰anai, tas 
ce∫o viscaur divdesmitÇ gadsimta popkultrai, radot 
visdaÏÇdÇkÇs asociÇcijas - kosmiskÇs vibrÇcijas, kos-
moss, paranoja, narkotikas. ElektroniskÇ telpa piedÇvÇ 
daÏÇdus subjektivitÇtes veidus - un ne tikai zinÇtniskÇs 
fantastikas kli‰ejas. PadomÇjiet par to, kas notika ar 
elektronisko mziku se‰desmitajos un septi¿desmita-
jos gados - gan psihodïliskajÇ mzikÇ, gan 
mÇkslinieciskajÇ mzikÇ, kÇ Stokhauzens. Tas ir uz-
svars uz kosmisko, telpisku dezorientÇciju, afektu, vai 
ne-humÇno. ElektroniskÇs mzikas akustiskÇs telpas 
neaprobeÏojas ar afekta un siÏeta organizÇciju, kas 
definï lielÇko da∫u popmzikas, ar savu maksimÇli per-
sonificït m¥lest¥bas un zaudïjuma struktru.

ElektroniskÇ mzika nevis tikai papla‰inÇja afekta va-
lodu pïc ‰Çda stereotipiska mode∫a, bet gan atvïra 
vairÇk vai mazÇk personificïtas ska¿u ainavas un 
fiziskas telpas. Tas nav tikai Ïanrs vai mzikas 
tehnoloÆija, bet daudz dzi∫Çks fenomens, kas saist¥ts 
ar elektronisko mediju telpas sakÇrto‰anu, kurÇs atro-
das cilvïki, lai kÇda ar¥ btu ‰¥ telpa - Makluena 
akustiskÇ telpa, vai de-teritorializïtÇs telpas, kas ir 
k∫uvu‰as par btisku elementu postmodernÇs 
subjektivitÇtes artikulÇcijai.

Vïl viens pieminï‰anas vïrts piemïrs ir dub mzika. 
TÇ radusies ∫oti skarbÇ tehnoloÆiskÇ kontekstÇ, zemas 
tehnoloÆiskÇ l¥me¿a Jamaikas ierakstu studijÇs 
septi¿desmitajos gados. Dub mÇkslinieki pa¿ïma 
jebkÇdu popdziesmu pavad¥jumu, kÇds vien bija pie-
ejams, un samontïja citÇ sec¥bÇ, izmainot to daÏÇdus 
elementus ar d¥vainu un bieÏi vien primit¥vu efektu 
pal¥dz¥bu - atbalsis, ska¿as izkrop∫ojumi, 
reverberÇcija. RezultÇts - parasta regeja melodija ar 
savu dejisko ritmu, pÇrvïrtÇs par d¥vainu un sve‰u 
elektronisku telpu. Klausoties dub mziku, js iegrim-
stat, iesl¥gstat ‰o ska¿u efektu rad¥tajÇ telpÇ.  DÏona 
KeidÏa (John Cage) “neredzamÇs ainavas” vai 
Braiena Ino (Brian Eno) ambient mzika ir vïl citi 
piemïri. Visas ‰¥s vides attiecas uz sava veida ki-
bertelpu - telpisku un elektronisku afekta un kvalitÇtes 
orientÇciju, nevis informÇcijas un kvantitÇtes, tÇ ir 
sinhronitÇtes, pÇrklÇ‰anÇs un ne-linearitÇtes telpa, 
d¥vainas atkÇrto‰anÇs un vïl d¥vainÇkas rezonanses. 
TajÇ pa‰Ç laikÇ, kÇ daudzas no ‰¥m muzikÇlajÇm
formÇm ir propogandïju‰as, to daÏÇdie aspekti un 
mutÇcijas ir rad¥ju‰as jaunu telpu subkultrÇm, fiziskai 
pretest¥bai un populÇriem rituÇliem.

Mzika un ska¿a ir neiedomÇjami spïc¥gi afektu 
organizïtÇji; to spïks strukturït subjektivitÇti pÇri 
laikam padara to par neticami produkt¥vu valodu, kas 
spïj¥ga pÇrvarït teksta uzspiesto linearitÇti. Tas neat-
tiecas tikai uz elektronisko mziku: visas populÇrÇs 
mzikas formas funkcionï, it ¥pa‰i attiec¥bÇ uz jau-
nie‰iem, kÇ iespïja konstruït un definït pasaules 

uzskatu. Nav nekÇda nejau‰¥ba, ka jaunie‰u 
subkultras visvairÇk centrïjas ap mziku. Un 
pasaulï, uz kuru mïs ejam, kultras v¥rusu, decentra-
lizïtu subjektu un para-telpu pasaulï, ‰¥s tïmas k∫s 
arvien svar¥gÇkas.

NobeigumÇ es gribïtu vïlreiz uzsvïrt, ka elektroniskÇs 
tehnoloÆijas akustiskÇ dimensija ir augo‰s spïks - ne 
tikai estïtiskÇ noz¥mï, bet visai subjektivitÇtes 
organizÇcijai un l¥dz ar to kolekt¥vu un politisko 
grupïjumu organizÇcijai. Es izmantoju mzikas 
piemïru, jo tas visskaidrÇk demonstrï, kÇ organizïjas 
- vai tiek organizïtas - cilvïku grupas ap afekta, rezo-
nanses politiku. TÇ ir ∫oti spïc¥ga valoda, pat ∫oti 
b¥stama. Elektro-akustiskÇs telpas nav tikai mzikas 
stils vai labas virtuÇlÇs realitÇtes ska¿as pavad¥jums, 
tÇs ir saites starp cilvïku un ma‰¥nu, saites, kuras mïs 
jtam ar mutÇciju starpniec¥bu. TÇ kÇ msu ma‰¥nas 
k∫st arvien sareÏÆ¥tÇkas, ar¥ msu attiec¥bas ar tÇm 
k∫s arvien sareÏÆ¥tÇkas, un atklÇsies arvien jaunas 
dimensijas - tik pat labi ar¥ noslïgsies. ·˙ïrsojot elek-
tro-akustisko telpu, akustiskÇs kibertelpas, robeÏas, 
mïs varam saglabÇt ce∫u uz nezinÇmÇ atvïrto pasauli.
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Es rakstu katru dienu. Apmïram simts vai varbt 
tksto‰ vÇrdu. Es varu saglabÇt uzrakst¥to, vai ar¥ 
izmest. Man patie‰Çm ir vienalga. Pirms kÇda laika es 
ievïroju, ka mana rakst¥‰ana ir main¥jusies, un es 
mïÆinÇju saprast, kas bija main¥jies. Lai to izskaidrotu, 
man nÇcÇs formulït daÏas joc¥gas domas. Mani 
spriedumi bija sekojo‰i:
>> ManÇ galvÇ eksistï nebeidzamas vÇrdu 
kombinÇcijas, bet es tÇs visas glabÇju sev¥.
>> Ja kÇds teikums bs uz manÇm lpÇm, tad kÇdÇ br¥d¥ 
tas atrad¥s spoguli  un vïros pats sevi nebeidzami ilgi. 
>> Piln¥gas mu∫˙¥bas ir tik pat noder¥gas, kÇ pÇrdomÇts 
arguments.
>> Ja js pietiekami uzman¥gi ieklausaties, js varat 
atklÇt, ko kÇds jums saka un spïlïties ar teiktÇ 
sastÇvda∫Çm.
>> Es burtiski izsap¿oju stÇstu, bet pa to laiku varu 
mïÆinÇt uzrakst¥t tikai vienu vÇrdu.

TÇdïjÇdi es spïlïjos ar kodï‰anu - ar procesu, kurÇ 
vÇrdos tiek iekodïta un pïc tam dekodïta kaut kÇda 
noz¥me, un mïs ticam, ka saprotam ‰o procesu. JÇ, es 
ticu, ka saprotu. 

Mïs varam iekodït tik sareÏÆ¥tu noz¥mi, kÇdu vien 
vïlamies, vai tik smalku, tik trauslu, vai tik populÇru, 
bet - ja js sakÇt kaut ko, visas nianses pazud¥s, atstÇ-
jot tikai vispÇrïjo noz¥mi. 

VispÇrïjÇ noz¥me. Virsraksts vai attïls.

Bet mazie vÇrdi kÇ skudri¿as:
>> Sveiki
>> Es saprotu
>> Ier¥ce darbojas lieliski paldies

Lielie vÇrdi, jÇ, TIE aiz¿em vietu un mïs esam pieradu‰i 
k∫t kurli pïc tam, kad esam izdzirdïju‰i tos. 

>> DiÇna ir mirusi!
Tie ir milz¥gi vÇrdi. Man vajadzïtu atvainoties, ka lieto-
ju tos ‰eit. Tas ir kÇ nok∫t zem kÇjÇm veselam zilo¿u 
baram. JÇ, tie ir lieli vÇrdi, milz¥gi, tie noz¥mï pÇrÇk 
daudz un tajÇ pa‰Ç laikÇ neko. Js taãu to zinÇt, vai ne. 

Bet vai js zinÇt, kas tos izvïlïjies?

Pirms kÇda br¥Ïa es uzrakst¥ju tos savÇdÇk. Es gribïju 
rakst¥t par medijiem, kas ie¿em arvien vairÇk vietas 
msu dz¥vï un uzrunÇ ms pret msu gribu, un par vïl 
daudz ko citu, kas ms tagad uztrauc. Es vïlïjos iesÇkt 
‰o sarunu ar vienkÇr‰iem vÇrdiem - apmïram tÇ:
>> “js esat akt¥vi izrÇd¥ju‰i piekri‰anu izlas¥t ‰o        
tekstu... Par informÇciju, ko es jums sniedzu, tagad 
esat atbild¥gi js, tÇ kÇ - ja js publicïsiet kaut ko no tÇ, 
ko es saku, tad par neslavas cel‰anu bsiet atbild¥gi 
js, nevis es”.
Es to nokopïju no Hotline. 
TÇlÇk gribïju runÇt par savu iepriek‰ïjo dz¥vi, kurÇ es 
biju ÏurnÇla redaktore LondonÇ. Tas nemaz nebija tik 

aizraujo‰i, bet man ‰˙iet, ka nekad nebiju atradusies 
tuvÇk Rupertam Merdokam. Tad es runÇju ar kÇdu v¥ru, 
kur‰ ikdienas sarunÇjÇs ar Merdoku un rakst¥ja 
“lielus” vÇrdus ar lielu noz¥mi, kurus las¥ja tksto‰iem 
un miljoniem cilvïku. BET vi¿‰ man teica ar¥ ko citu, kÇ 
es vïlÇk sapratu teikÇ noz¥mi: “ja mïs varïtu, mïs 
nopirktu autorties¥bas uz frÇzi “DiÇna ir mirusi!”

·ie mistiskie “mïs”. Ruperts Merdoks un vi¿a Old 
Boys Network. Vi¿‰ izmantoja parastus vÇrdus, 
papildinÇtus ar “lielajiem”, lai liktu jums domÇt, ka vi¿‰ 
stÇsta par princesi DiÇnu, bet paties¥bÇ vi¿‰ tirgoja 
neko citu kÇ tikai savu anti-vÇrdu t¥klu - miglu un 
atspulgus.

Tad notiek katastrofa, un js vïrojat tÇs dokumentÇlu 
atspogu∫ojumu. 
Bet ko js tur darÇt? Neko. TÇ ir problïma. Ko js par 
to teiksiet, kÇds ir jsu viedoklis? KÇdÇ valodÇ js 
runÇjat? Tas ir svar¥gi, jo robeÏas nav skaidras, galu 
galÇ tas ir starptautiskais, pasauli aptvero‰ais inter-
nets! Vai js esat noskumu‰i? Js raudat? Un tad no 
jsu mutes kÇ smiltis sÇk birt visi ‰ie “lielie” vÇrdi. Un 
varbt smalka balsti¿a jsos saka:
>> pirms es runÇju, man jÇizvïlas valoda, kurÇ manis 
teiktais skanïs visska∫Çk! Varbt tagad vairs nav 
iespïjams neko pateikt, jo visi “lielie” vÇrdi jau ir kaut 
kam velt¥ti...

Es gribïtu tuvoties nobeigumam. Ir kaut kas, ko reiz 
sauca par izdz¥vo‰anas ekipïjumu aukstÇ kara 
apstÇk∫os, bet tam ir saist¥ba ar¥ ar struktrÇm un akus-
tisko inÏenieriju.
Tas atrodas uz loga un pÇrraida ar RealAudio un inter-
neta starpniec¥bu sarunu starp ‰o ïku un vidi, kurÇ tÇ 
atrodas. Kad apkÇrt atrodas cilvïki, vi¿u balsis nav dzir-
damas, var just tikai vi¿u so∫u smagumu vai smieklu 
vieglumu. TÇ nav rota∫lieta slepen¥bas teorïti˙iem. 

Man tÇ ir da∫a no sistïmas, posms auru sazinÇ‰anÇs 
˙ïdï. VienkÇr‰i vÇrdi. Piemïram, lidma‰¥na ir viens no 
“lielajiem” vÇrdiem, bet elektronika, kas ir to iek‰ienï, 
ir kÇ jra. Teleksa aparÇti ir kÇ gliemeÏvÇki. Aleksandrs 
Bells esot nïsÇjis kabatÇ nogrieztu ausi, kamïr izgud-
rojis telefonu, reiz pastÇvïja uzskats, ka telefons bs 
starpnieks sarunÇm ar miru‰ajiem. Visi ‰ie klusie 
priek‰meti, vibrïjo‰u vi∫¿u formas, atbalsis un atbildes. 

TÇda ir nÇkotne: ultra zema ska¿a, kas mazliet satrici-
na jsu smadzenes. TajÇs ir daudz telpas, un varbt js 
atrodaties kosmosÇ, skat¥damies lejÇ, kur viss liekas 
tik s¥ks, t¥rs un laimes apdvests. Trok‰¿aina ir tikai jsu 
komunikÇciju l¥nija. TÇ reizïm k∫st skaidrÇka, tad nok-
lust, reizïm js varat dzirdït kaut kÇdas ska¿as.. teik-
sim, balsis. KÇ krÇsu traipus - ko‰as un spilgtas krÇsas. 
Man tÇ ir visskaistÇkÇ ska¿a pasaulï. Man ir grti 
paskaidrot, kÇ es to izjtu. Bet es esmu sap¿ojusi par 
‰o fizisko vibrÇciju vairÇk kÇ gadu, un tagad beidzot 
manas nojautas ir piepild¥ju‰Çs. 

I write every day. Something like 100 or maybe a thou-
sand words. I might keep it, or throw it away. It makes 
no difference really. Sometime ago I noticed that the 
writing had become different, and I tried to figure out 
whathad changed. To explain it, i had to formulate 
some funny maths. My reasoning went like this:
>>	 There are an infinite combination of words 
in my head but I carry them all inside me.
>>	 If I keep moving a sentence around my lips 
then at some point it will find a mirror and just listen to 
itself for a long time. 
>>	 Site specific nonsense is just as useful, if 
not the same as, a resolved argument. 
>>	 If you listen very hard, you can unpeel what 
one person is saying to you and toy with the resulting 
component parts.
>>	 I am literally dreaming up a novel, but will 
attempt to only print one word at a time.

So I am playing with ‘coding up’, how words are encod-
ed or decoded and somehow, through some meta cog-
nitive processes “we believe we understand”. 
Yes, I believe I understand. 

We can code things up to be as difficult to understand as 
we like, or as contrived or as eloborate, or as fragrant, or 
as popular, but ultimately if you say something, all the del-
icate shades of it will disappear in the big meaning. 

The big meaning. The headline or the picture. 

But the little words are like ants:
>>	 How do you do
>>	 I’m reading being and time
>>	 The warp drive is running very smoothly 
thank you. 	 	

The big words  yeah THEY take up the most space and 
we are kind of trained to go deaf after hearing them.  

>>	 Di is Dead!
 Wow that’s mega words. Sorry, I should apologise for 
bringing them in here. It;s like being trampled under-
foot by a heard of elephants. Yup, they are big words, 
huge, these words together just mean too much, and 
nothing also. Hey you know that don’t you. But do you 
know who defined them?

A while back I sat down and wrote these words differ-
ently. So I was going to talk about push media and the 
law of disclaimers and all the things that are bothering 
us now. I was going to preface this talk by little words 
- legalise - saying something like, 
>>	 “you have actively agreed to come to read 
this statement and be witness to me writing. The infor-
mation I give is your responsibility now so if you pub-
lish anything I say then you are liable for defamation 
not me” I hacked that straight out of Hotline... 

Then I was going to talk about my previous incarna-
tion, as editor of a magazine in London. It wasn’t that 
exciting, but I suppose that it’s the closest I ever got to 
rUpert mUrdoch. Somehow I ended up one step away, 
talking with a man who had daily conversations with

mUrdoch and wrote some big words with big meanings 
that were read by thousands and millions of people. 
BUT ultimately he also said some small words to me 
that, a bit later, I realised had this meaning: “if we could, 
we would buy the rights to the phrase ‘Di is Dead!”

The mysterious we. rUpert mUrdoch and his (soon to 
be superceded) Old Boys Network. The guy that used 
all the little words peppered with big ones to make you 
think that he was telling you about the D lady, but in 
fact was just creating his market out of nothing but a 
safety net of anti words: smoke and mirrors. 

And then there is a crash and you are looking at the 
documentation of the wreckage.
But what are you doing here? No really. This is a kind of a 
problem. What are you going to say about it, what is your 
position? What language are you speaking ? It’s important 
because the boundaries are unclear, this is international 
Paris/Sydney/internet afterall! Are you outraged! Crying? 
And then all the big words pour out of your mouth like 
sand. And maybe the little voice is saying:
>>	 before I speak I must choose the language in 
which to be heard most loudly! Maybe by this time it is 
impossible to hear a word because all big words are 
out in tribute to something, or disucssing it already and 
you are contextualising it with language...

So I want to circle my work, the work. There is some 
equipment, that was once cold war surveillance stuff, 
but also belongs to the realm of structures and the 
acoustic engineer. It sits on a window in a space and 
it broadcasts the conversation that the building makes 
with it’s environment over the internet via real audio. 
When people are around you cannot hear their voices, 
only the heaviness of their feet or the lightness of their 
laugh. This is not a machine for conspiracy theorists.

To me it is part of a system, a chain of transient aural 
messaging. Small words. You see Airplanes are like 
big words,  but the electronics inside them are like the 
sea washing over you. Telex machines are like shells, 
tapping ears. Alexander Graham Bell carried a severd 
ear in his pocket while he was inventing the tele-
phone, the telephone was once thought to be a device 
to contact the dead. All these quiet things, bleeping 
away in the darkness, vibrational wave forms, the 
echo of feedback on the line. 

I’m giving the you the future now and this is what it 
sounded like: An ultra-low rumble, it rattles your brain 
a bit. There is a lot of space in it, so maybe you are in 
outer space looking down at everything so small and 
clean and happy. It’s your comms link that’s noisy. It’s 
passing up and down and sometimes you can hear 
something bouncing around ..oh hey, voices. In the 
sludge are these pixelated patches of colour. Hot and 
burning colour. To me it’s the most beautiful sound in 
the world. I can hardly articulate how I feel about it. 
But I’ve been dreaming about this psychic rumble for 
a year now and I finally get to hear my premonition.

VIBRÅCIJA SMADZEN‰S(humble under minded)
psychic rumble Zina Kaye 

From: zina@world.net
Date: Wed, 24 Dec 1997 10:19:54 +1100

ZINA KAYE 
Transcript of a talk first given at Code Red, Sydney.
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In the age of Mozart he has written and played pro-
gressive contemporary popular music. That's surely 
true. He used instruments, melodies and rhythms to 
express his feelings. This is what we could call 'music' 
in a traditional sense. What is 'music' now? 
Scepticists say that Mozart has done everything with 
that 12 notes that could be done. So what else left for 
the eagerly waving pop-hunger crowd? Same old 
shite? Perhaps you could say 'yes', but if you take a 
closer look at the new archetypical circus you can see 
that the concept has changed a lot.

The first common used electronic instruments were 
mostly keyboard based ones and 'pop' musicians 
could use these as smaller, more practical virtual mod-
els of the original. Ray Manzarek of Doors and Emerson 
of Emerson, Lake and Palmer could be mentioned as 
the wizards of the electronic organs and the first syn-
thesizers those were manufactured by Dr. Moog. 
This modeling scheme was the basic idea for the men-
tioned Moogs: remodel an existing sound of an exist-
ing instrument by using electronic devices, construct 
real sounds from a constant flow of electrons. The first 
machine that has any common to a 'sampler' was the 
Mellotron. This instrument looked like a keyboard with 
each key has a short dedicated magnetic tape. You 
could record sound events to each tape - you could 
'sample' - and later play it back with the pressing of the 
key. Of course the quality, the liability and the effec-
tiveness of this thingy could not be changed to the con-
temporary used digital ones and truly they were very 
expensive. Even the first generation of digital samplers 
made by Fairlight and EMU Systems costed a lot and 
just state-of-art studios could buy them at the time of 
their manufacture. Such experimental artists like 
Brian Eno made the most relevant works not really 
with this technology, but with this way of thinking, as 
they made a soundscape from bits, events and layers 
of sound, not a real composition with a strictly used 
term 'melody' or 'rhythm', but a texture that of course 
had some way of flowing. From these early works from 
the seventies - such as 'Music for Airports' - the so-
called 'ambient' style has been born. (This term is 
commonly used in contemporary dance music.)
Returning to the pop, the first hit which was based on 
this technology and idea of music was Paul 
Hardcastle's 'Nineteen' in 1983. The number of sample 
and sampler users started to grow, but the next quali-
ty change was done by the hands of Jonathan Moore 
and Matt Black, the Coldcut duo. The sampling pio-
neer pop producer team has started the carrier of Lisa 
Stansfield, Yazz and many more. Their 1987 released 
'What's That Noise' made their fame to became the 

world's first real remixing artists. Furthermore they 
have founded Ninja Tune Records and Hex experimen-
tal multimedia firm. The real groundbreaking song was 
M*A*R*R*S' 'Pump Up The Volume' in the same year 
- evidentally with some Coldcut sample. The cause of 
the importance were: 1. this was the first pop house 
tune, 2. this song was made only of samples, no 
instruments, nothing new and additional material has 
been recorded during the making process. 
Surprisingly or not, at this time not so many people has 
realised the importance and the possibilities of this 
musical concept, but after 'The Manual' almost every-
thing has been explained and done. The two of Jim 
Cauty and Bill Drummond have decided to form a pop 
group and ake a hit a month. They did it and docu-
mented it in the previously mentioned book. The band 
was the JAMS (Justified and Ancient of Mumu) and 
the song was 'Doctorin' the Tardis'. Sampling Gary 
Glitter and the Doctor Who series they provided an 
easy step-by-step guide to contemporary pop music, 
giving every one a chance to score a number one hit 
in just a month. Their first common known album, 'The 
White Room' released under the pseudonym KLF 
(Kopyright Liberation Foundation) was entirely done 
with one sampler, one synthesizer and one guitar. This 
album included the single 'What Time Is Love' that 
made a Guiness record with its almost 700 different 
remixes available. They have been the most controver-
sive pop band ever with their appearance on Top Of 
The Pops (premiere English pop music TV programme) 
with the Extreme Noise Terror and that infamous 
British Awards version of 'What Time Is Love' in 
noisemetal. Publishing whole page ads in Guardian and 
high art magazines questioning the 'art'. (Their 
truly weird story and concepts would need lot more 
space and time than I have, so take a look at them by 
yourself, it do worth it.) The latest pop phenomenon I 
would like to mention in the sampling business is the 
Utah Saints. No, it's not a football team, but two young-
sters who provided us a very ambivalent way using of pop 
an unfamiliar artistic samples, their songs could contain 
Slayer, Eurythmics and Kate Bush samples at the same 
time bringing together an excellent and organic sound.

Now let's get back to my generation. We can put all 
buzzwords in one bowl: industrial revolution, informa-
tion revolution, desktop revolution, revolution revolu-
tion. Ok, solid, we all know this, we all have lived this 
personally, so how can we get in focus in this whole 
stuph. If you all mix up these previous buzzwords the 
sum will be something avout reproducing and replac-
ing the natural, the original by human inventions, making 
the convergence better and better, smoothing the

human boundaries' analogue and digital approxima-
tive errors. Really I'm not interested in those pioneer-
ing artists and talents who revealed the hidden 
secrets and treasure of sampling technology in the 
ancient mist of the Seventies. Truly I've one of the boys 
who didn't really bothered the ADSR synthesizer of the 
good old Commodore 64, because we considered 
melodic music as a thing of past and in a silly bipolar 
way it could have been either cheesy easy listening 
pop or unlistenable Bartók-like mathematically 
designed soundsculpture. 
Sorry we were not curious about neither of them. But 
receiving the Commodore Amigas the most obvious 
way of using them was to use them as a sampler tool. 
Basically an Amiga could be considered as a 4 note 
polyphonic 8 bit sampler with 512 kilobytes memory. 
That time this machine was huge! Using samples as 
tuned instruments, using them as 'noise' or manipulat-
ing them - we thought that we had been born to do 
this. Okay, we missed the real time feature, but don't 
forget the fact, that the high end real time algoryhtms 
had been developed and optimised by these demo 
groups - I've come from one of them -, so the last buzz-
word, the desktop revolution was done by these peo-
ple - or could I say _us_.

Our generation was the first one growing up _in_ an 
information overflow, that's why we are into sampling, 
perhaps. I could cite Gibson short stories, but let that 
be enough if I say holistic world view. I'm just trying to 
sample the world, I ain't try to synthesize any part of it, 
I'm just stealing the interesting pieces and put them 
together. I think that some of the Kraftwerk had men-
tioned the realm of the ultimate German kid with a syn-
thesizer and a sampler, who's coming home from the 
school builds his own song from his favourites, chop-
ping bits and pieces, taking the bass from here and the 
chorus from there. Considering the availability of free 
multitracker sample oriented music editor softwares 
(the so-called 'trackers', FastTracker for instance) and 
the cheap PCs plus the soundcards anyone can join 
the new 'folk' music movement. This new concept of 
pop music gives back the music in the hand of the 
common people, I only can think about it as a new 
pseudo folkmusic. We've left specially prepared sam-
ple discs behind, we have online sample stores, free 
archives, the most successful acid jazz act, the US3 
scored their hits with a free entrance to the Blue Note 
Records jazz archives - they could use any sample 
they'd found. 
World music goes to mainstream with sampling and 
Deep Forest. The ex-Depeche Mode icon, Alan Wilder 
stated that he made his last album home with one PC 
and a CuBase Virtual Studio. If you look around care-
fully on the net, you can bounce into illegal software 
archives providing you the latest high tech pro-
grammes, filters, workstation. These softwares like 
Sonic Foundry's Soundforge or Steinberg's Wavelab 
provides 24 bit oversampled quality and so tough and 
heavy digital processing features that could only be 
compared to a Russian military ICE-cracker.

Straight consequence of the sampling fair is the 
remixing industry with its saints and sinners. Pet Shop 
Boys' 'DJ Culture' has known something for years... 
Look at that Brooklyn kid, DJing since 1984 whose 
name is simply Todd Terry. This freak of remixing has 

done the EBTG effect. The Everything But The Girl has 
been an average post wave intellipop duo, playing the 
same music for almost 10 years with some not relevant 
Top 40 hits, then came this Todd guy, remixed their sin-
gle 'Missing', and it has sold in 3 million copies world-
wide, overselling their all previous records. Fast 
enough it was a hip to have a 'Todd Terry' or a 'Tee's 
Freeze' remix on singles, so the price of this work has 
gone too high, the act called Freakpower denied to 
have a Todd Terry remix as it has costed 20.000 pounds 
in 1996. If you add to this that Todd Terry is using the 
_same_ groove - I'm just calling it the 'One Groove' like 
the 'One Ring' from the Lord of the Rings - for 3 
years, and he rips off everyone a lot of money for 
putting that 4 seconds in, it's crazy. There's only one 
more crazy thing around: it works. Todd Terry remixes 
do work! They sell records! The other one who's 
'doing jobz for da mob' is Mr. Armand Van Helden. He's 
from Boston, he's been DJing since 15, his Tori Amos 
remix made his worldwide success, as a musician he 
has just two samplers and he's making a remix for 
60.000 dollars. Only one groove, some basslines, last 
time for the Rolling Stones 'Anyvbody Seen My Baby'. 
The song is not the melody, nor the rhythm, but the 
sample. (I'm just waiting for the ultimate sample-
videoclip, as the Emergency Broadcast Network and 
Coldcut's Hex done some very nice experimental 
works in the field.)

Okay, let's put and end to this mutating association 
line. You can decide! If you're passive, take some time, 
let them render your sociogramme and provide you the 
ultimate idoru, the non plus ultra of your desires 
who will sing you the Song of Your Inner Desires. By 
myself I think I choose the other option that has start-
ed somewhere on Axl Rose's T-Shirt in a Guns'n Roses 
videoclip: 'Kill Your Idols'. If you feel real enough, join 
the new folkateers. Grow your own! E-mail us, we give 
you tools if you need some. Only one thing can stop us: 
a new Recording Act from the States or the just 
recently signed - poor Clinton - Act against digital 
thievery. I'm not really scared about it, if David Bowie 
could release 'Telling Lies' in MP3 for full free, then 
'the brothers gonna work it out.'

*

Look for The Pool project

*

Date: Sat, 3 Jan 1998 12:35:44 +0100 (GMT)
From: Molnar Daniel <b2men@c3.hu>

POP MUZIK - 
HOW DID SAMPLING 
TECHNOLOGY AFFECTED 
CONTEMPORARY POPULAR MUZIK

- thoughts and associations related to the matter, 
not comprehensive, nor high art in any way, just to 
raise some questions and thoughts -

DANIEL MOLNAR

(transcript from lecture at XCHANGE on-air session, Riga, 1997)

cj.b2men at http://www.c3.hu/~b2men/pop/pop.htm
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18. gadsimtÇ Mocarts sacerïja un atska¿oja            
progres¥vu, modernu mziku.  TÇ nu ir neapstr¥dama 
paties¥ba.  Savas emocijas un jtas vi¿‰ izteica daÏÇdu 
instrumentu melodijÇs un ritmos.  TÇ bija ‘mzika’ tÇs 
tradicionÇlajÇ ietïrpÇ.  Bet kas gan mzika ir tagad?  
Skepti˙i apgalvo, ka Mocarts ar visÇm 12 not¥m panÇca 
maksimÇlo, izdar¥ja visu iespïjamo un par vi¿a mziku 
nekas labÇks nevar bt.  Kas tad paliek pÇri mÏ¥gi pïc kÇ 
jauna izsalku‰ajiem popmzikas m¥∫otÇjiem?  TÇs pa‰as 
vecÇs un simtreiz izmantotÇs 12 notis?  Bt¥bÇ jau tam 
varïtu piekrist, taãu ja tuvÇk paskatÇs uz arhitipisko cirku, 
kas mzikas pasaulï notiek msdienÇs, tad var redzït, ka 
mzikas koncepcija ir ∫oti izmain¥jusies. 

Pirmie paz¥stamÇkie elektroniskie instrumenti 
galvenokÇrt bija daÏÇdi sintezatori, ko popmzi˙i man¥gi 
izmantoja kÇ oriÆinÇlÇ instrumenta mazÇkus un ïrtÇkus 
virtuÇlos mode∫us. ‘Doors’ dal¥bnieks Rejs Manzareks 
(Ray Manzarek) un Emersons no ‘Emerson, Lake & 
Palmer’ bija pirmie elektronisko ïrÆe∫u un sintezatoru 
izmantotÇji.  ·ie instrumenti bija ‘Dr. Moog’ raÏojumi, un to 
rad¥‰anas pamatideja bija pÇrtais¥t jau eksistïjo‰a instru-
menta ska¿u, izmantojot elektroniskas ier¥ces, tÇdÇ veidÇ 
radot jaunas, reÇlas ska¿as no pavisam parastÇs 
elektriskÇs strÇvas.  Pirmais instruments, kas mazliet 
atgÇdinÇja ¥stu sampleri, bija Mellotrons.  ·¥ ier¥ce 
izskat¥jÇs kÇ neliels sintezators, kura katram tausti¿am 
bija sava magnïtiskÇ lente. Uz katras no ‰¥m letntïm 
varïja ierakst¥t noteiktu daudzumu ska¿u salikumu, varï-
ja ‘samplït’ un pïc laika atska¿ot, nospieÏot attiec¥go 
tausti¿u.  DiemÏïl ‰o ier¥ãu kvalitÇti, efektivitÇti un 
pa∫Çv¥bu, ka ierakst¥tais sampls bs vajadz¥gajÇ vietÇ ar¥ 
pïc ilgÇka laika, nevar ne sal¥dzinÇt ar msdienu 
digitÇlajiem instrumentiem, pie tam ‰ie instrumenti bija ar¥ 
∫oti dÇrgi.  Pat pirmie digitÇlie sampleri, ko raÏoja firmas 
‘Fairlight’ un ‘EMU Systems’ bija tikpat dÇrgi, un tos 
iegÇdÇties spïja tikai vismodernÇkÇs studijas. DaÏi 
eksperimentÇlie mÇkslinieki, piemïram, Braiens ±no 
(Brian Eno), savus noz¥m¥gÇkos darbus rad¥ja ne tie‰i ar 
‰o tehnoloÆiju, bet ar ‰Çda veida koncepciju - veidojot 
tekstru ar ska¿as momentiem, garÇkiem mot¥viem un 
daÏÇdiem l¥me¿iem, neizmantojot tÇdus noteiktus termi-
nus kÇ ‘melodija’ vai ‘ritms’, bet gan savienojot daÏÇdas 
saplsto‰as tekstras.  Ar ‰iem 70.-to gadu ska¿u ierak-
stiem, piemïram, ‘Music of Airports’ ar¥ radÇs tÇ sauca-
mais ‘ambient’ mzikas stils.  ·o terminu bieÏi lieto, 
apz¥mejot msdienu deju mziku.  

Bet atgrieÏoties pie popmzikas vispÇr - pirmais h¥ts, 
kas tika rad¥ts ar ‰o  samplï‰anas ideju un tehnoloÆiju
bija Pola Hardkastles (Paul Hardcastle) 1983. gadÇ 
iznÇkus¥ dziesma ‘Nineteen’.  Dr¥z vien pïc ‰¥ notikuma 
samplu un sampleru lietotÇju skaits sÇka pieaugt, un vïl 
nedaudz vïlÇk duets ‘Coldcut’ - DÏonatans Mrs 
(Jonathan Moore) un Mets Bleks (Matt Black) 
samplï‰anas tehnikÇ ieviesa noz¥m¥gas izmai¿as.  ·ie divi  
popmzikas samplï‰anas producenti aizsÇka L¥zas 
Stansf¥ldas (Lisa Stansfield), grupas Yazz un daudzu citu 
mzi˙u karjeras.  Taãu kÇ pirmie pasaules ¥stie remiksa 
mÇkslinieki vi¿i k∫uva slaveni ar savu 1987. gada h¥tu 
‘What’s that noise’.  Kop‰ tÇ laika duets ‘Coldcut’ 
nodibinÇjis ierakstu studiju ‘Ninja Tune Records’ un 
eksperimentÇlo multimïdiju firmu ‘Hex’.  PirmÇ slavenÇkÇ 
vi¿u producïtÇ dziesma bija grupas M*A*R*R*S ‘Pump 
up the Volume’ - protams ar samplu no ‘Coldcut’ 

¥pa‰umiem.  Sal¥dzinot ar visu iepriek‰ dzirdïto ‰¥ dziesma 
bija samplï‰anas tehnikas jaunÇs ïras sÇkums: 1) par 
pamatu bija likta pirmÇ ‘pop house’ mzikas tïma, 2) ‰¥ 
dziesma tika veidota tikai ar sampliem - ierakstÇ netika 
izmantots ne cits instruments, ne cits mzikas materiÇls.  

Lai cik pÇrsteidzo‰i ar¥ tas nebtu, tajÇ laikÇ tikai 
nedaudzi ¥sti saprata ‰¥s muzikÇlÇs koncepcijas noz¥m¥bu 
un iespïjas, taãu pïc instrukciju (The Manual) izdo‰anas 
‰ajÇ nozarï gandr¥z viss ir ticis izmïÆinÇts.  ·¥s idejas ie-
dvesmoti divi citi jaunie‰i - DÏims KÇtijs (Jim Kauty) un 
Bils Dramonds (Bill Drummond) nolïma nodibinÇt savu 
grupu un nÇkt klajÇ ar mïne‰a labÇko dziesmu.  Vi¿iem 
tas izdevÇs un visu padar¥to vi¿i s¥ki aprakst¥ja 
iepriek‰minïtajÇ grÇmatÇ.  Grupas nosaukums bija JAMS 
(Justified and Ancient of Mumu), un populÇrÇ dziesma 
‘Doctorin the Tardis’.  Samplïjot Garija Glitera (Gary 
Glitter) un ‘Doctor Who’ sïriju vi¿i rad¥ja detalizïtu 
modernÇs mzikas apskatu, dodot iespïju katram, kas 
vien vïlas tikt mzikas topos viena mïne‰a laikÇ.  JAMS 
pirmais pla‰ÇkÇs aprindÇs paz¥stamais albms ‘The White 
Room’, kas nÇca klajÇ ar pseidon¥mu KLF (Kopyright 
Liberation Foundation), visÇ piln¥bÇ tika miksïts ar vienu 
sampleri, vienu sintezatoru un vienu ÆitÇru.  ·ajÇ albumÇ 
ietilpa ar¥ singls ‘What Time Is Love’, kas iek∫uva Ginesa 
rekordu grÇmatÇ ar gandr¥z 700 visur pieejamiem remik-
siem.  L¥dz ar to ‰¥ grupa izrais¥ja visasÇkÇs diskusijas 
popmzikas vïsturï - sÇkot ar savu pirmo parÇd¥‰anos 
Top Of The Pops (kas ir daudzsolo‰Çko jauno popmzikas 
grupu parÇde Anglijas TV) ar dziesmu ‘Extreme Noise 
Terror’ un beidzot ar ‘British Awards’ ‘What Time Is Love’ 
trok‰¿metÇla versiju, kÇ ar¥ publicïjot reklÇmas veselas 
lappuses lielumÇ ‘Sarge¿Æel¥’ un citos modernÇs mÇkslas 
ÏurnÇlos, nekaun¥gi pieprasot definïjumu - kas tad ¥sti ir 
MÇksla.  

(·¥s grupas patiesi savÇdo un neizprotamo ideju 
izklÇstam man vajadzïtu daudz vairÇk laika un vietas, tÇpïc 
labÇk sameklïjiet vi¿us pa‰i, ticiet man - tas ir tÇ vïrts.)

VisjaunÇkais popmzikas fenomens samplï‰anas 
industrijÇ, par ko es gribïtu pastÇst¥t, ir grupa ‘The Utah 
Saints’.  Un  - nï, tÇ nav vis amerikÇ¿u futbola komanda, bet 
gan divi jauni cilvïki, kas nÇku‰i klajÇ ar sevi‰˙i interesan-
tu pieeju popmzikas un mazpaz¥stamu mÇksliniecisku 
samplu pielieto‰anai.  Vi¿u dziesmÇs izmantotas gan 
‘Slayer’, ‘Eurythmics’, gan Keitas Bu‰as (Kate Bush) dzies-
mu sampli, kas vienÇ tekstrÇ veido izcili organisku ska¿as 
struktru.    

Bet tagad atgriez¥simies pie msu paaudzes.  Visus labi 
skano‰os vÇrdus mïs varïtu sasviest vienÇ kaudzï - 
industriÇlÇ revolcija, informÇcijas revolcija, kompjteru 
revolcija, revolcijas revolcija.  Labi, tÇtad pats par sevi 
saprotams, mïs visu saprotam un zinÇm, mïs visi person¥gi 
dz¥vojÇm laikÇ, kad notika visas ‰¥s revolcijas, - bet tagad  
rodas jautÇjums - kÇ gan lai mïs koncentrïjamies ‰¥s 
pasaules apstulbuma drudz¥?  Ja iepriek‰ minïtos lab-
skano‰os vÇrdus labi sajauktu kopÇ, tad summa praktiski btu 
apmïram ‰Çda: visu dab¥go, oriÆinÇlo vajag pÇrtais¥t un piln¥gi 
restaurït, transformÇciju veidojot aizvien netveramÇku, cik 
vien iespïjams izl¥dzinot cilvïku iespïju analogus un digitÇlo 
k∫du aptuven¥bas to pie∫aujamÇs robeÏÇs.    

Taãu paties¥bÇ mani nepavisam neinteresï iesÇcïji 
mÇkslinieki un talanti, kas atklÇja samplï‰anas 
tehnoloÆijas apslïptÇs bagÇt¥bas un noslïpumus ant¥kajÇ 
70.-to gadu miglÇ.  ±sten¥bÇ es pat zinu kÇdu puisi, kur‰ pat 

nepieskÇrÇs ADSR sintezatoram no vecÇs labÇs 
‘Commodore 64’ sïrijas.  JebkurÇ gad¥jumÇ mïs bijÇm 
nolïmu‰i, ka melodiskÇ mzika pieder pagÇtnei, un ja tÇ 
atkal tiktu rad¥ta no jauna, tad gala iznÇkums btu diezgan 
salkana un mu∫˙¥ga viegli klausÇmÇ popmzika vai ar¥ 
matemÇtiski sacerïta, piln¥gi nebaudÇma muzikÇla 
skulptra Bartoka garÇ.  Piedodiet, bet ms neinteresïja 
ne viens, ne otrs.  Kad mïs visbeidzot savÇ lieto‰anÇ 
ieguvÇm ‘Commodore Amigas’, tad k∫uva skaidrs, ka 
vissaprÇt¥gÇk tÇs btu likt lietÇ kÇ samplï‰anas ier¥ces.  
VispÇr ‘Amiga’ var uzskat¥t par 4 no‰u polifonisku 8 bitu 
sampleri ar 512 kilobaitu atmi¿u.  Toreiz ‰¥ ma‰¥na bija 
milz¥ga!  DiendienÇ izmantojot samplus kÇ uzska¿otus 
instrumentus, lietojot kÇ ‘troksni’, vai manipulïjot visos 
iespïjamos veidos - mums ‰˙ita, ka esam atradu‰i savas 
dz¥ves ¥sto aicinÇjumu.  Labi, mums nebija ‘reÇlÇ laika’ pro-
grammas, bet neaizmirstiet to, ka ‘reÇlÇ laika’ un ‘sirreÇlÇ 
laika’ algoritmus rad¥ja un pielÇgoja tie‰i ‰¥s 
demonstrïtÇju grupas - es piederu pie vienas no tÇm, tÇ kÇ 
(pïdïjais labskano‰ais termins) ‘kompjteru revolcija’ 
notika tie‰i ‰o cilvïku dï∫, vai konkrïtÇk - msu dï∫.  

Iespïjams, ka mïs esam pievïrsu‰ies samplï‰anai 
tie‰i tÇdï∫, ka msu paaudze bija pirmÇ, kas uzauga 
informÇcijas pÇrpiln¥bas laikmetÇ.  ·eit es varïtu citït 
Gibsona stÇstus, bet varbt pietiks ar to, ja teik‰u - mums 
piem¥t holistiska pasaules uztvere.  Taãu paties¥bÇ es tikai 
mïÆinu samplït pasauli, es netaisos neko sintezït; es 
tikai nozogu pa‰u interesantÇko un lieku to kopÇ.  Man 
‰˙iet, ka kÇdam no grupas ‘Kraftwerk’ pirmajam bija 
radusies nÇkotnes v¥zija par pavisam parastu vÇcu 
pui‰eli, kam pieder sintezators un sampleris, un kas ce∫Ç 
no skolas uz mÇjÇm savÇ nodabÇ ‘uzbvï’ pats savu 
m¥∫Çko dziesmu - saskaldot kÇdu samplu mazos 
gabali¿os, pa¿emot basa l¥niju no ‰¥s dziesmas un kori no 
tÇs otras.  Ja ¿em vïrÇ to, cik viegli ‰odien ir pieejamas 
un par br¥vu dabjamas samplu mzikas ieska¿o‰anas 
redaktoru kompjteru programmas (tÇ sauktie ‘trackers’, 
piem.  ‘FastTracker’) un lïtie kompjteri ar ska¿as kartïm, 
tad iznÇk, ka praktiski ikviens var piedal¥ties ‰ajÇ pseido-
folkmzikas kust¥bÇ.  ·¥  jaunÇ popmzikas koncepcija reiz 
pa ilgiem laikiem parastajam ikdienas cilvïkam atkal ∫auj 
rad¥t to, ko vi¿‰ vïlas dzirdït un klaus¥ties - es tam varu 
atrast tikai vienu terminu - pseido-folkmzika.  Mums ir 
speciÇli sagatavoti samplu kompaktdiski, samplu veikali 
internetÇ, ikvienam pieejami arh¥vi, vispla‰ÇkÇ ‘acid’ 
dÏeza izvïle; grupa ‘US3’ savus h¥tus rad¥ja tie‰i ar iespïju 
izmantot ‘Blue Note Records’ studijas dÏeza arh¥vus - vi¿i 
varïja izmantot jebkuru atrasto samplu.  

Pasaules mzika ‰odien sÇkas ar sampliem un ‘Deep 
Forest’.  Biju‰ais ‘Depeche Mode’ dievs Alans Vailders 
(Alan Wilder) savu jaunÇko albumu ierakst¥ja pats savÇ 
mÇjÇ ar vienu kompjteru un ‘CuBase’ virtuÇlo studiju.  Ja 
intens¥vÇk pameklï, tad internetÇ pavisam vienkÇr‰i var 
atrast nelegÇlus programmu arh¥vus, kur atrodams piln¥gi 
viss - sÇkot ar pa‰Çm jaunÇkajÇm programmÇm, filtriem 
un beidzot ar piln¥gi izstrÇdÇtÇm virtuÇlajÇm studijÇm.  ·¥s 
programmas, piem. ‘Sonic Foundry’s Soundforge’ vai 
Steinberga ‘Wavelab’ piedÇvÇ 24 bitu pÇrsamplïtu 
kvalitÇti un tik pamat¥gu digitÇlÇs apstrÇdes iespïju 
klÇstu, ka to var sal¥dzinÇt varbt vien¥gi ar krievu armijas 
ledlauzi.  

Protams, samplï‰anas bums neiztiks bez noteiktÇm 
sekÇm - saviem svïtajiem un saviem grïciniekiem.  ‘Pet 
Shop Boys’ un ‘DJ Culture’, piemïram, kaut ko zinÇju‰i jau 
vairÇkus gadus un tomïr - nevienam to nav dar¥ju‰i 
zinÇmu.  Un tad, protams, jÇpiemin tas puisis no Bruklinas, 
kur‰ par d¥dÏeju strÇdÇ jau kop‰ 1984. gada, un kura vÇrds 
ir vienkÇr‰i Tods Terijs (Todd Terry).  ·is remiksï‰anas 
trakulis nÇca klajÇ ar EBTG efektu.  ‘Everything But The 
Girl’ bija pavisam parasts, viduvïjs ‘god¥gÇs’ popmzikas 
duets, kas vienu un to pa‰u mziku atska¿oja gandr¥z vai 

10 gadus un augstÇk par topa 40 dziesmÇm tÇ ar¥ netika, 
bet pïk‰¿i uzrodas ‰is puisis Tods, samiksï vi¿u singlu 
‘Missing’, kura 3 miljons kopijas iz˙ïra visÇ pla‰ajÇ 
pasaulï, pÇrsitot visus iepriek‰ïjos singlu rekordus.  
Galvu reibino‰Ç ÇtrumÇ savÇ ¥pa‰umÇ iegt ‘Todd Terry’ 
vai ‘Tee’s Freeze’ remiksa singlu k∫uva par prest¥Ïa lietu, 
l¥dz ar to Terija darba cena dr¥z vien bija tik augsta, ka 
kÇda Anglijas akcija ‘Freakpower’ aizliedza izdot vi¿a 
remiksus - 1996. gadÇ tas izmaksÇja jau 20 000 mÇrci¿as.  
Ja tam visam vïl pievieno faktu, ka Tods Terijs jau 3 gadus 
pïc kÇrtas visam par pamatu izmanto vienu un to pa‰u 
‰ablonu, un par savÇm 4 sekundïm darba pieprasa 
milz¥gas naudas summas (un kÇds tÇs vienmïr ar¥ 
samaksÇ), tad tas ir pavisam traki.  Ir tikai vïl viena 
trakÇka lieta par ‰o - tÇ lieta iet!  Toda Terija remiksiem ir 
milzu piepras¥jums! Un ko gan ierakstu studijÇm vairÇk 
vajag? 

Vïl viens puisis, kas nodarbojas ar kaut ko l¥dz¥gu, ir 
misters Armands van Heldens (Mr. Armand Van Helden).  
Vi¿‰ ir no Bostonas, kÇ d¥dÏejs darbojas jau kop‰ 15 gadu 
vecuma; vi¿a Torijas Amosas (Tori Amos) remikss bija pir-
mais ieraksts, ar kuru vi¿‰ k∫uva slavens visÇ pasaulï.  KÇ 
mzi˙is vi¿‰ izmanto tikai divus samplerus un viens vi¿a 
remikss maksÇ 60 000 amerikas dolÇru.  Viens vien¥gs 
‰ablons, pÇris basa l¥nijas - pats jaunÇkais remikss ir gru-
pas ‘Rolling Stones’ ‘Anybody Seen My Baby’.  Dziesmu 
neveido ne melodija, ne ritms, tikai viens vien¥gs sampls.  
(Es nevaru vien sagaid¥t to mirkli, kad beidzot kÇds nÇks 
klajÇ ar augstÇkÇs klases samplu videoklipu; ‘Emergency 
Broadcast Network’ un ‘Coldcuts’ studija ‘Hex’ jau pagu-
vu‰i izdar¥t daÏus jaukus eksperimentus ‰ajÇ jomÇ).  

Labi, laiks pielikt punktu ‰o savÇdo asociÇciju sarak-
stam.  Izlemiet pa‰i!  Ja no dabas esat pas¥vi, pagaidiet 
kÇdu laici¿u, ∫aujiet citiem atveidot jsu sociogrammu, 
piedÇvÇt jums jauno ideÇlu piln¥go veidojumu, pateikt 
priek‰Ç jsu vïlmes un parÇd¥t to rad¥bu, kas izpild¥s ‘Jsu 
iek‰ïjo alku’ dziesmu.  Bet pats es gan laikam izvïlï‰os 
otru procesu, kas sÇkÇs kaut kur uz Aksela Rozes (Axl 
Rose) t-krekla kÇdÇ ‘Guns ‘n Roses’ videoklipÇ: ‘Kill Your 
Ideals’.  SavukÇrt, ja js jtaties pietieko‰i reÇli, k∫stiet 
labÇk par vienu no ‘tautas‘ mzi˙iem.  Vai vïl labÇk - 
audziniet pa‰i savïjos!  Rakstiet mums uz msu e-mail, ja 
jums vajadz¥gi kÇdi instrumenti vai vienkÇr‰i informÇcija - 
mïs jums to iedosim.  Ms var apstÇdinÇt tikai viens 
apstÇklis: jauns Ierakstu likums no SavienotajÇm Valst¥m, 
vai ar¥ tas pats, ko nabaga Klintons tikko parakst¥ja - 
likums, kas aizliedz digitÇlo zÇdz¥bu.  Bet es par to ¥pa‰i 
neraizïjos - ja ar¥ Devids Bovijs (David Bowie), piemïram, 
nÇktu klajÇ ar ‘Telling Lies’ MP3 versiju un to vïl izdar¥tu 
par br¥vu, tad gan jau ‘brÇ∫i kaut ko izdomÇtu’.  

*
meklïjiet projektu ‘The Pool’

Domas un asociåcijas, 
kas attiecas uz ßo 
neizprotamo, nekådå 
gadîjumå ne izcilo 
måkslu; jautåjumi un 
p å r d o m a s . 

DANIEL MOLNAR
POPMËZIKA -
SAMPL‰ÍANAS TEHNOLOÌIJAS
IETEKME UZ MËSDIENU POPULÅRO MËZIKU.

Lekcijas atreferéjiums (Xchange 
on-air session, Rîga, 1997
tulkojums: AIJA SILIˆA

cj
.b
2m
en
 
@ 
ht
tp
:/
/w
ww
.c
3.
hu
/~
b2
me
n/
po
p/
po
p.
ht
m



3534

squeaking and noising in severe competition with 
eachother (John Rose, violinsticks, Jupiter-Larsen, 
noise from a metal scraper, Bob Ostertag, synthesizer, 
Roberto Paci Dalo, many instruments). In studio 3 
however, a group of six electronic sound artists were 
collaborating so well, they could hardly distinguish 
who was doing what occasionally. The atmosfere was 
very special there, concentration and humour taking 
turns. (Scanner, Sam Auinger, Rupert Huber, Sergio 
Messina, Andrea Sodomka, Norbert Math). In the 
webstudio Gerfried Stocker and Robert Adrian were 
doing undefinable things to the webperformance. In 
the big theatre Andres Bosshard mixed all together for 
a half-dozing, hypnotized, small audience.

The lecture-performance of G.X.Jupiter-Larsen should 
be mentioned too. Never before had I heard the word 
noiscian, and this is what he is. His lecture was a 
strange Californian (not like in Californian Ideology) 
antidote to the European dominated atmosfere, under-
ground style, almost a caricature of it. The American 
sound art can in general be described as different 
anyway, as was noticeable in Tom Shermans perfor-
mances (low husky voice telling tales) and from Helen 
Thoringtons story as well. It has a more oral tradition. 
Not so noise art though, which is, as the word pre-
dicts, made of noise. Jupiter-Larsens lecture will be on 
nettime for sure when I find a scanner to submit the 
text with. Appearantly noiscians prefer analogue 
mostly, 'digitality' of course is mostly very clean com-
pared to older technology. The noise excerpts he pre-
sented were special, and not played loud enough for 
what it was, but that was ORF technician policy I 
guess. One could say the noise tradition he represents 
stem from the punk-era, which according to Jupiter-
Larsen never went far enough.

A very special installation was set up in the basement, in an 
appearantly half forgotten room that used to be used for 
sound effects. The space was only designed to reverberate 
sound. I was locked in there with Scanner, Jupiter-Larsen 
and his charming assistent Suzanne for fifteen minutes, in 
pitch darkness. The sound started with a faint hissing noise 
like a tv with 'snow', which became slowly louder. I was just 
getting into that sound, letting my tired self flow on that 
Sundaymorning, when an almost undescribeable bass 
started small hurricanes in the room, making our cloths flap 
and our skins touched. When the performance was over, 
the noiscians assistent lay half fainted on the floor with 
pleasure. The title of this performance was Unraum, made 
by Sha.(tm)& Martin Burkhardt.

An attempt was made at this festival to make two 
worlds meet: the slightly newer net.theory and net.art 
camps and the veterans of radio art on and off the net. 
This did not succeed well outside the circle of invited 
guests, as the audience was a mostly strictly 'tradi-
tional' sound art audience. There was little response 
to and misunderstanding of the talks on 
Sundaymorning, where Pit Schulz had to both give a 
lecture and moderate a discussion between Eva 
Wohlgemut, Alexei Shulgin, Richard Kriesche, Helmut 
Mark (Thing, Vienna) and Gordan Panovic 
(B92/soundartist). This misunderstanding seemed 
close to that of Documenta visitors during the Hybrid 
Workspace proceedings. The speakers had to fight 
with solid expectations. Nevertheless there were 
some good discussions, and like with most meetings, 
the aftermath is just as important as the meeting itself. 
The speaker that was given the hardest time after her 
lecture was Marie-Louise Angerer, who spoke about 
misinterpretations within cyberfeminist and mediathe-
ory discourse a day earlier.
Our last day in Vienna was spent eating mostly, in 
restaurant Beograde and two Viennese cafees, while 

having talks about art and other things, very very 
important. There was darkness in the late afternoon, 
christmas decorations everywhere, expensive shops 
and cheese sausage, sweet pie, cognac and the 
Clima(x) City Hotel last but not least to crash in.

Two days before Heidi Grundman was honoured with 
a spontaneous Happy Birthday To You, by the gathered 
ORF Kunstradio allstars. (for names, see jam session) 
It was a very intimate festival.

*

Date: Sat, 20 Dec 1997 16:31:00 +0100 (MET)

From: Josephine Bosma <jesis@xs4all.nl>

RECYCLING THE FUTURE 

R E C Y C L I N G  T H E  F U T U R E
4 - 7 December 1997 - http.//thing.at/orfkunstradio/FUTURE/RTF/

!!! LIVE REALAUDIO AND WEB-CAMERAS NON-STOP !!!

"Recycling the Future" is the birthday celebration of KUNSTRADIO. RECYCLING THE FUTURE looks back" at all the futures that Kunstradio 
inherited and created and shared through the 10 years of chaos, confusion and challenge called (by some) "the electronic revolution".

Nowadays even the future isn't what it used to be...

JOSEPHINE BOSMA

“Recycling the Future” 4 - 7.12.1997
Recycling the Future - Kunstradio (Vîne) 
jubilejas svinîbas, kas atskatîjås uz 
visåm nåkotnes vîzijåm, kuras 
Kunstradio radîja un izplatîja 10 haosa, 
mulsuma un iespéju gados, kurus daΩi 
médz saukt arî par 
“elektronisko revolüciju”. 

Müsdienås pat nåkotne nav vairs tåda, 
kå agråk... 

Vienna: city without crime, city of control, city full of history, 
sculpted in thousands of statues and monuments, exported 
as product. On the other hand: Public Netbase, with its 
robot receptionist.., the subway, with its welldressed 
junkies (different then in Holland anyway), Mamax, the sexy 
institution, and of course: ORF-Kunstradio, our host, as 
some (?) contrasting counterparts.

Recycling The Future was the 10 year anniversary fest 
of ORF-Kunstradio, and Heidi Grundmann's farewell 
party. Heidi Grundmann will stay involved behind the 
screens, but what will happen to Kunstradio now is not 
clear to me.

The festival was entirely located (one exception, the 
saturday night bunkerparty) in the building of ORF, a big 
monolith of early modernist architecture, with long 
white corridors with wooden and cupper decorations, 
an Austrian cuisine cantine and some marvelously six-
ties redecorated rooms, of which the main theatre was 
the masterpiece. Weird huge sculptures on the walls 
are supposed to catch the basses, to eliminate the 
vibrations escaping the room. Outside the building, 
speakers were welcoming passersby and visitors with 
spooky sounds, typical eighties sound art, as I know it 
so well from the Radio 100 Staalplaat autoreverses 
here in Amsterdam. To be precise, it was one part of a 
Bill Fontana piece, the other being in an empty studio. 
It said to explore the acoustic space of Vienna's under-
ground canal system, its spatiality. Heidi Grundmann 
elaborates on it:

"We could not really mediate the background to Bill 
Fontanas installation as it was developed in the last few 
days before and during the event: I see it as a kind 
of sketch for a much bigger thing. It did have a live-ele-
ment transmitted via satellite from the sewers of
Vienna: I had no time to go there, but the sound there 
must have been astonishing: spatial projections of 
sounds recorded by hydrophones. Bill briefly told me 
that he spent all his time down there to study the reac-
tion between watersounds and other sounds and how 
they do not mix etc. I did not catch it all I hope to get 
some text by him or interview him soon. And surprising 
to him and all of us the sounds from the tunnels went up 
through the manhole covers into the public space of 
the big Viennese Naschmarket stopping people in their 
tracks trying to find out what was going on..."
The whole festival has convinced me even more then I 
was of the potential of sound as captivating and encom-
passing artform, more physical and free then any other 
to undergo as audience. The entire time I have been 
carefully watching the performers. The intensity of their 
expression and concentration, combined with the non-
chalant setting and relaxed atmosfere so unusual for 
most media festivals, was very inspiring, eventhough the 
crammed programme left us all exhausted.
It made me think of the different ways art can be 

placed in the public sphere, society and art-history. 
The art I saw and heard in Vienna seemed so much 
less poluted by artmarket mechanisms then all visual 
arts I know of, that it involuntarily reminded me of 
net.art, which has some things in common with sound 
art. The fact that this particular sound/radio artfestival 
was organised by one of the pioneering groups in
net.radio and net.casting probably made the compari-
son even more easy to happen.

Heidi Grundmann about the installations of Fontana 
and Sam Auinger: "(This work) shows one aspect of 
many of our events - in the past and now at RTF: On 
site you touch the surface - one version, your own ver-
sion of something, that has many more levels - simul-
taneously somewhere else, on line and/or on air. 
These levels cannot possibly *all* be grasped by any-
body. I myself am now struggling very hard to get 
some focus on the things I  k n o w  went on but of 
course could not witness..."

There were not many outside visitors, and it was the 
first time for me to be in a sound/radio-art festival. To 
see people hanging in chairs, watching other people 
on a stage manipulate buttons and harmless looking 
small machines that produce all kinds of noises and 
sounds was something I had to adjust to. I know the 
kind of music or radio-art that was presented from stu-
dio's and peoples homes, not in a performance set-
ting. It worked well most of the time though, and even 
was special from time to time, being in a huge dark 
room, with a high ceiling, closing your eyes, drifting 
into timelessness.

I will not go into detail as to who did what at which time. 
Some performances and lectures should be mentioned 
though.

One of the performers was Helen Thorington, whom I 
interviewed. She could be called, carefully, the "Heidi 
Grundmann" of the USA, as she, just like Heidi 
Grundmann, has been working with her New
American Radio group for also ten years now. She did 
a performance via the net together with a Brooklyn 
NewYork based group, that works under the name 
Fakeshop. The performance was an experiment in 
combining visuals in the shape of a moving vrml image 
and text that was produced separately from this, and 
sound, all of which was changing under influence of 
the different people at both ends of the cable lets say. 
There were of course problems with the technique 
again here, but what they are doing is actually quite 
interesting, and I will publish the interview I did with 
Helen Thorington somewhere the coming time.
The all star jam session which happened on fri-
daynight was very pleasant to undergo. In the radio-
cafe things got a bit uncomfortable from time to time, 
as the performers there were all heavy individuals, 

JOSEPHINE BOSMA

RECYCLING THE FUTURE
V¥ne: pilsïta, kurÇ nav noziegumu, pilsïta, kurÇ viss 
tiek kontrolïts, vïsturiska pilsïta, kuru grezno tksto‰i 
skulptru un pieminek∫u, pilsïta kÇ eksporta produkts. 
No otras puses: Public Netbase ar automÇtisko 
atbildïtÇju, metro ar labi Æïrbtajiem narkomÇniem, 
Mamax, seksa industriju, un protams - ORF-
Kunstradio. 

Recycling the Future - ORF-Kunstradio 10 gadu 
pastÇvï‰anas jubilejas festivÇls. 
[...]

FestivÇls mani pÇrliecinÇja vairÇk kÇ jebkas, ka ska¿a 
ir visvairÇk fiziska un br¥va nekÇ citas mÇkslas formas 
attiec¥bÇ pret auditoriju. FestivÇls man lika domÇt par 
daÏÇdÇm iespïjÇm mÇkslu skat¥t sabiedriskÇs sfïras, 
sabiedr¥bas un mÇkslas vïstures kontekstÇ. 

·ajÇ festivÇlÇ notika divu daÏÇdu pasau∫u mïÆinÇjums 
satikties  - no vienas puses jaunÇkÇ interneta teorijas 
un interneta mÇkslas nometne, un no otras - radio 
mÇkslas veterÇni. MïÆinÇjums nebija pÇrÇk veiksm¥gs 
Çrpus ielgto viesu loka, jo auditorija lielÇkoties
sastÇvïja no tradicionÇlajiem ska¿as mÇkslas 
piekritïjiem. 

V¥nï notiku‰ais man ‰˙ita mÇkslas tirgus mehÇnisma 
nesamaitÇts, at‰˙ir¥bÇ no mÇkslas vizuÇlajÇm formÇm, 
un savÇ zi¿Ç man tas asociïjÇs ar interneta mÇkslu jeb 
net.art, kam ir daudz kop¥ga ar ska¿as mÇkslu. ·o 
sal¥dzinÇjumu vïl vairÇk veicinÇja fakts, ka ‰o ska¿as / 
radio mÇkslas festivÇlu organizïja vieni no interneta 
radio pionieriem. 
[...]

*
tulkojums (saîsin.): ALISE TÈFENTÅLE



3736

I have been working at Radio Student* from 1983. In
a way I was one of those fascinated listening to it 
from 1975 (this was the reason to buy a portable 
radio). I liked music so much and Radio Student was 
really opening my horizons at that time. With a little 
delay I joined it in 1983 as a technician apprentice. I 
succeeded to get the license to work and had a lot of 
fun mixing things, writing some texts, doing a lot of 
jingles and a couple of longer productions. All in a lit-
tle bit different manner than the usual stuff at Radio 
Student. Much later there was opportunity to get a 
job as programmes coordinator (producer?) and this I 
did from 1992 to 1996. During my job I tried to estab-
lish a regular practice of direct broadcasts from the 
outer world (local clubs, homes), of non-regular, non-
professional programmes, which would not be possi-
ble if I was not holding a position inside the structure 
of Radio Student. Amongst people in this structure a 
definition was put out for these projects: space pro-
jects (and we were spacemen!). I would call it: ama-
teur broadcasts. Later on another word came out: 
civil group projects. This was already a political term. 

In 1991 I met  Marko Kosnik, another fascinated with 
Radio Student, as it was in the end of seventies. He 
had his share in LAIBACH emerging so effectively as 
it did in the beginning of eighties, some other project 
are not so known, but he already initiated EGON 
MARCH INSTITUTE. He tried to get on the airwaves
of Radio Student even in mid eighties but was suc-
cessfully eliminated. Now he got his regular trans-
mission: Egon March Institute presents.  He re-intro-
duced a long forgotten approach to Radio Student. 
Talking about media as an art platform, experimenting 
with it, going through language in media, writing a lot 
of essays on all of this. Even before anyone else was 
aware, he was defining what was alternative media, 
what was media laboratory, the need to form interna-
tional connections between intellectuals - all becom-
ing global emigrants. 

He organized a part of VAN GOGH TV project at 
Dokumenta (1991) - Piazza Virtualle** in Ljubljana, con-
necting a local newly born  (commercial) TV (Channel 
A) to transmit the picture from the satellite TV (SAT1) 
with the sound of Radio Student which was a mix of 
telephone conversations between (intellectuals) in 
Belgrade, Ljubljana and a live sound broadcast from a 
nearby club with artists and intellectuals gathered to 
put forward their view of war in Bosnia. The nerve cen-
tre was, of course, in Kassel, where further links where 
pouring in. Also the pictures with picture-phones 
(remember?) and  bbs being put on the TVscreen. This 
was all pre-internet technological solutions as we have 
it now, but without any doubt the same (low budget, low 
quality) thing as net activities now! 

About a year later a number of main people from 
Radio Student joined a conference of UNIVERSCITY 
TV**** in Geneve. A lot of people from East/West 

came but the platform shortly disintegrated. However 
Marko Kosnik announced a project of media training 

& international exchange of people: the MUU school. 

MUU (media uplink unit) was a project of exchanging 
people who will learn to work in alternative media, in 
return an international platform would be much more 

easier established (through personal relations). It 
went on for two years, at Radio Student we invited 

people (artists, curators, critics, organizers and prac-
tical people) from Hamburg, Berlin, Vienna, Dessau 

and Paris. But the communication means were not so 
advanced then (no internet yet!). There was no 

cheap direct connection possibility. Still we did some 
live programmes with the use of  telephone lines: 

with Amsterdam (Radio VPRO), with Berlin (Museum 
fuer Zukunft) and Sarajevo (Radio Zid), in both occa-

sions - at both ends transmitted into the air. 

In the summer of 1996 Marko Kosnik, together with 
two guys (Luka Frelih and Chiron Morpheus) applied 

for a funding of a project of open access studio. 
Soros Foundation granted 3300 USD to buy the

neccesary equipment. On this basis we now have an 
on-line Pentium 133, a small mixing desk, a couple of 

MD recorders, a room at Radio Student. 
Especially a lot of discussing was necessary to con-
vince Radio Student to accept us as an integral part. 

Still, after a few months we managed to convince 
some people at Radio Student  that a possibility for a 
redefinition of Radio Student could be a special pro-

duction segment inside the (otherwise) quite rigid 
structure of Radio Student. Acting  on entirely differ-

ent basis of criteria, we work mainly after the mid-
night. It got a name Ministry of Experiment. Three 

people with loose connections to Radio Student. With 
them almost exclusively I did projects before - so the 

solution was evident. I quit the former job and started 
working on activities of the Ministry (not a job really). 

The biggest achievement for international activities 
of Radio Student now proves a computer.  Radio 

Student was very late to get the internet connection 
(first computer connected with internet we got in the 

mid of 1996!). Before it was bbs mail which was not 
very effective and the server was soon down. Now in 
Slovenia we seem to be coming to a common techni-
cal platform (a server) - but the biggest job would be 

getting cooperation between local production groups 
(RADIO STUDENT, LJUDMILA, KAPELICA Gallery, etc) 

for larger international and local projects. 

For local broadcasts the small mixing desk is also
 invaluable. In the past years it seems I succeeded to 

make a very positive attitude towards these events, hav-
ing a lot of activities on the air directly from their physi-

cal space. The ex-East disease seems to be gathering of 
equipment under one institution. Our way is to gather 

equipment from various institutions and from ourselves 
in order to get everything what is needed together.

MINISTRY of EXPERIMENT -
prehistory

BORUT SAVSKI
http://www.radiostudent.si/mzx/
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Es strÇdÇju Radio Student* kop‰ 1983. gada. Varu 
teikt, ka biju viens no tiem, kuri ar prieku klaus¥jÇs ‰o 
radio kop‰ 1975. gada (tas bija iemesls pÇrnïsÇjamÇ 
radio uztvïrïja iegÇdei). Man tik tie‰Çm ∫oti patika 
Radio Student mzika, kas tolaik papla‰inÇja manu 
redzesloku. 1983. gadÇ es tur sÇku strÇdÇt kÇ tehni˙a 
asistents. Man izdevÇs iegt darba licenci, un es 
sÇku miksït, rakst¥t tekstus, dÏinglus un piedal¥jos 
daÏu lielÇka apjoma darbu veik‰anÇ - mazliet 
savÇdÇk, nekÇ tas bija parasti pie¿emts Radio 
Student. Daudz vïlÇk radÇs iespïja strÇdÇt kÇ prog-
rammu koordinatoram - producentam, ar ko nodarbo-
jos no 1992. l¥dz 1996. gadam.  Es centos nodibinÇt 
regulÇru tie‰o pÇrraiÏu trad¥ciju no “Çrpasaules” 
(vietïjiem klubiem, mÇjÇm), neregulÇras 
neprofesionÇlas programmas, kas nebtu iespïjams, 
ja es nestrÇdÇtu Radio Student struktrÇ. Citu ‰¥s 
struktras darbinieku vid radÇs apz¥mïjums ‰iem 
projektiem: telpas projekti. Es tos nosauktu par 
amatieru raid¥jumiem. VïlÇk radÇs vïl viens 
apz¥mïjums: pilso¿u grupu projekti. Tas bija jau 
gandr¥z politisks termins. 

1991. gadÇ es satiku Marko Kosnik, kur‰ ar¥ bija Radio 
Student idejas fascinïts tÇpat kÇ es  septi¿desmita-
jos gados. Asto¿desmito gadu sÇkumÇ vi¿‰ bija 
piedal¥jies LAIBACH darb¥bÇ, otrs projekts bija - 
EGON MARCH INSTITUTE dibinÇ‰ana. Jau 
asto¿desmito gadu vid vi¿‰ centÇs iek∫t Radio 
Student vi∫¿os, bet mïÆinÇjumi beidzÇs nesekm¥gi. 
Tagad vi¿am ir sava regulÇra pÇrraide - “Egon March 
Institute presents”. Vi¿‰ atgÇdinÇja Radio Student 
sen aizmirsto, runÇjot par masu medijiem kÇ mÇkslas 
platformu, par valodu medijos, eksperimentïjot ar to, 
rakstot esejas par ‰¥m tïmÇm. Vïl pirms par to bija 
informïti visi pÇrïjie, vi¿‰ definïja alternat¥vos medi-
jus, mediju laboratoriju, vajadz¥bu veidot 
internacionÇlas saiknes starp intelektuÇ∫iem - kas visi 
k∫uvu‰i par ‘globÇlajiem emigrantiem’. Vi¿‰ organizïja 
da∫u no VAN GOGH TV projekta Dokumenta (1991) - 
Piazza Virtualle** ietvaros πub∫anÇ, ∫aujot nesen 
dibinÇtai vietïjai komerciÇlajai TV stacijai (Chanel A) 
raid¥t attïlu no satel¥ta (SAT1) kopÇ ar Radio Student  
ska¿u, kas pÇrraid¥ja telefona sarunas starp 
Belgradas un πub∫anas intelektuÇ∫iem un ska¿as no 
netÇlu eso‰a kluba, kurÇ mÇkslinieki un citi 
intelektuÇ∫i apsprieda karu BosnijÇ. Projekta 
smadze¿u centrs, bez ‰aubÇm, bija Kaselï. Tie bija 
pirms-interneta komunikÇcijas l¥dzek∫i, bet to rakstu-
rojums bija neap‰aubÇmi tÇds pats (zemas izmaksas, 
zema kvalitÇte), kÇ pa‰laik interneta aktivitÇtïm. 

Apmïram pïc gada da∫a Radio Student galveno 
darbinieku piedal¥jÇs UNIVERSCITY TV**** konfe-
rencï ÎenïvÇ. Tur bija daudz dal¥bnieku no 
Austrumiem un Rietumiem, bet kopïjais pamats Çtri 
zuda. Tomïr Marko Kosnik pazi¿oja par mediju studiju 
un starptautiskÇs apmai¿as projekta aizsÇkumiem - 
MUU skola. 

MUU (media uplink unit) bija projekts studiju 
apmai¿ai cilvïkiem, kas mÇc¥tos strÇdÇt 

alternat¥vajos medijos un l¥dz ar to btu vieglÇk izvei-
dot starptautisku platformu. Tas turpinÇjÇs divus 

gadus - mïs uzaicinÇjÇm uz Radio Student 
mÇksliniekus, kuratorus, kriti˙us un koordinatorus no 
Hamburgas, Berl¥nes, V¥nes un Par¥zes. Bet tajÇ laikÇ 
komunikÇciju tehnoloÆija vïl nebija tik augsti att¥st¥ta 

(vïl nebija interneta), un nepastÇvïja lïtas tie‰Çs 
komunikÇcijas iespïjas. Mïs veicÇm daÏas tie‰Çs 

pÇrraides, izmantojot telefona l¥nijas: ar Amsterdamu 
(Radio VPRO), ar Berl¥ni (Museum fuer Zukunft) un 

Sarajevu (Radio Zid). 

1996. gada vasarÇ Marko Kosnik (kopÇ ar Luka Frelih 
un Chiron Morpheus) iesniedza projekta pieteikumu 
par atklÇtas pieejas studiju. Sorosa Fonds atbalst¥ja 
‰o projektu ar 3300 USD nepiecie‰amÇs aparatras 

iegÇdei - Pentium 133 ar pastÇv¥gu interneta pie-
slïgumu, neliela mikserpults, ieraksta aparatra un 

telpa Radio Student. ±pa‰as diskusijas bija 
nepiecie‰amas, lai pÇrliecinÇtu Radio Student 

pie¿emt ms kÇ savu sastÇvda∫u. Pïc pÇris 
mïne‰iem mums izdevÇs pÇrliecinÇt Radio Student 

∫audis, ka Radio Student atjaunotÇ koncepcija ietver-
tu ar¥ speciÇlu producï‰anas grupu citÇdi stingrajÇ 

Radio Student struktrÇ. Balstoties uz pavisam citiem 
kritïrijiem, mïs strÇdÇjam pïc pusnakts. Ir radies 

nosaukums - Eksperimentu Ministrija.

LielÇkais Radio Student starpatutisko aktivitÇ‰u sa-
sniegums pa‰laik, ‰˙iet, ir dators. Radio Student visai 

vïlu ieguva interneta pieslïgumu - 1996. gada vid,  
pirms tam tika izmantots BBS mail, kas nebija pÇrÇk 
efekt¥vs. Pa‰laik SlovïnijÇ mïs sÇkam vienoties par 

kopïju tehnisku platformu (serveri) - bet lielÇkÇ problï-
ma ir nodibinÇt sadarb¥bu starp vietïjÇm producentu 

grupÇm (RADIO STUDENT, LJUDMILA, KAPELICA 
Gallery, u.c.) lielÇkiem sarptautiskiem un vietïjiem pro-

jektiem. VietïjÇm pÇrraidïm mazÇ mikserpults ir ne-
novïrtïjama. Iepriek‰ïjos gados, ‰˙iet, man izdevies 

rad¥t ∫oti pozit¥vu attieksmi pret ‰iem notikumiem, daudz 
strÇdÇjot pie tie‰Ç ïtera pÇrraidïm no notikumu vietas. 

·˙iet, ka biju‰Çm Austrumu valst¥m rakstur¥ga ten-
dence ir tehnikas monopols vienas institcijas rokÇs. 

Msu pieeja - izmantot citu organizÇciju un savu 
tehniku, lai izmantotu visas iespïjas. 

tulkojums: ALISE TÈFENTÅLE

E K S P E R I M E N T U 
M I N I S T R I J A  -
s e n v é s t u r e Borut Savski
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machines for their knowledge, to get more knowl-
edge. These guys were some kind of system adminis-
trators at the university. They made their ways into 
Unix systems, just for fun, for the knowledge. They 
were fired from the university half a year ago, 
because one of their friends used his knowledge for 
bad stuff. This guy who used this for his own purpos-
es, did not get any kind of punishment, in return of 
telling who gave him the passwords. So the good guy 
got fired, and the bad one walked free. Now they 
formed this so-called hackerclub. They are a team 
and they are about to get into hacking a bit more 
seriously. They see it is unfair how they were treated. 
It is a kind of a theoretical revenge. They could be 
reached at hotjhfc@hotmail.com.

ParaRadio could be reached at 

http://www.c3.hu/para at IRC channel 
#para. Our internal mailing list is para@c3.hu 
(main language on the radioshows is Hungarian, but 
there is, as said, lots of music).

EastEdge site is gaining new content right now, will 
be available at eastedge.neurospace.net
EastEdge: phoenix rises!

*

Josephine Bosma

INTERVIJA ar PARARADIO
ParaRadio ir tikai internetå raidoßs radio Ungårijå. 
Tå darbîbas trîs pamatprincipi, saskañå ar auto-
riem, ir - tehnolo©ija, kultüra un dzîvesveids. 
Pieñemu, ka vårdam “dzîvesveids” ßeit ir cita 
nozîme nekå Rietumos. Sarunåjos ar B2Men un Jinx 
festivåla ‘HIP97’ laikå ‘Radio in Progress’ teltî... 

ParaRadio:
- Mïs esam realitÇtes hakeri. Vispirms izdz¥vo‰ana. 
Konferences, internets, WWW, ¥stÇ pasaule. 
Ja nopietni - ‰¥s grupas pirmsÇkumi meklïjami 
UngÇrijas pagr¥des datorsabiedr¥bÇ, ‰¥ grupa sÇka 
izmantot internetu un darboties msdienu kultras 
jomÇ. Mïs sapratÇm, ka jÇbt kÇdam filtram starp 
Çrïjo pasauli un iek‰ïjo pasauli, kas msu gad¥jumÇ 
bija agrÇkÇ komunisma valsts. 
Kultras un filozofiskÇ noz¥mï cilvïkiem ‰eit nebija 
pieejama Çrpasaule. Ir banÇli runÇt par bezgal¥go 
informÇcijas haosu, bet ‰ajÇ Çrpasaulï vienkÇr‰i ir 
pÇrÇk daudz visa. Filtrs vairÇk attiecas uz ienÇko‰o, 
nevis izejo‰o informÇciju. ·eit pagaidÇm nekas pÇrÇk 
daudz nenotiek, bet mïs varam priecÇties, ka sÇk 
rasties vairÇkas grupas, kas vïlas akt¥vi darboties. 
J: KÇ ‰is filtrs darbojas praksï?

- Vispirms, 1995.gada sÇkumÇ, mïs sÇkÇm ar savu 
serveri, tas bija pirmais UngÇrijÇ msdienu kultras 
vajadz¥bÇm. Mïs organizïjÇm tik‰anÇs klubos un 
prezentÇcijas. Tagad mïs nodarbojamies ar ParaRadio un 
atkal domÇjam par ‰ÇdÇm klubu sarunÇm. 

J: Vai ParaRadio ir ar¥ risinÇjums situÇcijai, 

kurÇ nav iespïjams izveidot radiostaciju?

- Mïs gribïjÇm interneta radio - UngÇrijÇ tolaik neviens 
tÇds nebija. Mums vajadzïtu piebilst, ka UngÇrijÇ pa‰laik 
ir tikai viena ¥sti neatkar¥ga radiostacija, kas var dar¥t, ko 
grib - ‘Tilos Radio’ jeb ‘Aizliegtais radio’ Budape‰tÇ. 
Protams, tas vairs nav aizliegts radio, vi¿i gatavo labas 
programmas, bet vi¿i tagad izdz¥vo uz senÇs pirÇtu raid-
stacijas slavas fona. UngÇrijÇ  raid¥‰anas frekvences tiek 
stingri kontrolïtas, neviens nevar aiziet uz ministriju un 

teikt - man ir tÇda un tÇda programma, es gribu izveidot 
savu radio. Atbilde bs - ej d***. Starp citu, UngÇrijÇ bija 

vïl viens interneta radio izveido‰anas mïÆinÇjums, bet 
ar komerciÇlu ideju, un tas cieta neveiksmi. 

J: PirÇtu raidstacija nav aktuÇls jautÇjums?

- TÇs tiek ∫oti rp¥gi kontrolïtas. KomerciÇlÇs 
radiostacijas valstij maksÇ tik daudz, ka valsts var 

at∫auties finansït ‰o kontroli. UngÇrijÇ vairs nav ¥stu 
pirÇtisku radiostaciju, tÇs Çtri tiek atklÇtas  un slïgtas. 

Protams, ir vairÇki cilvïki, kam dz¥vokl¥ ir savs raid¥tÇjs, 
bet tas nav tik btiski, tas nav kÇ LondonÇ.

J: KÇds ir jsu tie‰o pÇrraiÏu saturs?

- Protams, daudz mzikas, modernÇ mzika. Ir ar¥ 
sarunas, intervijas, apskati. Saturs ir visai 

daudzveid¥gs - lietojot ÏurnÇlistikas terminoloÆiju, tas 
btu kÇ ÏurnÇls. Mïs raidÇm mziku, kas nevar 

nonÇkt pie auditorijas citÇ veidÇ - vai nu tÇ ir pati 
jaunÇkÇ, vai ar¥ autori nevar citÇdi izplat¥t savu 

mziku. Apmïram piecdesmit procenti sarunu un 
piecdesmit - mzikas. Tïmas - piemïram, ekstrïmie 

sporta veidi, viss, ko var nosaukt par msdienu 
kultru, un kas nav pÇrÇk ‘mainstream’. Mïs runÇjam 
par lietÇm, kas var ietekmït msu nÇkotni un par cil-

vïkiem, kas var bt interesanti nÇkotnï. 

J: Jums bija problïmas ar radiostacijas 

nosaukuma ieg‰anu?

- UngÇrijas likumdo‰ana nav tik profesionÇla, un tajÇ 
nav paredzïti atsevi‰˙i likumi raid¥‰anai internetÇ un 

radio raid¥‰anai. Pa‰laik “mïs” esam parasta interne-
ta lappuse ar audio saturu - tÇdÇ maisÇ vi¿i var ms 

iebÇzt. OficiÇli mïs neesam radiostacija - varbt 
vïlÇk tas main¥sies, bet pa‰laik vi¿i nav pievïrsu‰i 

mums pÇrÇk daudz uzman¥bas. 

J: KÇda ir kultra, no kuras js nÇkat?

- VecÇ labÇ hakeru b‰ana. Vecais Commodore 64 
mÇjÇs, programmas, par kurÇm neviens nemaksÇ, un tÇ 
tÇlÇk. Diezgan ilgu laiku hakeru kultra klasiskajÇ izprat-
nï bija visai plauksto‰a UngÇrijÇ. Nevienam nebija nau-
das programmu oficiÇlai pirk‰anai. Pirms diviem gadiem 

‰eit vispÇr nebija nekÇdas politikas attiec¥bÇ uz 
datorprogrammÇm. OficiÇlas programmu kopijas nebija 

iespïjams iegÇdÇties, tÇpïc nelegÇlÇ programmu 
kopï‰ana un apmai¿a bija normÇla parÇd¥ba. Tad tika 
pie¿emti likumi, un mums sÇkÇs grti laiki. Tagad viss 

mainÇs. ·¥ vecÇ hakeru sabiedr¥ba ar programmu 
apmai¿as darb¥bu k∫st arvien vairÇk par pagr¥di. TajÇ 

bija ∫oti paz¥stamas personas, kuras bija lepnas par 
paveikto - jÇ, es “atlauzu” ‰o programmu. Tagad, kad tas 

viss k∫st par pagr¥di, labÇkos vairs nevar atrast. 

J: Kas ir JHFC Hakeru klubs?

-Tie ir ∫oti jauki pui‰i, vi¿i sÇka ar to nodarboties, lai 
iegtu zinÇ‰anas. Vi¿i bija tÇdi kÇ datoru speciÇlisti, 
sistïmas administratori universitÇtï, vi¿i “ielauzÇs” 

Unix sistïmÇs tikai prieka un zinÇ‰anu pïc. VairÇk kÇ 
pirms pusgada vi¿i tika atlaisti no darba universitÇtï, 
jo viens no vi¿iem izmantoja savas zinÇ‰anas sliktiem 

nolkiem. Vi¿‰ netika sod¥ts, jo pateica, kur‰ ir 
izpaudis paroles. Un tÇ, ‘ labais’ tika atlaists, bet ‘slik-

tais’ staigÇja br¥v¥bÇ.
Tagad vi¿i ir izveidoju‰i savu ‘hakeru’ klubu  - tÇ ir ¥sta 
komanda, vi¿i to uztver nopietni. Vi¿i uzskata, ka pret 

vi¿iem neizturïjÇs god¥gi, tÇ ir kÇ teorïtiska atriebe. 
Vi¿u e-mail adrese: hothfc@hotmail.com

Pararadio Web-adrese: 
http://www.c3.hu/para, IRC kanÇls 

#para. Msu vietïjÇs net.sarakstes adrese: 
para@c3.hu (pÇrsvarÇ radio raid¥jumi ir ungÇru 

valodÇ, bet, kÇ jau mïs teicÇm - ir ar¥ daudz muzikas.

EastEdge projekta dr¥z bs atrodams 
http://eastedge.neurospace.net

*

CJ B2Men and Jinx of Pararadio:
- We do reality hacking. Survive at first. Going to conferences, 
looking around the Internet, WWW, the real world. But seriously, 
this group emerges from an underground computerscene in 
Hungary and this group started to do things about contemporary 
culture, started to explore the Internet. We realised that there 
should be some kind of filter between the world outside and the 
world inside this country which was previously communist.
People had no access to the world outside there, in a cultural 
and philosofical sense. We had to make some kind of input to 
these people, have their links outside, and we should show the 
inner ones to the outside. Filtering is not an Ubermensch atti-
tude, but to help focusing people. It's a cliche to cite the infor-
mation overload, but simply there are too much things out 
there. It goes two ways. Mostly filtering what's coming in and 
not what's going out. There is not much going out there, but we 
are very glad that right now there are some emerging groups 
who want to show themselves and interact.

Q: How do you do that in practice, how does the filter act?

- First we came up with a webserver by the start of 1995, unfor-
tunately it is still on university wireframe, so our hands are a bit 
tied. That was just about culture. It was kind of the first in 
Hungary that was aimed at contemporary culture in the com-
mon sense let's say. We organised face to face meetings in 
clubs and presentations. Now we are doing Pararadio and 
thinking about having club sessions again.

Q: Do you have a lifestream? 24 hours a day?

- We have four hours a week, every wednesday from 4 pm till 8 
pm CET there is lifestreaming. From then on you can listen to 
any of the programs in an archive, in RealAudio format. We 
were very surprised by the huge amount of reflections and the 
number of the listeners. We had feedback from Brazil and 
Canada and so. We had just figured out that on an average 
Saturday morning eight people were listening to our archives. 
But of course we think that we are doing a very important task 
by documenting the ongoing things. In Hungary it is a problem 
now, to have a computer, a decent modem and stuff at home to 
listen to this radio live. We are thinking of making prints of the 
material. Perhaps it will be much more interesting in the future, 
to have this stuff all together. We are showing to the outside 
emerging groups, emerging bands or parties... those who have 
no possibilities to show their work to the public in another way.

Q: This Pararadio, is it also a solution for not being 
able to have an etherstation or a normal radiostation?

- We wanted to have a net.radio. There are real radios, but 
there wasn't any net.radio in Hungary at that time. We would 
like to give these programs and this knowledge to those people 
who are really interested in it, so they get access to the WWW 
just to listen to us. We should have mentioned that in Hungary 
there is really just one radio that can do what they want. It's 
called Tilos radio - means Radio Forbidden -, in Budapest. Of 
course they are not forbidden anymore, it's hip to listen them, I 
mean they do nice programmes, but right now they do make 
their living of the old pirate fame. There is a very heavy pres-
sure and powercontrol over the frequencies. You can't go to 
the ministry and say: I want to have a radio, and I have this and 
this program. They then say: fuck off. By the way, there was 
another net.radio tryout in Hungary, but they wanted to be 
commercial and they've failed.

Q: A pirate station is out of the question?

- Piratestations are under very heavy surveillance. The com-
mercial radio stations pay so much to the state that they can 
finance these places being under surveillance. There are no 
more real pirate stations in Hungary. They'd catch them very 

soon. There was one, that was mentioned already, Tilos radio. 
It went a bit mainstream, but it's ok. Of course there are some 
people who have a little transmitter at home, but they are not 

relevant, I mean it's not like in London.

Q: What is the content of your live radioshow? 

Interviews or music..

- Of course we play lots of music, like modern styles of music. We 
have talks, interviews and programs, reviews of things. It's varied 
and colourful. If I use journalistic terms, it's a magazine program. 
We play music that cannot reach people in any other way, this is 

the latest music or of artists that cannot reach an audience in 
another way. There is about fifty percent talk and fifty percent 

music. The themes range from extreme sports, to the latest hack-
er scene events, to everything that could be put in the bag called 
contemporary culture that is not so mainstream. We are going to 

talk about things which might be touching our future and about 
people who could be interesting to our future.

Q: You had some problems with calling it a radiostation?

- In Hungary the laws are not professional enough to have special 
laws for the internet and broadcasts there. Right now we are a 

normal website with some audio content. That is the pocket they 
can put us into. We are officially not called a radiostation, but 

maybe at a later date we will change it. They didn't bother us yet.

Q: What is this computerscene like that you are 

coming from?

- That is the old good hacking cracking stuff, you know. You 
have your old Commodore 64 at home, you get software, 

nobody pays for it. You crack for friends, you write demo's to 
present your knowledge, you get together with other people at 

copy parties and change black software. That's it. The classical 
sense of hacker culture was very blooming in Hungary for a 

very long time. Nobody really has money to buy the programs
 in an official way. It is a rather special thing in Hungary 

because about two years ago there was no software police at 
all. There were not any laws for software. You couldn't access 

legal software in Hungary, so it was a normal thing to have 
cracked software and to exchange it and to give it away. Then 
came these laws and policies and they made it rather hard for 

us. Now the whole thing is changing. These copyparties, where 
previously they exchanged this software, are called scene par-

ties now. There they show and present their knowledge. They 
are still exchanging and trading this cracked stuff. Because 

there is now more and more legal software the pressure is get-
ting heavier, so this hacking cracking scene is going more and 
more underground. They were wellknown people. They would 

be very open about the work they did: I've cracked it. Now they 
are going underground you cannot really reach the best ones. 

You get only the surface.

Q: What is this JHFC Hacker Club?

- There are some guys from the University of Veszprm. They are 
really nice guys, because they started the real hacking of

JOSEPHINE BOSMAINTERVIEW WITH PARARADIO

Date: Thu, 11 Dec 1997 09:43:52 +0100 (MET)
From: Josephine Bosma <jesis@xs4all.nl>

Pararadio is an Internet only radio in Hungary. Its three keywords are, according to the initiators: tech-
nology, culture and lifestyle. I pressume the word lifestyle does not have the same meaning here as it 
has in ex-western glossies. At HIP97 I talked to B2Men and Jinx in the tent of RIP, Radio In Progress...

tulkojums: ALISE TÈFENTÅLE
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DEFINITION:
Rroma Dub is an electronic musical workshop giving 
an exclusive possibility for these youngsters to 
express their musical identity based on their tradi-
tional folk music mixing with contemporary pop 
music. The aim is not less than to bridge the gap 
between traditional musical heritage and contempo-
rary youth, MTV and popular radio. The merge of 
these two musical directions should help the young-
sters to a full expression of their individual and group 
identity with their own words, music and dance.

BIRTH:
The idea of Rroma Dub has born at 'Live arts On-
Line' organised by Artec, where Suzanne Mészöly 
met Bobby Demers and Steve Savale who has been 
running such workshops with success at Community 
Music, London those times. Ferenc Arató who has 
been responsible for Rroma affairs at Soros 
Foundation was the contact to local youth, as he 
was teaching some of the latter participating mem-
bers of project.

FIRST:
First session has been held from December 6th to 
December 16th 1996.

Bobby Demers and Steve Savale started to involve 
the project members in the use of digital sound tech-
nique (MIDI, keyboards and samplers), provided a 
nice overview of these new upfront desktop applica-
tions and they had been the 'know-how' people of 
these sessions. This meant that they were mostly the 
realizers of the ideas of the Roma kids and teens so 
they (the Roma participants) had much time and pos-
sibility to creatively express themselves.

The first session works were presented at a party in 
C3 on December 15th 1996.

Trainers:
Bobby Demers (musician, Community Music, London)
Steve Savale (musician, Asian Dub Foundation, London)
Mike Stubbs (Hull Time Based Arts, Hull)
Péter Mátrai (trainer, Magyar Iparmuveszeti 
Foiskola, Budapest)
Suzanne Meszoly (coordinator, C3, Budapest)

The participants were Balogh Rudolf, Bogdán 
Erzsébet, Illés Ferenc, Mohemed Fatima, Nyerges 
Mária, Orsós Gyula, Orsós Zoltán, Ponczók Béla Rigó 
János, Szabó Attila, Szilvási István -- Roma kids from 
Pécs and Roma teens from Budapest.

Sponsored by British Council, Soros Foundation 
Roma Education Programme, Magyar Iparmuvészeti 
Foiskola, Tolgyfa Galéria

SECOND:
The second session has been held on April 11st and 

April 12nd 1997.

The second session works were presented at a party 
in Almássy Téri Mûvelõdési Ház on April 12th 1997

C3 ONLY:
As the first session with Community Music and Asian 

Dub Foundation trainers were called 'Rroma Dub', 
we have decided to use 'Rroma DubB' label to the 

only C3 hosted sessions.

Based on the experiences of instructors Bobby 
Demers and Steve Savale and the similar technical 

circumstances plus the similar project group we 
thought that MATT (Music and Technology Training 

Course) at Community Music Centre would be a solid 
base for our training programme.

The core units of MATT are:
1 - Music Skills (basic music education, improvisa-

tion, composition, basic keyboard training, music the-
ory, performance -- live, using MIDI)

This programme includes show-case performance at 
Community Music House.

2 - MIDI Technology (programming, sampling, mixing, 
sequencing)

3 - Core Skills for Musicians/Music Industry 
Awareness (written and verbal communication, lyrics, 

music industry inside, how does it work?, work in 
music industry for demonstrational purposes)

Considering their native musical background Rroma 
DubB mainly focused step 2 and 3 in MATT pro-

gramme. We should state that beyond this concept 
the aim of the project was not to produce high-tech 

studio quality music, but to teach the basic principles 
of the above mentioned techniques and experiment 
with classic pop songwriting ways opposed to folk 

tradition.

During the first series of Rroma DubB lectures (from 
April till nowadays) we worked with teens from Pest 
-- due to a lost link to Pécs we still have no contact 
with them. They had learned Ze_Kitchin, the studio 
where they have worked, then have come learning 
MIDI, General MIDI, synthesizers, keyboards, sam-

plers, effects, mixing console basics. During this pro-
cess we constructed some backing tracks and songs 

for they traditional folk music.

During the summer both trainer and students were 
unavailable for the workshops -- simple causes: uni-

versity examinations, moving, relocating.

Second phase comes up next that would point out 
mostly music industry questions those should be 

interesting to a practising Gipsy folk band.
Keywords are cut'n'paste music, remixing works,

collaborations with other musicians from other 
music styles (planned and under construction links 
to this part are Andor Gábor, jazz drummer and per-
cussion player, Oszkár Horváth, jazz pianist, Gangxta 
Zolee, rapper, pop performer) and get to know 'work-
ing' composition methods (collaborator producer 
Pierrot, sound engineer Sándor Kuty).

Trainer/coordinators were:
Dániel Molnár (trainer, JATE, Szeged)
Sándor Szabó (studio coordinator, Ze_Kitchin @ C3, 
Budapest)
Suzanne Mészoly (coordinator, C3, Budapest)

FUTURE:
The Rroma Dub project would like to be a part, a sta-
tion of Migrations project, that was planned to take 
place in Budapest, Glasgow, London and Hull in 
November 1997.

*
Rroma DubB Technical Equipment:
Steinberg Cubase Audio XT for Windows, Steinberg 
Recycle, Sonic Foundry Sound Forge 4.0, Circle 
Elements, Fatehén Sample CD, Turtlebeach Tahiti 
Soundcard, Yamaha CBX-K1XG Keyboard and 
General MIDI synthesizer, Yamaha SU 10 Sampler 
Unit, Yamaha RY 8 Rhythm Machine, Midi TimePiece 
Interface, Roland SE-70 Super Effects Processor, 
Alesis Nanoverb, Novation BassStation, Pentium 133 
MHz, 32 Mb RAM, 2 Gb HDD, 17" SVGA monitor, 8*CD 
ROM drive, cables

ParaRadio Technical Equipment (partly used):
Spirit Folio SI RW-5068 Mixing Console, Technics RS-
BX601 Tape Deck, Sony CDP-561 CD Player, Tascam 
DA-20 DAT Recorder, Sony MZ-R3 Portable MiniDisc 
Recorder, Behringer MDX2100 Compressor/Limiter, 
AKG D230 Microphone, MAT-01 Preamplifier, Shure 
SM7 Microphone, Sennheiser MD-421 Microphone, 
AKG AG-K141M Headphone, Fostex FX-6301BX 
Active Boxes, Gravis Plug and Play, card, Software 
Audio Workhop Plus, Pentium 133 Hz, 64 Mb RAM, 2 
Gb HDD, 15" SVGA monitor, rack, cables

*

DANIEL MOLNAR

Rroma Dub

Koncepcija:
Rroma Dub ir elektroniskÇs mzikas simpozijs (work-
shop), kas jaunie‰iem dod lielisku iespïju paust savu 
muzikÇlo identitÇti, balstoties uz tradicionÇlÇs tautas 

mzikas un msdienu popmzikas mijiedarb¥bu. 
Simpozija mer˙is ir rad¥t saikni starp tradicionÇlÇs 

mzikas kultru un msdienu jaunatni, MTV un mo-
derno radio.  ·o abu mzikas virzienu saliedï‰ana 
pal¥dz jaunie‰iem pa‰iem savos vÇrdos, mzikÇ un 

dejÇ izteikt savu identitÇti gan individuÇli, gan grupÇ.  

SÇkums:
Ideja par Rroma Dub izveido‰anu radÇs Artec 
organizïtajÇ 'Live arts On-Line' (dz¥vÇ mÇksla 

internetÇ). ·¥ pasÇkuma laikÇ Suzanna Meszolija 
iepazinÇs ar Bobiju Demersu un St¥vu Savali, kas ar 

lieliem panÇkumiem jau tolaik organizïja ‰Çda veida 
simpozijus 'Community Music', LondonÇ. Sorosa 

Fonda Rroma kultras programmas koordinators un 
vïlÇko simpozija dal¥bnieku skolotÇjs Ferenks Aratoss 

bija vietïjÇs jaunatnes ieinteresïtÇjs ‰ajÇ projektÇ.  

1:
Pirmais simpozijs notika 1996. gada no 6. l¥dz 16. decem-

brim. Bobijs Demers un St¥vs Savale projekta 
dal¥bniekus sÇka iesaist¥t digitÇlÇs muzikas tehnikas 

izmanto‰anÇ (MIDI, tausti¿i un sampleri), sniedza 
izsme∫o‰u pÇrskatu par ‰¥m jaunajÇm datoru 

programmÇm, un bija visu projektu pÇrzinÇtÇji.  Tas 
noz¥mï, ka vi¿i bija galvenie simpozija Roma dal¥bnieku 

ideju ¥stenotÇji, un ‰iem bïrniem un pusaudÏiem bija 
daudz laika un iespïju parÇd¥t savu rado‰o garu.  

PirmÇ simpozija darbu prezentÇcija notika C3 
sar¥kojumÇ 1996. gada 15. decembr¥. 

Instruktori:
Bobijs Demers (mzi˙is, 'Community Music', Londona)

St¥vs Savale  (mzi˙is, ' Asian Dub Fondation', Londona)
Maiks Stabbs (Hallas 'Time Based Arts', Halla)

P¥ters Matrai (instruktors, 'Magyr Iparmuveszeti 
Foiskola', Budape‰ta)

Suzanna Me‰zolija (koordinatore, C3, Budape‰ta)

Simpozija dal¥bnieki: Balogs Rudolfs, Bogdans 
Ersebets, Illess Ferenks, Muhameds Fatima, Nergess 

Maria, Orsoss Gjula, Orsoss Zoltans, Poncoks Bela, 
Rigo Janoss, Zabo Atilla, Silvazi Istvans, kÇ ar¥ 

jaunie‰i no programmas Roma PeksÇ un  Budape‰tÇ.  

Izgl¥t¥bas programmas Roma sponsori: 
LielbritÇnijas padome, Sorosa fonds, Magyr 

Iparmuveszeti Foiskola, Tolgifa galerija.

Date: Mon, 29 Dec 1997 22:14:43 +0100 (GMT)
From: Molnar Daniel <b2men@c3.hu>

RromaDub DANIEL MOLNAR
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JÇ, tik tie‰Çm dati var atrasties jebkur, un ‰¥ bija 
pamatideja ar ko mïs iesÇkÇm veidot Internet radio 
OZOne. Tobr¥d mums nebija pa‰iem savs real audio 

serveris, mums nebija nekÇds serveris vispÇr, bet bija 
idejas un vïlï‰anÇs tÇs realizït. 

Msu radio struktra sastÇvïja no divÇm da∫Çm, 
interneta lapas atradÇs uz “Parks” servera tepat 

LatvijÇ, bet visi ska¿as faili, uz ICF/RIS servera 
Berl¥nï. ·¥ bija diezgan veiksm¥ga kombinÇcija, jo no 

vienas puses mums bija iespïja lietot jau 
eksistïjo‰as tehniskÇs iekÇrtas, un nebija 

nepiecie‰ams pirkt pa‰iem savas, un no otras puses 
mïs piegÇdÇjÇm saturu Radio Internationale Stadt. 

Tad radÇs nÇkamais projekts - audio apmai¿as projek-
ts Xchange, ar kuru mïs gÇjÇm soli tÇlÇk. KopumÇ bija 
ãetri izdevumi ‰im projektam, kur saturs bija rad¥ts no 

iest¥tiem ska¿as materiÇliem gan datu gan kase‰u 
gan tikai interneta saik¿u veidÇ, un katra no ‰¥m 

ãetrÇm lapÇm atradÇs uz cita servera (“Parks”serveris 
LatvijÇ, ICF serveris VÇcijÇ, “Ars Electronica”  serveris 

AustrijÇ un V2 serveris Holandï).

Un tÇ, kas notiek ‰obr¥d, - ir izjuku‰i tr¥s lieli interneta  
projekti, DocumentaX lnternetÇ, neskaidr¥ba ir ar  
RemoteC projektu uz Ars Electonica servera, un 
‰obr¥d taisÇs pajukt RIS projekts (uz ‰¥ izdevuma 

iznÇk‰anas br¥di iespïjams bs skaidrÇks kas tad ¥sti 
bs ar Radio Internationale Stadt projektu, vai tas 

atrad¥s sev citu mÇjvietu vai ar¥ ne).  Protams var teikt 
ka tas ir dabisks process un viss att¥stÇs un mainÇs, 

tikai Çtrums pieaug, bet tad es atceros ∫oti jaukas 
diskusijas no daÏÇdÇm konferencïm par interneta 
darbu arhivï‰anu, saglabÇ‰anu un tÇ tÇlÇk. ·obr¥d  

man gan vairÇk ‰˙iet, ka pa‰as mÇkslas institcijas 
cen‰as dar¥t tie‰i pretïjo. 

Vai varbt man btu vairÇk jÇuzticas tÇ sauktajiem 
komerciÇlajiem serveriem, jo ‰ie cilvïki tÇdÇ veidÇ 
pelna savu naudu un nav ieinteresïti manu darbu 

izdzï‰anÇ.

PretïjÇ gad¥jumÇ ‰is jaukais sadarb¥bas t¥kls jums 
dod tikai daÏÇda veida k∫das (error ?), kas 

protams ar¥ ir viena no interneta ¥pa‰¥bÇm 
?!.

Vai ar¥ varbt ir nedaudz cits veids ka 
strÇdÇt ar internetu ‰odien. Tas ‰obr¥d 

notiek net.art t¥klÇ 7-11 un ar¥ mïs to 
cen‰amies att¥st¥t net.audio vïstu∫u kopÇ 

(mailinglist) Xchange, tikl¥dz kÇds ir kautko 
uztais¥jis, tÇ tl¥t tiek publicïta adrese un jebkur‰ var 

to pÇrbaud¥t un apskat¥t, un pïctam aizmirst, jo nÇk 
jau nÇkamÇ adrese. ·is veids man ‰obr¥d s˙iet daudz 

svaigÇks un dinamiskÇks un varbt no tÇ varïtu 
att¥st¥ties citÇda pieeja, kÇ strÇdÇt ar internetu.

TÇs bija daÏas domas kuras es vïlïjos noformulït pïc 
manas ‰¥ gada darb¥bas internetÇ.

Raitis ·mits 

JO DATI VAR ATRASTIES JEBKUR

2:
Otrais simpozijs notika 1997. gada 11. un 12. apr¥l¥. ·o 
darbu prezentÇcija notika 1997. gada 12. apr¥∫a 
sar¥kojumÇ Almasi Teri Muvelodesi Haz. 

C3:
TÇ kÇ pirmais simpozijs, sadarb¥bÇ ar 'Community 
Music' un  'Asian Dub Foundation' instruktoriem guva 
nosaukumu 'Rroma Dub', tad mïs esam nolïmu‰i 
izmantot 'Rroma Dub' nosaukumu tiem seminÇriem, 
ko vada tikai C3. 

Pamatojoties uz Bobija Demersa un St¥va Savales 
pieredzi, kÇ ar¥ l¥dz¥gajiem tehniskajiem apstÇk∫iem un 
l¥dz¥ga projekta grupÇm mïs domÇjam, ka Mzikas un 
TehnoloÆijas izgl¥t¥bas kursi 'Community Music' centrÇ 
btu stabils pamats msu izgl¥t¥bas programmai.  

GalvenÇs programmas sastÇvda∫as:
1 - Mzikas iema¿as (vispÇrïjÇ mzikas vïsture, 
improvizÇcija, kompoz¥cija, tausti¿instrumentu spïles 
pamati, mzikas teorija, izpild¥‰anas mÇksla - ar pub-
liku un izmantojot MIDI). ·¥ programma sev¥ ietver ar¥ 
koncertï‰anu 'Community Music' koncertzÇlï.  
2 - MIDI tehnoloÆija (programmï‰ana, samplï‰ana, 
miksï‰ana, sekvencï‰ana)
3 - VispÇrïjÇs mzikas iema¿as / Mzikas industrijas 
apzinÇ‰anÇs (rakstu un mutiska komunikÇcija, 
mzikas teksti, mzikas industrijas iek‰ïja struktra, 
demonstrï‰anas projekti mzikas industrijÇ).

øemot vïrÇ dal¥bnieku l¥dz‰inïjo mzikas izgl¥t¥bu, 
Rroma Dub savÇ izgl¥t¥bas programmÇ galvenokÇrt 
pievïr‰as 2. un 3. kursu grupÇm.  Mïs gribïtu 
piez¥mït, ka vadoties pïc ‰is koncepcijas projekta 
mïr˙is nav rad¥t sareÏÆ¥tas tehnoloÆijas studijas 
kvalitÇtes mziku, bet gan iemÇc¥t pamata principus 
aug‰minïtajÇs tehnikÇs un eksperimentït ar kla-
siskas popmzikas sacerïjumu sajauk‰anos ar tautas 
mzikas trad¥cijÇm.  

PirmajÇs Rroma Dub lekcijÇs (no Apr¥∫a l¥dz ‰odienai) 
mïs strÇdÇjam tikai ar jaunie‰iem no Pe‰tas - 
komunikÇciju trkuma dï∫ mums vïl aizvien nav izdevies 
sazinÇties ar Peksu.  ·ie jaunie cilvïki iepazinÇs ar 'Ze 
Kitcinu', darba studiju, apguva MIDI, vispÇrïjo MIDI, 
iemÇc¥jÇs pielietot sintezatorus, tausti¿instrumentus, 
samplerus, efektus, un miksï‰anas konsoles pamatus.  
·i procesa laikÇ mïs rad¥jÇm daÏus interesantus
ierakstus, izmantojot tradicionÇlÇs tautas melodijas.   
 
VasarÇ seminÇri nevarïja notikt t¥ri cilvïc¥gu iemeslu 
dï∫ - gan dal¥bniekiem, gan instruktoriem bija citas 
saist¥bas: universitÇtes eksÇmeni, dz¥ves vietas 
mai¿as, utml. 

NÇko‰ais jautÇjums, par ko mïs gribïtu runÇt,
galvenokÇrt attiecas uz mzikas industriju vispÇr. ·is 
temats varïtu bt ∫oti interesants tie‰i ãigÇnu tautas 
melodiju izpild¥tÇju grupÇm.  Svar¥gÇkie momenti 
varïtu bt mzikas izvietojuma atsevi‰˙Ç ieraksta, 
darbu pÇrmiksï‰ana, kÇ ar¥ sadarb¥ba ar mzi˙iem no 
citiem mzikas stiliem (‰ie linki jau tiek plÇnoti un 
konstruïti ar daÏÇdu mzikas stilu pÇrstÇvju pal¥dz¥bu 
un entuziasmu - dÏeza bundzinieks un sitamo instru-
mentu speciÇlists Andors Gabors, dÏeza pianists 
Oskars Horvats, popmzikas un 'rap' izpild¥tÇjs 

Gangsta Zole) un eksistïjo‰Çs kompoz¥cijas metoÏu 
izzinÇ‰ana (sadarb¥bas producents Perots, ska¿u 

inÏenieris Sandors Kuti).  
 

Instruktori/koordinatori ‰ajÇ seminarÇ:
Daniels Molnars (instruktors, JATE, Segeda), Sandors 

Zabo (studijas koordinators, Ze-Kicin @ C3, 
Budape‰ta), Suzanna Mezoli (koordinatore, C3, 

Budape‰ta)

NÇkotne:
Rroma Dub projekta veidotÇji gribïtu bt da∫a no 

MigrÇcijas projekta, kam bija jÇnotiek Budape‰tÇ, 
GlasgovÇ, LondonÇ un HallÇ 1997. gada novembr¥. 

Rroma DubB izmantotÇ tehnika: 
Steinberg Cubase Audio XT for Windows, Steinberg 

Recycle, Sonic Foundry Sound Forge 4.0, Circle 
Elements, Fatehén Sample CD, Turtlebeach Tahiti 

Soundcard, Yamaha CBX-K1XG Keyboard and 
General MIDI synthesizer, Yamaha SU 10 Sampler 

Unit, Yamaha RY 8 Rhythm Machine, Midi TimePiece 
Interface, Roland SE-70 Super Effects Processor, 

Alesis Nanoverb, Novation BassStation, Pentium 133 
MHz, 32 Mb RAM, 2 Gb HDD, 17" SVGA monitor, 8*CD 

ROM drive, cables.

ParaRadio tehnika (izmantota da∫ïji):
Spirit Folio SI RW-5068 Mixing Console, Technics RS-
BX601 Tape Deck, Sony CDP-561 CD Player, Tascam 

DA-20 DAT Recorder, Sony MZ-R3 Portable MiniDisc 
Recorder, Behringer MDX2100 Compressor/Limiter, 
AKG D230 Microphone, MAT-01 Preamplifier, Shure 
SM7 Microphone, Sennheiser MD-421 Microphone, 

AKG AG-K141M Headphone, Fostex FX-6301BX Active 
Boxes, Gravis Plug and Play, card, Software Audio 

Workhop Plus, Pentium 133 Hz, 64 Mb RAM, 2 Gb 
HDD, 15" SVGA monitor, rack, cables.

tulkojums: AIJA SILIˆAh
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BECAUSE DATA CAN BE PLACED EVERYWHERE

Yes, data can be placed everywhere, that was 
the basic idea we started our net.radio OZOne 
with. At that time we didn't have our own real 
audio server, we even didn't have any server at 
all, but we had an ideas and we wanted to 
realise them. The structure of our radio was 
divided in two parts, the website was on our 
local Parks server and all sound files were on 
ICF/RIS server in Berlin. This was good combi-
nation because on the one hand we were using 
already existing technical facilities without 
need to search for money to buy our own, and 
on another, we were providing with content 
Radio Internationale Stadt.
Then came next project - audio link Xchange, 
where we went one step further. There were 
four issues of Xchange where the content was 
submitted from different people and net.radios 
and all those four websites were placed each 
on different server. 
So, what happening now is, three big projects 
is going down one after another*:
Documenta_x website, Remote_C project on 
Ars Electronica server and now it seems than 
RIS is getting down on ICF server. Of course it's 
normally, everything is in changes and in move-
ment, just speed is growing day by day, but I 
remember very nice discussions in different 
conferences about archiving,  saving and so 
on, but  now it seems I can trust more so called 
'commercial' servers because those people are 
earning their money with this and they are not 
erasing my work at least. Otherwise this nicest 
network gives you just different kinds of errors, 
which is also quality of the Internet :)

Or may be there is another way of working with 
the net, it's happening right now in 7-11 net-
work and also we are developing this in mail-
inglist Xchange, as soon as one has made 
something the link is published and everyone 
can check it out and forget it after, because 
another is coming already. This way I started to 
like much better because it's fresh and may be 
because of the speed.  

So these were some thoughts which I wanted 
to formulate after this year experience working 
with the net..

RAITIS SMITS

>BECAUSE DATA CAN BE PLACED EVERYWHERE
[...]
>So, what happening now is, three big projects 
is going down one after another,
[...]

it is for this reason that I first proposed the cre-
ation of the “Permanent Autonomous Net” in 
Amsterdam in 1996, which evolved into the 
Name.Space project.  The purpose, to create a 
self-sustaining, self-funding economic infra-
structure where we can pay for our connectivi-
ty and hardware so we can keep our content 
alive and online.  The only way to assure our 
continued presence online is to buy the band-
width and run our own nets.  The other phase, 
as well represented in your model of X.change, 
is to mirror content, and support projects. To 
this end, to achieve this with sustainability, we 
need to provide hosts for our content on many, 
decentralized, artist-run servers that are self-
sufficient, to be supported through income 
earned from Name.Space.

The disappearance of the sites you mention are 
just a few examples of how temporary and 
fragile our access really is in terms of serving 
non.commercial content and making it visible.  
We can’t rely on the art institutions, as their 
agenda is their OWN survival and image, and 
not the survival of the artists that they purport 
to represent.  The essential problem of the art 
institutions and museums is that they regard art 
as PROPERTY and value it even higher than the 
life of the artist.  (the value of the property goes 
UP upon the DEATH of the artist...so don’t count 
on the institutions supporting the artists’ life!).

The danger of commercial services as a threat to 
free expression lurks in the ability of private net-
works to censor content.  Unlike the public 
streets, commercial services are private property 
and, at least in the USA, there is no constitutional 
protection for free speech on private property.  
So I can modify the above statement to read: 
The only way to assure our continued UNCEN-
SORED presence online is to buy the bandwidth 
and run our own nets.

Let’s work together in the coming year to 
achieve this.

Best wishes,
PAUL GARRIN

Atsauce uz Raita Ímita publicéto tekstu (Nettime mailinglist)

Iemesls, kÇpïc 1996.gadÇ AmsterdamÇ pirmo-
reiz ierosinÇju dibinÇt “PastÇv¥go Autonomo 
T¥klu”, kas vïlÇk izvïrtÇs par “Name.Space” 

projektu, - rad¥t ekonomisku infrakstruktru, kas 
pati sevi varïtu uzturït, mïs maksÇtu par 

interneta savienojumu un programmu 
nodro‰inÇjumu, lai mïs varïtu saglabÇt savu 
darbu apritï. Vien¥gais veids, lai to ¥stenotu - 

datort¥kli, kas pieder mums pa‰iem. NÇko‰ais 
att¥st¥bas  posms - kÇ to reprezentï Xchange - 
satura dublï‰ana no citiem serveriem un pro-

jektu atbalst¥‰ana. Lai to panÇktu, mums 
jÇnodro‰ina vieta msu datiem daudzos, decen-

tralizïtos serveros, kas pieder mÇksliniekiem, 
un kurus mïs varam atbalst¥t ar ienÇkumiem no 

“Name.Space”.

Datu izdzï‰ana no serveriem ir tikai viens no 
piemïriem, cik ¥slaic¥gas un trauslas ir msu 

iespïjas saglabÇt un izplat¥t nekomerciÇlu 
informÇciju. Mïs nevaram pa∫auties uz mÇkslas 
institcijÇm, jo tÇm rp pa‰Çm sava izdz¥vo‰ana 

un publiskais tïls, nevis mÇkslinieku 
izdz¥vo‰ana un tïls, ko ‰¥s institcijas izliekas 

atbalstÇm. MÇkslas institciju un muzeju prob-
lïma ir tÇ, ka tÇs uztver mÇkslu kÇ ±PA·UMU, 
un vïrtï to augstÇk nekÇ mÇkslinieka dz¥v¥bu 

(¥pa‰uma vïrt¥ba CEπAS pïc mÇkslinieka 
NÅVES... tÇpïc neceriet, ka ‰¥s institcijas 

saglabÇs mÇkslinieka dz¥v¥bu!).

KomerciÇlo interneta piegÇdÇtÇju draudi vÇrda 
br¥v¥bai slïpjas privÇto datort¥klu iespïjÇs cen-

zït saturu. Pretïji sabiedriskajam ¥pa‰umam, 
komerciÇlie interneta piegÇdÇtÇji ir 
privÇt¥pa‰ums, un, vismaz ASV, uz 

privÇt¥pa‰umu neattiecas vÇrda br¥v¥bas 
konstitucionÇlÇ aizsardz¥ba. TÇpïc es varu 
apgalvot: Vien¥gÇ iespïja nodro‰inÇt savu 

NECENZîTU klÇtbtni datort¥klu informÇcijas 
pasaulï ir pa‰iem savi serveri un t¥kli. 

StrÇdÇjam nÇko‰gad kopÇ, lai to sasniegtu!

PAUL GARRIN 

#  distributed via nettime-l : no commercial use without permission
#  <nettime> is a closed moderated mailinglist for net criticism,
#  collaborative text filtering and cultural politics of the nets
#  more info: majordomo@icf.de and “info nettime” in the msg body
#  URL: http://www.desk.nl/~nettime/  contact: nettime-owner@icf.de

Date: Fri, 19 Dec 1997 16:09:20 -0500

From: mf@mediafilter.org (MediaFilter)
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From: Raitis Smits <raitis@parks.lv>
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Var uzdro‰inÇties apgalvot, ka msdienu att¥st¥tÇs 
tehnoloÆijas iespïjas ir nojauku‰as kÇdu btisku 
robeÏu, barjeru, kas agrÇk ‰˙ietami nodal¥ja “mÇkslu” 
(katrs gan laikam saprot ko citu ar ‰o vÇrdu, jo 
nebeidzamÇs disusijas par un ap tïmu “kas ir mÇksla” 
ir izrÇd¥ju‰Çs neveiksm¥gas, jo nav atrasta neviena vis-
aptvero‰a defin¥cija, kuru varïtu mÇc¥t bïrniem skolÇ) 
no citÇm cilvïka aktivitÇtes formÇm. 
Jau no msu gadsimta sÇkuma ‰¥ robeÏa pamazÇm 
tika Çrd¥ta - neskaitÇmi jauni “mÇkslas virzieni” un 
pieminï‰anas vïrti vÇrdi - Ma∫eviãa “Melnais 
kvadrÇts”, Endijs Vorhols un vi¿a Campbell’s konservi, 
DÏeksons Polloks un vi¿a lielÇs otas, Lihten‰teina 
komiksu estïtika, oparts, instalÇciju un vides mÇkslas 
klasika, visbeidzot videomÇksla un datoru laikmeta 
iesÇktÇ interakt¥vÇ mÇksla. 
Vispirms tika izn¥cinÇti priek‰stati par mÇkslas 
estïtiskajiem nosac¥jumiem (mÇkslas darbam nav 
jÇbt kam oriÆinÇlam - par tÇdu var nosaukt ar¥ izkrÇ-
sotus Merilinas Monro portretus, vai Joko Ono 
akcijas ar ur¥na burci¿Çm, un tÇ tÇlÇk, neiedzi∫inoties 
attiec¥gÇ laikmeta mÇkslinieku aizraut¥bÇ ar visu 
negl¥to, “aizliegto”, atbaido‰o, lïto un reizï ar¥ 
‰okïjo‰o, reizï ar 60. gadu seksa revolciju izn¥cinot 
agrÇk tik rp¥gi sargÇto robeÏu starp privÇto, int¥mo un 
publisko), tad izzd ar¥ priek‰stats par “mÇkslas” 
ïtisko bt¥bu - darba pa‰mïr˙is ir varmÇc¥bas kults, 
vïlï‰anÇs ‰okït ar kaut ko nepat¥kamu (kÇ viens no 
spilgtÇkajiem agr¥najiem piemïriem prÇtÇ nÇk Dal¥ / 
Bunjuela kopraÏojums - filma “Andalzijas suns”), 
rÇd¥t ∫auno, negat¥vo, pret¥go tikai ar vienu mïr˙i - 
izrais¥t riebumu, at‰˙ir¥bÇ kaut vai no Renesanses laik-
meta, kad elles un ‰ausmu ainÇm bija ïtiski pamÇco‰a, 
audzino‰a loma. 
Ar¥ robeÏa starp pïrkamo popkultru un priek‰statu 
par mÇkslu kÇ “augstÇku sfïru” izgaist, popmzika un 
masu mode ar¥dzan tiek uzskat¥ta par mÇkslu, kas sev¥ 
uz¿em visu raibo bezgaum¥bu, vienkÇr‰umu un lïtumu, 
ko piedÇvÇ iela - piemïram, net¥r¥gos un vienmïr 
bezcer¥gi apreibu‰os pankus ievïro ac¥gi ∫audis, un 
mzikas industrijÇ rodas “Sex Pistols” un ne tikai, 
modes skatïs uz mïles parÇdÇs Vivjenas Vestvudas 
variÇcijas par ‰o pa‰u tïmu, utt. 
Datoru laikmetÇ, ‰˙iet, ir grti runÇt par “mÇkslas” 
klÇtbtni vispÇr. Protams, ir cilvïki, kas sevi sauc par 
mÇksliniekiem, ir starptautiski atz¥ts termins net.art - 
t¥kla mÇksla, notiek pla‰as diskusijas par to, kas tad 
btu pieskaitÇms ‰ai jomai. Visi iepriek‰ izmantotie 
mÇkslas mediji, ‰˙iet, sevi ir izsmïlu‰i, vai ar¥ neviens 
ar tiem vairs nenodarbojas citu iemeslu dï∫ - vai tÇs 
btu humÇnisma beigas? Cilvïcisku, cilvïkam 
draudz¥gu formu, apjomu, materiÇlu un citu l¥dzek∫u 
vietÇ ir tikai viens - pelïkais draugs dators, kas “var 
visu”. MehÇniski apstrÇdÇt attïlu, pÇrvïr‰ot to citiem 
datoriem atpaz¥stamÇs digitÇlÇs z¥mïs, vai tas nav tas 
pats kÇ nogalinÇt dvïseli un izlikt apskatei izkrÇsotu, 
apÆïrbtu, bet nedz¥vu ˙ermeni?
TehnoloÆija, protams, liecina tikai par cilvïka 
smadze¿u visvaren¥bu, ÆenialitÇti, iespïjÇm un 
neap‰aubÇmu pÇrÇkumu pÇr visÇm citÇm rad¥bÇm. 

Taãu tajÇ pa‰Ç laikÇ tÇ ms pak∫auj, liek piemïroties 
savÇm iespïjÇm, nevis otrÇdi. WWW lappusïs ievïro-
jamu da∫u aiz¿em datu materiÇls, kas tiek dïvïts par 
mÇkslu - virtuÇlÇs izstÇdes, galerijas, muzeji, arh¥vi, 
mÇkslinieku individuÇli projekti utt. 
Taãu tehnoloÆija nosaka visiem vienÇdas iespïjas 
izteikties, demonstrït sevi un savu rado‰o moku 
rezultÇtus - pagaidÇm Internets tiek uzskat¥ts par 
vien¥go nekontrolïjamo, demokrÇtiski anarhistisko 
mediju, kuru veido un uztur pa‰i lietotÇji visÇ pasaulï, 
nevis viens centrs, kontroles mehÇnisms, organizÇcija. 
“Zvaigznïm - nï”, saka tehno subkultra, visi ir 
vienÇdi, visus vieno elpas ritms, zemes pievilk‰anas 
spïks, vïl citi btiski rÇd¥tÇji. Ar¥ popkultrÇ (un l¥dz ar 
to ar¥ mÇkslÇ?) nav spilgtu, ilgsto‰i mirdzo‰u zvaigÏ¿u, 
kulta tïlu, kas varïtu raksturot “tehno” laikmetu. 
D¥dÏeji ir tikpat anon¥mi kÇ vi¿u auditorija - reiveri. 
Ielas mode ir bezpersoniska un bezgaum¥ga - 
treni¿tïrpi kÇ absolta parodija par modi kÇ mÇkslu, 
apÆïrbu kÇ pa‰cie¿as elementu, nic¥gi piedauz¥gs un 
izaicino‰s  Ïests pret stilu un labu gaumi vispÇr. Msu 
laikmeta “kulta filmas” - Tarantino, Araki, Linãs un citi 
- tikai citï iepriek‰ rad¥to, pÇrfrazï un groteski pÇrsp¥lï 
kino klasi˙us, izsmejot skat¥tÇju. Datoru virtuÇlajÇ vidï, 
kurÇ daudzi no mums - 90. gadu beigu pasaules 
pilso¿iem - dz¥vojam, nepastÇv l¥dz ‰im samïrÇ 
btiskie dzimuma, rases, taut¥bas, dz¥ves vietas, 
sociÇlÇ stÇvok∫a un citi priek‰stati, katrs no mums var 
k∫t par jebko. TÇ sauktÇ t¥kla mÇksla lielÇkoties ar¥ 
spïlïjas ar ‰ÇdÇm iespïjÇm, pa‰apmierinÇs ar datoru 
tehniskajÇm iespïjÇm un kÇri izmanto katru jaunu 
tehnoloÆisku triku, kas ∫auj arvien pla‰Çk izmantot 
datoru visdaÏÇdÇkÇs formas informÇcijas pÇrraidei. 
Radio un telev¥zija internetÇ, video, mzika, attïli, 
animÇcija, tie‰Ç ïtera sarunas, utt. 
Reizïm ‰˙iet, ka ‰ajÇ procesÇ pazd cilvïks kÇ vïrt¥bu 
mïrs, mïr˙is ir komunikÇcija - anon¥ma, globÇla, 
bezpersoniska, iluzora, un ‰˙ietami dro‰a - virtuÇlÇ 
pasaule k∫st par lielisku patvïrumu laikÇ, kad viens 
no “valdo‰Çs ideoloÆijas” sauk∫iem varïtu bt “Tavs 
˙ermenis ir tavs lielÇkais ienaidnieks”, jo ms apdraud 
vairÇkas neÇrstïjamas, Çtru letÇlu iznÇkumu solo‰as 
slim¥bas. 
Nekad vïl cilvïkam nav bijusi tÇda iespïja sazinÇties -
komunikÇcija ir k∫uvusi par pa‰mïr˙i, par kultu, kura 
dekadentiskais templis ir WWW lappuses, e-mail 
pastkast¥tes un citi datoru produkti. Taãu tajÇ pa‰Ç 
laikÇ - nekad nav bijis tik viegli pazaudït sevi, 
informÇcijas lielce∫Ç nav vïrt¥bu kritïriju, Çtrumu ie-
robeÏojumu, vecuma cenzu, gaumes, stila, humÇnisma 
un citu noteikumu. 
“Disnejlenda ir pankapitÇlistu priek‰stata par ideÇlo 
pasauli perfekts modelis. DisnejlendÇ dal¥bnieki atro-
das pastÇv¥gÇ, nepÇrtauktÇ patïrï‰anas un pas¥vas 
l¥dzdal¥bas stÇvokl¥, un pastÇv nevainojama kÇrt¥ba. 
Disnejlenda ir arhitektras modelis, uz kura balstÇs 
visa ‘ÇrpusmÇjas’ izklaides industrijas sistïma. Ar iz-
klaides pavedino‰ajÇm vïrt¥bÇm dr¥z ar¥ ‘mÇjas’ tiks 
kolonizïtas.” /Critical Art Ensemble/

Komunikåciju måksla - humånisma 
beigas vai antihumånisma såkums. 
Vai vél ne? Alise T¥fentÇle

“Tehnolo©ija ir tik tîra, ka tås vienîgå funkcija ir eksistét.” /Måkslinieku grupéjums Critical Art Ensemble/

 “Technology is so pure that it’s only function is to 
exist.” /Critical Art Ensemble/

One can dare to declare that the advanced possibili-
ties of today’s technology have destroyed some kind of 
essential border, a barrier which previously seemingly 
separated “art” (I suppose everybody understands 
something different with this word because unfinished 
discussions about question “what is art” have proven 
to be unsuccessful - no all-round, all-wise definition of 
the art is found) from other forms of human activities. 
Starting even from the very beginning of XX century 
this border has been gradually destroyed with count-
less new “art tendencies” and names worth mention-
ing - Malevich’s “Black square”, Marcel Duchamp and 
his “Readymades” and Rrose Selavy, Andy Warhol 
and his Campbell’s soup, Jackson Pollock and his big 
brushes, Lichtenstein’s comics esthetics, opart, the 
golden age of installation and environment art, then 
videoart and, at last, interactive and net.art in the age 
of computers. 
At first the concepts about the esthetical conditions of 
art were exterminated (the artwork does not have to 
be something original - colored portraits of Marilyn 
Monroe or Yoko Ono’s actions with urine jars can be 
called “art”, and so forth, not talking about the artists’ 
fascination with everything ugly, creepy, dirty, pervert-
ed, “prohibited”, cheap and shocking, together with 
the sex revolution of 60ies the previously so cherished 
border between the private and the public was swept 
away). Then also concept of the ethic essence of the 
art disappeared - the meaning of the artwork is the 
cult of violence, wish to shock with something 
unpleasant (I can relate to Dali/Bunuel film “Un Chien 
Andalou” in the era of surrealism as one of the first 
examples), showing the mean, the negative, the 
repugnant with only one goal - to fill a viewer with dis-
gust, differently from, for example, Renaissance when 
the visions of hell and nightmare had ethical role. 
Also a border between the pop-culture and concept of 
the art as a “higher sphere” disappears, pop-music 
and mass fashion also is considered as a form of art, 
which consists of everything colorful, tasteless, sim-
plicity and cheapness offered by the street- for exam-
ple, some smart guys notice the dirty and always 
hopelessly stoned punks and Sex Pistols in the music 
industry are born, and Vivienne Westwood repeats the 
same trick on the catwalk, etc. 
In the information age it seems rather hard to talk 
about the presence of “art” at all. Of course, there are 
people calling themselves artists, internationally 
known term net.art exists, massive discussions about 
it take place. All previously used media are dead for 
the art - does that mean the end of humanism? 
Human-friendly forms, sizes, materials and media are 
replaced by only one thing - the computer which “can 
do anything”. Digitally process an image, making it 
into rows of symbols recognizable by other comput-
ers. Isn’t it the same as to kill a soul and to exhibit 
made-up, well-dressed but dead body? 

Of course, technology only proves the power of human 
brain, talent, possibilities and undoubted superiority 
comparing to all other live beings. But at the same
time it subordinates us, makes us adapt ourselves to it. 
Technology provides (relatively) equal chances to 
publish every kind of “art” in WWW. “No stars”, says 
the technology age. DJ’s are as anonymous as their 
audience. Street fashion is face-less, cheap and 
bitchy - let’s take a look at all this sportswear on the 
streets which is a nasty kick in the ass of “a good 
taste” and sense of style. The “cult movies” of our 
time - Tarantino, Arachi, Lynch and others - only 
repeat the classics, laughing about the viewer. In the 
virtual world there are no more differences of sex, 
race, nationality, age and others. Everybody can 
become anybody. Net.art in the most cases plays with 
these possibilities and uses every new technological 
trick. Radio and TV via the net, video, music, pictures, 
animation, porn and shopping, cat-rooms and mailing-
lists. 
Sometimes feels like the human being as a measure of 
values is lost in this process. The goal is communica-
tion process - anonymous, global, face-less, delusive 
and seemingly safe. The cyberspace becomes a great 
place to be in the age when one of the most popular 
sentences is “your body is your enemy”, our bodies 
are threatened by drugs and lethal diseases. 
The possibilities to communicate now are unique - 
communication is the only goal, the cult with its deca-
dent temple called WWW. At the same time ñ it has 
never been so easy to lose yourself, there are no val-
ues out in the information highway, no speed limits, 
age limits, no taste, no style and no rules. 
Disneyworld is the perfect microcosm of the pancapi-
talist vision for the world. At Disneyworld, participants 
are locked into a state of permanent consumption, 
market image envelopment, passive participation, and 
perfect order. (Disneyworld is the architectural model 
on which the unidirectional home  entertainment sys-
tem is based. Through the seduction of entertainment 
value, domestic space will also be fully colonized).

ALISE T±FENTÅLE 

Communication art - the end of humanism or the 
beginning of anti-humanism?  Or not yet?
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the factor of time, and distribute their concentration out over an 
x number of years; their broadcasts only appear on a homeo-
pathic frequency. They are no less present for this. Vague media 
are not on a constructed network in need of maintenance. The 
lines of the net are dissolved in an astral mist. Instead of distribu-
tion, there is a random selection, which gets eagerly snapped up. 
In this post-atomic business culture, uncertainty is the founda-
tion of efficiency. The untrustworthiness of agreements is not a 
result of other activities, but a sign of good will. The field of pos-
sibilities is left open at every moment, in every situation. There is 
a willingness to get caught up in anything: a meeting, a party or 
an accident. Parallel to the transparent society there unfolds a 
cloud of vague structures through which the subject moves for-
ward in a Brownian manner. This nonlinearity defies the rhi-
zomatic dogma that prescribes endless switching. These hard-
luck pilots do not wander; they stumble from one discontinuity to 
the next. In vague spheres one thing does not lead to another; 
after one thing comes something totally different. Nor are trees 
or roots visible here. A veiled belief in continuity is replaced in 
vague media by steam on the window to eternity. Undirected 
recreational activities form temporary compressions in the ran-
dom distribution of particles which roam about in the vague 
ether. No order anyone discovers in this chaos will impress the 
insiders. The brilliant conspiracy will be heard out for a while 
and then forgotten again. Vague media are impossible to follow. 
Their fuzzy logic frustrates meaning-makers in search of uni- or 
multivocality. The result is a fluffy sign with an information value 
of 0,34 or 2,74. Nothing is concealed or intentionally distorted. 
One simply doesn’t exactly know; and this is obvious. In spite of 
everything, the other gets plenty of room to voice her revolution-
ary message. There is no fear of data here. The historical excur-
sion is a heavy exertion which is gladly undertaken, although the 
history of vagueness is still waiting for its author. One can 
unearth a mass of shadowy Greek philosophers and less obvious 
theologists who didn’t quite get around to making their state-
ments, or brilliant Renaissance painters who never came into 
their own. The B film rose above pulp and started being taken 
seriously a long time ago, and there is no reason this ought not to 
happen to B thinkers (i.e. Russell), B literature and the rest of 
culture.  Certain historical figures have found their natural milieu 
in vague media: Mao, Gysin, Manson, Reich, Jesus, Debord, 
Meinhof, Fromm, Hitler, Hendrix, Castaneda, Goldman, Marley 
and Longstocking, but also cookbooks, weapons, children’s 
drawings, witches, blood, death’s-heads and always animals. As 
long as it’s cut up, overloaded with text, full and dark, with illus-
trations heavy and in black and white.
Vague media are not especially obsessive or passionate; but they 
keep coming back to the same point. While sovereign media are 
on a perpetual journey of discovery, the vague channels might 
pitch their tents for an indefinite time or stick around forever. For 
them the universe can be found anywhere; mobility is not neces-
sary. The biggest mystery for vague media is their own function-
ing. Because of this existential moment, individual expressions 
will take no definite and immutable form, though they will always 
have some point to make. The[se] travellers of the terrain vague 
can find their way in wastelands where even the hot-spot tourists 
du moment get lost. Vague media are not concerned with forms, 
but for the space between the forms, and these are timeless. This 
is why they will long outlive the rising and setting of other media.

S o v e r e i g n  M e d i a
Sovereign media insulate themselves against the hyperculture. 
They seek no connection; they disconnect. This is their point of 
departure. They leave the media surface and orbit the multime-
dia network as satellites. These do-it-yourselfers shut them-
selves up inside a self-built monad, an “indivisible unit” of intro-
verted technologies which, like a room without doors or win-

dows, wishes to deny the existence of the world. This act is a 
denial of the maxim ‘I am connected, therefore I am.’ It conceals 
no longing for a return to nature. They do not criticize baroque 
data environments or experience them as threats, but consider 
them material, to use as they please. They operate beyond clean 
and dirty, in the garbage system ruled by chaos pur sang.
    Their carefree rummaging in the universal media archive is 
not a management strategy for jogging jammed creativity. 
These negative media refuse to be positively defined and are 
good for nothing. They demand no attention and constitute no 
enrichment of the existing media landscape. Once detached 
from every meaningful context, they switch over in fits and 
starts from one audio-video collection to the next. The 
autonomously multiplying connections generate a sensory 
space which is relaxing as well as nerve-racking. This tangle 
can never be exploited as a trend-sensitive genre again. All the 
data in the world alternately make up one lovely big amuse-
ment park and earn five stars in the paranoia category, where 
humor descends on awkward moments like an angel of salva-
tion and lifts the radioprogram up out of the muck.
    Unlike the ‘anti media movement’, which is based on a radi-
cal critique of capitalist (art) production, the sovereign media 
have alienated themselves from the entire business of politics 
and the art scene. An advanced mutual disinterest hampers 
any interaction. They move in parallel worlds which do not 
interfere with each other. No anti-information or criticism, poli-
tics or art is produced in order to start up a dialogue with the 
authorities. Once sovereign, media are no longer attacked, but 
tolerated and, of course, ignored. But this lack of interest is not 
a result of disdain for hobbyist amateurism or political infantil-
ism; it is the contemporary attitude towards any image or sound 
that is bestowed on the world.
     Sovereign media are equipped with their own starters and 
do not need to push off from any possible predecessors or 
other media. They are different from post-’68 alternative media 
and from the autonomous ‘movement’ media of the 80s. 
Alternative media still work with the principle of ‘anti-publicity’ 
and mirror the mainstream media, which they feel needs to be 
corrected and supplemented. This strategy aims to make the 
individual aware of his behavior as well as his opinion. This 
process aims to change public opinion. These corrective media 
have no general claims but work with a positive variant of the 
cancer model, which assumes that in the long term everyone, 
whether indirectly or through the infected big media, will 
become informed about the problem. They presuppose a tight 
network stretched around and through society, so that in the 
end the activism of a few will unleash a chain reaction among 
many. Until that time, they direct themselves at a relatively 
small group, in the certainty that their info will not stay stuck in 
a ghetto or start feeding back in the form of internal debates. 
This ‘megaphone model’ aims in particular at liberal-left opinion 
leaders, who have no time to accumulate information or invent 
arguments and get politically motivated specialists to do it for 
them. Movements in the 60s and 70s gave themes like femi-
nism, the third world and the environment a wide range this 
way. Professionalization and market conformism in those cir-
cles, however, have caused people to switch to the ‘real’ 
media. The laboratories where information and argumentation 
get tested are currently an inseparable part of the process to 
‘manufacture consent’, now that their movements have become 
just as virtual as the media they figure in.
    At the end of the 70s, radicals who had gotten tired of wait-
ing for the other’s change of consciousness founded so-called 
‘movement media’. At precisely the moment that the official 
media started emancipating themselves and terms like ‘press’ 
and ‘public opinion’ vanished from the scene (together with the 
rise of satellite-broadcasting and cablesystems), a group of 

Many people claim to have data dandies in their circles of friends and 
this notion is difficult to counter.
ADILKNO’s second book, 1990’s Cracking the Movement: 
Squatting beyond the Media, has recently been published in 
English by Autonomedia (New York) following Dutch and German 
editions. The book describes the squatters’ movement in 
Amsterdam in the 1980s. It shows how the many big street riots 
in 1980 and 1981 turned into an advanced, subtle game with the 
media. It proposes that in the beginning there were only over-
whelming events. The pattern that people discovered later was 
called a “movement.” “In the beginning was the event. Time was 
compressed, space concentrated into one point - and a meta-
morphosis took place. Movement is born out of this first impulse. 
It seeks a way to consolidate the last stage of transformation, to 
give it substance.” But a movement cannot metamorphose; it 
can only go on: “It lacks the mobility to easily become something 
else. It will endlessly branch off, get stuck, scheme, resprout, be 
exploited, write about itself, see itself on film.”
Media are never just tools you can work with at will. The trans-
formation of an originary rage and subversion into information is 
a painful process. The crystallization of a movement is accompa-
nied by fragmentation, selection and exclusion. Once taken up 
into the media sphere, the now virtual movement can never 
again return to street level, however hard it tries to force its way 
back via the staging of spectacles. In Cracking the Movement 
ADILKNO speculatively divides the reaction to the mediatization 
of the squatters’ movement into three parts: the antimedia move-
ment, the extra-medial, and sovereign media. The anti-media 
movement is in a certain sense a UTO, which doesn’t exist but is 
nevertheless an ever-growing movement. “There are individuals 
who have undergone the extramedial experience and are left 
upon return with an immense anger. They experience being 
turned into information as an assault on their lives. They go on 
the offensive. The antimedia movement they unleash fights hard, 
but wants nothing to do with powers that oppose the freedom of 
the press. They demand that democracy breaks its ties with the 
media. They do their part by literally cutting the connections. Not 
out of fear of contact, but for the chance to meet someone 
again. The antimedians wrestle with the problem of how to meet 
others without bringing the media into play.”
In the 1990s many squatters have renounced belief in any media, 
their own included. The realization that all information, including 
one’s own, is subject to media laws and is just one part of a 
gigantic selection, has resulted in a healthy media-relativism. 
Autonomists no longer wish to justify or express themselves. 
Squatters move from one house to the next like nomads and no 
longer believe in defending a place with words and bricks. 
Information as such has no healing or subversive properties. 
People no longer harbour the expectation that others will be 
“turned around” simply by reading a pamphlet or manifesto. 
Although the radical refusal of new technologies as instruments 
of control over humanity  has largely disappeared, skeptical 
pragmatism is widespread.
Hakim Bey writes about this in similar terms in his essay on 
“Temporary Autonomous Zones.” Opposite the Net he places the 
Counter-Net and the Unofficial Web, which consists of “the mar-
ginal zine network, the BBS networks, pirated software, hacking, 
phone-phreaking, some influence in print and radio and almost 
none in the big media.” The TAZ exists in information space as well 
as in the “real world.” But “the Web does not depend for its exis-

tence on any computer technology. Word-of-mouth, mail, the mar-
ginal zine network, “phone trees” and the like are sufficient to con-
struct an information webwork. The key is not the brand or level of 
tech involved, but the openness and horizontality of the structure.”
The TAZ according to Hakim Bey is not out to simulate resistance 
or to resist spectacularly. “The TAZ desires above all to avoid 
mediation, to experience its existence as immediate. The very 
essence of the affair is ‘breast-to-breast,’ as the Sufis say, or face-
to-face.” The TAZ cannot be for or against technology; it does not 
wish to be utopian or nostalgic. “Because TAZ is an intensification, 
a surplus, an excess, a potlatch, life spending itself rather than 
merely surviving, it cannot be defined either by Tech or anti-Tech.” 
Hakim Bey no longer believes in well-intentioned anti-information 
spread via the radical networks. “Frankly, I already had plenty of 
data to enrich my perception.” What he wants is “marvelous 
secrets.” “Most of all I want computers to provide me with infor-
mation linked to real goods - ‘the good things in life.’”
ADILKNO’s second alternative is an enigmatic category, about 
which there is little to say: the extra-medial. “Extramedial figures 
view painful wrestling with the media issue with something like 
pity. When asked to participate, they don’t answer. They do not 
wish to be spoken to. They appear to live in another universe. They 
are occupied with all kinds of things, but their purpose  remains 
invisible through the media lens. They seem never to know what 
they want. But this dismissive attitude is not merely indifference. 
They are intently concentrating on ‘the right thing’; their silence 
comes from this. They answer only unasked questions. Their atten-
tion is focused on the approach of an A text from Adilkno: 
Recognizing and living with the media’s omnipotence does not 
always lead one to happy destructivism. The laborious strategy 
of antipublicity or total absence can be avoided. Instead of being 
employed in an alternative way, the media can be raised to 
ecstatic heights. This, the media’s supreme self-experience, has 
passed the stage of information absorption and transmission.
The point is to cause media effects without references to an out-
side world. This is achieved through sovereign media. 

V a g u e  M e d i a
Sovereign media make no clear statement; this is not their 
intention. This they have in common with one of their col-
leagues: vague media, another of ADILKNO’s “unidentified the-
oretical objects.” Vague media do not go in for success. They 
do not achieve their goals. They do not follow the model of 
argument, but that of contamination. Once you tune in to them 
you get the attitude. But that was never their intention; vague-
ness is not an ideal; it is the ultimate degree of abstraction. The 
ability to avoid concrete questions is combined with the giving 
of answers which lack any depth of field. Thus vague media 
still manage to appear diplomatic and polite. Their social cri-
tique is troubled by an unsteady image of the world. For them 
crisis does not lead to a new beginning, but gradually ends in 
the evaporation of the problem area. Doubt does not arise; it is 
a sixth sense. The senselessness of existence renders every-
thing a sensible activity which can be stopped whenever 
desired; so nothing ever gets finished. Here no one works; 
rather, one devotes oneself to taking apart and putting back 
together undefined objects and projects. The liquid Dasein of 
vague-media-people never crystallizes into definite forms. When 
beginning and endpoint have disappeared from view, existence 
can be experienced in peace. The vague ones have obliterated
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you never get the banal groundswell of foolishness dumped on 
you that a comprehensive representation would entail. Old 
material is meant to figure as a citation or an ornament in the 
contemporary scenery. Documents are not sacred objects for 
the Doggie Patapoe; they’re there to be used. 
   Why the hankering for serious anti-information? So there you 
sit; you’re right about something, but no one’s told you so yet. 
And the chances of anyone doing so is exceedingly grim. So 
you scrape up all your courage and bring the truth to the fore. 
Everyone ignores you; but God records everything (including 
your program), so later your integrity will be proven. You can 
speculate about the long-term effect of information: in six years 
you meet someone who was really happy with your message. 
Or maybe not. Patapoe isn’t waiting. The trouble gone to must 
be matched by the pleasure got from the broadcast. When your 
show is going haywire and you’ve made a mess of everything in 
sight and you can’t hold back your laughter, it is a delight to the 
ear. And fun for the listeners as well. The dialectic of boredom 
and fascination is ruptured for a moment. The desecration of 
Information, to everyone’s surprise, does not lead to disbelief. 
You can test your rock-solid principles without having to sell 
them down the river. Only those who are tired of thinking and 
have firmly determined their values long ago will fear this.
    At Patapoe information is corroded, thrown to the winds and 
shaken out. Many see such an attack as a physical threat. You 
betray comrades who feel that their position as information 
provider is endangered, and you are either heralded as a deca-
dent art movement or dismissed as an amateur. The world situ-
ation is so precarious that no static may be introduced. These 
voices mute themselves at any overwhelming success. The 
approach ensures a blurry listener profile. The shady format 
opens ears that had been closed.
    The theory of relativity applied to the phenomenon of infor-
mation is the supporting foundation of every sovereign medium. 
The listener need not be served, and decides which medium he 
or she will consume. When one news item has a lock on 20 
channels, there’s no reason to become the 21st. You then run a 
great risk of reiterating rubbish. It is impossible to give an 
objective view of the world. To suggest otherwise is what pre-
vents official as well as alternative media from drawing their 
own conclusions. In our business, opinions and facts freely 
intermingle. Sovereignty in the ether means nothing more or 
less than daring to determine according to your own taste what 
will be on the agenda. Without paying heed to an imaginary 
(movement) audience, editorial board, ideology or formula. This 
sounds logical, but is practiced nowhere. This rule should be 
made part of the universal declaration of human rights! 
Everyone is a broadcaster and a potential radio personality 
who can communicate across the spectrum. Paternalistic 
media that know what is of General Interest need to be shouted 
down and drowned in an all-out din.
   Patapoe and multirationality — one future. People know 
what’s in their best interest. Multirationalism is a vote of confi-
dence for the listeners. After all, information can be filtered out 
of any sound. The message might be unequivocal, but everyone 
will interpret it differently regardless. One will hear a sloppy 
microphone technique, a whiny voice, a detail that pricks up 
the ears. Another will hear only the sensational highlights; a 
third fixates on the idea behind it all; the next waits for some-
thing that never comes. How many fellow creatures are listen-
ing in the way that the radiomaker imagines they are? Precious 
few. Multirationality implies that the other cannot be fathomed, 
or reduced to a submissive receiver.
    A message generally consists of many layers of information 
which affect interpretation. The Multirat medianaut is unfailingly 
aware of the following laws and sees through every camouflage:
— the fact that there is air time for the message (or not). By 

scanning other channels you can figure out which topics are 
neglected or fall entirely out of the picture. A news story from 
two weeks ago turns out to have no follow-up, though things 
have been in no way resolved.
— The length of an item (the importance attached to it). The 
more attention the better, one would think. The most important 
news of the day takes the most time and squeezes out other 
topics. The question is:  did this cover story really belong on this 
day? Wasn’t squeezing out other things really the point of all the 
hot footage? Be suspicious whenever there’s a major event that 
may occupy public opinion.
— The choice of words (the news provider’s ideological freight). 
The faster news travels over the world, the less deviation there 
will be from the original wording.  Live broadcasts cannot be 
simultaneously stamped in an ideological mold. That can only be 
done later. In fact things are copied out and parroted more and 
more. The terms that the Turkish government uses for “the” 
Kurds get universally adopted. For the “race riots” in Los 
Angeles the phrase “multicultural bread riots” would have been 
much more applicable. The German police call antifascists “left-
ist anarchists.” Behind every word hides an ideological universe. 
Not once does a term get used by accident. Here is a job for 
hermeneutic anarchism that will set a never-ending analysis in 
motion (which will be interrupted by the sampler resistance).
— The tone in which things are read. This determines believ-
ability. Every report can be made ridiculous through the use of 
speaking techniques. A scoffing intonation or the repeating of 
sentences is almost demagogic and can make a story quite 
chilling. And then there are the subliminal techniques for keep-
ing the unconscious busy. 
     No wonder information does not flow linearly from one brain
to the other. The usual channels treat information only as text to 
be transmitted. Though the other layers of information are not 
recognized, they definitely influence the listener nonetheless. 
Behind the daily ration of de-formation one might suspect a 
conspiracy. You could also see it as a ritual, or as helpless fum-
bling. Patapoe researches these layers and plays with them; 
which is not to say anyone can escape them. 
A good program is just as manipulative as a bad one. How con-
vincing a program is depends on the degree to which you have 
knowledge of the laws. A well-meaning mistake on one of the 
levels can be enough to undermine the whole thing. Placing 
your own good name and the listeners’ listening habits in doubt 
is a rewarding business.
   Another aspect of multirationality is excessive lies and promis-
es. The audience has no problem with this and is not offended if 
the truth comes out or the promise is not fulfilled. The grand ges-
ture is valued, but no one really expects to get anything out of it, 
as is usual in advertisement, love and politics. Lunatic radio, in 
contrast, does not live for unmitigated appreciation. This turns 
most listeners off, but the chance few extract fruitful information 
from it. Previous knowledge or interest makes them able to 
appreciate the nonsense for what it is. These eccentrics have 
nothing in common with each other: when you put craziness on 
the air, you transgress boundaries of age, scenes, ideologies, 
because the message is not put into the familiar codes. This can 
deregulate group behavior quite a bit.
    All the mechanisms of selection and distortion that are 
unleashed on information also apply to music. Bands that are not 
part of the music monopoly are not broadcast. Media attention is 
directly related to sales figures, except when artists that sell well 
start making critical noises, which results in structural neglect in 
favor of their “safe” colleagues. In the economic system of com-
poser, lyricist, performing artist, record label, radio station and 
record store, the record bigwigs hold the reins. Selling records 
will no longer make any artist rich; only concerts make money. 
Composer and lyricist pay dearly to protect their copyrights, but 

activists gave up believing in their deaf fellow citizens and got to 
work themselves. Although to unknowing outsiders their work 
seemed a continuation of alternative media activity, they let go of 
the cancer model and, like the official media, went floating. The mir-
ror of the alternative media was crushed. It had become pointless 
to keep appealing to public responsibility; they needed to look for a 
different imaginary quantity to concentrate on: ‘the movement’.
    Although these media were only locally available, they had 
no concern for the regional restriction which the ascending 
local media impose upon themselves. They no longer wanted to 
be alternative city papers. In form as well as content they 
became transnational, like their global peers. They wanted 
nothing to do with growth. Their brilliant dilettancy turned out 
to be a childhood illness, but an essential component. As a left-
over product of vanished radical movements, which flare up 
every now and then, their continuity and staticness in design 
and content remain breathtaking to this day. It cannot be 
reduced to dogma. They turn away from the brevity of media 
time and create their own space-time continuum. 
   The sovereign media are the cream of all the missionary work 
performed in the media galaxy. They have cut all surviving 
imaginary ties with truth, reality and representation. They no 
longer concentrate on the wishes of a specific target group, as 
the ‘inside’ media still do. They have emancipated themselves 
from any potential audience, and thus they do not approach 
their audience as a moldable market segment, but offer it the 
‘sovereign space’ it deserves. Their goal and legitimacy lie not 
outside the media, but in practicable ‘total decontrol’. Their 
apparently narcissistic behavior bears witness to their self-
confidence, which is not broadcast. The signal is there; you 
only have to pick it up. Sovereign media invite us to hop right 
onto the media bus. They have a secret pact with noise, the 
father of all information. And time is no problem - there is room 
for extended versions as well as sampled quotations.
    This is only possible through a lack of profile. Without being 
otherwise secretive about their own existence, the sovereigns 
remain unnoticed, since they stay in the blind spot that the 
bright media radiation creates in the eye. And this is why they 
need not be noticed as an avant-garde trend and expected to 
provide art or social movements with a new impetus. The rea-
son sovereign media are difficult to distinguish as a seperate 
category is because the shape in which they appear can never 
shine in its full lustre. The program producers don’t show them-
selves; we see only their masks, in familiar formats. Every suc-
cessful experiment that can possibly be pointed to as an artis-
tic or political statement, they immediately expose to contami-
nation. The mixers inherently do not provoke, but infect chance 
passers-by with corrupted banalities which present themselves 
in all their friendly triviality. An inextricable tangle of meaning 
and irony makes it impossible for the experienced media read-
er to make sense of this. The atmosphere inside the sealed 
cabin conflicts with the ideology of networking. As a central 
coordination machine, the computer subjects all old media to a 
digital regime. The sovereign media, conversely, make their 
own kind of connections, which are untranslatable into any 
universal code. High tech is put to the test and turned inside 
out. But this trip into the interior of the machine does not result 
in a total multimedia art work. Disbelief in the total engagement 
of the senses and technically perfect representation is too 
great for that. The required energy is generated by short cir-
cuits, a confusion of tongues, atmospheric disturbances and 
clashing cultures. Only when computer-driven networks begin 
to break their own connections and scare off potential users, 
will it be time for the sovereigns to log in. 

F r e e  R a d i o  i n  A m s t e r d a m
     Since the early eighties, Amsterdam has boasted an exten-

sive collection of free radio stations. These pirates work non-
commercially out of squatted buildings and are grudgingly tol-
erated by the authorities. Along with independent and world 
music, radio plays and shows with drop-in guests, the mix 
shows provide the most distinctive sound of the Amsterdam 
stations. The mixture is an expedition to the innermost recess-
es of radio. Mixers create their own universes of sound, infinite 
in length and breadth. They collect and examine material for its 
alienation potential. Trash is taken along on the trip and treated 
with a certain respect. Processing is not a act of violence for 
them. The point is not to ritually drive out some demon believed 
to reside inside the media. The mix shows us that we must 
travel through an immense empty space before we arrive at a 
new meaning. Sovereign media are hybrid through and 
through. Old and new, popular and obscure, trivial and heavy, 
all is forged together into a stunning total mix. The mixmasters 
connect discarded tape recorders to high-tech samplers and 
lace a cut-up Clinton speech with a language course, an Italian 
tv-show, barking dogs and a dance orchestra.
    The punk and hardcore station Radio Death, with its credo 
“Listen or Die”, was the forerunner of Radio Patapoe, on which 
I now wish to focus. Patapoe’s slogan is “Stand up better to a 
young world.” Unlike other radio stations, Patapoe likes to veil 
itself in mystery about its existence and its intentions. But there 
is a manifesto, part of which I would now like to read.

R a d i o  P a t a p o e :  S t a n d s  u p 
B e t t e r  t o  a  Y o u n g  W o r l d
     The media are unbearable. What to do? Some people 
express their righteous democratic rage by interfering with the 
regular media. They bring the lie machine to a halt. Others dis-
appear behind the curtain, conscious that the media mill will 
pervert their good intentions. They leave behind no traces in 
the media; they simply perform important works. Radio Patapoe 
is behind them all the way, but would like to draw your atten-
tion to a third path.
    Information incites a Pavlovian reaction in many. It has to be 
passed on, actualized, commented on — fast! The pace at 
which the info streams in and the shock value of the latest 
report determines the relative attention accorded the item. 
Remember Tiananmen and Desert Storm. Because of the live 
requirement and the craving for images people are easily satis-
fied with dubious sources. The power of a media event is that it 
pushes other items out. Every medium automatically chases 
the ideal of the worldwide live report. No one thus escapes
selection, and the multiplication of complex background infor-
mation. Only children can still make sense of it all. The more 
coverage, the less truth content and practical usefulness.
     Radio Patapoe is an obscure, illegal, homemade station 
which doesn’t wish to measure itself by adult criteria. There is 
enough information that hasn’t yet been spread. It might be ten 
days or fifteen years old and can be dished up with elan, with 
nary a reference to “their” news. Information is always new 
and surprisingly timely. It is never historical because next week 
it will be the center of attention. And the cases never close; 
they keep plodding along. There are already so many data 
recorded that one needn’t even have to look for them. They’re 
there for the taking and they’re there to be distorted. Just 
selectively reading from a newspaper (recent or not) rakes up 
so many mysterious details and pronouncements that it can be 
more exciting than a professional newsmagazine, which natu-
rally never has quite the right correspondent in the right place.
    Patapoe rummages in others’ audio and video archives and 
makes amazing discoveries. Humanity is in the possession of a 
universal archive that the officials maintain may be unpacked 
only in an historically responsible way. Someone might pick out 
a pattern and send it around one more time as a fashion. But 
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ADILKNO otrÇ grÇmata -
“Cracking the Movement: 
Squatting beyond the Media”, 
1990. - izdota ar¥ angliski. GrÇmata 
apraksta skvoteru kust¥bu 
AmsterdamÇ 80. gados. TÇ parÇda, 
kÇ lielÇs ielu sacel‰anÇs 1980. un 
1981. gadÇ pÇrvïrtÇs par izsmal-
cinÇtu, daudzslÇ¿ainu spïli ar 
medijiem.  
Mediji nekad nav tikai l¥dzek∫i, 
kurus js varat izmantot savÇm 
vajadz¥bÇm. OriÆinÇlÇs         
neapmierinÇt¥bas, dusmu trans-
formÇcija par informÇcijas vien¥-
bÇm ir sÇp¥gs process. Kust¥bas 
kristalizï‰anÇs ir saist¥ta ar infor-
mÇcijas fragmentÇciju, selekciju 
un noklusï‰anu. Nok∫uvusi mediju 
sfïrÇ, tagad jau virtuÇlÇ kust¥ba ne-
kad vairs nevarïs atgriezties ielÇs. 
GrÇmata sadala skvoteru kust¥bas 
pÇrvïrt¥bu par mediju notikumu 
trijÇs da∫Çs: anti-mediju kust¥ba, 
Çrpus-mediju kust¥ba un 
suverïnie mediji. 

Anti-mediju kust¥ba

Ir indiv¥di, kuri savas pieredzes 
pÇrvïr‰anu par mediju saturu uzs-
kata par draudiem savai dz¥vei. 
Vi¿i pieprasa, lai demokrÇtija 
sarauj saites ar medijiem. 

Årpus-mediju kust¥ba

·˙iet, ka ‰ie cilvïki dz¥vo citÇ 
pasaulï. Kad vi¿iem ldz piedal¥ties 
vai izteikties, vi¿i neatbild. Vi¿i 
nevïlas, lai ar vi¿iem runÇ. Vi¿i ir 
aiz¿emti, bet vi¿u dar¥bas mïr˙is 
paliek neredzams, skatoties caur 
mediju prizmu. Vi¿i koncentrïjas uz 
“pareizo lietu”, vi¿i atbild tikai uz 
neuzdotajiem jautÇjumiem. 

Suverïnie mediji 

·ie mediji nemeklï saist¥bas, tie 
nepievienojas. Tie pamet mediju 
vidi un kÇ satel¥ti ri¿˙o multimedi-
ju t¥klu orb¥tÇs. To eksistence 
noliedz aksiomu “es esmu pievi-
enojies komunikÇciju t¥klam, 
tÇpïc es esmu”. ·ie negat¥vie 

mediji nav pozit¥vi definïjami. Tie 
neprasa uzman¥bu un nepapildina 
eso‰o mediju ainavu. Tie darbojas 
Çrpus jïdzieniem “t¥rs” un “net¥rs” 
atkritumu sistïmÇ, kurÇ valda haoss. 
Pretïji anti-mediju kust¥bai, kura 
balstÇs uz kapitÇlistu (mÇkslas) 
produkcijas radikÇlu kritiku, 
suverïnie mediji ir atsve‰inÇju‰ies 
no politikas un mÇkslas sfïrÇm. 
Savstarpïjas ieinteresït¥bas 
att¥st¥ts trkums noliedz jebkÇdu 
interaktivitÇti. Tie kustas pa 
paralïlÇm l¥nijÇm, kuras 
nesaskaras viena ar otru. Netiek 
rad¥ta nekÇda anti-informÇcija, kri-
tika, politika vai mÇksla, kas varïtu 
uzsÇkt dialogu ar varas iestÇdïm, 
kuras ir samierinÇju‰Çs ar suverï-
najiem medijiem un ignorï tos. 
Suverïnie mediji ir visÇ mediju 
galaktikÇ veiktÇ misionÇru darba 
kopsavilkums. Tie ir sarÇvu‰i 
visas iluzorÇs saites ar paties¥bu, 
realitÇti un reprezentÇciju. Tie 
vairs nekoncentrïjas uz speci-
fisku mïr˙auditoriju vïlmïm. Tie 
ir emancipïju‰ies no jebkÇdas 
potenciÇlÇs auditorijas un l¥dz ar 
to netuvojas auditorijai kÇ tirgus 
segmentam, bet gan piedÇvÇ 
“suverïno telpu”. 
Neatkar¥gais radio 
AmstetrdamÇ

Kop‰ asto¿desmito gadu sÇkuma 
AmsterdamÇ ir pastÇvïju‰as nes-
kaitÇmas neatkar¥gas radio staci-
jas. ·ie radio pirÇti darbojas neko-
merciÇli, raida no skvotiem un 
varas iestÇdes parasti samierinÇs 
ar to eksistenci. 
Punk un hardcore mzikas radio 
stacija “Radio Death” ar dev¥zi 
“Listen or Die” bija Radio Patapoe 
sakne. Patapoe dev¥ze ir: “Stand 
up better to a young world”. 
At‰˙ir¥bÇ no citÇm radio stacijÇm, 
Patapoe izvïlas paturït noslïpumÇ 
faktus par savu eksistenci un 
mïr˙iem. Bet pastÇv ‰¥ radio mani-
fests, kuru ‰eit vïlos citït: 

Radio Patapoe: Stands up 

Better to a Young world

“Mediji ir neizturami. Ko dar¥t? 
DaÏi izpauÏ savas demokrÇtiski 
tiesiskÇs dusmas, mïÆinot iejauk-
ties parasto mediju darb¥bÇ. Citi 
pazd aizkulisïs, apzinoties, ka 
mediju dzirnavas samals miltos 
vi¿u labos nodomus. Vi¿i neatstÇj 
aiz sevis nekÇdas pïdas medijos, 
vi¿i tikai dara savu darbu. Radio 
Patapoe iet savu ce∫u, at‰˙ir¥gu 
no ‰iem abiem. Radio Patapoe ir 
nelegÇla, neatkar¥ga radio stacija, 
kas nevïlas sevi raksturot, izman-
tojot parastos, nopietnos kritïri-
jus. PastÇv pietiekami daudz 
informÇcijas, kas vïl nav izplat¥ta. 
Radio Patapoe rokas sve‰os 
audio un video arh¥vos, atrodot 
lieliskas lietas. 
KÇpïc aiztikt nopietnu anti-
informÇciju? Te nu js sïÏat, jums 
kaut kas ir ienÇcis prÇtÇ, bet 
neviens to jums vïl nav pateicis. 
Un iespïja, ka tas notiks, ir 
pavisam neliela. TÇ nu js koncen-
trïjat visu savu drosmi un ska∫i 
izsakÇties. Visi js ignorï; bet 
Dievs pieraksta visu, un vïlÇk jsu 
darbs bs reÆistrïts. Js varat 
spekulït ar informÇcijas ilgtermi¿a 
efektu - pïc se‰iem gadiem js 
varat satikt kÇdu, kam patie‰Çm 
patika tas, ko js teicÇt. Varat ar¥ 
nesatikt. Radio Patapoe negaida. 
RelativitÇtes teorija, piemïrota 
informÇcijas fenomenam, ir katra 
suverïnÇ medija pamatakmens. 
Klaus¥tÇjs nav jÇapkalpo, un tas 
pats izlemj, kuru mediju izmantot. 
Kad viena zi¿u tïma ir 
atspogu∫ota 20 TV kanÇlos, nav 
nekÇda iemesla mums k∫t par 21. 
SuverenitÇte ïterÇ noz¥mï uzdr¥k-
stï‰anos noteikt sabiedr¥bas 
aktuÇlo notikumu plÇnu saska¿Ç 
ar savu individuÇlo gaumi, nepie-
vïr‰ot uzman¥bu iluzorajai audi-
torijai, redakcijai, ideoloÆijai vai 
formulÇm. 

Radio Patapoe un multiracionalitÇte 
- viena nÇkotne. Cilvïki zina, kas 
vi¿iem ir vajadz¥gs. 
Jebkura zi¿a sastÇv no daudziem 
informÇcijas slÇ¿iem, kas ietekmï 
uztveri. MultiracionÇlais mediju 
patïrïtÇjs labi zina sekojo‰os 
likumus un redz cauri katram 
mïÆinÇjumam nomaskïties - 
piemïram, vÇrdu izvïle. Jo ÇtrÇk 
zi¿as apce∫o pasauli, jo mazÇka to 
at‰˙ir¥ba no oriÆinÇlÇ formulïju-
ma. Tie‰o pÇrraidi nav iespïjams 
simultÇni ideoloÆizït, taãu vïlÇk 
to var. “Rasu nemieriem” 
LosandÏelosÇ ir atrasts 
piemïrotÇks apz¥mïjums - “daÏÇdu 
kultru intere‰u sadursmes”. 
VÇcu policija sauc antifa‰istus 
par “kreisajiem anarhistiem”. Aiz 
katra vÇrda slïpjas ideoloÆisks 
kosmoss. Neviens vÇrds netiek 
lietots nejau‰i. 
TÇpïc nav nekÇds br¥nums, ka 
informÇcija neplst tie‰i no viena 
cilvïka smadzenïm uz otru. 
Parastie komunikÇcijas kanÇli 
informÇciju uztver tikai kÇ pÇr-
raidÇmo tekstu. Taãu citi informÇ-
cijas l¥me¿i, kurus uztvïrïjs 
neapzinÇs, tomïr vi¿u ietekmï. 
Radio Patapoe pïta ‰os informÇ-
cijas slÇ¿us un spïlïjas ar tiem. 
Mïs esam sadraudzïju‰ies ar 
neredzamo ienaidnieku vÇrdÇ 
tehnoloÆija. Mïs esam atkar¥gi no 
tehnikas un speciÇlistiem, kas ar 
to r¥kojas, kaut ar¥ citur tehni˙i 
parÇdÇs tikai tad, kad kaut kas 
nogÇjis greizi. TehnoloÆija nav 
svïtums vai “melnÇ kaste”, tas ir 
komforta aksesuÇrs, kas palielina 
br¥v¥bu tam, ko japÇ¿i dïvï par 
“jauno cilvïku ïrto dz¥vi”.
PopularitÇte neatrisina problï-
mas, tÇ tikai sniedz ‰˙ietamu 
noz¥m¥bas ilziju. Îïl. Viss, kas 
paliek - savien¥ba ar l¥dz¥gi 
domÇjo‰iem cilvïkiem.
 
tulkojums (saîsin.): ALISE TÈFENTÅLE

make nothing unless their creations sell in astronomical num-
bers. Radio stations must pay duties for music, but they can 
choose not to. Their copyrights are not ours.
     We have made friends with the invisible enemy named tech-
nology. Playing with the knobs yourself (or even what’s behind 
them) during broadcasts gives insight into the possibilities of 
the medium and the modus operandi of other media. 
Dependence on the engineering department is surrounded with 
much liturgy for us, while elsewhere technicians make their 
appearance only when there’s a disturbance. The do-it-your-
selfers are in permanent contact with the vague spheres that 
surround audio technology, since they have one foot drifting in 
the air and one firmly on the ground. Technology is not a holy 
place or a black box; it’s an accessory to recreation that nomi-
nally enlarges the freedom of what the Japanese call the “con-
venient life of the new human people.” The equipment is fought 
and vanquished, and then used comfortably in versatile ways. 

So it needn’t figure in a performance concerning the destruc-
tiveness and power of technology.
     We expect that everyone will become multirational, at least 
outside the range of Radio Patapoe. But within hearing range 
Patapoe may only be understood through its transmitter. 
Publicity does not solve problems; it merely gives you a false 
feeling of significance. That would be a pity. You’d either get 
crapped on, or you’d be unable to live up to your own hype. 
What’s left is an alliance with like-minded people. Patapoe 
does not seek connections or ask for solidarity. This improves 
our cooperation with driven weirdos from the multimedia mill. 
In our meeting-free work environment, where the directors 
must slave away the hardest, consensus is dismissed as
imaginary and the free association of sovereigns is allowed to 
do its work. The organizational model keeps pressure on the 
workers as low as possible in the interest of good feelings. 
Multirationality helps us stand up better to a young world.

 i knew a girl once who dreamt in soundtracks basslines drumbeats pouring outwards from her skull 
She lived indoors and Dressed in black  exquisite shades of grey and yellow that Don’t won’t go 
t o g e t h e r
  she had a dream of sound of beating thumping whacking into her It ripping outwards from her 
black orb eyes and enveloping worlds  Her Sphere-
    it Hasn’t happened through the night-and hasn’t happened through her day
    She tried to sing tried singing tried to quench that soundbite feirceness through a (void-
ed aping  sound a) blossom caught within her peeling out bad sound like rotten apples 
sitting in decay it didn’t work of course it couldn’t work.
   She tried to bury sound to lock away CDs white zombie buried in a plastic coffin a 
swaggling bird she killed and poured its blood into the sink then forced its vacant 
bundled body down the garbage (chrome sound) chute
    It helped of course it stopped the pounding ceaseless noise that jerked and 
punched into her frame and smoothed the sound the bassline grounding 
sound   but   not   for   long
     She started on the player next some sleek black ebony that held 5 discs 
(or used to) stuffed red dirt into the shapes the spaces ment for discs 
and spat on them then dug great Gouges out of earth and squashed 
the player into earth  Sledgehammer (great dark crashes) helping 
her          along
    and now she sits inside a sound proofed room a stereo lies 
Pieces broken at her bloodfilled feet (rush sound)   and breath-
ing sits inside her muffling (no sound no bass ache sound) to 
fill her lungs or heart or hair 

S U V E R ‰ N I E  M E D I J I GEERT  LOVINK  /  ADILKNO

 reiz es pazinu meiteni, kura sap¿oja ska¿u ierakstu celi¿os basa 
partijÇs bungu ritmos kuri atbalsojÇs vi¿as galvaskausÇ Vi¿a nekad 

negÇja ÇrÇ un ÆïrbÇs melnÇ pelïkos to¿os un dzeltenÇ kas nepiestÇvïja
viens           otram 

vi¿a bija sap¿ojusi par ska¿u par ritmu par atbals¥m sev¥
kuras izplat¥jÇs caur vi¿as melnajÇm ac¥m un ieskÇva pasaules Vi¿as sfïra-

tas Nenotika nakt¥ - un nenotika ar¥ vi¿as dienÇ
Vi¿a centÇs dziedÇt vi¿a mïÆinÇja dziedÇt centÇs apklusinÇt iedomÇtÇs ska¿as 

s p ï k u
kÇ izplcot pu˙ei sav¥tu‰Çs ziedlapi¿as vi¿a centÇs atbr¥voties no sliktajÇm ska¿Çm 

kas bija kÇ sapuvu‰i Çboli bet vi¿ai tas neizdevÇs protams tas nevarïja izdoties
Vi¿a centÇs apglabÇt ska¿u noslïpt CD baltais zombijs ieslïgts plastmasas zÇrkÇ putni¿‰ 

ko vi¿a nogalinÇja un izlïja tÇ asinis izlietnï tad izsvieda tÇ ˙ermeni atkritumu vadÇ
Protams tas pal¥dzïja apklusa neizturamÇ puksto‰Ç ska¿a kas griezÇs aus¥s

           un   padar¥ja    basa    ska¿u    maigÇku
bet    ne    uz    ilgu    laiku 

Tad vi¿a pie˙ïrÇs melnkoka rÇmim kurÇ bija ievietoti 5 diski blakus atska¿otÇjam
diskiem  paredzïtÇs  vietas  aizpild¥ja  ar  sarkaniem  dub∫iem

un               uzsp∫Çva
tad   izraka   zemï   bedri   un   iesvieda   tur   atska¿otÇju

Piepal¥dzot        ar        Çmuru
un  tagad  vi¿a  sïÏ  istabÇ  ar  ska¿as  izolÇciju  stereo  melo

lauskas pie vi¿as kÇjÇm un elpa kas piepilda vi¿as plau‰as vai sirdi vai matus

MA Breeze

Date: Fri, 27 Feb 1998 15:57:21 +1100
From: mez <mezandwalt@wollongong.starway.net.au>
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XCHANGE ON-AIR SESSION 
12 - 14  NOV  1997
2nd new media  festival in Riga “Art + Communication II”
2. starptautiskais jauno mediju festivls “Måksla + Komunikåcijas” 
(together with Baltic-French-Nordic video and electronic arts festival 
11-15 November 1997)
(kopå ar Baltijas-Francijas-Zieme¬valstu video un elektroniskås måkslas 
festivålu)

XCHANGE ON-AIR SESSION - 4 days event focused on 
Internet radio experiments, based on idea about the development of the 
Interface for the Net.audio exchange network.
Xchange festival included:
__net.radio conference and workshop
__media artists presentations 
__discussions about media culture
__live music jam sessions
__screenings and night parties

XCHANGE ON-AIR SESSION - mediju kultüras festivåls ar ieskatu IKT 
(Informåcijas un Komunikåciju Tehnolo©ijas) kultüras un måkslas 
attîstîbå, tendencés un problémås, radio eksperimentiem Internetå un 
diskusijåm par Internet audio un radio Tîkla sabiedrîbas attîstîbu.
Xchange festivåla ietvaros notika:
__net.radio konference un radio eksperimenti
__mediju måkslinieku prezentåcijas
__diskusijas par mediju kultüru
__dzîvås muzikas jam sesijas - koncerti
__video demonstréßana, måkslas un müzikas nakts pasåkumi

FOTO: ARNIS BALâUS
    ILZE STRAZDIøA

http://xchange.re-lab.net/festival
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NOVEMBER 12 / Wednesday 
Xchange festival OPNENING NIGHT PARTY (at Pulkvedis) organized in collaboration with  Casablanca2000 
LIVE CONCERT by  Sentimental Beatz  with participation of:
 
ISA SUAREZ (London/France), FinDeSiecle - voice / UÌIS VÈTIˆÍ (Riga), SlokaSoundsSystem - saxophone, 
voice / TOMS VÈTIˆÍ (Riga), SlokaSoundsSystem - bass / MÅRTIˆÍ TAURIˆÍ (Riga), SlokaSoundsSystem - 
keyboards / GOSH (Riga), YaputhmaSoundSystem - guitar / VLAD JAKOVLYEV (Riga), YaputhmaSoundSystem 
- percussion’s / NILS ÈLE (Riga) - congas, voice / VIKTOR SOROKIN (Riga), VarkaCru - keyboards, voice
RENARTS BRAUFMANIS (Riga) - guitar / DENISS PAÍKEVIÇS (Riga), TimeAfterTime - saxophone / DJ BONGO 
(Riga) Ayahuasca / Screen-loops: DZINTARS LÈCIS (Riga)

NOVEMBER 13 / Thursday
ARTISTS PRESENTATIONS (at cinema Andaluzijas Suns)

JÅNIS GARANÇS (Riga/Stockholm)  Re-re 
PALLE TORSSON (Stockholm)  Join hands, The Game and other projects
DANIEL MOLNAR (Budapest)  RromaDub
ARVÈDS ALKSNIS (Riga)  Net.project Opera 
GINTS GABRÅNS (Riga)  Notikums

NET.RADIO WORKSHOP (at LAU Galery) 
R* JODI (Barcelona)
R* RACHEL BAKER (London)

NOVEMBER 14 / Friday
NET.RADIO CONFERENCE (at LAU Galery)

RASA ÍMITE (Riga)  Net.audio Xchange project 
ERIC KLUITENBERG (Amsterdam)  About the net as an alternative space for broadcast  
JINX (Budapest)  Pararadio 
B2MEN (Budapest)  Pop - the effects of sampling technology on popmusic 
HERBERT A MEYER (Kassel)  Workspace radio 

LATVIAN MEDIA ART&CULTURE SCENE (at LAU Galery) 
moderation by RAITIS ÍMITS (Riga)
SERGEY TIMOFEYEV  Poetika mercanija 
GOSH  Elekktro Tickles: an ultimate collection of approximate love songs
VLAD JAKOVLYEV 
LN women league: INGA ÍTEIMANE, IZOLDE C‰SNIECE-SUIPE, KRISTÈNE KEIRE, SILJA POGULE, INGRÈDA ZÅBERE
Project - The Hearts 
VIESTURS GRAÛDANOVIÇS  Youth and debut film festival Two Anna’s  
INGUNA AUDERE  Why 
SANDRIS MËRIˆÍ  Xtream 
MARTINS IBERS & SERGEY TIMOFEYEV  Casablanca 2000  

NOVEMBER 15 / Saturday
NET.CONFERENCE (at cinema “Andaluzijas Suns”)

ERIK DAVIS (San Francisco)  Technologies of the Self 
HEATH BUNTING (London)  http://IRATIONAL.ORG just go BETTER and it’s FREE 
DIANA McCARTY (Budapest)  Women in new media
PIT SCHULTZ (Berlin)  Internet after media art: public content, free groupware and interface critique 
P‰TERIS IMELIS (Riga)  3 frequencies 
R* DANIEL PFLUMM (Berlin) ELEKTRO video-loops /Kotai+Mo: music-loops/ “NYC.LOOPS.005”

Nigh Party “AKTUELLE TANZEN” (at club “Secret Experiment”) welcome in 60-70ties dress-code!
organized by OPEN: KASPARS VANAGS (Riga) *R
Film “110-220”: JURIS POÍKUS / Environmental art: ANNA HEINRIHSONE, KIRILS KIRASIROVS, MIELIS FIÍERS
Disco: DJs KRAUKLIS, ANTONS / Acid Jazz: DJs MÅRTIˆÍ IBERS, TIM, TOMS VÈTIˆÍ

*R - remote participants

Date: Thu, 13 Nov 1997 01:06:27 +0100

From: “Pit Schultz” <pit@uropax.contrib.de> (by way of diana@mrf.hu (Diana McCarty))

internet after media art:
public content, free groupware and interface critique

 
 given that the exploration and testing of the limits of the

‘public sphere’ is an important part of cultural practise, the crisis of
this concept is getting more and more relevant for doing ‘art’ on the net.

rethinking the notion of ‘public domain’ vs. ‘privacy’ opens the field for
a variety of possible actions (and existing examples). While network
technologies changed the conditions of doing media art and theory

practically, the economical, social and political dimension of an
aesthetical practise on the net cannot get excluded from the work any more

without shortening it’s possibilities in an unwanted way. What ‘media art’
could learn from contemporary art in the 90ties is the constitutive element

of ‘context’. For aesthetic production on the net, the modes of
distribution, authorship, data and program structure, it’s social

framework and cultural representation, the way a work is realised within
an institutional process, does affect the work as much as it’s visual

surface. A constructive critique and awareness of the modes of
visualisation, and ‘networks of power’ inbedded in common software

standards, could open a new round in doing media art. Also a
recontextualisation of the ongoing changes towards a focus on traditional

struggles in ‘information societies’ (the right to know) points towards
the ‘public mode’ of aesthetic production and it’s current situation and
function in the ‘commercialisation of the internet’. Finally the notion of

‘work’ may need a closer view also.

PIT SCHULTZ, 
<pit@icf.de>

 is currently working and living in Berlin and
Budapest, co-moderating the nettime mailinglist, a collaborative for the

cultural politics of the net, with Geert Lovink, published “Netzkritik”,
(Edition ID Archiv, 1997), studied computer sciences until ‘90, with

Botschaft e.V. until ‘95 in arts, events, clubs in Berlin-Mitte, with
Internationale Stadt e.V. till 97, latest project: hybrid workspace, dX. P
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Date: Fri, 7 Nov 1997 08:53:23 -0800

From: figment@sirius.com

TECHNOLOGIES OF THE SELF

	 What is the status of subjectivity in postmodern information culture? The deconstruction of 

the subject and the dismantling of established cultural forms, combined with a host of political, 

social, and media mutations, have left the question of subjectivity adrift, suspended,

even vaguely embarrassing. And yet it is the very nature of our own

subjectivity — that irreducible flux of awareness, perception, affect, and

thought — that it constantly returns. Far from being a lingering trace of

a dead metaphysics, subjectivity remains the site of intention, action,

ethics. It needs to be re-examined and redeployed if we are to creatively

resist and renew our chaotic and homogenizing age, with its wetware drugs,

mind viruses, and sophisticated marketing/propaganda tools.

	 Using Foucault and Deleuze/Guattari, we will introduce the notion

of “technologies of the self” and “polyphonic subjectivity.” This will help

clarify the issue of network subjectivity, which concerns the status of the

self in a cybernetic system. The system in question can be corporeal,

technological, virtual, and/or informational, but we will focus on the

Internet as a particular apparatus for the production of network

subjectivity. By analyzing and critiquing some aspects of the online mind — 

its horizontal mobility, depthlessness, and rhizomatic restlessness —

we will hopefully open up a more global discussion about the implications

of networks on the postmodern self.

ERIK DAVIS
 is a San Franciso-based writer, culture critic, and

independent scholar. His book TechGnosis is a study of the religious,
magical, and spiritual undercurrents of the information age, and will be

published by Harmony Books in the fall of 1998. As a freelance writer,
Davis has contributed articles and essays to Wired, Gnosis, 21C, Spin,

Discover, Lingua Franca, Magickal Blend, Parabola, The Nation, Details,
Rolling Stone, and the Village Voice, where he has written extensively

about television, technology, music, philosophy, and the subcultural
landscape. Two of his Voice features—concerning the future of television

and Klingon Star Trek fans—were reprinted in the Utne Reader, and a number
of his articles have been translated for publication in countries ranging

from Japan to Brazil to Hungary. His essay “Techgnosis: Magic, Memory, and
the Angels of Information” appeared in Flame Wars, a collection of articles

on cyberculture published by Duke University Press. Davis is also a
contributing editor to the cyberzine Fringeware Review, and edited a

special issue with Spiros Antonopoulos devoted to “Chaos Spirituality.”
Davis has also lectured internationally on topics relating to cyberculture,

contemporary music, and spirituality in the modern world. Some of his work
can be accessed at http://www.levity.com/figment, and he can be reached by

email at figment@sirius.com

ERIK DAVIS

Eric Kluitenberg
(Amsterdama)

A T B R ± V O J I E T  V A D U S  U N  î T E R U ! 
PAR INTERNETU KÅ ALTERNAT±VU 
RAID±·ANAS TELPU

Internets att¥stas jaunÇ dimensijÇ, un tÇ iespïjas 
strauji aug. InternetÇ var redzït attïlus, atska¿ot 
ska¿as un izmantot primit¥va videotelefona sakarus.

PamazÇm k∫st iespïjams redzït un dzirdït ar inter-
neta starpniec¥bu. Bet vien¥gie, kuri bs redzami ‰ajÇ 
jaunajÇ medijÇ, ir tie, kas runÇ visska∫Çk, neliela 
rado‰u cilvïku da∫a. 

Real Audio un Real Video ir ‰odienas primit¥vo dar-
bar¥ku vÇrdi, ar kuru starpniec¥bu iespïjams internetÇ 
nost¥t un uztvert video un audio informÇciju. 

Bet, lai realizïtu sapni par atklÇto mediju telpu, mums 
nepiecie‰ama vïl viena lieta - jaud¥gs savienojums. 
Tam ir jÇbt br¥vi pieejamam, nevis organizÇciju kon-
trolïtam, lai, piemïram, “reiveri” BombejÇ varïtu 
klaus¥ties mziku no R¥gas ar vispasaules datort¥kla 
starpniec¥bu.

Pit Schultz
(Berl¥ne)

INTERNETS PîC MEDIJU MÅKSLAS: SATURS, 
BR±VS PROGRAMMU NODRO·INÅJUMS, 
INTERFACE KRITIKA

TÇ kÇ “sabiedriskÇs sfïras” iespïju atklÇ‰ana un 
pÇrbaud¥‰ana ir kultras prakses btiska sastÇvda∫a, 
‰¥ koncepta kr¥ze k∫st arvien svar¥gÇka, runÇjot par 
“mÇkslu” internetÇ. Jïdzienu “sabiedriskais” pret 
“publisko” atjaunotÇ noz¥me atklÇj pla‰u lauku 
daÏÇdÇm darb¥bÇm. Kaut ar¥ datort¥klu tehnoloÆijas 
izmain¥ja mediju mÇkslas un teorijas praktiskos 
apstÇk∫us, t¥kla ekonomiskÇs, sociÇlÇs un politiskÇs 
dimensijas vairs nav iespïjams ignorït. 

Tas, ko “mediju mÇksla” ieguva no 90.gadu mÇkslas 
(contemporary art), ir btisks “konteksta” elements. 
Estïtisku darb¥bu internetÇ ietekmï tÇ izplat¥ba, datu 
un programmu struktras, sociÇlais konteksts un 
kultras reprezentÇcija, darba organizÇcija 
institucionÇlajÇ procesÇ, ar¥ vizuÇlais noformïjums. 
VizualizÇcijas veidu konstrukt¥va kritika un “varas 
t¥kli”, kas iek∫auti kopïjos datorprogrammu standar-
tos, var atvïrt jaunas durvis mediju mÇkslai. 

PÇrmai¿as attiec¥bÇ uz tradicionÇlo c¥¿u par 
“informÇcijas sabiedr¥bu” (ties¥bas zinÇt) norÇda uz 
estïtiskÇs produkcijas “publisko raksturu”, tÇs 
pa‰reizïjo situÇciju un funkcijas “interneta 
komercializÇcijas” tendencïs. TurpmÇk nÇksies tuvÇk 
aplkot ar¥ jïdzienu “darbs” un pÇrstrukturït tÇ noz¥mi. 

Erik Davis
(Sanfrancisko)

TEHNOLO˛IJAS UN SUBJEKTIVITÅTE 

KÇds ir subjektivitÇtes statuss postmodernajÇ 
informÇcijas kultrÇ? Subjekta dekonstrukcija un 
agrÇk stabilu kultras formu izjuk‰ana, politiskas, 
sociÇlas un mediju pÇrmai¿as ir atstÇju‰as jautÇjumu 
par subjektivitÇti neatbildïtu un savÇ zi¿Ç uztrau-
co‰u. TÇ ir msu pa‰u subjektivitÇte - zinÇ‰anu, 
uztveres, afektu un domu kopums. SubjektivitÇte rada 
mïr˙us, darb¥bas, ïtiku. To nepiecie‰ams pÇrskat¥t un 
pÇrveidot, ja mïs vïlamies rado‰i pretoties  un 
atjaunot savu haotisko un homogenizïjo‰o laikmetu 
ar domu v¥rusiem, narkotikÇm, izsmalcinÇtiem 
reklÇmas / propagandas l¥dzek∫iem.

Pamatojoties uz Fuko un Delzu / Guatari, mïs 
ievies¥sim jïdzienus “subjektivitÇtes tehnoloÆijas” un 
“polifoniskÇ subjektivitÇte”. Tie pal¥dzïs noskaidrot 
dator¥klu subjektivitÇtes jautÇjumu, kas attiecas uz 
person¥bas statusu kibernïtiskajÇ sistïmÇ. ·¥ sistïma 
var bt tehnoloÆiska, virtuÇla, informat¥va, bet mïs 
pievïrs¥simies internetam kÇ datort¥kla subjekti-
vitÇtes producï‰anas l¥dzeklim. 

Interneta domÇ‰anas aspektu anal¥ze un kritika - tÇs 
horizontÇlÇ mobilitÇte, dzi∫uma trkums un 
rizomÇtiskÇ nepaciet¥ba - var pal¥dzït veidot atklÇtu, 
globÇlu diskusiju par datort¥klu ietekmi uz postmoder-
no person¥bu. 
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Date: Fri, 7 Nov 1997 08:10:07 +0100
From: eric@media-gn.nl (Eric Kluitenberg)

Liberate the Wires, Free 
the Ether, Give us 
Bandwidth!!

About the Net as an 
alternative space 
for broadcast

The Internet is moving to a new 
dimension as its capacity is 
rapidly expanding. The Net can 
now show images, play sounds 
and do some primitive form of 
video-telephony. Slowly it 
becomes possible to not only see 
and hear me, but also to see and 
hear you, on the Net and via the 

Net. But the only ones who will become visible in this new medium are those who make their 
voices heard; the inventive few who will use the new medium to send their messages, sounds and 
images across the globe. Real Audio and Real Video are the names of the primitive tools of today to 
send out music and video over the Net and to listen and see at the other end. But for the dream of 
an open media space to become a Real Reality we still need one more thing: Bandwidth. 
Bandwidth is the capacity you have to access the Net, the speed of your connection. The 
Bandwidth has to be shared, not controlled by the big players, in order to let a raver in Bombay 
enjoy the grooves from Riga, over the world wide data networks, in ‘real’ audio.

ERIC KLUITENBERG 
is an independent writer and organiser specialised in the relationship between culture and new 
media-technology. He was involved with the start of the ISEA international symposia on electronic 
art in 1988 & 1990, was the program director of the first and second Interstanding conference on 
networked media in Tallinn, Estonia, and recently he co-ordinated the European P2P conference on 
culture and new technology in Amsterdam. He teaches media theory at MEDIA-GN in Groningen 
and works for the Society for Old and New Media (De Waag) in Amsterdam, both in the 
Netherlands. 

http://www.media-gn.nl/theory
http://www.dds.nl/p2p

e-mail: epk@xs4all.nl

ERIC KLUITENBERG
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Date: Thu, 6 Nov 1997 12:10:39 +0100 (GMT)

From: Molnar Daniel <b2men@c3.hu>

Program contribs: 

- I could present Rroma DubB, an ongoing experimental educational 

program, teaching roma/gipsy traditional folk musicians to use high
tech desktop technical equipment (34 minutes of prepared Real Audio 
music could be played)
- I could present lecture 

‘Pop - The effect of sampling technology on pop music’, 
it’s an interesting and rather popular stuph, I think, 
although it has some technical terms in it, but I have nice pictures 
to show, some sample music, etc.
- I could play DJ sets, if it’s possible I’d rather do it, coz I’m
very into it nowadays. I don’t know what kind of music will do by 
you, so if it’s possible please send me any kind of details of the 
place where I should play, or just songs/styles what’s on menu.
I can play a broad selection of stuph and I’ve planned that I have 
some brit hop/big beat (Chemical Brothers/Fat Boy Slim-like),
speed garage (187 Lockdown-style) and jumpup drum’n’bass (mostly 
Urban Takeover stuph). PErhaps it all sounds to you dizzy I’ve 
just posted it for your information :]
PROBLEM: I am not able to bring with myself cartridge and shell for 
the turntables, and it’s not sure that I can bring my own headphone 
as it’s broken. I can bring all my vinyl stuph (it will be 10 kilos 
as well). Bla. Bla. Bla.

cj.cj thx 4 boring U please reacTv8

more info on romadub will be at 
http://www.c3.hu/~b2men/rromadub
http://www.c3.hu/~b2men/pop

Is it raining now? CNN has told something...

DANIEL MOLNAR, 
21, content provider, context designer
focusing on contemporary pop culture and information technologies
creative manager of GetUp@9 Records, DJ, radio DJ
technical coordinator of ParaRadio Budapest
university student, founder of EastEdge contemp. cult. network group
more info on my CV is at 
http://eastedge.neurospace.net/~b2men/daniel.html

Rroma Dub will go with 30 mins its okay
but Pop is about an houre, it’s rather a big theme around

thx in 4ther

Date: Sun, 09 Nov 1997 08:47:07 +0100
From: Herbert A Meyer <hameyer@hrz.uni-kassel.de>

WorkSpace Radio 

Hybrid WorkSpace has been a temporary laboratory during documenta X
in Kassel. More than 100 days it was a zone of critical thought and 

productive conflict, a social space to manufacture consent and initialize
dissent. The Orangerie, a historic building in the central park of

Kassel, has been transformed into an open media studio to collect, 
select, connect, record, and distribute information and content. Eleven 

workgroups, invited through the Nettime Brothers and friends, dealt with 
current social, political and cultural issues. Distribution beyond the 

Orangerie was realised via selected zones on the Internet as well as 
through print media and radio broadcasting.

The free radio of Kassel (Freies Radio Kassel) submitted a platform
to go on the air. Radio Internationale Stadt (RIS), an open 

RealAudio-server, provided the opportunity to archive the audio stuff.

‘Freies Radio Kassel’ is a local radio with a range in and around 
Kassel. It is an uncommercial broadcast-projekt, which depends on ideal

and financial public support. The Freie Radio Kassel is defined by an
open access, where people, especially those, who are underrepresentated

in the common media get the opportunity to create a program which is 
different from the common information market. In this case the term of 

‘counter-public’ will be best to describe the ideals of Freies Radio 
Kassel. Nevertheless the radio is bound on the formal rights of the press. 

     
Herbert Meyer connected Hybrid Workspace, RIS and Freies Radio Kassel.

He coached 50 hours on the air and looked after the real audio-archive.
During ‘Xchange on-air session’ he will discuss his experiences and

show some of the acoustical results of the ‘summer of content’.

URL’s of WorkSpace Radio:

http://www.forum.uni-kassel.de/interfiction/WorkSpace_Radio/
http://www.dock4.de/ham

HERBERT A MEYER
born 1958 in northern Germany. In the eighties home.taping activist
and mail.artist, since the nineties employed at university of Kassel,

at the center for cultural research and department of psychology. He
works mainly in the field dealing with the theory and history of 

electronic networks. Since 1995, he has been organizing in co-operation
with Filmladen Kassel the conference ‘interfiction’, where exchanges 

regarding intra- and extra-academic network projects take place. 

HERBERT A MEYER MOLNAR DANIEL

http://www.icf.de/cgi-bin/RIS/ris-search?querystring=hybrid&find_what=label

Herbert A Meyer X-lecture 22:29  http://ozone.re-lab.net/festival/herbert.ram D
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name: Nov N Seven
post: top flat, 2 neals yard, covent garden, london, UK
email: nov97@irational.org
web: www.irational.org

PERSONEL HISTORY

in the 1900’s             	 - conceived in london
just around the corner    	 - became paranoid due to excessive planning
when i was little         	 - played computer, flying & shooting games
1st june 1982             	 - ran & cycled fast into the future
far afield                	 - programed & climbed internally
MCMLXXX?                  	 - surfed hard edges of the street rebeliously
seconds later            	 - embraced reality despite pain of existance
1980’s                    	 - caught during acts of misunderstanding
during the 20th century   	 - bmxed & designed stained glass craftily
a number of streets away  	 - bathed in seduction of electromagnetic struggle
on my way here            	 - walked and chalked aimlessly
at long last              	 - escaped the power of protest through confusion
nearabouts                	 - abandoned negative self definition with multumedia
94                        	 - chose success & enjoyed some attention
on the horizon            	 - accepted denial with reluctance
1996                      	 - confronting mortality with eating/sleeping/fucking
later                     	 - uphold dignity/creavtivity
in the future             	 - walk around the world when learnt to stand still
now                       	 - subvert rational space and time
today                     	 - creating disbelief with insurection

GLOBAL PRESENCE
                                                                              EXHIBITIONS
     MEDIA                       TELEVISION    RADIO    MAGAZINES     CONFERENCES     WEB
      \

COUNTRY

Austria            	 !            !            ?            !            !
Canada             	 -            -            !            !            -
Czech Republic     	 -            -            !            !            -
Denmark            	 -            !            -            -            -
Eire               	 -            -            -            !            !
Estonia            	 -            -            -            !            !
Finland            	 -            !            !            !            !
France             	 -            -            ?            -            -
Germany            	 !            -            !            !            !
Hong Kong          	 -            -            -            -            ?
Hungary            	 !            !            !            !            !
Italy              	 -            -            ?            !            !
Japan              	 !            -            !            !            !
Latvia             	 -            -            -            !            -
Netherlands        	 !            !            !            !            !
Poland             	 -            -            -            -            !
Russia             	 -            -            !            -            !
Singapore          	 -            -            ?            -            -
Slovenia           	 !            !            !            !            ?
Spain              	 !            -            !            !            !
Sweden             	 !            !            !            !            !
Switzerland        	 !            !            !            !            -
United Kingdom     	 !            !            !            !            !
United States      	 -            -            !            -            !

KEY:! confirmed presence ? suspected presence - unlikely presence

http://IRATIONAL.ORG just got BETTER and it’s FREE
http://www.
http://www.Dear IRATIONAL.ORG User,
http://www.
http://www.We are delighted to announce that the beta (preview)
http://www.version of IRATIONAL.ORG 5.0 has just been released.
http://www.The great quality audio you already enjoy in the
http://www.IRATIONAL.ORG has gotten even BETTER!  The video is
http://www.LARGER.  We have added NEW FEATURES like streaming
http://www.RealFlash animations and near-CD voice quality at
http://www.28.8 kpbs. Best of all, these new features are all
http://www.ABSOLUTELY FREE!
http://www.
http://www.You can upgrade free to the IRATIONAL.ORG version
http://www.5.0 right now simply by visiting:
http://www.
http://www.http://www.irational.org/index.html
http://www.
http://www.And there’s new content to enjoy at the touch of
http://www.a button.  Whether you want music and videos, or
http://www.business programming, you can get there faster through
http://www.new Destinations choices.  Like we said, it’s all FREE.
http://www.Download it now!
http://www.
http://www.We’ve also released a new version of
http://www.IRATIONAL.ORG Plus, which ENHANCES the
http://www.IRATIONAL.ORG, giving you the BEST-QUALITY
http://www.IRATIONALAudio, IRATIONALVideo, and IRATIONALFlash.
http://www.
http://www.IRATIONAL.ORG Plus delivers these
http://www.great benefits:
http://www.
http://www.- The Best-Quality Live and On-demand
http://www.  IRATIONALAudio, IRATIONALVideo, and IRATIONALFlash
http://www.- Scan for Live Audio and Video Sites
http://www.- Presets for Your Favorite Content
http://www.- 30-day Money Back Guarantee
http://www.
http://www.So make your computer the world’s COOLEST entertainment
http://www.center with IRATIONAL.ORG Plus. Visit:
http://www.
http://www.http://www.irational.org/index.html
http://www.
http://www.Heath Bunting
http://www.Sr. Vice President
http://www.IRATIONAL.ORG
http://www.
http://www.——————————————————————-
http://www. For information about this e-mail including
http://www. how to subscribe to or unsubscribe from
http://www. future announcements, please visit:
http://www. http://www.IRATIONAL.ORG/mailinglist/index.html

HEATH BUNTING

Date: Wed, 5 Nov 1997 11:04:20 -0700
From: nov 97 <nov97@irational.org>
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 My name is Palle Torsson and I work and live in Stockholm. My work consists of performance, video,     
 photographs and computer based work. I have been studying in Uppsala, Stockholm, New York and Berlin,
 and I have had the opportunity to take part in exhibitions in the Nordic countries, Europe and New York.

 Due to my dyslexic mind and analytical upbringing I have always thrown myself against the solid surface of     
 language and at the same time tested the limits of understanding. In my quest for meaning, art became the
 tool to combine my twisted picture of the world with an understanding of it. Being a white male in today’s    
 society also creates a ambivalent relation to my body, both as a sexual and a racial being.
 My constitution brings about a whole lot of predetermined concepts which
 are forced on me. The two basic poles of my work are my twisted concept
 of the world, and my body as young white male.

CURRENT PROJECTS

 For the moment I have two main projects: 
 1. Racial Desire, a performance, video and photo-based work which deals with sexuality and race.
 2. Sensorium-the Ghostwriter; a computer-based video and sound installation exploring the field of 
 the creation of meaning.

“RACIAL DESIRE” 1997 - 1998

 The first piece was shown during the event “Love All” at the exhibition space Fargfabriken in Stockholm, 1996.  
 Naked, motionless and greased in oil, I stood in front of a temporary wall in which a hole was sawed and
 where I had placed my bottom. In a more intimate room behind me the visitor could see a projection on my    
 ass of violent Asian videofilm clips. The performance, which I call “Asian Men of Discipline,” lasted
 for two periods of four hours each. I did a similar performance in Rotterdam 1997, at the art centre Duende.

 This performance was later turned into “Assvideos”. Videos like Cape Fear, Seven and The Silence of the  
 Lambs were transformed into such assvideos. An Assvideo is a video projected and simultaneously filmed on  
 my ass.

 I’m thinking of my ass in an extended sense; the ass as my male and white identity generated by a reflecting 
 relation to the gender and the race. The ass is a place and a metaphor for change. The narrative and
 the composition of the films are constantly broken up by the convex ass-landscape. To break the flow and at 
 the same time keep it intact is the way we relate to ourselves. The ass is like a filter that never lets
 go of the film, in the same way that the self never lets go of the
 identity or the situation of the subject. This work was presented at
 Smart Show in Stockholm, 1997.

 The starting point of the project has been to focus on racial and economical differences with sexuality as
 a perspective. The latest work in “Racial Desire” is a combination of a series of photographs and
 women’s underware. I believe that difference is the base for understanding,
 and without this, art or desire would have no material to work with.
 The series takes place in rooms where I lived for shorter periods during
 my stay in Cuba this summer: hotels, rented private rooms and at family
 and friends. These places are temporary scenes for my act, and at the
 same time authentic places where people live their ordinary lives. On
 all the pictures I wear women’s underwear.

 There is a demand in Japan for girls’ dirty underwear. Customers used to be able to get them from street   
 vending machines in Tokyo. Nowadays shops sell them but they are not easy to locate. Often businesses are
 run from private flats. The normal procedure is that the client gives2.000 yen to a dealer,
 who passes a clean underwear to the girl; she disappears behind a curtain to change.
 The girl is given further 3.000 yen from the client who is handed her old underpants in a plastic bag
 together with a photograph of the girl.
 The work will be presented in the same way, in a plastic bag, with the
 underwear and the picture.

SENSORIUM - THE GHOSTWRITER 1998

 As a node between two rooms a computer controls the flow of information from a group of cats. The cats live  
 their ordinary lives in one of the rooms; they eat, sleep and play. The room is installed with sensors which feel   
 their actions. The information is registered by the computer which generates a nonlinear combination of 
 images and sounds. The video material contains extracts from films and are grouped in different
 types; male, female, black, white, weapons, road scenes, explosions, underwater scenes, dialogue structures, 
 funeral scenes, cafe scenes, police station scenes, and other samples that can be classified into types.
 These groups are then structured by the computer in such a way that they will tell a ongoing story,
 generated by the activities of the cats. A continuous music is created by looped sounds based on the same
 rhythm. From this room the visitors can see the cats but not interact
 with them. The cats live without knowledge of their creation, but are
 objects onto which we can project our ideas.

 The work has a tripartite structure: the cats, the sensor and computer interface, and the system of speakers  
 and projections. The meaning of the individual element is reduced to become a part of a network of
 possibilities, like a letter in the alphabet. This generic state of mind
 creates meaning, like a ghostwriter.

JOIN HANDS - Censored Art on the Web
www.bahnhof.se/spons/ToB

 In summer 1995 we were asked by Art Node to do an art project on their website. Art Node was building up  
 an artist database with information on 30 artists. In addition they invited artists to work specifically for the Web.

 Our project Join Hands was finished and presented in September 1995. Shortly after, it was censored. The          
 staff at SICS, Art Nodes server provider considered that parts of the work could be understood as child
 pornography and closed it down. This was the first case of censorship on the Web in Sweden.

 Our intention with the project was to work with and examine the cliches, fears and desires that surrounds the  
 medium. We wanted to focus on the myths and preconceptions of the Internet such as: the democratic medium, 
 the facts that 80 % of the users are men, the Net as a space for commercial and 
 power, the distribution of pornography and the overall aesthetics of the Web.

MUSEUM MELTDOWN
www.artnode.se/meltdown

 In 1996 Arken Museum of Modern Art in Copenhagen invited us to participate in 
 the exhibition The Scream, Borealis 8. Inspired by the spectacular architecture, we 
 decided to turn the space of the museum  into a violent computer game to ask 
 questions about art, space and technology. From our background working with 
 context related projects and site specific work we also had the discourse of the 
 role of the institution in mind, which the architecture in itself emphasized.

The Game

 The work was done by using the editor of the game Duke Nukem 3D. All
 significant details of the museum were photographed and scanned into the
 game, and the rooms were reconstructed from architecture plan drawings.
 The rest of the game was left untouched to show the bad taste of it and
 it’s racist and sexist clichees.

Following projects

 In Spring 1997 we were invited to do a similar piece in the show Funny
 vs Bizarre at the Contemporary Art Centre in Vilnius. The change of
 context gave the piece another direction. The museum were of typical
 Soviet architecture and were built in 1968. The history of the city
 Vilnius also gave a new background to the game.

 We are now working on a similar project connected to the opening of the
 new Modern Museum in Stockholm 1998. The piece will now be based on the
 computer game Quake.

PALLE TORSSON

From: “Palle Torsson” <palle@kkh.se>
Date: Tue, 18 Nov 1997 12:18:40 +0100
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EMD008 (VON EMD005)

	 NY STAR
	 SPEEDLOOP
	 TIMEDOUBLER
	 FUTURE DISCO
	 PANAM ULTRA
	 CASIO 
	 PANAMWU
	 PANABASS

EMD 006
	 SILENCER
	 BOYS IN THE BACKSTREET

EMD007 
	 BACK AT TEN (SLOW)
	  —- “ —-  (FAST)

EMD010 
	 JINGLE
	 KRATZ/KRATZ tap
	 HIPPIE HOTEL

Palle Torsson 
(Stokholma) 

MÇkslinieks Palle Torsson strÇdÇ performanãu, video, fotogrÇfijas un elektroniskÇs mÇkslas jomÇ.

Projekti:
RACIAL DESIRE (1997-98) - video un foto performance par identitÇtes, seksualitÇtes un rasisma tïmÇm.  
SENSORIUM - THE GHOSTWRITER (1998)- datorizïta video un audio instalÇcija, kas atklÇj noz¥mes, jïgas ra‰anÇs procesus. 
JOIN HANDS  http://www.bahnhof.se/spons/ToB
mÇkslas projekts internetÇ, ArtNode lapÇ, kas k∫uva par cenzras uzbrukuma objektu un tika aizliegts 1995. gadÇ. 
ArtNode apkalpojo‰ais interneta serviss uzskat¥ja, ka da∫a no ‰¥ mÇkslas projekta ir uzskatÇma par bïrnu 
pornogrÇfiju. Tas bija pirmais interneta cenzras gad¥jums ZviedrijÇ. Darba mïr˙is - pievïrsties interneta m¥tiem 
un aizspriedumiem, piemïram - internets kÇ demokrÇtiskÇkais medijs, komercijas un varas jaunÇ telpa, kÇ ar¥ 
analizït interneta estïtiku vispÇr. 
MUSEUM MELTDOWN  http://www.artnode.se/meltdown
1996. gadÇ KopenhÇgenas ModernÇs MÇkslas muzejs uzaicinÇja ms piedal¥ties  izstÇdï "The Scream, Borealis 8". 
Muzeja telpa tika imitïta varmÇc¥bas pilnÇ kompjterspïlï. 
THE GAME - projekts tika ¥stenots, izmantojot datorspïles Duke Nukem 3D veido‰anas programmu. ReÇlÇs muze-
ja telpas tika nofotografïtas, ieskannïtas un ievietotas spïles virtuÇlajÇ telpÇ, kas tika rekonstruïta saska¿Ç ar 
muzeja arhitektoniskÇ plÇna z¥mïjumiem. Visi pÇrïjie spïles elementi palika neskarti,  lai demonstrïtu tÇs bez-
gaum¥bu, kÇ ar¥ tajÇ izmantotÇs rasistu un seksistu kli‰ejas. 

NÇko‰ie projekti
1997.gada pavasar¥ ms (kopÇ ar mÇkslinieku Tobias Bernstrup) uzaicinÇja veidot l¥dz¥gu projektu Vi∫¿as Msdienu 
mÇkslas centrÇ izstÇdï "Funny vs Bizarre". Jaunais konteksts pavïrsa ar¥ msu projektu citÇ virzienÇ - muzejs bija 
tipisks padomju arhitektras paraugs, un pilsïtas vïsture deva papildus fona informÇciju. 

Pa‰laik mïs strÇdÇjam pie l¥dz¥ga projekta saist¥bÇ ar jauno Moderno Muzeju StokholmÇ, un jaunajÇ‚ projektÇ tiks 
izmantota datorspïle Quake.

DANIEL PFLUMM

Herbert A. Meyer
(Kasele)

WorkSpace Radio 

HYBRID WORKSPACE 
bija laboratorija, kas darbojÇs Documenta X laikÇ 
Kaselï. VairÇk kÇ 100 dienas tÇ bija vieta kritiskÇm 
domÇm un idejÇm, rado‰i produkt¥viem konfliktiem, 
sociÇla telpa vieno‰anÇs panÇk‰anai. VïsturiskÇ 
celtne Kaseles centrÇlajÇ parkÇ tika transformïta par 
atvïrtu mediju studiju informÇcijas uzkrÇ‰anai, 
savieno‰anai, ierakst¥‰anai, pÇrraid¥‰anai un 
izplat¥‰anai. Vienpadsmit darba grupas pievïrsÇs 
pa‰reizïjÇm sociÇlajÇm, politiskajÇm un kultras 
problïmÇm. InformÇcijas apmai¿a un izplat¥‰ana noti-
ka ar interneta, drukÇto mediju un radio starpniec¥bu. 
KASELES BRÈVAIS RADIO (Freies Radio Kassel) 
nodro‰inÇja platformu raid¥‰anai ïterÇ. RIS (Radio 
Internationale Stadt), atvïrts Real Audio serveris,  
nodro‰inÇja iespïju izveidot audio materiÇla arh¥vu. 

FREIES RADIO KASSEL 
ir lokÇls radio, kura darb¥bas sfïra ir Kasele un tÇs 
apkÇrtne. Tas ir nekomerciÇls raid¥‰anas projekts, kas 
atkar¥gs no sabiedr¥bas finansiÇlÇ atbalsta. Radio 
raksturo atklÇta pieejam¥ba - cilvïki, kuru viedoklis 
masu medijos netiek atspogu∫ots, var ‰eit veidot
programmas, kas at‰˙irtos no kopïjÇ informÇcijas tir-
gus satura. Tomïr radio saista formÇlais preses 
likums. 

Daniel Molnar 
(Budape‰ta)

Projekti:
RROMA DUBB, eksperimentÇla izgl¥tojo‰a programma - 
ãigÇnu tadicionÇlo folkmzi˙u apmÇc¥ba modernÇs 
datortehnikas lieto‰anÇ (34 min RealAudio programma)

Lekcija POP - SAMPLINGA TEHNOLOÌIJAS IETEKME UZ 
POPMËZIKU (1h)

CJ B2MAN ir PARARADIO (Budape‰ta) tehniskais koor-
dinators,  GetUp@9 Records rado‰ais menedÏers, DJ 
un radio DJ, EastEdge msdienu kultras t¥kla 
dibinÇtÇjs. 

Media~Space! 
dezember_97 

11.12.1997 ab 
21:00

ELEKTRO Club Label Party 
Live uebertragung im Internet 

von Berlin nach Wien: Kotai, Mo, 
und Daniel Pflumm. 

DJ im Media~Space!: Pit Schultz 
Der legendaere Berliner Club 

Elektro gastiert am 11. 12. in der 
e~scape lounge. 

... Nicht nur ein Club und ein 
renommiertes Label, Pionier des 

derzeit aktuellen minimal groove, 
sondern auch ein Mikrokosmos des 

urbanen, elektronischen 
Lebensstils.

Der Club Elektro und spaeter das 
Panasonic wurden beruehmt fuer 

seine Locations, Ambiente und den 
eleganten Einsatz von 

Videoinstallationen aus dem Elektro 
Produktionskatalog.

...

ELEKTRO
Ir ne tikai klubs un izslavïta

ierakstu studija (ar 
paz¥stamu ‘label’ ) Berl¥nï, 
patreiz tik aktuÇlÇ ‘mini-
mal groove’ aizsacïji, bet 
ar¥ pilsïtas dz¥ves, 
elektroniskÇ
dz¥vesveida mikrokos-
moss.  

Klubs Elektro un vïlÇk 
visiem paz¥stamais 

Panasonic k∫uva slavens ar 
savÇm atra‰anÇs vietÇm, ¥pa‰o 

vidi, kÇ ar¥ ar eleganto 
videoinstalÇciju klÇstu no Elektro pro-

dukcijas kataloga. 

http://www.icf.de/RIS/Xchange/elektro.ram

http://ozone.re-lab.net/archive/elektro.ram
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         Date: Thu, 23 Oct 1997 23:01:52 +0100

         From: diana@mrf.hu (Diana McCarty)

   DIANA McCARTY

DIANA MCCARTY 
lives in Budapest where she is a member of the Media Research Foundation which organized the MetaForum 
Conference Series 

<http://www.isys.hu/metaforum>.
Her recent projects include co-moderating the FACES mailing list for women in media, co-editing the Nettime 
readers -ZKP-, co-founding NICE (Network Interface for Cultural Exchange) and participating in the 
Cyberfeminist International at the Hybrid Workspace at Documenta X in Kassel.

..........................................FACES women in ‘new media’ mailinglist
contact:	 diana@mrf.hu 

DIANA McCARTY
dz¥vo Budape‰tÇ un darbojas Mediju Izpïtes FondÇ (Media Research Foundation). Mediju Izpïtes Fonds ir jauno 
mediju konferenãu sïrijas - MetaForum organizïtÇjs <http://www.isys.hu/metaforum>. 
Diana McCarty ir viena no FACES mailinglist vad¥tÇjÇm (FACES ir interneta vïstu∫kopa sievietïm, kas darbojas 
medijos), redaktore Nettime izdevumiem “ZKP” par  interneta kriticismu un kultru, kÇ ar¥ viena no NICE 
(Network Interface for Cultural Exchange) dibinÇtÇjÇm, tÇpat piedal¥jusies Cyberfeminist International grupas 
sastÇvÇ projektÇ Hybrid Workspace Documenta X (Kasele).  

tel/fax: 	 00 44 171 272 5816
email: 	 t_mould@irational.org
     	 rachel@irational.org

http://www.irational.org/tm

Graduate of Gwent College Of Higher Education :  Interactive Arts programme
Graduate of Goldsmiths College, University of London :  Design Futures MAprogramme
Currently studying  at Backspace college of Cyberlounge : Phd socialnetworks programme

Net projects and collaborations:

Gold Medal Award <http://www.cs.msu.su/wwwart/award>
TM Clubcard <http://www.irational.org/tm/clubcard>
Loudmouths <http://www.irational.org/tm/loudmouths>
PDF <http://remote.aec.at>
Routeless <http://www.irational.org/routeless>

RACHEL BAKER

Date: Sun, 16 Nov 1997 17:20:25 +0000
From: tm <t_mould@irational.org>

subject: net.radio

johny and i listened in on the discussions today
the sound was loud and clear

and it was   exciting to hear all of you in  riga
in some ways i'm glad not

to have been present
otherwise i would not have experienced

the sensations of this broadcast
and the sense of potential

i liked erik davis concept of 'acoustic cyberspace'
i loved the extraneous noises, the pauses, the expectancy

there is NOTHING more thrilling then live broadcasting
its not enough just to play music like interface radio

cool music though it is
congratulations to el@b for breaking ground

backspace has a bit of catching up to do
i hope bs can organise something on a similar scale

and cover some net.radio terrain here in london
with el@b collaboration

RACHEL BAKER 
Atsauksme par net.radio

mïs ‰odien klaus¥jÇmies diskusijas
ska¿a bija tik ska∫a un skaidra
un bija tik pat¥kami dzirdït js visus R¥gÇ
tÇ ka savÇ zi¿Ç es pat priecÇjos par to
ka nebiju tur klÇt
citÇdi es nebtu pieredzïjusi
‰o pÇrraidi internetÇ 
un nÇkotnes potenciÇla nojautas
man patika Erika Deivisa koncepcija par "akustisko kibertelpu"
man patika blakus trok‰¿i, pauzes, gaidas
nav NEKAS aizraujo‰Çks par raid¥‰anu tie‰ajÇ ïterÇ 
nepietiek tikai ar mzikas raid¥‰anu, ko dara Interface radio
lai ar¥ tÇ ir lieliska mzika
sveicam e-lab par uzdro‰inÇ‰anos
Backspace ir vïl ce∫‰ priek‰Ç 
ceru, ka varïsim organizït kÇdu l¥dz¥ga mïroga pasÇkumu
un aptvert net.radio sfïru ‰eit, LondonÇ
sadarbojoties ar e-lab

Date: Fri, 7 Nov 1997 17:30:32 +0000
From: rachel@irational.org
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From: jodi@jodi.org

Date: Wed, 12 Nov 1997 10:48:28 -0700

\ Cannibals versus Missionaries.txt

\
\ A band of three missionaries and three cannibals must cross
\ a river.  Their boat can only hold two persons.  If, at any time,

\ cannibals outnumber missionaries on one bank or the other, then
\ the cannibals will eat the missionaries.  Can the party find

\ a sequence of boat traversals which will allow the group to
\ attain the opposite bank without any change in population?

Logic: HyperRes;                        \ hyperresolution
Predicate: situ;                        \ situation

Function: MW,CW;          \ Missionaries on West, Cannibals on West
Function: B,ME,CE;        \ Boat, Missionaries/Cannibals on East

Constant: w,e;            \ West, East

Axiom:
\ You can move two missionaries from west to east:

~situ(MW(x),CW(x1),B(w),ME(x2),CE(x3)) |
  situ(MW(x - 2),CW(x1),B(e),ME(x2 + 2),CE(x3)) |

  unless((x - 2) < 0) |
  unless(((x - 2) > 0) & ((x - 2) < x1)) |

  unless((x2 + 2) < x3) ;
\

\ You can move two missionaries from east to west:
~situ(MW(x),CW(x1),B(e),ME(x2),CE(x3)) |

  unless((x2 - 2) < 0) |
  unless(((x2 - 2) > 0) & ((x2 - 2) < x3)) |

  unless((x + 2) < x1) |
  situ(MW(x + 2),CW(x1),B(W),ME(x2 - 2),CE(x3));

\
\ You can move two cannibals from west to east:

~situ(MW(x),CW(x1),B(w),ME(x2),CE(x3)) |
  unless((x1 - 2) < 0) |

  unless((x2 > 0) & (x2 < (x3 + 2))) |
  situ(MW(x),CW(x1 - 2),B(e),ME(x2),CE(x3 + 2));

\
\ You can move two cannibals from east to west:

~situ(MW(x),CW(x1),B(e),ME(x2),CE(x3)) |
  unless((x3 - 2) < 0) |

  unless((x > 0) & (x < (x1 + 2))) |
  situ(MW(x),CW(x1 + 2),B(w),ME(x2),CE(x3 - 2));

\
\ You can move one cannibal and one missionary from west to east:

~situ(MW(x),CW(x1),B(w),ME(x2),CE(x3)) |
  unless((x - 1) < 0) |

  unless((x1 - 1) < 0) |
  unless(x2 < x3) |

  situ(MW(x - 1),CW(x1 - 1),B(e),ME(x2 + 1),CE(x3 + 1));
\

\ You can move one cannibal and one missionary from east to west:
~situ(MW(x),CW(x1),B(e),ME(x2),CE(x3)) |

  unless((x2 - 1) < 0)|

  unless((x3 - 1) < 0) |
  unless(x < x1) |
  situ(MW(x + 1),CW(x1 + 1),B(w),ME(x2 - 1),CE(x3 - 1));
\
\ You can move one cannibal from west to east:
~situ(MW(x),CW(x1),B(w),ME(x2),CE(x3)) |
  unless((x1 - 1) < 0) |
  unless((x2 > 0) & (x2 < (x1 + 1))) |
  situ(MW(x),CW(x1 - 1),B(e),ME(x2),CE(x3 + 1));
\
\ You can move one cannibal from east to west:
~situ(MW(x),CW(x1),B(e),ME(x2),CE(x3)) |
  unless((x3 - 1) < 0) |
  unless((x > 0) & (x < (x1 + 1))) |
  situ(MW(x),CW(x1 + 1),B(w),ME(x2),CE(x3 - 1));
\
\ You can move one missionary from west to east:
~situ(MW(x),CW(x1),B(w),ME(x2),CE(x3)) |
  unless((x - 1) < 0) |
  unless((x2 + 1) < x3) |
  unless(((x - 1) > 0) & ((x - 1) < x1)) |
  situ(MW(x - 1),CW(x1),B(e),ME(x2 + 1),CE(x3));
\
\ You can move one missionary from east to west:
~situ(MW(x),CW(x1),B(e),ME(x2),CE(x3)) |
  unless((x2 - 1) < 0) |
  unless(((x2 - 1) > 0) & ((x2 - 1) < x3)) |
  unless((x + 1) < x1) |
  situ(MW(x + 1),CW(x1),B(w),ME(x2 - 1),CE(x3));
\
Assert:
\ Initial situation: 3 missionaries & 3 cannibals on west.
situ(MW(3),CW(3),B(w),ME(0),CE(0));

\ Objective: 3 missionaries and 3 cannibals on east.
\ (We claim that it can’t be achieved — that way, when it is
\ achieved, the inference process will detect a contradiction and stop.)
~situ(MW(0),CW(0),B(e),ME(3),CE(3));

LimitF: 10;
LimitV: 10;
LimitC: 20;

\ (day66@jodi.org).

\ (http://www.jodi.org)

NET.SOUND
http://www.jodi.org/100/3

JODI
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Date: Sat, 22 Nov 1997 15:35:41 +0100

From: Molnar Daniel <b2men@c3.hu> (by way of Pit Schultz)

Dear Peopla!

As we couldn’t seem to be able to arrange no flesh meetings,
we were considering of having a weekly fix time to meet on
IRC channel #para.

We think that the time should be from 22:00 on some day.
Please state which days are no good.

As we were to Riga last week and met Palle Torrson who has
developed Duke Nukem maps of contemporary art museums and
he is right now developing Quake map of Stockholm Museum
of Contemporary Art, we had some ideas came up our minds.

At first, there should be a world archive of almost all
famous buildings in common 3D formats (we think that Quake
or Quake II maps should be considered as the most popular
3D formats).

There should be easy step-by-step guide and a software
collection to make as easy as possible to construct such
a map if you have a normal paper version of a building.
Scanning, vectorising, griding in 2D, then seizing to 3D
and converting possibilities between for example Duke
Nukem, Quake, VRML, Lightwave and 3D Studio.

Third: these stuph raised the question of the future of
education for our denying type. As all of us can see
contemporary university education worths nothing, shit,
zero, as it’s too conventional, takes everyone same,
not real and really doesn’t stimulate.

We would raise the question with these keywords:
use basic instincts like sexuality, psychosis, frustration,
agression, longing away. Games, role playing, tales and
fairy tales could be the way. Don’t forget about information
and ability centered education.
(Check Neal Stephenson’s Diamond Age if you can.)

Fourth: perhaps we should develop our world in Quake or
Quake II, perhaps should contact id Software itself, as
our interface should be more textual and needs more human
representation. First iteration of technical considerations
seem to be okay, as this technology has server-client
communication, graphical and sound repr. and text also
included. AND IT’S VERY POPULAR.

Please react.

CJ B2MEN and JINX
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PALLE TORSSON

JINX

Jinx X-presentation 31:39 http://ozone.re-lab.net/festival/jinx.ram
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ISA SUAREZ

Other Worlds

Other worlds (x3)
Reaching out into other worlds (x2)
Reaching out (x2)

Translucid
Transparent 
Trancendental

Translucid
Transparent 
Trancendental worlds

Other worlds (x3)

Secret
Sexual
Simple
Sexual
Secret
Simple worlds
Secret

These other worlds 
They make you feel
Just like you want (x2)

Other worlds (x3)

Reaching out 

Tranclucid
Transparent 
Trancendental 

These other worlds 
They make you feel
Just like you want (x2)

Tranclucid
Transparent 
Trancendental 

Secret 
Sexual
Simple

Reaching out

Other worlds (x2)

Fin De Siecle
play a fusion of styles, including 
Techno, Dub, African, Jazz and 
Industrial.
The band started in 1992 in New 
Cross, South-East London, a churn-
ing smash of phased and filtered 
metal jazz.

ISA SUAREZ, the leader of Fin De 
Siecle, plays keyboards, computers, 
live mixing and vocals. She came to 
England in 1987 from the Basque 
Country (South-West of France), 
and worked with various bands as a 
keyboard player: punk/industrial 
bands such as Bulbous Skunk 
Cabbages, Bourbonese Qualk; 
funk/pop/rock with The Cath 
Jefferson Experience. She has been 
writing and working for short films, 
cable TV, dance companies and the-
atre as a freelance composer/per-
former since 1989. She has also 
worked for Deptford Community 
Radio and researched Afro-
Brazilian rhythms Salvador, Brazil.

F. NOZE plays tenor saxophone, 
flute, clarinet , WXII midi wind con-
troller  and assorted wind instru-
ments.

CYROY/ZEDECHIA - percussion.

AKUSTISK KIBERTELPA

riks Deiviss

(Dinas Makkartijas un Teda Baiflda atreferjums un redakcija)

odien es gribtu runt par dam abstraktm idejm, tliem, dam nepabeigtm nojautm par akustisko telpu. It pai mani interes attiecbas sta 

elektronisko skau un vidi, Internet vai mzik. Es nerunu par dadajm tehnoloijm, kas tiek izmantotas, tr vietr es mrinru pieskarties dzi∫m prolm saistbar

skau - k t konstru subjektivitti un k t darbojas k sava veida karte.

Ieskumam - atirba, ko Marals Makluens iezmstarp vizulo un akustisko telpu. Makluens izmantoja priekstatu par vizulo telpu, lai raksturotu, k kopRenesanses laikmeta 

rietumu subjektivitte ir organizta uz tehnoloijas pamatiem. Makluens uzskatja, ka Renesanses perspektva ne tikai piedvja jaunu, daudzsolou ce∫u vizuls telpas

organizcijas procesam (runjot par reprezentciju), bet iemiesoja sev ar pau subjektivittes formu. Vi ne tikai asocija  o subjektivitti ar skata punktu, kuru

radja Renesanses laikmeta gleznojumos izmantot perspektva, bet attiecinja to ar uz drukas tehniku un grmatas jauno formu. Vi uzskatja, ka cilvks, kas ncis pie

mums no Renesanes, moderno rietumu cilvks, ir vizula persona.

Renesanses perspektva tdjdi kalpo k daudz plaka fenomena vizul analoija - spkks radt noteiktu, vienu skata punktu, kas sakrto domas un uztveri ar lienru lniju

paldzbu. Tas ir saistts ar drukas tehniku - un drukto kultru - jo, saska ar Makluenu, s tehnoloijas iemca cilvkam paradumu organizt pasauli liner,

atomizt, secg rtb. s vizuls telpas centr ir aksioma vai piemums, ka dadi priekmeti, vektori vai punkti neprkljas un nevar prklties, un pasaule tiek 

uztverta k linera un sakrtota ap stingri noteiktm lnijm.

Makluens o vizuls telpas konstrukciju un subjektivitti, kas ar to saistta, pretstat akustiskajai telpai. Akustisk telpa ir telpa, kuru ms dzirdam, nevis redzam, un

viMM uzskatMja, ka elektrniskie mediji ms ieved kaj akustiskajk vid ar savu afekta un subjektivitktes valodu. Akustiskk telpa neaprobeojas tikai ar mzikas vai skanas pasauli, e

lektronisko mediju vide pati par sevi iemieso citu telpu organizanas un uztvervanas veidu.

Akustiskaj telp ir iespjama sinhronitte, prklkoans un ne-linearitte, bet pri visam, t rezon. Protams, rezonansi var uzskatt par clonbas formu, bet 

c     lonba visai btiski at iras no t s, kas asocijas ar vizulo telpu, jo rezonanse ∫auj lietm savstarpji atbildt ne-lineri. T k rezonanse ir fiziska sistma, maza mroga

 aktivitte vai darbba var iegt milzgu eneriju; piemram, ja es runtu td balss augstum, kas rezontu ar s telpas uniklajm akustiskajm pabm, vide

pastiprintu manas balss eneriju. Tpc dai dziedtji ar savu balsi var likt trc     t glzei, sasniedzot glzes rezonjoo frekvenci (kas ir telpa un kas satur telpu)

un liekot tai vibr    t dzirdambas robes. Rezonanse ir spcga analo  ija,  kas paldz saprast, k darbojas dadi enerijas un telpas veidi.

citm dimensijm. T ir dzi∫a dimensija, un mums ar to btu jrins, jstrd ar to un jatklj



struktru.

Fin De Siecle (Gadsimta Beigas) atska¿o 
daÏÇda veida mziku - tehno, dub, 
ÇfrikÇ¿u, dÏezu, industriÇlo u.c.  Grupa 
tika dibinÇta 1992. gadÇ New Cross, 
Londonas dienvidaustrumu da∫Ç, un tÇs 
darb¥ba sÇkÇs ar filtrïta un fÇzïta 
metÇldÏeza trok‰¿ainu sensÇciju.  

ISA SUAREZ, grupas Fin De Siecle 
dibinÇtÇja, (tausti¿instrumenti, 
kompjteri, dz¥vÇ miksï‰ana, vokÇls) no 
Basku zemes (Francijas dienvidrietumos) 
uz Angliju pÇrcïlÇs 1987. gadÇ, un 
sÇkumÇ spïlïja tausti¿instrumentus 
daÏÇdÇs grupÇs: pank-industriÇlajÇs 
Bulbous Skunk  Cabbages, Burbonese 
Qualk, fank-pop-roka The Cath Jefferson 
Experience. Kop‰ 1989. gada Isa 
rakst¥jusi darbus ¥sfilmÇm, 
kabe∫telev¥zijai, un uz neatkar¥giem 
l¥gumiem darbojusies deju trupÇs un 
teÇtros kÇ komponiste un  
atska¿otÇjmÇksliniece. 
Vi¿a strÇdÇjusi ar¥ Deptfordas Radio un 
studïjusi Çfro-braz¥∫u ritmus SalvadorÇ, 
Braz¥lijÇ.  

F. NOZE - tenora saksofons, flauta, klar-
nete, WXII midi p‰amo instrumentu tem-
bru kontroles, u.c. p‰amie instru-
menti.

CYROY/ZEDECHIA - sitamie instrumenti.
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JÅNIS GARANâS

Listening from one 'cybercafe' (Backspace, 
London) to another (E.cafe, Riga) -  some cursory 
conclusions:
• live elements are more exciting then pre-
recorded.
• a  response channel was needed to satisfy the 
desire to participate - i.e. internet phone, email
• sound quality was nice: slightly  muffled, 
scratchy, somehow like shortwave radio
• peripheral noises - chairs, people moving, fore-
ground and background - helped develop a sense 
of space. (Whether with real or constructed spa-
ces, would be interesting to experiment with this)
• having  previous connections with the people 
and the place (Riga) contributed to the enjoy-
ment of listening in

Acoustic Cyberspace
Developing networks that facilitate audio trans-
mission and feedback is taking a while but could 
be one of the most rewarding aspects of the Net.
Audio environments work more directly than text 
and image environments
because there is less seperation between subject 
and (audio) object. This is what distinguishes the 
idea of  'acoustic space'  from 'cyberspace'.
Sounds illicit a more physical response than the 
more abstract text and image environments 
(which we all know can lead to paranoia, seman-
tic overload and existential misery)
What 'cyber' brings is feedback mechanism

Net.Radio culture
To cultivate a culture of net.radio, producing as 
well as listening, there needs to be regular core 
transmission events that are well-publicised
As many more people can access audio trans-
mission through   radio sets than through com-
puters, it makes sense to broadcast  locally from 
experimental radio stations that use net as a 
powerful response channel.
This does more to embrace the home listener.
However, as ISDN connected spaces such as 
cybercafes and electronic studios are the key 
net.radio listening posts  it is worth identifying 
and collaborating with these networks for inter-
national transmissions.

Finally, tribal net.cultures (communities?) devel-
oped through mailing lists would seem to make 
ideal potential audience for live transmissions , 
as the relevant content and style is always 
already suggested

rachel

Klausoties Xchange festivåla 
tießo pårraidi internetå, 15/11/97

DaÏas domas, atrodoties virtuÇlajÇ telpÇ starp divÇm 
elektroniskajÇm kafejn¥cÇm (Backspace LondonÇ, 
E-LAB R¥gÇ):
- tie‰Ç pÇrraide ir interesantÇka nekÇ iepriek‰ ie-
rakst¥ts materiÇls
- bija nepiecie‰ams kanÇls atgriezeniskÇs saites 
nodro‰inÇ‰anai, lai apmierinÇtu vïlï‰anos piedal¥ties 
- piemïram, interneta telefons, e-mail
- ska¿as kvalitÇte bija jauka - nedaudz traucïjumu, 
blakus trok‰¿i, kaut kas l¥dz¥gs ¥svi∫¿u radio pÇrraidei
- blakus trok‰¿i - krïslu b¥d¥‰ana, cilvïku kust¥bas, fons - 
pal¥dzïja rad¥t telpas un klÇtbtnes izjtu (btu intere-
santi eksperimentït ar ¥stÇm/mÇksl¥gi rad¥tÇm telpÇm)
- iepriek‰ paz¥stot cilvïkus R¥gÇ un notikuma vietu, bija 
pat¥kami klaus¥ties ‰o Akustisko Kibertelpu.
 
Datort¥klu, kas varïtu nodro‰inÇt audio informÇcijas 
pÇrraid¥‰anu un atgriezenisko saiti, att¥st¥‰anas 
process pagaidÇm ir diezgan darbietilp¥gs, bet tas 
varïtu bt viens no daudzsolo‰Çkajiem interneta 
nÇkotnes aspektiem. 
Audio informÇcija iedarbojas uz auditoriju daudz tie‰Çk 
nekÇ teksts vai attïls, jo pastÇv mazÇka dis-
tance starp subjektu un (audio) objektu. Tie‰i tÇ ir 
at‰˙ir¥ba starp "akustisko telpu" un "kibertelpu". 
Ska¿as telpa pie∫auj lielÇku fiziskas reakcijas iespïju nekÇ 
attïla vai teksta telpa, kas ir abstraktÇki (un, kÇ zinÇms, 
ilgsto‰a uzturï‰anÇs ‰ÇdÇ telpÇ var novest pie paranojas, 
semantiskas pÇrslodzes un eksistenciÇlas kr¥zes).

Net.Radio kultra. 
Lai kultivïtu net.radio kultru, gan producï‰anas, gan 
patïrï‰anas kultru, jÇbt regulÇriem raid¥jumiem, kas 
tiek pla‰i popularizïti.
TÇ kÇ daudz lielÇkai sabiedr¥bas da∫ai audio raid¥jumi ir  
pieejami caur radio, nevis datoriem, btu prÇt¥gÇk 
raid¥t vietïjÇ mïrogÇ no eksperimentÇlÇm radio 
stacijÇm un izmantot internetu kÇ vienu no kanÇliem.
Tomïr tÇdas sabiedriskas telpas kÇ elektroniskÇs 
kafejn¥cas un studijas ir galvenÇs vietas, kurÇm btu 
adresïti audio raid¥jumi internetÇ, tÇdï∫ btu vïrts 
apzinÇt ‰¥s vietas un sadarboties ar tÇm starptautiskai 
raid¥‰anai. 
Visbeidzot, tie‰o pÇrraiÏu potenciÇlÇ auditorija varïtu 
bt ar¥ interneta kultras / kopienas, kuras att¥st¥ju‰Çs 
ar net.sarakstes (mailing-lists) starpniec¥bu.

Tulkojums: ALISE TÈFENTÅLE

Date: Sun, 23 Nov 1997 18:17:40 +0000
From: rachel@irational.org

Listening in to live Xchange, Riga Festival, 15/11/97

RACHEL BAKER

janis@kkh.se

http://jg.re-lab.net/xchange.ram
http://re-re.com:1997/1998
http://re-re.com:1999/2000
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RAITIS ·MITS

t h e  q u e s t i o n  w a s :  W h a t  a r e  y o u  l o o k i n g  f o r ?

The following form contents were entered on 20th Dec 97 Date = 20 Dec 97
14:56:48 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = wet

The following form contents were entered on 21st Nov 97 Date = 21 Nov 97
10:16:17 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = miers

The following form contents were entered on 15th Nov 97 Date = 15 Nov 97
08:53:07 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment =

The following form contents were entered on 15th Nov 97 Date = 15 Nov 97
08:53:32 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = alise

The following form contents were entered on 10th Nov 97 Date = 10 Nov 97
17:07:36 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = Love

The following form contents were entered on 12th Nov 97 Date = 12 Nov 97
08:12:14 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = music

The following form contents were entered on 29th Oct 97 Date = 29 Oct 97
19:46:52 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = peace

The following form contents were entered on 24th Oct 97 Date = 24 Oct 97
10:39:20 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = sex sex

The following form contents were entered on 23rd Sep 97 Date = 23 Sep 97
18:38:05 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = Money

The following form contents were entered on 13th Sep 97 Date = 13 Sep 97
19:23:20 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment =

The following form contents were entered on 14th Sep 97 Date = 14 Sep 97
07:25:32 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = sexuall in germany

The following form contents were entered on 15th Sep 97 Date = 15 Sep 97
17:45:16 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment =

The following form contents were entered on 4th Sep 97 Date = 4 Sep 97
11:25:33 subject = GETIT resulturl =
http://www.parks.lv/home/E-Lab/~raitis/sorry.html theComment = opera

ARV±DS ALKSNISraitis@parks.lvraitis@re-lab.net
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Ar 1990. gadu LatvijÇ aizsÇkÇs pasaulï jaunÇkÇs un 
ar¥ elitÇrÇkÇs mÇkslas - video mÇkslas festivÇli. 
IesÇkumÇ kÇ Francijas - Latvijas video mÇkslas
festivÇli, bet vïlÇk, k∫dami aizvien populÇrÇki ne tikai 
pie mums, bet ar¥ pasaulï, kÇ Francijas - Baltijas 
video mÇkslas festivÇli.

·oruden pïc neliela pÇrtraukuma atkal notiek
kÇrtïjais video un elektronisko mÇkslu festivÇls R¥gÇ. 
·is bs viens no ievïrojamÇkajiem festivÇliem, jo tajÇ 
piedal¥sies ne tikai Francijas un Baltijas valstu ‰ajÇ 
jomÇ vado‰ie mÇkslinieki, bet ar¥ citu Zieme∫u valstu 
mÇkslinieki ar saviem darbiem.
FestivÇlu organizï Latvijas Kultras Akadïmijas 
Multimïdiju Centrs sadarb¥bÇ ar Francijas vïstniec¥bu 
LatvijÇ un  Elektronisko mÇkslu un mediju centru E-LAB.

Paralïli festivÇla programmai notiks konference 
“Xchange on-air session” jeb "MÇksla + komu-
nikÇcijas II", ko organizï E-LAB. ·ajÇ konferencï 
piedal¥sies pÇrstÇvji no Stokholmas, Amsterdamas, 
Budape‰tas, Berl¥nes, Londonas u.c. 
FestivÇla gaitÇ ir paredzïtas tie‰Çs pieslïg‰anÇs caur 
internetu daÏÇdiem Eiropas un Zieme∫u valstu elektro-
nisko mÇkslu centriem ko nodro‰ina interneta dis-
tribcijas centrs PARKS un ElektroniskÇ kafejn¥ca.

·¥ gada festivÇla goda viesis ir franãu mÇkslinieks 
Îans Mi‰els Vekjï. Îans Mi‰els Vekjï ir dzimis 1958. 
gada 30. decembr¥ MartigÇ. 
MÇc¥jies Eksas - Marse∫as UniversitÇtï, kur ieguvis 
diplomu plastisko mÇkslu jomÇ. ·obr¥d strÇdÇ par 
pasniedzïju NacionÇlajÇ fotogrÇfijas skolÇ un 
Eksanprovansas filaloÆijas fakultÇtï.

R¥gÇ Îans Mi‰els Vekjï rÇd¥s ne tikai savu labÇko 
video darbu kolekciju, bet sniegs ar¥ videokoncertu.
	

After a short interval this autumn again sees the 
video and electronic arts festival in Riga. This is one 
of the most significant festivals because taking part 
are not only video artists from France and the Baltic, 
but also artists and their work from other countries 
too.
In Latvia, the world ‘s newest and most elite art form, 
video art, had its first festival in 1990. Originally these 
were French - Latvian festivals, but as they gained 
popularity not only locally but in the rest of the world 
too, they became French - Baltic festivals.

Alongside the festival programme there will also be a 
conference ‘Art + Communications2’ organised 
by E-LAB.
Among the subjects examined will be the enrichment of 
our cultural and artistic processes with new develop-
ments in the rest of the world; art processes as they 
happen in real time and the examination of the signifi-
cance of the new trend in the world; the creation of a 
new context in the art processes revealed by the inter-
action of new forms and content; promotion of the 
expansion and amalgamation processes in global cul-
ture.
This conference will be attended by representatives 
from Stockholm, Amsterdam, Budapest, Berlin, 
London and other countries.

Over the course of the festival we plan to link directly 
to various European and Nordic electronic arts cen-
tres over the Internet with the help of service 
providers PARKS and the Electronic Cafe.

Guest of honour at this year’s festival is French artist 
Jean Michel Veccier. In Riga he will not only be 
demonstrating a collection of his best works, but he 
will be giving a video concert too.

I hope this festival will become a venue for artists to 
exchange new and original creative ideas.

Date: Sun, 09 Nov 97 21:14:54 -0500
From: Valdis Poikans <valdis.mmc@parks.lv>

VALDIS POIKÅNS

Baltijas - Francijas - Zieme¬u valstu 
video un elektronisko måkslu
festivåls

BALTIC - FRENCH - NORDIC 
VIDEO AND ELECTRONIC 

ARTS FESTIVAL
GINTS GABRÅNS
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english
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1
LN Sievie‰u l¥gas projekts OTELLO. MaldinÇtais Otello noÏ¿audz Dezdemonu.
LN Women league project opera OTELLO. Ottello throttles Desdemona after he has been misleaded by intrigues.
2
LN Sievie‰u l¥gas projekts âO âO SANA. Kapteinis Pinkertons at¿em gei‰ai bïrnu.
LN Women league project opera MADAME BUTTERFLY. American captein Pincerton takes away children of his moth-
er and previous wife - Japanese geisha.
3
LN Sievie‰u l¥gas projekts ROLSTEIN ON THE BEACH. Ainis Tubi¿‰ saka “I love me”.
LN Women league project opera ROLSTEIN ON THE BEACH. Ainis Tubi¿‰ answers to one of his girlfriends after she 
has been waiting for him: “I love me”.
4
LN Sievie‰u l¥gas projekts JAVGEøIJS OøEGINS. Tatjana, pïc daudziem gadiem satiekot O¿eginu, paliek uztic¥ga 
savam v¥ram.
LN Women league project opera YEVGENY ONEGIN. When Onegin finally falls in love with Tatiana, she is married 
already and devoted to her husband
5
LN Sievie‰u l¥gas projekts PAR±ZES DIEVMÅTES KATEDRÅLE. Soda nevain¥go Esmeraldu.
LN Women league project opera NOTRE DAME DE PARIS. Innocent Esmeralda has been executed.
6
LN Sievie‰u l¥gas projekts TOSKA. Toska pïc m¥∫otÇ nÇves nolec no cietuma tor¿a.
LN Women league project opera TOSCA. Singer Floria Tosca after she undersatands that her beloved has been really 
killed jumps off from prison’s tower.
7
LN Sievie‰u l¥gas projekts PAJACI. Greizsird¥gs v¥rs nodur sievu izrÇdes laikÇ.
LN Women league project opera PAGLIACI. Jealous husband stubs his wife during the show in the scene where jeal-
ous lover questions his beloved. 
8
LN Sievie‰u l¥gas projekts KIBEROPERA. (atrasta internetÇ http://www.cwrl.utexas.edu/~opera/libretto.html)
LN Women league project CYBEROPERA. (found in internet http://www.cwrl.utexas.edu/~opera/libretto.html)
9
LN Sievie‰u l¥gas projekts TRAVIATA. Violeta sabiedr¥bas aizspriedumu dï∫ atsakÇs no savas laimes un mirst.
LN Women league project opera TRAVIATA. Violet has to give up her love because of public hypocrisy and dies as a 
victim.
10
LN Sievie‰u l¥gas projekts KARMENA. Atraid¥tais Hosï nogalina Karmenu.
LN Women league project opera CARMEN. Refused Hose kills Carmen.
11
LN Sievie‰u l¥gas projekts FAUSTS. Grieti¿a atsakÇs no visa, lai glÇbtu savu un m¥∫otÇ dvïseli.
LN Women league project DOCTOR FAUST. Gretchen rejected any escape of death to save soul of herself and her 
beloved Faust.
12
LN Sievie‰u l¥gas projekts SNIEGBALT±TE. Sniegbaltite pÇrkÇpj dabas likumu un izkst. 
LN Women league project opera SNEGUROCKA/SNOW MAIDEN. SnowMaiden trespasses against the Nature and 
dissolves.

LN sievie‰u l¥gas projekts pa‰laik pievïr‰ uzman¥bu 
elementÇrÇm attiec¥bÇm starp sievieti un v¥rieti, t.i. attiec¥bas 

starp stipro un vÇjo dzimumu, kas it kÇ piedÇvÇ pÇri: pieaudzis 
v¥rietis infantila sieviete. Parasti ‰¥s situÇcijas risinÇs kÇ 

v¥rie‰a aktivitÇte/agresija un sievietes neizbïgama atra‰anÇs 
cietïjas lomÇ.

At this moment LN women league project has stressed it’s 
attention on the cultural experience in men and women 

elementary relations. The model we’ve choosed or discussion 
looks like: active/experience man and infantil woman.

LN-SIEVIEÍU LÈGA
LN-WOMEN LEAGUE

Inga ·teimane
Ingr¥da ZÇbere

Izolde Cïsniece-Suipe
Krist¥ne Keire

Silja Pogule

“Villijs biedï sievie‰u l¥gas projektu”, 1997, jnijs
Foto: IlmÇrs Znoti¿‰, Diena

“Willy frightens LN women league project”, June 1997
Photo: Ilmars Znotins, Diena

No 1995 gada rudens l¥dz 1997 gada pavasarim biju 
grupas ‘’Yaputhma Sound System’’ dal¥bnieks. ‰ajÇ 
projektÇ ieguld¥ju daudz spïka, rado‰Çs enerÆijas, 
fantÇzijas un ar¥ vesel¥bu. Bet esmu apmierinÇts - 
man izdevies veikt vairÇkus atklÇjumus, kuri ir spïc¥gi 
ietekmïju‰i grupas mziku, sociÇli-kulturÇlo ‘imidÏu’, 
kÇ ar¥ m¥tu par pa‰u grupu. Piemïram, reiz 
nesakÇrtotu burtu kombinÇcijÇ izdevÇs izlas¥t projekta 
nosaukumu YAPUTHMA, citreiz izspïlïjot maÏora 
akordus, saklaus¥ju tajos jauku melodiju (Thru The 
Space), kura gandr¥z gadu bija savdab¥ga grupas 
viz¥tkarte. Taãu, tÇ kÇ biju perkusionists, manas iespï-
jas bija visai ierobeÏotas. 
TurklÇt, bdams viens no h¥ta “Thru The Space” auto-
riem, biju neapmierinÇts ar to, par ko dziesma 
pÇrvïrtÇs laika gaitÇ, bet neko nespïju dar¥t nedz 
koncerta laikÇ, nedz darbÇ studijÇ. ManuprÇt, dzies-
ma tika pÇrpild¥ta ar banalitÇtïm, pÇrmïr¥gi 
pÇraranÏïta, tÇ pÇrvïrtÇs un zaudïja savu pievilc¥bu. 
1996. gada ruden¥ ‰is process sasniedza savu 
kulminÇciju ierakstu laikÇ “Jumprava Sound” studijÇ. 
Dzirdot, ko ar msu dziesmu dara producents Aigars 
GrÇvers, kÇ vi¿‰ veic ierakstu, miksï‰anu un 
apstrÇdÇ ska¿u, es sapratu, ka producents nesajt, 
kÇ dziesmai jÇskan, un l¥dz ar to stipri vien izkrop∫ojot 
grupas muzikÇlo “seju”. Pïc ‰¥s bïd¥gÇs pieredzes 
˙ïros pie dziesmas jauna remiksa. No orÆinÇla 
pa¿ïmu tikai bungas un vokÇlu, nedaudz p‰amos 
instrumentus un ar¥ perkusijas, un pïc pal¥dz¥bas vïr-

sos pie UÆa V¥ti¿a - mzi˙a, ko respektïju. 
Tehnika MIX FM 102,7 izrÇd¥jÇs ∫oti jaud¥ga un 
moderna, kuras iespïjas centÇmies maksimÇli 
izmantot. TurklÇt vïlïjos izdar¥t kaut ko
neordinÇru, eksperimentÇlu. 
Piedal¥jÇs: Vlads Jakov∫evs, UÆis V¥ti¿‰, Îe¿a 
Choop, Kirils Lomonovs, Dima Zago, MÇrti¿‰ 
Tauri¿‰. IzmantojÇm fragmentus no grupas 
Yaputhma Sound System koncertiem, ska¿as no 
K.Debis¥ darbiem, ska¿as no ÇfrikÇ¿u 
bundzinieku Obo Abu un Kurkudu   ierakstiem; 
Gosh balss un Kirila bungas no orÆinÇla ‘’Thru 
The Space’’ ieraksta, automa‰¥nu, autobusu, 
lidma‰¥nu, vilcienu ska¿as, meksikÇ¿u megafons 
no CD ‘’Holivudas Bibliotïka’’; indie‰u jogu dzies-
mas, fragmentus no M. Musorgska, msdienu 

amerikÇ¿u komponistu, V. A. Mocarta darbiem, 
indie‰u fleitu, juku‰o balsis no 1953. gada LielÇs 
Medic¥niskÇs Enciklopïdijas muzikÇlÇ pielikuma 
plates, dabas ska¿as, dz¥vnieku balsis.
Pïc tre‰Çs sesijas mums bija milz¥gs, daudzslÇ¿ains 
materiÇls, grti uztverams,150 min‰u gar‰. Att¥r¥‰ana 
notika ar ˛irta Bi‰a rado‰o un tehnisko pal¥dz¥bu vi¿a 
mÇjas studijÇ. Izmantojot partitras principu, mïs 
izgriezÇm un sakÇrtojÇm pa‰us interesantÇkos 
gabalus.Visbeidzot, muzikÇlÇ darba kopïjais laiks 
izrÇd¥jÇs nedaudz ¥sÇks par 20 mintïm.

Sound installation “The Beauty’s Heart” 
or The Remix of ‘’Thru The Space’’ by 

Yaputhma Sound System.  

I have been a member of ‘’Yaputhma Sound System’’ 
from autumn1995 till spring 1997. I put much creative 

energy, fantasy and also my health. But I can say that 
I am satisfied - I succeeded in creative work and did 

things that hardly influenced the music of the band, 
socially-cultural image and also the myth about it. For 

example, in the combination of random signs I read 
the name of the project YAPUTHMA, or, playing major 

chords heard a nice tune (Thru The Space) which 
became a kind of band’s theme for almost a year. But 
my creative possibilities as a percussionist were very 

limited. 
Besides as a co-author of the hit song “Thru The 
Space” I was disappointed with the future devel-

opment but I couldn’t do anything in gigs or stu-
dio. To my mind this song was filled with banali-

ties, re-arranged too much till it lost its vibe. In the 
autumn of 1996 this process reached it’s peak 

when we worked in “Jumprava Sound” studio. 
When I heard what the producer Aigars Gravers 

did with the song during the recording and mixing, 
I understood that his version didn’t correspond to 

the band’s “face”. 
I wanted to make my own remix of the song. I took 

drums and vocal track from the original, also a 
part of percussion and trumpets, and asked Ugis 

Vitins - my highly appreciated musician - to help. I 
wanted to do something extraordinary, experi-

mental. Using electronics, I started experiments with 
the rhythmical samples. During 

three separate recording sessions, I 
worked together with Ugis Vitins, 

Zhenya Choop, Kirils Lomonovs, 
Dima Zago, Martins Taurins using 
different samples, voices, sounds 

etc. 
At the end we had huge piece - 

150 minutes long. With Girts Bish 
creative and technical help we 

took the best part and the result-
ing artwork is shorter than 20 

minutes. 

SKAˆU INSTALÅCIJA ‘’SKAISTULES SIRDS’’ 
JEB YAPUTHMA SOUND SYSTEM DZIESMAS 

‘’THRU THE SPACE’’ REMIKSS.
VLAD JAKOVLEV

net: ARVÈDS ALKSNIS
foto: ANDRIS TENASS, JÅNIS DEINATS, GVIDO KAJONS
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Inga Steimane <mozums@.elva.org.lv> L
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Aizvakar “3 frekvences” tika raid¥tas 10 h internetÇ.  
Es pievïrs¥‰os diviem aspektiem: 

1. kas ir ‰¥s frekvences,
2. un kÇpïc es tÇs atska¿oju.
 
1. Katrai lietai ir sava naturÇlÇ frekvence, un ‰¥s tr¥s ir 
cilvïka auss naturÇlÇs frekvences: 3000 Hz, 5000 Hz, 
un 5000 Hz - ÇrïjÇ auss, vidïjÇ auss, un iek‰ïjÇ auss.  
Paklaus¥simies piemïru - daÏiem no jums tas var ‰˙ist 
nedaudz ‰okejo‰s - (ska¿a).

Varbt jums ir interesanti uzzinÇt to, ka ‰¥s ska¿as 
mïs dzirdam nepÇrtraukti - dzirdot jebkuru ska¿u mïs 
dzirdam ar¥ ‰¥s tr¥s - tÇ rezonï msu ausis.  Mïs pie 
tÇm esam tik ∫oti pieradu‰i, ka vairs nespïjam 
pievïrst ne mazÇko uzman¥bu, izs‰˙irt starp citiem 
trok‰¿iem. ·is projekts ir absolti eksperimentÇls, un 
mani visvairÇk interesï cilvïku reakcijÇ uz ‰o ska¿u.

2. MÇksla un jeb-kas cits, ko mïs darÇm iespaido 
ms tr¥s daÏÇdos plÇnos: fiziskÇ, mentÇlÇ, un astrÇlÇ, 
izraisot attiec¥gu rekciju. 

Raidot ‰¥s 3 frevences internetÇ - ∫oti cilvïciskas, 
dabiskas, digitÇli rad¥tas - es vïroju, cilvïku un 
WWW reakciju uz ‰o procesu.

Bez iepriek‰ aprakst¥tÇs tie‰raides, 3 frekvences tiek 
atska¿otas RegnÇra un Ginta GabrÇna izrÇdï 
“Salome” JaunajÇ R¥gas TeÇtr¥.

I would like to do a short presentation of my project 
called “3 Frequencies”.  
2 days ago we started broadcasting 3 frequencies on-
line for 10 hours live.  Here I want to make 2 points:

1. what these frequencies are, 
2. why I was broadcasting them. 

1. Everything has its natural frequency, so these three 
are the natural frequencies of the human ear: 3000 Hz, 
5000 Hz, and 8000 Hz - those qualify as the outer ear, 

middle ear and inner ear. 
Let’s hear an example - for 
some it could be quite 
shocking.  (live sound).

It might be interesting for 
you to find out that these are 
the sounds we hear all the 
time - whenever there is any 
noise these 3 frequencies 
come through because they 
are the ones with which our 
ears resonate.  We are so 
used to them that normally 
we wouldn’t hear them at all. 
This work is absolutely 
experimental, and I am 
mostly interested in people’s 
reactions to this sound, 
which leads me to the sec-
ond point I wanted to make:

2. Whatever we do affects 
us in many different ways - 
physical, mental and astral 
- you name it, and this 
process results in different 
things happening in our 
lives. I believe that these 3 frequencies when we hear 
them or come in contact with, have affect on us and 
creates a certain reaction in all the above mentioned 
ways as well as in a different - iterjudgical level. What 
I really tried to do is broadcast these sounds over the 
internet, - sounds that are very natural and human, 
and basically see what reactions it brings out in differ-
ent people as well as in world wide web in general.

Besides the previously described webcasting, “3fre-
quencies” are used in a theatre performance by 
Regnars and Gints Gabrans “Salome” in the “New 
Riga Theatre”.

1967
A relatively large child is born into family of skiers. 
Life begins.

1977 
At ten, himself a promising young skier, this child 
with a vivid imagination, a big interest in historical 
books and films and a love for fairy tales, begins to 
sense parts of the bigger picture.

1987
At twenty, while in the Soviet army, longing for the 
home trigger feeling for 
the uninhibited freedom 
associated with being 
grown-up. When describ-
ing himself to others. he 
generally exaggerates his 
experience in life. The 
possibility to do almost 
anything starts to become 
reality. He sees himself 
easing into the future.

1997
Thirty. Unforseen circum-
stances in the last years 
have given him a chance 
to reflect on certain val-
ues, and have created 
within him an impulse and 
with it a different view of 
the world. The roots of this 
impulse stem mostly from 
his childhood imagination. 
His aproach to everyday 
life begins to change. A 
cycle has ended.

During one very cold, very long Canadian night, an 
ideas is born - to greet hopeful yet foreboding start 
of the next millennium in the legendary city of 
Casablanca.

The project CASABLANCA 2000 has been actively 
organizing creative, non-commercial musical 
events and gathering together like-minded people. 
The musical styles distinctly reflecting the ideas of 
the project CASABLANCA 2000 (funk, acid jazz, 
ambient, dub, drum’n bass, abstract jazz) are now 
being popularized through a new radio program 
which can be heard on Tuesday, Wednesday and 
Thursday nights from 23:00 to 03:00 on Radio R¥gai 
106,2 FM.

1967
SlïpotÇju  Æimenï piedzimst sal¥dzino‰i liels bïrns. 
SÇkas dz¥ve.

1977 
‰is bïrns desmit gadu vecumÇ, daudzsolo‰s 
slïpotÇjs ar dz¥vu iztïli, lielu interesi par pasakÇm, 
vïstures grÇmatÇm un filmÇm, sÇk saprast lietas 
bt¥bu.

1987
Divdesmit gadu vecumÇ Padomju ArmijÇ ilgojas 

pïc mÇjÇm un izjt 
nepieradinÇmu br¥v¥bu, 
kas saistÇs ar k∫‰anu 
par pieaugu‰o. 
Raksturojot sevi citiem, 
pÇrsp¥lï savu dz¥ves 
pieredzi. Iespïja izdar¥t 
gandr¥z jebko sÇk k∫t par 
realitÇti. Vi¿‰ redz sevi 
ieso∫ojam nÇkotnï. 

1997
Tr¥sdesmit. Iepriek‰ 
neparedzami apstÇk∫i 
pïdïjos gados ir devu‰i 
vi¿am iespïju spriest par 
noteiktÇm vïrt¥bÇm, ir 
rad¥ju‰i vi¿Ç jaunus 
impulsus un citÇdu 
pasaules skat¥jumu. ‰o 
impulsu saknes meklïja-
mas galvenokÇrt vi¿a 
bïrn¥bas iztïlï. SÇk 
main¥ties vi¿a attieksme 
pret ikdienu. Aplis ir  
veikts. 

KÇdÇ  ∫oti aukstÇ un ∫oti garÇ KanÇdas nakt¥ pie-
dzimst ideja - sagaid¥t cer¥go, bet reizï ar¥ biedïjo‰o 
nÇko‰Ç gadu tksto‰a sÇkumu leÆendÇrajÇ pilsïtÇ 
KasablankÇ.

Projekts CASABLANCA 2000 ir akt¥vi organizïjis 
rado‰us, nekomerciÇlus mzikas pasÇkumus un 
l¥dz¥gi domÇjo‰o tik‰anÇs. Mzika, kas raksturo pro-
jekta CASABLANCA 2000 idejas (funk, acid jazz, 
ambient, dub, drum’n’bass, abstract jazz) pa‰laik 
tiek popularizïta jaunÇ radio programmÇ, kas ir 
dzirdama otrdienÇs, tre‰dienÇs un ceturtdienÇs no 
23:00 l¥dz 03:00 Radio R¥gai 106,2 FM.

PîTERIS µIMELIS

3 Frekvences
3 Frequencies

MÅRTIø· µIBERS

<Presentation by Peteris Kimelis at the 15th of November, 
1997 -  Xchange Festival #2.>
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lekcijas atreferéjums (Xchange on-air session, Riga) 
un tulkojums: AIJA SILIˆA h
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pk@re-lab.net

Dear sir/madam

Thank you very much for your interest in our company and in our product.

This message is to announce some major changes in our website @

HTTP://WWW.GEOCITIES.COM/VIENNA/STRASSE/1580/

“Jeanne d’Arc 06AM!” is the project by a group of young Latvian artists.

There are 3 main characters we are concerned about:

>Monica Pormale - young latvian artist, scenographer and co-author of

the project

>Jane - american highschool girl

>Jeanne d’Arc -  *1412  +1431

YOU MAY FORWARD THIS MESSAGE AS MANY TIMES AS YOU WISH

Sincerely Yours,

Musee Jeanne d’Arc

Attachment Converted: “c:\program files\eudora\attach\clicktolisten1.rm”
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Sloka Sound System,
Sentimental Beatz or simply SSS
The project started with the initiative of two brothers - UGIS 
and TOMS VITINS.  A couple of years ago they met with anoth-
er musician MARTINS TAURINS, and shortly after that they 
invited some more musicians to participate in different SSS’s 
music projects.  
SSS is not an officially formed band or group - every time they 
get together they play with different people and under a differ-
ent name.  
SSS’s attempt to promote the development of the Latvian alter-
native and electronic music scene has created an open alter-
native music network.  This network has developed in a very 
natural way and has a very flexible structure.  
SSS is a project based network with open participation for 
everyone interested in it - independent musicians, artists, 
young DJs (both Latvian and Russian) as well as foreign guests 
- there have been several jam sessions with musician            
Isa Suarez (Fin de Siecle) from London.

Last year (1997) SSS with great success participated in several 
different sound-performance projects.  
The outcome of their Summer project was an audio tape 
‘Digidambam’ in 40 copies with a cover designed by Toms 
Vitins (produced by SSS&E-LAB).  SlokaSoundSystem was the 
name of the live music jam session that lasted throughout the 
whole Summer of 1997.  ‘Digidambam’ tape on real audio is 
available on the net as well: http://re-lab.net/sss

Ugis Vitins often invited some friends to accompany him in the 
making of ‘live sounds’ in the bunker (a World War II memora-
bilia, not far from the center of Riga).  
Now they have their own sound studio  - both brothers are 
sharing it with others musicians - Martins Taurins, Gosh 
(YaSoSy), DJ Kone (Varka Crew), and Vlad Jakovlyev (YaSoSy).   

In the opening of the “Xchange on-air session” live music con-
cert SSS participated with the title ‘Sentimental Beatz’, and at 
that time this group was formed of 12 Latvian and Russian 
musicians as well as Isa Suarez (London-France).  An edited 
recording of this session soon is will be available on an audio 
tape (produced by SSS&E-LAB).

The Latvian alternative music network recently has started 
widely developing in many different directions - radio, DJ’s per-
formances, clubs, concerts, live jam 
sessions.

Music&club project
‘Casablanca2000’ is cur-
rently organizing different
club events and radio
shows that 3 nights a
week are broadcasted
from ‘Radio Rigai’ FM.
The project coordinator
Martins Kibers,  DJs Toms
Vitins and Sergey
Timofeyev perform the
non-ordinar music - ambi
ent, drum’n bass, trip-hop,
acid jazz, funk, dub, etc.

Internet radio OZOne, which ‘airs’ every Tuesday night,   
rebroadcasts their program directly into the net.  

SSS also is one of the founders and initiators of the internet 
radio ‘riga.net.radioOZOne’. Ugis Vitins is the music coordinator 

for live radio transmissions and has collected a great on-line 
alternative music audio archive.  Martins Taurins with his 

Latvian 60-ties and 70-ties pop-music mixes has often partici-
pated as a DJ for OZOne live shows.

The participants of OZOne’s weekly live broadcasting sessions 
are always different musicians and DJs from Riga: ‘Varka 

Crew’, Gosh (YaSoSy), Vlad (YaSoSY), Dj Zaga, students from 
the Riga’s Academy of Art, and many others.  

Not only the SSS. music network, but the whole alternative 
music scene in Riga generally has a rhizomatic character.  It 

builds a very interesting situation that’s based on collaborative 
relationships - in different times, in various projects, places 

and events the face of the 
network - the participating people - is always changing.  

Therefore one can never say - it’s always the same musicians 
and DJs because there are many distinctive musicians and 
DJs, there are many groups of them, - and they are all open 

and ready for ‘exchange’.  

With all the above mentioned I have only touched the tip of the 
iceberg of the alternative music field in Latvia.  The internet 

plays a big role in the future events of audio projects - such as 
‘OZOne’ and ‘Varka Crew’ experiment to make live broadcast 

from club to the internet and ‘Casablanca2000’ FM into the net.      

We’ll see what will happen - it is a beginning of a new year 
and the future looks active and ‘sound-full’. 

RASA SMITE
Riga, January 1998

Sloka Sound System:  http://re-lab.net/sss
Varka Crew:  http://varka.re-lab.net

Gosh:  http://gosh.re-lab.net
net radio OZOne:  http://ozone.re-lab.net

R E A L  A U D I O  T A P E

by Sloka Sound System

digidambam
free non commercial audio tape distribution:
Sloka Sound System (Riga) electromusic-live-mix tape DIGIDAMBAM available in Internet 

http://re-lab.net/sss

listen: 
a side (45 min.) http://ozone.re-lab.net/archive/digidam11.ram
b side (45 min.) http://ozone.re-lab.net/archive/digidam12.ram

Construct this tape by yourself from following parts!

step 1: 

download (.ra file): 
a side (45 min.) http://re-lab.net/sss/digidam11.ra
b side (45 min.) http://re-lab.net/sss/digidam12.ra

step 2:

print the cover 

not for commercial use
{hi-res version (CD) is also available: contact  UGIS VITINS: ugis@parks.lv}

SSS in context of Latvian alternative music scene (late 90-ties)

foto: SERGEJS AKURATERS

LIKESentimental Beatz 3 / C2000 party ELASTICIZZATO at kino RIGA/16.02.98
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Sloka Sound System, “Sentimental 
Beatz” jeb vienkÇr‰i  - Sss.
·is projekts sÇkÇs ar brÇ∫u UÆa un Toma V¥ti¿u iniciat¥vu. Pirms 
pÇris gadiem vi¿i iepazinÇs ar mzi˙i MÇrti¿u Tauri¿u, dr¥z vien 

daÏÇdos Sss projektos piedal¥ties tika aicinÇti ar¥ citi un arvien 
vairÇk daÏÇdi mzi˙i.
Sss nav oficiÇli noformïta grupa, Sss nav tÇs pastÇv¥gais 
nosaukums - katrÇ uzstÇ‰anÇs vai ieraksta reizï tai ir cits 
sastÇvs un cits ‘vÇrds’.
Sss pla‰Ç sadarb¥ba ar daÏÇdiem mzi˙iem ir veicinÇjusi 
akustiskÇs un elektroniskÇs mzikas t¥kla att¥st¥bu LatvijÇ. Tas 
izveidojies dabiskÇ ce∫Ç un tam ir br¥va un elast¥ga struktra. 
Sss alternat¥vÇs mzikas t¥kls balstÇs uz atvïrtas ska¿u studijas 
principa un atsevi‰˙iem projektiem, kuros var piedal¥ties ikviens 
interesents.
Sss pïdïjos pÇris gados ir bijis iniciators vairÇkiem ska¿u un 
mzikas projektiem, ‘live music jam’ sesijÇm un koncertiem, 
kuros ir piedal¥ju‰ies ar¥ viesi no citÇm valst¥m. VairÇkkÇrtïja 
veiksm¥ga sadarb¥ba ir bijusi ar Isu Suarez (Fin De Siecle) no 
Londonas.

PagÇju‰ajÇ gadÇ (1997) Sss piedal¥jÇs vairÇkos koncertos un 
pÇrtijÇs klubos LatvijÇ un IgaunijÇ un dz¥vÇs improvizÇcijas 
sesijÇs Internet radio OZOne studijÇ, sadarbojoties ar DJiem
un citiem mzi˙iem.

Sss 1997.gada vasaras 
projekts - ‘live music 
jam session’, kas noti-
ka SlokÇ visas vasaras 
garumÇ, tika izdots 
audiokasetï ar 
nosaukumu 
“Digidambam” (40 
kopijas, vÇka dizains - 
Toms V¥ti¿‰). Sss 
at‰ifrïjums ‰im pro-
jektam - Sloka Sound 
System. Audiokasete 
ir ar¥ pieejama 
internetÇ, real audio 
formÇtÇ: 
<http://re-lab.net/sss>.
UÆis V¥ti¿‰ daÏreiz aici-
na draugus piedal¥ties 
‘dz¥vo ska¿u rad¥‰anÇ’ 
bunkurÇ (2. pasaules 
kara atstÇtÇ ‘piemi¿a’), 
kas atrodas JuglÇ, 
vïlÇk ‰¥s ambient 
ska¿as izmantojot 
koncertos un jaunu 
ierakstu rad¥‰anai.

“Xchange on-air session” festivÇla atklÇ‰anas koncertÇ R¥gÇ, 
1997. gada novembr¥, Sss projektÇ  “Sentimental Beatz” 
piedal¥jÇs ap 12 latvie‰u un krievu mzi˙u no R¥gas un Isa 
Suarez no Londonas.
·¥ dz¥vÇ priek‰nesuma ieraksta rediÆïta versija dr¥z bs 
dzirdama ar¥ Sss jaunajÇ audiokasetï “Sentimental Beatz-I” 
(producenti Sss un E-Lab).

·obr¥d brÇ∫iem V¥ti¿iem ir sava ska¿u studija, ko vi¿i izmanto 
kopÇ ar citiem mzi˙iem - MÇrti¿u Tauri¿u, Gosh (YaSoSy),    
DJ Kone (Varka Crew), Vladu Jakov∫evu (YaSoSy).

Alternat¥vÇs mzikas t¥kls LatvijÇ sÇcis att¥st¥ties 
visdaÏÇdÇkajos virzienos. Ir izveidoju‰Çs vairÇkas rado‰Çs

grupas (piem. Casablanca2000, Varka Crew), izveidotas alter-
nat¥vas radio programmas, notiek daudzveid¥gi pasÇkumi klu-

bos, koncerti, jauni mzikas stilu meklïjumi dz¥vÇs 
improvizÇcijas sesijÇs.

Radio R¥gai FM vi∫¿os katru otrdienas, tre‰dienas, ceturtdienas 
nakti Casablanca2000 projekts piedÇvÇ neordinÇras mzikas       
programmu. Projekta koordinators MÇrti¿‰ µibers, DJi Toms 
V¥ti¿‰, Sergejs Timofejevs un MÇrti¿‰ Grauds atska¿o - ‘acid 

jazz’, ‘drum’n bass’, ‘trip-hop’, ‘ambient, u.c.
 

InternetÇ otrdienas vakaros ‘raida’ net radio OZOne, pusnakt¥ 
pieslïdzoties Casablanca2000 raid¥tajai programmai               

FM vi∫¿os, to tÇlÇk pÇrtranslïjot tie‰raidï internetÇ (ar 2-7 
sekunÏu  novïlo‰anos). 

Sss ir ar¥ vieni no net radio OZOne projekta idejas autoriem un 
dibinÇtÇjiem (kopÇ ar E-LAB). UÆis V¥ti¿‰ ir radio mzikas

programmas koordinators. PagÇju‰Ç gada laikÇ ar vi¿a 
iniciat¥vu ir izveidots pla‰s alternat¥vÇs mzikas arch¥vs 

InternetÇ (real audio formÇtÇ). 
OZOnes tie‰raidïs bieÏs viesis ir MÇrti¿‰ Tauri¿‰ ar 60.to un 

70.to gadu latvie‰u popmzikas platïm. OZOnes iknedï∫as 
mzikas sesijÇs ir piedal¥ju‰ies: grupa “Ayahuasca” ar ambient 

mziku un dzeju, Gosh (YaSoSy) ar savu jaunÇko datormziku, 
Vlads Jakov∫evs (YaSoSy) ar avantgarda mzikas miksu, DJ 

Zagga, Varka Crew DJi ar drum’n bass, Julie (Francija) ar ãellu 
un UÆis V¥ti¿‰ ar saksafonu, MÇrti¿‰ Ratniks ar 60.to/70.to gadu 

mazajÇm padomju plastmasas platïm, LMA vizuÇlÇs 
komunikÇcijas noda∫as studenti ar visdaÏÇdÇko stilu mziku un 

vïl citi.

Alternat¥vÇs mzikas kust¥ba LatvijÇ l¥dzinÇs t¥meklim -
ir izveidojusies veiksm¥ga savstarpïja sadarb¥ba starp daÏÇdu 

grupu mzi˙iem, kas kopumÇ rada ∫oti interesantu situÇciju - it kÇ 
tie pa‰i, citreiz piln¥gi citi, visdaÏÇdÇkie mzi˙i un DJi katrÇ 
pasÇkumÇ piedalÇs daÏÇdos sastÇvos veidodami daÏÇdas 

kombinÇcijas. 
Mainoties pasÇkuma organizïtÇjiem, mainoties mzi˙iem vai 

mÇksliniekiem, katrs pasÇkums iegst savu nokrÇsu, savu seju. 
DaÏreiz ‰˙iet, ka visur piedalÇs it kÇ tie vieni un tie pa‰i dal¥bnieki, 

tiek spïlïta l¥dz¥ga mzika... Tomïr tÇ nav, jo ‰¥ alternat¥vÇ 
mzikas t¥kla dal¥bnieki ir daudz un daÏÇdi, un ar¥ grupas, ko tie 

savÇ starpÇ veido iznÇk at‰˙ir¥gas. 
Un vissvar¥gÇkais ir tas, ka visi ‰ie cilvïki ir atklÇti un gatavi 

sadarboties, nenoslïdzoties tikai sava grupas ietvaros,       
principos un mzikas stilÇ.

Tas nebt nav viss par alternat¥vo mziku LatvijÇ, ‰eit minïtais
ir tikai neliels ieskats tÇs att¥st¥bÇ patreizïjÇ br¥d¥.

Ar¥ internets ir sÇcis spïlït savu lomu ‘akustiskÇs telpas’ 
robeÏu papla‰inÇ‰anÇ - gan interneta virtuÇlajai telpai pietuvo-
joties reÇlajÇm fiziskajÇm vietÇm - piemïram, OZOnes interneta 

tie‰raide no Varka Crew organizïtÇs Colonel of the Bass
pÇrtijas Pulkved¥; gan apvienojot daÏÇdus medijus - 

Casablanca2000 tie‰raide FM vi∫¿os paralïli tiek translïta 
internetÇ, savukÇrt OZOnes programmas interneta tie‰raide 

bieÏi tiek raid¥ta tradicionÇlajÇ FM radio -pirÇtiskajÇ raidstacijÇ 
Banff pilsïtÇ (KanÇdÇ)...

KatrÇ zi¿Ç, izskatÇs, ka ‰is gads jau ir sevi pieteicis kÇ    
darb¥gs, ska¿u un jaunu ideju pilns. 

RASA ·MITE

DIVAS ANNAS 
Rado‰Çs jaunatnes eksperimentÇlo un debijas filmu 

festivÇls

Filmu festivÇls - akcija “divas Annas” ‰ogad notika jau tre‰o 
reizi demonstrïjot divas filmu programmas: viena kÇ br¥vÇ 
trib¥ne jeb ekrÇns. Otra informat¥va iepriek‰ïjo gadu filmu
programmas demonstrÇcija. FestivÇla mïr˙is rad¥t iespïju 
interesentu lokam iepaz¥ties ar kino mazÇk redzamo pusi.

TWO ANNA’S 
Creative youth experimental and debut film festival

The third film festival - action “two Anna’s” offered two programmes: one as a 
free screen , other - informative demonstration of the previous years’ film 

programme. The main goal of the festival - to give a chance for interested people to 
see the less known side of the cinema.

INGUNA AUDERE

Jo...

ir 

DARINÅTA ·± PASAULE

No naktsvijolïm,

No sniega,

No upïm,

No vÇrnÇm,

No lÇãa ziemas miega.

Ir darinÇta ‰¥ pasaule

No karuse∫iem,

No zvaniem, 

No degunradÏiem,

No tramvajiem.

No tïta,

No mammas

No manis.

And made this world

by wild orchid,

by snow,

by rivers,

by crows,

by bears`winter sleep.

And made this world

by merry-go-round,

by bells,

by rhinos,

by trams,

by father

by mother,

by me.

VIESTURS GRAÎDANOVIâS

SSS LATVIJAS ALTERNATÈVÅS MËZIKAS KONTEKSTÅ 90.-TO GADU BEIGÅS.  

inguna@re-lab.net

Inguna Audere X-presentation 03:06 http://ozone.re-lab.net/festival/inguna.ram
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SERGEY TIMOFEYEV  

Interneta poïtiskÇ ÏurnÇla " Breakfest Surreal" izdevïjs rak-
sta, ka 1994.gadÇ, kad vi¿‰ aizsÇka ‰o lietu, t¥klÇ bija tikai se‰i 
cilvïki, kas nodarbojÇs tie‰i ar poïtiskajiem tekstiem. Laika 
gaitÇ situÇcija izmain¥jÇs: parÇd¥jÇs daudz iespaid¥gi poïtiskie 
arh¥vi, ÏurnÇli un zi¿as. Par to rpïjas cien¥tÇji, kas t¥klÇ pub-
licï sarakstus ar saviem m¥∫Çkajiem dzejo∫iem, ko rakst¥ju‰i 
sve‰i autori. Neviens neliek ‰˙ïr‰∫us reÇliem autoriem vai ne 
¥pa‰i cien¥tiem izdevïjiem publicïties ar intriÆïjo‰iem 
nosaukumiem un anotÇcijÇm. Tomïr ‰ie teksti atstÇj d¥vainu 
iespaidu: sentimentÇli vai romantiski, bet ar jtamu 
intencionÇlu piesaist¥‰anas agresiju. (L¥dz¥gi kÇ stÇstÇ " Alise 
Br¥numzemï", kur uz p¥rÇdzi¿a rakst¥ts "apïd mani".) 
Intereses, uzman¥bas, las¥tÇju piesaist¥‰ana, un gal¥go 
rezultÇtu nosaka populÇrie dati par "vizitoriem", kas tik bieÏi 
redzami poïtiskajÇs lappusïs. Parasti tur atrodami vienkÇr‰i 
teksti, kas salikti uz kompjtera un papildinÇti ar kautkÇdu 
vizuÇlo tïlu. Vai ar¥ vienkÇr‰i teksti bez vizuÇlÇs "konfektes".

Vai tÇ btu grafomÇnija? Grti teikt, jo internetÇ ‰¥ 
opoz¥cija - "grafomÇnija - ¥stÇ poïzija" nenostrÇdÇ. ·eit 
nav kriti˙u - profesionÇlu izvïrtïtÇju. TÇ vispÇr nav "lite-
ratra". TÇ ir br¥vÇs runas noz¥m¥ga izpausmes forma, bet 
daÏreiz jtams, ka ‰¥ pieaugo‰Ç aktivitÇte, kam bieÏi vien 
piem¥t vien grafomÇniska produktivitÇte, smako pïc 
grandiozas bezjïdz¥bas. Varbt tÇpïc, ka parastam tek-
stam, kas nav bvïts kÇ hiperteksts, bet vairÇk kÇ 
vienkÇr‰i sakopotas burtu z¥mes, vÇrdi, internetÇ ir t¥ri 
informat¥va funkcija. Bet par ko gan ms spïj informït 
lielÇkÇ da∫a poïtisko tekstu? No informÇcijas ieg‰anas 
viedok∫a -  par kautko ∫oti aptuvenu. Protams, ka ir 
nepiecie‰ami pirmklas¥gu un atz¥tu dzejnieku arh¥vi. Bet 
msdienu dzejniekam, kas ‰obr¥d strÇdÇ internetÇ, 
vajadzïtu to izmantot citÇdi: kÇ iespïju rad¥t hipertekstus, 
kas pÇrrautu klasisko un apniku‰o formu un Ïanru loku.

JÇatz¥st, kad es izlïmu ievietot internetÇ savu tekstu "ÅtrÇ 
pavasara diena", man pa‰am bija tikai  visai aptuvens 
priek‰stats par to,  ko es gras¥jos dar¥t. Man pal¥dzïja 
mans draugs, kas ir ar¥ maketa autors, Sergejs 
Masterovs. Tie‰i vi¿‰ pÇrvïrta manu tekstu par diezgan 
pie¿emamu interneta objektu, piesÇtinÇtu ar daÏÇdiem 
linkiem, kas izrais¥ja samïrÇ poïtiskas izjtas. Tie ir sava 
veida vïst¥jumi par tramvaju depo saitiem un prÇtu 
zaudïju‰iem provinciÇliem mÇksliniekiem.TÇs ir poïtiskÇs 
bezizejas, jautÇjumi bez atbildïm, atbalss sistïma, kas 
rada sÇkotnïjo ska¿u. KÇ jau agrÇk teikts par postmo-
dernisma ïru -  mïs vairs nespïjam pateikt "Es tevi m¥lu", 
zinot, cik novalkÇti ir ‰ie vÇrdi. Poïtiskais teksts internetÇ 
ir kÇ sareÏÆ¥ts modelis, kas jÇatrisina, un caur to iespï-
jams iegt ‰o vienkÇr‰o un br¥ni‰˙¥go frÇzi par m¥lest¥bu, it 
kÇ karÇjo‰os kautkur starp neskaitÇmiem kompjteriem, 
kas rad¥ju‰i glÇbjo‰o, vibrïjo‰o "t¥klu". Internets ir vÇrdu un 
tïlu parad¥ze, kur neviens nemirst. Bet mÏ¥gÇ dz¥ve 
pastÇv vien pateicoties neskaitÇmajÇm projekcijÇm un 
sakariem. Un tÇ, lai spïtu pateikt nepiecie‰amo frÇzi, 
jÇ¿em vÇrds "m¥lu" no viena saita, no kÇda cita "tevi" un 
jÇpievieno tiem savs "es". Un varbt jÇizliekas, ka tas ir 
visparastÇkais e mail. Tad cilvïks, kas nok∫s jsu rad¥tajÇ 
labirintÇ, kur vienas noz¥mes norÇda uz citÇm, varbt 
rezultÇtÇ izjut¥s tÇs ¥pa‰Çs strÇvas, ko spïj izrais¥t tikai 
patiess poïtiskais teksts. 
 

  

It was written in the poetic net magazine Breakfast 
Surreal that in 1994 there were only six people actually 
working with poetic texts in the Internet. After  just a few 
years this situation changed: now it is possible to find a 
lot of impressive magazines, messages and archives of 
poetic works. Those are admirers taking care of it and 
publishing lists of their favourite poems written by other 
authors. There is nobody to create obstacles for not very 
beloved publishers to get published under curious titles 
and annotations. But it is strange feeling that overtakes 
you while reading them: no matter how sentimental or 
romantic they would be - you feel some intentional 
aggression of attraction. (It reminds of "Alice in the 
Wonderland", where there was a note "eat me" left next to 
the pie.) Attraction to readers, to cause attention and 
interest. Also the information about the visitors that you 
can often find on the poetic pages. Usually all that you will 
find there will be just some texts, sometimes provided by 
visual image or even without it.

Is that graphomania? It is hard to say because such an 
opposition as "graphomania - real poetry" should be 
impossible in the Internet. There are no professional crit-
ics who would definite the values. It is not literature at all. 
You can feel imposing senselessness created by this 
increasing activity that often has just a quality of 
graphomanic productiveness. In the net any not hyper-
bolic text has just a pure function to inform. But what can 
possibly a lot of poetic texts inform us about? If you are 
seeking some information it probably would be very 
obscure. Of course there is no doubt about the impor-
tance to have archives of the poetic texts by well-known 
poets in the net. But active, contemporary poets should 
use Internet in other way. See it as a possibility to build a 
hypertext that would destroy the secluded circle of clas-
sical and boring forms and genres.
 
I have to say when I first decided to put my text "The Day 
of the Fast Spring" in the Internet, I barely had a idea what 
I will be doing. Sergej Masterov - a good friend of mine 
helped a great deal to turn this text into the object of 
Internet filled with a lot of links causing quite poetic feel-
ings. Those links indicate to the sites of streetcar depot 
and insane provincial artists. Those are poetic traps, 
questions with no answers. It is a system of echo creat-
ing the original sound. Long ago somebody said about the 
postmodern era, that people are uncapable of saying 
straight: I love you, because knowing how overused 
these words are. If there is a poetic text in the Internet it 
rather is a confused pattern to be put together. And while 
trying to do that, it is possible to get the same simple love 
words hanging somewhere among the number of com-
puters that are creating the helpful vibrating "net". 
Internet is a paradise made out of the words and images, 
paradise where nobody dies; however those are a lot of 
connections and projections that make this eternal life 
possible.
So if you want to say these words, you have to take a 
word "love" from one site, "You" - from the other and add 
to it your own "I ". And maybe make it a regular e - mail. 
You will have at least a possibility, that a person walking 
through your maze of meanings and indications to other 
meanings, might get that very special feeling that can be 
caused by original poetic text. 

THE POETRY OF TWINKLING
(representing "The Day of the Fast Spring")

MIRGOJOÍÅ PO‰ZIJA
(reprezentéjot "Åtrå pavasara diena")

lekcijas atreferéjums (Xchange on-air session, Riga 1997) 
un tulkojums: IEVA AUZIˆA h
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Jau esi izvilcis vïjeni un krosenes, bet piepie‰i uznÇk
aukstums, un niknais vïj‰ piep‰ tava milz¥gÇ
brnÇ mïte∫a strus, ko uzvilki ‰odien no r¥ta, zem
milzu laternÇm plkÇjot ïnas. Lai nu ko, bet ïnu
vïjam nav Ïïl, - nekÇdas Ïïlast¥bas pret krïslu. 

DienÇ tu biji tramvaju depo. Js tur iekl¥dÇt
kopÇ ar fotogrÇfu - amatieri un meiteni
sarkanÇs ze˙biksïs. FotografïjÇt kaut ko par
tïmu "nabadz¥go kvartÇlu pieaugu‰ie bïrni".
Vakar fotogrÇfs runÇja: "Meitenei jÇizskatÇs
tÇ, it kÇ vi¿a velïtos nekavïjoties mukt, vi¿ai
‰ausm¥gi gribas paz¥ties ar nobriedu‰iem un
bagÇtiem v¥rie‰iem, citas, greznÇs dz¥ves
personÇÏiem." To var Çtri panÇkt. Mïs vi¿u
sagaidÇm pïc skolas. SomÇ - sarkanÇs
ze˙es, pelïki svÇrki. DÏinsus nost. Vi¿a
pÇrÆïrbjas kÇdas zinÇmas reklÇmas aÆentras
tualetï. Tad pïrkam vislïtÇko sarkano
lpkrÇsu par ãetrdesmit pieciem sant¥miem.
Sarkanas lpas, sarkanas ze˙es, izbalinÇti mati,
melna ja˙ele ar kapuci. "Ei, lielÇ dz¥ve, vai esi
man gatava, vai esi sagatavojusi savus bd¥gos
limuz¥nus, uzslietos hote∫us, vilino‰Çs
pludmales, sniegbaltos ãeku palagus un trako
konfek‰u neona sai¿us?..." 

"Es eju gal¥gi ∫auns brnajÇ mïtel¥. Piln¥gi
satracinÇts novests, ar cigÇru, uzkumpis, sktu
pakausi, vietïjais saimnieks, provinciÇlÇ ‰ika kurlais
lÇcis, Pïterbazn¥cas tor¿a ceptÇ vista." Lk, tava
loma. Un te ir tÇ meitene. Priek‰ kam vi¿a tev? TÇpat.
kaut kad vi¿a atrad¥s sev kÇdu bagÇtÇku, bet
pagaidÇm js kop¥gi dalÇt ‰o teritoriju. Atzi¿Çm
izrakst¥tas kÇp¿utelpas, - kÇds, lk, sap¥pïjies
l¥dz tum‰ajam. JÇ, tagad parÇddurv¥s nav ne vÇrda
par seksu. Vïj‰ p‰, mïtÇjot pavasara putek∫u
p¥‰∫us. Auksti, lai sasiltu, pïrkam lïtu skoãu pie
saprÇt¥ga pÇrdevïja, kur‰ tuvÇko brendija pudeli
raksturo: "Izcils mïsls. Neiesaku, ãa∫i." Protams, vi¿‰
mums pÇrdeva dÇrgÇku mantu, bet, ‰˙iet, samïrÇ
god¥gi. AukstumÇ skoãs iet no rokas.
GarÇmbrauco‰ais trolejbuss skatÇs ar
divdesmitpiecÇm apa∫Çm fizionomijÇm.

FotogrÇfs - jauns un izsmalcinÇts, stil¥gÇ
melnÇ mïtel¥ ar milz¥gu, neaizmirstamu
portfeli, aicina nobraukt daÏas pieturas
trolejbusÇ, lai izkÇptu pie dzelzce∫a un
pabildïtos uz kÇda gaisa tilta. Tu iebilsti:
"Paklau, VISI VISUS jau ir fotografïju‰i uz
dzelzce∫iem." FotogrÇfs ne‰aub¥gi piekr¥t un
piedÇvÇ nekavïjoties izkÇpt (js jau ripojat pa
piecpadsmito mar‰rutu). IzkÇpjat.Tu jties
neïrti - "aprÇvi dziesmu". "Nï, nï, viss
kÇrt¥bÇ," - fotogrÇfs saka. Vïl jo vairÇk
tÇpïc, ka esat pie tramvaju depo. Rïnais gaiss
dzeltensarkanu, sastingu‰u tramvaju pilns. 

"Uz kurieni?" sargs skarbi uzsauc. NÇkas iet pie
priek‰nieces - m¥∫as un steidz¥gas dÇmas. Vi¿a
at∫auj visu. Tagad sargs ir msu pavadonis. VienÇ
rindÇ nostÇd¥tu tramvaju virtene. Meiteni sïdina
priek‰Ç, vad¥tÇjas statusÇ. Tu apsïdies pa‰Çs
vagona beigÇs ar milz¥gu, aromatizïtu cigÇru, pïc
kura mutï paliek dmaina piegar‰a. O, beibi, beibi!
Don't say "maybe". Sargs stÇv zilÇ putek∫u mïtel¥,
ac¥mredzot saldams. DÇvinÇm vi¿am cigÇru un
piedÇvÇjam ieklunk‰˙inÇt sarga mÇji¿Ç viskiju.
Bet vi¿‰ pazi¿o, ka darba vietÇ nekad nedzerot, un
ved ms uz remonta cehiem. Tur ir tuksnes¥gi, aiz
milz¥gÇm koka durv¥m (kurÇs atveras mazÇkas
durti¿as - cilvïkiem) savÇ darbÇ aiz¿emti daÏi
∫audis. 
                                                                            
Pïc tam mïs atvadÇmies no sarga ar ¥pa‰i
spïc¥gu rokasspiedienu, bet bez sentimentiem.
Braucam uz universitÇtes ïdn¥cu. VispÇr jau
ïdam. Tad ‰˙iramies. Kaut ar¥ dz¥ve k∫st
intens¥vÇka, pavasar¥ Çtri nogursti. VïlÇk
visu dienu nÇkas metodiski nokpinÇt
iegÇdÇto cigÇru kÇrbu. KÇ Çtri nopluku‰Ç
kost¥mÇ spïlït apniku‰u lomu. Pïc da‰Çm
dienÇm vispÇr sÇk krist gal¥gs sniegs. No r¥ta
nepiecie‰ams veikt daÏus vingrojumus. Kad
pavasaris iesÇkas ar salu, visi msu mÇjas
iem¥tnieki pulcïjas pagraba ‰autuvï un ‰auj
pa tuk‰ajÇm piena pudelïm. Dom¥gie ka˙i
izmis¥gi sildÇs pie radiatoriem. Ja kas, - ar¥
saule ir b¥stama, - virs R¥gas no 8. marta
ozona caurums. TÇpïc visi rudie un bÇlÆ¥mji
valkÇ rozÇ ziedlapi¿u maskas. Un izskatÇs ∫oti
noslïpumaini. It kÇ zagtos uz tik‰anos ar ko
gluÏi sve‰u. 

You've just put your jacket and sneakers on, and all of a
sudden it is getting cold. The bitter wind is flinging the

brims of your coat, of your huge, brown coat, that
you've put on this morning, under the giant lanterns,

flapping the shadows. Wind doesn't spare a shadow,
and there is no mercy for twilight. 

You were at street car depot today wandering
together with the amateur photographer, and the

girl in the red stockings, taking pictures about
something like "grown-up kids from the poor

neighbourhoods." Yesterday the photographer
was saying: "The girl should look like she wants

to run away at once. She is dying to hang out
with mature, rich men - the characters from the
other, the chic life." And it is easy to get all that.

We are waiting for her after school. There are red
stockings, gray skirt in her bag. Jeans off. She is

changing in the restroom at some well known
advertising agency. Afterwards we are buying

the cheapest bright red lipstic to be found - only
for forty five santims. Red lips, red stockings,

blond dyed hair, black hooded jacket. "Hey, big
world, are you ready for me? Have you made your

fat limos, erected hotels ready for me? Have you
prepared your tempting beaches, snow white

sheets of pay bills and neon packages of crazy
candy?..." 

" I'm wearing my brown coat of complete evil. Feeling
completely furious, smoking a cigar, stooping, with a

shaved head, master of these local places, deaf bear of
this provincial chic." Here - this is your part and this is
the girl. What do you need her for? Just so. Some day

she will leave you for a rich man, but for now you both
are just sharing this space. Dirty hallways, wise

thoughts written on the walls. Here - somebody has
overdosed. Not another word on sex above the main

entrance door. The wind is blowing, tossing the spring
time dust. It is cold. We are buying the cheap scotch to
get warmer.The sales man, sensible enough, is pointing

at a bottle: "Pretty shitty. I don't advise it, guys." Of
course he sold us one of those expensive ones. But still

it was a fair deal. The scotch is just what we need in this
cold. Twenty five round faces starring at us from the

passing bus. 

The photographer - young and sophisticated,
wearing a black, stylish coat, carrying the big,

impressive briefcase. He is offering to take a bus
ride to the railway station to take some

snapshots. You are objecting: "Listen, so many
pictures have already been taken at the railway

stations." The photographer quite agrees with
you and offers to get out right away. And so you

do. You are feeling awkward... You broke him off.
" No," he says." Everything is o.k." Besides now

you got off at the street car depot. Still air, yellow
numb street cars everywhere. 

"Where to?" the guard exclaims harshly. Now we have
to talk to the boss, who appears to be a sweet lady. She

seems to be in a hurry and allows us everything. Now
the guard is keaping our company. Long row of yellow

street cars, one after the other. The girl is seated in the
driver's seat in front of the car. You sit down at the
back, smoking a big, aromatic cigar. Sweet taste of

smoke in your mouth. Oh, baby, baby! Don't say "may
be". The guard is wearing a blue rain - coat, obviously

he is freezing. We give him a cigar and invite him for a
shot of scotch. "I never drink while working," he

announces and takes us to the repair shops. Behind the
huge wooden doors there are a few men working. The
feeling of a desert solitude. Afterwards we say good -

bye and shake hands with the guard, but with no
sentiment.

We are off to the university canteen. In fact
having our meal, then saying good - bye. You get

tired in the spring time, although your life is
getting more intense. Then you spend the rest of

the day methodically smoking your left over
cigars. Like having to play that boring part in the

play again, wearing the same worn - out attire. In
a few days it begins to snow heavily. You need
some excersising in the morning. When spring

comes with a frost all our tenants get together in
the basement shooting - range to shoot at empty

bottles. Brooding cats desperately trying to get
warm by the heating fans. In any case - even the

sun can be dangerous- an ozone gap above the
city from March 8. So all the red - haired and pale

people are wearing pink petal masks. And they
look very mysterious. As if secretly sneaking to

meet something quite alien. 

One 
day 
of 
fast 
spring

Atrå pavasara diena 

tim
@
re-lab.net 
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Sveiki visapkÇrt.  Mani sauc Go‰a. Es  esmu mzi˙is, mzika 
ir mana m¥∫ÇkÇ nodarbo‰anÇs, tai esmu velt¥jis savas dz¥ves 
lielÇko da∫u.  Gribu jums pastÇst¥t par savu jaunÇko albumu, 
kas tika izdots  vietïjÇ ierakstu studijÇ, un lielos vilcienos  ar¥ 
par savu rado‰o darbu. Radies ar pasaulï ∫oti populÇras IBM 
PC kompjtera programmas pal¥dz¥bu, ‰is albums ar 
nosaukumu FastTracker 2 ir klÇt. Js to varat iegÇdÇties par 
t¥ri simbolisku cenu - tas maksÇ tikai 50 sant¥mus (apm. $1).  
Bet sÇkumÇ es jums gribu pastÇst¥t kÇdu stÇstu.  KÇdu ∫oti 
sevi‰˙u stÇstu.  Es jums gribu pastÇst¥t par eÏiem, par 7 
daÏÇda veida eÏiem.

Eksistï 7 daÏÇdi eÏu veidi, un viens no otra tie at‰˙iras ar 
krÇsu. KrÇsu at‰˙ir¥bu nosaka ne tikai  eÏu Çrejais izskats, bet 
ar¥ to daÏÇdie izturï‰anÇs veidi un pat to iek‰ïjÇ tekstra.  Ir 
sarkani, dzelteni, oranÏi, zili, za∫i, violeti un melni eÏi. Taãu ir 
ar¥ Baltais Ezis.  Vi¿‰ ir tikai viens un vi¿u nevajadzïtu 
pieskait¥t pie kÇdas specifiskas klases.  Baltais Ezis ir kÇds 
AugstÇka Dieva Rad¥ba, Valdo‰ais Dievs.

Sarkanie eÏi ir ∫oti spilgtas person¥bas - tie ir jautri, akt¥vi un 
dz¥vo mÏ¥gÇ steigÇ.  Vi¿iem ∫oti pat¥k daÏÇdas svin¥bas, sporta 
spïles, spilgtas drïbes un Çtras ma‰¥nas.  Vi¿i ir ∫oti sabiedris-
ki, un tiem pat¥k uzturïties lielos baros.  Tikai ∫oti reti iespïjams 
ieraudz¥t kÇdu sarkano ezi vienatnï, un tikpat kÇ neiespïjami ir 
kaut kur atrast vienu no vi¿iem grimstam grtsird¥bÇ.  Tie ir 
vien¥gie eÏi, kas nekad nenonÇk ziemas miega iespaidÇ.

Visiem sarkanajiem eÏiem ir kop¥ga ¥pa‰¥ba - tie visi ir kaisl¥gi 
pa‰portretu m¥∫otÇji.  IedomÇjaties ‰Çdu skatu - meÏs ziemas 
ietïrpÇ, gandr¥z visi dz¥vnieki gu∫ ziemas miegu, tikai jautra 
sarkano eÏu kompÇnija skraida visapkÇrt un r¥ko 
neiedomÇjamas trakul¥bas.  Spilgtos slaloma kost¥mos, 
modernÇs cepur¥tïs un saulesbrillïs un, protams, visi ar 
fotoaparÇtiem.  Vi¿i vienÇ mierÇ spïj uzmodinÇt aizmigu‰u 
lÇci, sar¥kot ar vi¿u skrie‰anos cauri visam meÏam l¥dz tas 
nokr¥t, gal¥gi aizelsies aiz pÇrguruma un piln¥gi zaudïjis 
spïkus.  Tad ‰ie sarkanie eÏi sÇk rÇpties nabaga noguru‰ajam  
lÇcim mugurÇ, veidojot daÏÇdas kombinÇcijas gan sïdus, gan 
stÇvus, kamïr viens no vi¿iem  nelielÇ attÇlumÇ fotogrÇfï, 
fotogrÇfï un fotogrÇfï...  SavÇdi rad¥jumi. 

Dzeltenie un oranÏie eÏi, savukÇrt, piln¥gi pretïji iepriek‰ïjiem 
ir ∫oti apzin¥gi.  Tie ir kÇ darba bites.  DaÏi tikai strÇdÇ un god¥gi 
dara savu darbu, citi patie‰Çm m¥l strÇdÇt.  Tikai ‰¥s divas 
krÇsas ir ¥stie darba r˙i. ·ie eÏi pieder sudras kastai kri‰nas 
teoloÆijÇ (kalpi).  Taãu tÇpïc tos nevajag uzskat¥t par zemÇku 
kastu. Vi¿u loma dz¥vï it nemaz nav mazÇka par citu krÇsu 
eÏiem.  Starp citu, citi eÏi nekad nenoraugÇs uz  vienmïr 
aiz¿emtajiem un stresÇ eso‰ajiem dzeltenajiem un oranÏajiem 
eÏiem no aug‰as kÇ citi rad¥jumi.  

Vien¥gÇ at‰˙ir¥ba starp ‰¥m divÇm krÇsÇm ir tÇ, ka oranÏie eÏi 
pieder pie seksuÇlÇs minoritÇtes.  Neviens nevar pateikt 
kÇpïc, bet tÇ vienkÇr‰i ir. TÇpïc jÇpiez¥mï, ka starp eÏiem nav 
ne mazÇkÇs vïsmas no aizdomÇm, bailïm vai necie¿as pret 
seksuÇlÇm minoritÇtïm.  Tas tiek uzskat¥ts par normÇlu 
parÇd¥bu, kas vienkÇr‰i pieder kÇdai noteiktai grupai - 
oranÏajiem.  Un vi¿i ir ne tikai ∫oti apzin¥gi darbÇ, bet ar¥ lielis-
ki Æimenes rad¥jumi.

Tagad parunÇsim par kÇdu ∫oti interesantu eÏu grupu - par 
zilajiem.  Tie ir dzejnieki, mzi˙i, rakstnieki, dejotÇji, sap¿otÇji 
- vÇrdu sakot - mÇkslinieciskie eÏi.  Tie bieÏi  ir naivi, jtas 
neaizsargÇti, ar tendenci uz filozofiju.  Vi¿i ir gudri, bieÏi ego-
istiski, un uztic¥gi.  BieÏi tie pievïr‰as savam m¥∫otajam te-
matam vai objektam vai laika kavïklim un tad ne par  ko citu 
nerunÇ.  

PÇrsvarÇ tie ir kaisl¥gi un romantiski, un ∫oti bieÏi cie‰ no 
nepiepild¥tas m¥lest¥bas. GalvenokÇrt uz za∫ajiem eÏiem.  Bet 
par tiem vïlÇk.  

TÇtad, zilie eÏi ir mÇkslinieki vai, pareizÇk sakot, visas 
mÇkslinieciskÇs un rado‰Çs person¥bas. Vi¿iem visiem ir ∫oti 
rakstur¥gs kÇds hobijs vai laika kavïklis.  Vi¿iem nakt¥s pat¥k 
dejot.  MeÏÇ vi¿iem ir sava speciÇla p∫avi¿a, kur tie 
mïnessgaismÇ satiekas un rÇmÇ garÇ dejo ap ugunskuru, 
savÇ nodabÇ kaut ko klusi bubinot un snÇs cilÇjot savas 
spalvainÇs kÇjeles. Kol¥dz tuvojas r¥ts, vi¿iem laiks doties 
mÇjup... 

NÇko‰Ç grupa ir za∫ie ez¥‰i.  Tiem bieÏi pietrkst paciet¥bas, lai 
tie k∫tu par slaveniem mÇksliniekiem, taãu mÇkslinieciska 
pieeja dz¥vei vi¿iem nav nekas sve‰s.  Vïl jo vairÇk - vi¿u 
domas un trakÇs idejas bieÏi k∫st par zilo eÏu 
iedvesmotÇjÇm.  Za∫ie ez¥‰i ir nepastÇv¥gi, svÇrst¥gi, nenoteik-
ti, vi¿u domas un idejas rodas vienÇ mirkl¥ un 15 mintes 
vïlÇk tÇs jau tiek atstÇtas aizmirst¥bai.  KÇ DÏons Lenons reiz 
teica, stÇstot par kÇdu periodu savÇ dz¥vï, - pati ideja ir 
svar¥gÇka par tÇs ¥steno‰anu un materializÇciju.  ·¥s krÇsas 
eÏi necie‰ nekÇdas pavïles, vi¿iem labÇk pat¥k ∫aut visam 
notikt pa‰am no sevis un nekur neiejaukties.  Vi¿i uz visu 
skatÇs kÇdÇ savÇdÇ, gandr¥z pshihodeliskÇ aspektÇ.  Varbt 
tie‰i tÇpïc ‰ie ir vien¥gie eÏi, kas ïd zÇli.  Un ïd kÇda sevi‰˙a 
veida zÇli.  TÇpat ka zilie eÏi ar saviem iem¥∫otajiem deju 
ple˙¥‰iem meÏÇ, ‰ie ∫oti labi zina, kurÇ vietÇ aug vi¿u sevi‰˙Ç  
zÇle.  Parasti nelielÇs grupÇs tie dodas uz ‰¥m vietÇm un kÇdu 
laiku nododas gremo‰anai.  Un labÇkais laiks priek‰ tÇ ir agrs 
r¥ts.  

IedomÇjaties ‰o skatu - za∫ie ez¥‰i ïd, aust r¥ts, zilie eÏi 
atgrieÏas mÇjÇs no savÇm nakts dejÇm, dzeltenie un oranÏie 
steidzas uz darbu; sarkanie taisa traci, klaigÇdami un 
skraid¥dami visapkÇrt; violetie staigÇ apkÇrt ar augstprÇt¥gu 
sejas izteiksmi (par tiem vïlÇk)...  viena milz¥ga k¿ada.  Nav 
nekÇds br¥nums, ka pïc kÇda laika za∫ajiem eÏiem  tas viss 
apn¥k.  TÇdÇs reizïs tie pagrieÏ visam muguru un lïnÇm 
pace∫as gaisÇ.  JÇ, tie‰i za∫ie eÏi ir vien¥gie, kas prot lidot.  Tie 
pace∫as gaisÇ, augstÇk un augstÇk, turas kopÇ vienÇ barÇ un  
lidinÇs pa gaisu augstu virs ‰¥ bezjïdz¥gÇ trok‰¿a...

JÇ, un kÇ es jums jau iepriek‰ teicu, zilie eÏi bieÏi iem¥las 
za∫ajos.  Tas notiek tÇpïc, ka zilie, neraugoties uz savu mÇk-
sliniecisko pieeju dz¥vei, jtas vairÇk piesaist¥ti kÇrt¥bas 
izjtai. Za∫ie ir trakul¥gÇki, un ar¥ pras¥gÇki.  Zilie ‰o za∫o 
¥pa‰¥bu apbr¥no, taãu vi¿iem ar¥ mazliet skauÏ.  Za∫ie eÏi bieÏi 
k∫st par zilo iedvesmotÇjiem.  Bet za∫o svÇrst¥gÇs dabas dï∫ 
bieÏi (bet ne vienmïr, pateicoties laim¥gÇm sakrit¥bÇm) viena 
pÇra puse nespïj pielÇgoties otrai. Cik romantiski...  
.
Labi, turpinÇsim par pÇrïjiem eÏiem.

Violetie ir skolotÇji, pavisam parasti skolotÇji - skolas, 
universitÇtes, vai ari spirituÇlie - guru un taml¥dz¥gi.  Citi eÏi pie 
‰iem dodas pïc padoma; attieksme pret ‰iem ir daÏÇda - 
sÇkot ar patiku un cie¿u, un beidzot ar ironiju.  Violetie k∫st 
par tiesne‰iem, ministriem, Ïïlsird¥gajÇm mÇsÇm, mÇjsaim-
niecïm un d¥dÏejiem.  Parasti vi¿i norobeÏojas no citas 
sabiedr¥bas, un ir ∫oti grti iek∫auties vi¿u lokÇ, ja js nepie-
derat pie vi¿u kastas.  TÇ kÇ tikai retais kaut ko zin par to, kas 
notiek violeto sabiedr¥bÇ.  

Taãu vïl noslïpumainÇki un neizprotamÇki  par iepriek‰ïjiem 
ir melnie eÏi, kaut ar¥ vairÇkums par ‰iem nekad nedomÇ - it 
kÇ vi¿u nemaz nebtu.  Bet tas nenotiek bez iemesla - melnie 
eÏi ir ∫oti sevi‰˙a kasta.  Vi¿i spïj jebkurÇ laikÇ izmain¥t savu

ELEKKTRO TICKLES:
an ultimate collection
of approximate love songs GOSH

Xtreme kultra, kas ietver sev¥ dz¥vesveidu, attieksmi 
pret komunikÇciju un informÇcijas izplat¥‰anas & 

apmai¿as l¥dzek∫iem.

Pilsïtas kultra - radusies pilsïtas apstÇk∫os, meklï 
izpausmes formas ar¥ virtuÇlajÇ datort¥klu vidï.

Katras kultras / dz¥vesveida kreat¥vÇs izpausmes - 
Xtreme kultrÇ tÇs saistÇs ar komunikÇciju - iespïjas 

veidot savu informÇcijas infrakstruktru, ko piedÇvÇ 
informÇcijas laikmeta izplat¥tÇkais komunikÇcijas 

l¥dzeklis internets. 
Alternat¥va izklaides pasÇkumu organizÇcijas forma 

savÇ vidï - tehnoloÆiju piedÇvÇtÇs iespïjas rad¥t 
virtuÇlo vidi kontekstÇ telpiskajai, elektroniskÇ 

komunikÇcija paralïli fiziskajai saskarei. 

VeselÇ kultrÇ vairÇk iespïju rado‰Çm izpausmïm un 
darb¥bÇm, tÇ ir interesantÇka nekÇ viens indiv¥ds - 

kultra var rad¥t sev informÇcijas vidi, virtuÇlo "dz¥ves 
telpu", kas vienotu tÇs dal¥bniekus/piekritïjus/intere-
sentus, neatkar¥gi no ÆeogrÇfiskÇs atra‰anÇs vietas.

Piemïram, video novïro‰anas kameru sistïmu un 
projektoru izmanto‰ana, lai papla‰inÇtu fiziskÇs tel-

pas robeÏas.

InformÇcijas laikmets - savÇ zi¿Ç individualitÇtes, 
elitÇrisma noliegums - 

"no stars", mzikÇ un kino vairs nav "zvaigznes", reiva  
un citÇs 90.gadu beigu mzikas kultrÇs katrs var bt 

zvaigzne, person¥bas kulta noliegums, vienl¥dz¥gas 
iespïjas piek∫t informÇcijai un to izplat¥t, pateicoties 

datort¥klu tehnoloÆijas att¥st¥bai. 

Xtreme culture - includes lifestyle, attitude towards 
communication and means of information distribution 

and exchange. 

This is urban culture - it’s born in specific urban cir-
cumstances, and it looks for its way of expression 
also in virtual environment of computer networks. 

Creative forms of expression of every culture / 
lifestyle - in Xtreme culture they are connected with 

communication - possibilities to form its own infor-
mation infrastructure provided by most wide-spread 

medium of the information age  - the internet. 
The alternative way to organize entertainment in this 

special environment - technology provides opportuni-
ty to create a virtual environment considering the 

context of real environment, electronic communica-
tion parallel to physical contact. 

A whole culture contains more possibilities for cre-
ative ways of expression and activities, and it is more 
interesting and attractive than one person - a culture 

can create an information environment of its own, 
virtual “space of life”, which would join its partici-

pants independent from geographic location. For 
example, use of video observation cameras and pro-

jectors to extend the boundaries of the physical 
space. 

The information age – denying of individuality and 
power of elite - no stars in music and movies. In rave, 

drum'n'bass, techno and other music styles of the 
end of nineties everyone can be a starlet, the cult of 

a personality is denied, evrybody has the same 
chances to get information, distribute and  use it 

thanks to the development of worldwide computer 
networks technologies.

Sandris Mri¿‰

Xtreme      

sandris@
re-lab.net

Sandris Murins X-presentation 03:33  http://ozone.re-lab.net/festival/sandris.ram

gosh@re-lab.net
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krÇsu  un pielÇgoties citai grupai - tas parasti notiek ∫oti 
pakÇpeniski un tikpat kÇ nemanÇmi.  Tikai kÇda slïpta un 
neizprotama iemesla dïl ‰¥ izmai¿a tomïr ir pietieko‰a, lai citi 
eÏi uzreiz sÇktu par melnajiem domÇt kÇ par savas krÇsas 
eÏiem.  Piemïram, kol¥dz melnÇ eÏa adatas tikai mazliet 
iekrÇsojas sÇrtas, sarkanie eÏi uzreiz pie¿em to par savïjo un 
uz¿em to savÇ pulkÇ.  

Spïja main¥t krÇsu ir melno eÏu kopïjÇ ¥pa‰¥ba. Vi¿i to pielieto 
ar nodomu, bet nekÇdÇ gad¥jumÇ ne ar ∫auniem nolkiem, un 
kad es izstÇst¥‰u iemeslu, jums k∫s skaidrÇks ‰is eÏu 
pasaules centrs.  

Lieta tÇda, ka melnie eÏi ir AugstÇka Dieva Rad¥bas, Valdo‰Ç 
Dieva - BaltÇ EÏa galvenie kalpi.  Vi¿i ir BaltÇ EÏa pal¥gi un 
reizïm ar¥ padomdevïji.  Melnie eÏi darbojas kÇ BaltÇ EÏa un 
citu eÏu starpnieki.  Katram ezim ir jÇnodz¥vo vismaz septi¿as 
dz¥ves, katrÇ iedz¥vojoties kÇdÇ no septi¿Çm krÇsÇm.  DaÏiem 
eÏiem nepietiek ar vienu dz¥vi vienÇ krÇsÇ, tad tajÇ krÇsÇ ir 
jÇdz¥vo vïlreiz.  Kad kÇds ezis ir ticis l¥dz tÇdai pakÇpei vai 
l¥menim, ko tikai Baltais Ezis spïj izvïrtït, no eÏu pasaules 
vi¿u ievieto cilvïku pasaulï.  Un vi¿am jÇiemiesojas kÇdÇ 
noteiktÇ cilvïkÇ - v¥riet¥ vai sievietï.  EÏa un cilvïka izvïle ir 
BaltÇ EÏa zi¿Ç.  Taãu vi¿am btu neiespïjami izvïlïties, ja 
nebtu melno eÏu informÇcijas un padomu, tÇ kÇ melnie eÏi 
labi pÇrzina ar¥ cilvïku pasaules ¥patnibas.  

Reizïm gadÇs ∫oti skumja situÇcija - tas notiek tad, kad cil-
vïkam jau ir savs ezis, bet cilvïks to vïl nav paman¥jis.  
VienkÇr‰i nav ieraudz¥jis.  Cilvïki nav informïti par eÏu eksis-
tenci, it ¥pa‰i par to faktu, ka agrÇk vai vïlÇk tiem piederïs 
savs person¥gais labÇkais draugs - Savs Person¥gais Ezis.  ·¥ 
situÇcija, kad cilvïks dz¥vo kopÇ ar savu ezi un to nepamana, 
ezim ir ∫oti sÇp¥ga.  TÇdÇs reizïs ezis bieÏi raud un sïro, taãu 
tie eÏi, kas ir aplaimoti ar ‰o iespïju ierasties cilvïku pasaulï 
jau ir apvelt¥ti ar milz¥gu paciet¥bu, tie var ilgi gaid¥t l¥dz tam 
laim¥gajam momentam, kad cilvïks beidzot vi¿u paman¥s.  ·¥s 
laim¥gÇs beigas vairÇkumÇ gad¥jumu ar¥ notiek, bet diemÏïl 
ne vienmïr.  No ‰¥ momenta cilvïks ar savu ezi dz¥vo roku 
rokÇ l¥dz pat patreizïjÇs dz¥ves beigÇm, kas abiem pienÇk 
vienlaic¥gi.  Vi¿i pal¥dz viens otram gan priekos, gan bïdÇs, 
izgl¥tojas, un, protams, m¥l viens otru tÇ, kÇ cilvïks cilvïku 
vienkÇr‰i neprot m¥lït.  TÇpïc, ka tÇ ir cita veida m¥lest¥ba, 
jeb, skaidrÇk izsakoties - ‰¥ ir tÇ ¥stÇ m¥lest¥ba.  

Tad cilvïks dodas uz EÏu Pasauli un k∫st par vienu no ‰iem 
rad¥jumiem.  Kad vi¿‰ izdz¥vos septi¿as dz¥ves, loks bs 
noslïdzies un stÇsts turpinÇsies.  Ezis k∫s par v¥rieti vai sie-
vieti un dz¥vos atkal msu savÇdajÇ un neizprotamajÇ pasaulï.  

Js varbt gribat jautÇt kÇpïc es jums stÇst¥ju par ‰o 
kosmoloÆisko koncepciju tÇ vietÇ lai  runÇtu par basa pro-
grammï‰anu, tÇ vietÇ lai runÇtu par savu albumu un savu 
darbu, ko js, starp citu, ‰eit pat varat iegÇdÇties.
Bet pajautÇjiet pa‰i sev - kÇda jïga runÇt par mziku? Un ko 
js, piemïram, gribïtu uzzinÇt par mani?  Es jums varu pateikt 
tik daudz, ka esmu klasisks zilais ezis.  Bet mzika - tÇ ir 
mÏam main¥ga.  Mzikas izjta un dz¥ve, turpret¥ paliek 
nemain¥gas. Pirms ‰¥ albuma mana mzika bija pavisam 
savÇdÇka.  Un kÇdreiz iegtÇs zinÇ‰anas par mziku paliek ar 
mani.   Ja jums ir vïlï‰anÇs, klausieties manu mziku vai nu 
kasetï, vai caur internetu.  StÇsts, ko js nupat dzirdïjÇt, ir 
vistrÇp¥gÇkais izskaidrojums tam, ko es jtu un ko cen‰os 
izpaust savÇ mzikÇ.  Un, starp citu, tagad js ar¥ zinÇt to, ko 
noz¥mï attïls uz kasetes vÇka, un ko viens ezis stÇsta otram, 
vai ne?  

Paldies par uzman¥bu.  

Hello everybody. My name is Gosh. I am a musician, making 
music is my favourite pastime, to which I dedicate the larger 
part of my lifetime. I am here because I was supposed to 
speak about my newest project, the album released by a 
local record company, and generally about my creative work 
or something like this. The album, created with a help of a 
computer program for IBM PC, which is very popular amongst 
a special circle of people all around the world — it's 
called FastTracker 2, is here. You can obtain it for a symbolic 
price of 50 santims (approximate 1 dollar).
But at first I want to tell you a story. A very special one. I want 
to tell you about hedgehogs, about seven kinds of hedge-
hogs.
You know, there are seven kinds of hedgehogs, distinguished 
by their colours. The differences in colour determine not only 
outward appearance of a hedgehog, but also distinctions in 
behaviour and even inner texture. There are red, yellow, 
orange, blue, green, violet and black hedgehogs. Also there is 
The White Hedgehog. He is one and shouldn't be consid-
ered to belong to a specific class. The White Hedgehog is a 
Supreme Divine Being, the existing Lord.
The red hedgehogs are extremely vivid (joie de vivre) — 
cheerful, active and in constant hurrying. They like partying, 
sports, bright clothes, fast cars. They are extremely sociable, 
and prefer to gather in tribes. It is seldom when you see red 
hedgehog alone by himself, and yet much more seldom is to 
see a sad one. They are the only hedgehogs who do not fall 
into hibernation.
And moreover, the red hedgehogs share their common pas-
sion to make photographs of themselves. Imagine the picture 
of a winter forest, almost all the animals are sleeping, and the 
merry company of red hedgehogs runs like hell all around! In 
bright skiing suits, in fashionable caps and sunglasses, and 
with cameras. They have a habit to wake a sleeping bear, and 
then race him around the forest until he falls, exhausted and 
hard-breathing. Then they would crawl upon tired and ener-
vated bear, settle themselves in different combinations, sit-
ting on him, and one would stand aside and make photos, 
photos, photos... Frivolous creatures.
Yellow and orange hedgehogs, on the contrary, are very con-
scious. They are working bees. In some cases they just do 
their job, in other they are really love to work. Only these 
colours produce workaholics. These kinds of hedgehogs cor-
respond to caste of shudras in Krishna theosophy (servants). 
Hence, they should not be treated as a "secondary" caste. 
Their role is not less important then the roles of other hedge-
hogs. By the way, other hedgehogs never look at always anx-
ious and busy yellow and orange ones from above, unlike 
some people do. 
The only difference between these two colours is that the 
orange ones belong, as a rule, to sexual minorities. No one 
knows why, but that's the way it goes. Again, amongst all the 
hedgehogs there is not a hint on a contempt, or a fear, or dis-
respect towards sexual minorities. This is considered as a 
normal fact, it's just a property of a specific kind — the 
orange. Besides being good workers, these hedgehogs are 
also good family creatures.
Then comes very interesting kind of hedgehogs. The blue 
ones. They are poets, musicians, writers, dancers, dreamers 
— an artistic kind. They often are naive, defenseless, with a 
tend to philosophy. They are clever, sometimes selfish, and 
faithful. They sometimes stick to their favourite object, or 
subject, or pastime and then they mention nothing else. 
Generally, they are passionate and loving; often they suffer 
from unmatched love. Particularly to the green hedgehogs. 
But about them — later.
So, the blue hedgehogs are artists or, generally, persons of 
an artistic and creative kind. They also have a characteristic 
habit, or pastime. They like to dance in the nights. They have 
their favourite special clearings in the forest, where they 

gather and dance calmly in rounds under moonlight, quietly 
crooning something to themselves and stamping their hairy 
feet on the moss. As the morning begins to wake, they're 
heading home...
Then come the green hedgehogs. They often lack enough 
patience to become an artist, however, an artistic view on life 
is not alien to their nature. In fact, their points of view and 
crazy ideas often become an inspiration to the blue hedge-
hogs. The green ones are fickle, inconstant; their ideas and 
thoughts arise and they would forget it 15 minutes later. As 
John Lennon once said, describing his state of mind in cer-
tain period of his life, the idea itself is more important than its 
embodiment, materialising. They hate an order of any kind; 
they prefer things to happen, allowing the river of life to carry 
them wherever it flows. They look at everything at a wild, 
somewhat psychedelic angle. Maybe that's why they are the 
only hedgehogs, that eat the weed. The special brand. Like 
the blue hedgehogs with their favourite dancing clearings, 
they know their own places where this weed grows. They 
would go, usually in companies, to these places, and start 
pasturing. The best time for this is early morning.
And imagine the picture — as they eat, the morning grows; 
the blue hedgehogs return home from their dancings; the yel-
low and orange hurry on business; red ones fussing, shouting 
and running like hell everywhere; violet ones walking with a 
pretentious look (about them later)... Fuss everywhere. No 
wonder, that after some time the green hedgehogs begin to 
feel that they are fed up with all this stuff. And then they 
would turn on their backs and slowly rise in the air. Yes, the 
green hedgehogs are the only ones who know how to fly. 
They would lift up higher, form up in a herd, they call it a 
joint—flock, and float slowly in the air above all this sense-
less noise...
Yes, and as I told you before, the blue hedgehogs often fall in 
love with the green ones. That's because the blue ones, 
despite their artistic kind, are in some ways more attached to 
a state of order. The green ones are wilder, and the most 
important — more desperate. The blue ones admire this, and 
even envy a bit. The green hedgehogs would often become 
an object of inspiration to the blue ones. But, because of fick-
leness of the first, often (but, happily, not always) one half of 
the pair could not match the other one. How romantic...
So, let's continue with the rest of the hedgehogs.
The violet ones are teachers, the ordinary — like in school or 
university, or spiritual, like gurus or something. Other hedge-
hogs would go to them for an advice; an attitude to them 
ranges from delight and respect to, in some cases, irony. The 
violet ones become judges, ministers, bedsitters, housewives 
and DeeJays. They lead a somewhat separate life, it's hard to 
enter their circle if you don't belong to their caste. So rare 
person knows what actually happens inside it.
Yet more secret and even mysterious are black hedgehogs, 
though a majority of others never think about it, if like they did 
not mention them at all. And this is not accidentally — the 
black hedgehogs are a very special sort of hedgehogs. They 
are capable of changing their colour to a colour of any other 
kind, gradually and actually very slightly. But for some hidden 
reason this slight, subtle change is usually enough for other 
hedgehogs to begin consider a black hedgehog, who 
changed his colour, as no more black, but an ordinary 
coloured hedgehog. And if the needles of a black hedgehog, 
for example, gained a little red shade, the red hedgehogs 
begin to accept him as one of them, and allow him in their cir-
cle. 
The changing of the colour is the common property of the 
black hedgehogs. They do it intentionally, and surely with no 
bad purpose. As I will explain the reason, we will get closer 
to the centre of this universe I am talking about. 
The black hedgehogs are the main servants of the White 
Hedgehog — the Supreme Divine Being, the existing Lord. 
They act as His assistants and, sometimes, advisers. They 
work as intermediaries between the White Hedgehog and all 
the other hedgehogs. For every hedgehog must live at least 
seven lives, being in the needles of all seven colours. For 

some hedgehogs it may take more than one round or so. 
When a hedgehog reaches the state, or the level, or some-
thing that only White Hedgehog can measure, he would be 
taken from the world of hedgehogs and be placed in the 
world of human beings. And he will be sent to a specific, 
absolutely concrete man or woman. The choice of the hedge-
hog, from one side, and the human being, from the other, 
belongs to the White Hedgehog. But it would be impossible 
for Him to decide without information and advises from black 
hedgehogs, who also possess a significant knowledge about 
humans. The person, to whom the hedgehog was sent, also 
must reach certain state to earn the honour of meeting his or 
her very special, the only one hedgehog. The human soul 
usually must pass the long way of reincarnations to reach 
this level.
Sometimes a very sad situation occurs — when the person 
already has his or her hedgehog, but still doesn't notice him. 
Just can't see him. People do not know about the existence 
of hedgehogs, and especially about the fact, that sooner or 
later they can receive the best friend — Your Own Personal 
Hedgehog. This situation, when a person lives close to his 
hedgehog, not noticing him, is very painful to the hedgehog. 
Hedgehog would often cry and grieve in such cases, but 
hedgehogs who gained the right to go in the people's world, 
as a rule, have enough patience to wait until the happy 
moment, when the person finally notices his or her hedge-
hog. This happy ending happens in most situations, but not 
always, however. Since that moment the human being and 
the hedgehog live hand in hand until the end of their current 
physical lives, which comes to both simultaneously. They 
help each other in all they need, teach themselves and, sure-
ly, love each other like no human being can love another one. 
Because, as you can understand, it's another love, or to be 
correct, this is real love.
Then the human being goes to the World Of Hedgehogs and 
becomes one of these creatures himself. He will in turn live 
his own, at least, seven lives and then the circle will close 
and the story will continue. The hedgehog becomes a man or 
a woman and will live in our strange and disorienting world.

You may ask, why did I introduce to you this cosmogonical 
concept instead of discussing methods of programming 
drum'n'bass and house, instead of talking about my works 
and the album, which you can buy right here, by the way. But 
ask yourself — what use in speaking about music? And what 
would be interesting for you to learn about, for example, me? 
Except that I am classical blue hedgehog. Music is always 
changing. The sense of music and life remains constant. 
Before this album, my music was different, and my present 
sound also differs from this. The knowledge I was told once 
upon a time remains with me. If you care, listen to my music 
from the cassette, or from Internet. The story that you just 
have heard is the most appropriate explaining of what I feel 
and try to express. And, by the way, you know now the whole 
meaning of the picture on the cassette's sleeve, and what is 
one hedgehog telling to another, don't you?

Thank you for your attention.
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S.T.: Bet ‰¥ gada “Bildïs” - pla‰a koncertzÇle, 
apmald¥ju‰ies cilvïki,  tuk‰a telpa. VisapkÇrt telev¥zijas 
kameras, kas kaut ko filmï. Diezgan skumji.
K.V.: No otras puses ‰¥ divu sabiedr¥bu situÇcija ir 
ar¥ problïmsituÇcija. Akt¥vie rave pasÇkumi, kas R¥gÇ  
ir rad¥ju‰i zinÇmu komercpasÇkumu auru. Kaut gan 
paties¥bÇ ‰¥ mzika ir diezgan smaga, un pïc bt¥bas 
tie nav komercpasÇkumi. TÇ ir underground mzika. 
LielÇkÇ da∫a publikas tur ir krievi.
Figurï  samïrÇ spïc¥gas narkotikas - speed, extasy, 
acid, u.c. ·os pasÇkumus apmeklï galvenokÇrt  publi-
ka, kam ir smaga dz¥ve. Lielai da∫ai ‰o cilvïku nav 
perspekt¥vu,  ir izgl¥t¥bas un materiÇlÇs problïmas. 
Tie‰i  rave pasÇkumos, kur reizïm sanÇk l¥dz pat 
diviem tksto‰iem cilvïku, to visu var redzït. Latvijas 
mediji par to vispÇr nerunÇ, kaut gan  ‰obr¥d R¥gÇ tie 
ir visvairÇk apmeklïtie koncerti. Tas tiek apzinÇti 
ignorïts, nevienu neinteresï subkultras problïmas.

S.T.: Tas man atgÇdina izbiju‰o panku kust¥bu, kas 
ar¥ bija ∫oti akt¥va. Vi¿iem tomïr bija kaut kÇds vieno-
jo‰s mïr˙is, kop¥gas idejas. ·ajÇ  rave kust¥bÇ es 
saskatu zinÇmu emociju vakuumu.
K.V.: JÇ, tur ir emociju trkums, bet par to tie‰i 
tapïc ir jÇrunÇ. Es atceros J.Podnieka filmu “Vai 
viegli bt jaunam?”, kur tika risinÇtas sarunas ar 
pankiem. Labi, var nosaukt to par lielÇkÇ vai mazÇkÇ 
mïrÇ  infantilu domÇ‰anu, jaun¥bas ideÇlismu.

S.T.: Bet vi¿i bija drosm¥gi.
K.V.: JÇ, vi¿i bija drosm¥gi, vi¿i runÇja par savÇm 
problïmÇm. Citi varbt to  interpretïja neatbilsto‰i, bet 
vismaz tika mïÆinÇts parÇd¥t ‰¥s problïmas. TÇdïjÇdi 
tika apzinÇtas sabiedr¥bas problïmas  daudz globÇlÇkÇ 
mïrogÇ.  Es domÇju tagad  mïÆinot saprast, kas notiek 
‰ajos “krievu reivos”, mïs taãu runÇsim ar¥ par ‰¥ br¥Ïa 
aktuÇlajÇm sabiedr¥bas problïmÇm. Bet ar ko tad 
nodarbojas mediji?
Ir iespïjams izlas¥t par pïdïjÇm kosmïtikas 
prezentÇcijÇm, politiku, utt., bet neviens nerunÇ par 
to, ka tagad,  jaunajos dz¥vojamajos mas¥vos (kÇ mïs 
tos vïl dïvïjam),  jau pastÇv rap kultra, l¥dz¥gi kÇ 
Amerikas geto publikÇ, kur jaunie‰i pieder krimi-
nogïniem grupïjumiem, strÇdÇ ap‰aubÇmus darbus, 
brauc ar asto¿desmito gadu BMW, klausÇs tehno, 
lieto smagas narkotikas. TÇ taãu ir lieliska, aktuÇla 
tïma, bet par to neviens nerunÇ. MTV tiek intervïti 
rap pÇrstÇvji, vi¿i runÇ par pagrimu‰Çs sabiedr¥bas 
problïmÇm, par to, ko vi¿i jt, domÇ. ·eit to neviens 
ne¿em nopietni.

S.T.: Bet tÇ jau ir ska¿as un vÇrda kultra, caur to 
vi¿i mïÆina izteikt savas problïmas, to, kas notiek 
‰ajos bezveid¥gajos pasÇkumos.
K.V.: JÇ, bet es mïÆinu pateikt, ka nav jÇrunÇ par 
‰iem pasÇkumiem, bet ir jÇiet uz mÇjÇm pie ‰iem cil-
vïkiem, vienkÇr‰i jÇrunÇ par to, ko vi¿i dara, kÇ vi¿i 
tur dz¥vo vienÇ dz¥vokl¥ kopÇ ar saviem vecÇkiem - 
bezdarbniekiem.

S.T.: Es zinu, ka liela da∫a tie‰i ‰¥ kontingenta jau-
nie‰u ∫oti novïrtï tavus pasÇkumus. Tavi projekti bija 
pirmie rave pasÇkumi R¥gÇ. Vai tu jties kaut kÇdÇ 
mïrÇ atbild¥gs par ‰o kultru, kas tagad R¥gÇ ir tik 
spïc¥ga?
K.V.: Es domÇju, ja to nebtu izdar¥jis es, dro‰i vien 

to btu paveicis kÇds cits varbt citÇdÇ veidÇ. Es 
noteikti nejtos atbild¥gs par kÇdu, kas ‰o pasÇkumu 

rezultÇtÇ ir sÇcis lietot hero¥nu. Tad jau ar¥ varam 
kÇdu vainot DÏenisas DÏoplinas nÇvï. Vienmïr ir 

biju‰as visÇdas kust¥bas, subkultras, un vienmïr ir 
bijis kÇds, kas no tÇ visa ir mÇcïjis gt pe∫¿u. Es to 

varïtu sal¥dzinÇt ar vilcienu, kurÇ es uzaicinu cilvïkus 
uz party. Mïs labi pavadam laiku. Tad vilciens pïk‰¿i 
sÇk kustïties. NÇko‰ajÇ pieturÇ da∫a cilvïku izkÇpj un 

pÇrsïÏas citÇ vilcienÇ, da∫a brauc tÇlÇk. Man 
nepieder ne ‰is vilciens, ne es vi¿u esmu uzlicis       

uz sliedïm. 

S.T.: Tagad sevi piesaka nÇko‰Ç promoter paaudze, 
kas  ir izteikti komerciÇli orientïta, nav vairs tÇdas 

rado‰Çs pieejas.·Çda attieksme padara pasÇkumus 
mazÇk saisto‰us.

K.V.: JÇ, tÇ faktiski ir jau tre‰Ç paaudze. Pirmie bija 
UÆis Polis un JÇnis Krauklis asto¿desmito gadu 

sÇkumÇ, es btu pieskaitÇms otrajai paaudzei.

S.T.: Tu ar¥ maini stilu saviem projektiem. Piemïram 
tavs pïdïjais pasÇkums Aktuelle Tanzen bija kaut kas 
pavisam jauns. Cita mzika, cita atmosfïra, cita publika.

K.V.: Es mïÆinu rad¥t ‰o ¥pa‰Çs vides atmosfïru 
notikumÇ, kur tu vari akt¥vi piedz¥vot jaunÇko, kas 

notiek mzikÇ, mÇkslÇ. Tas nav tas pats, kas 
noskat¥ties jaunÇko filmu - ‰eit tu tajÇ ¿em akt¥vu 

dal¥bu. Cen‰os savus projektus veidot tÇ, lai tu sajus-
tu, ka esi vislabÇkajÇ pasÇkumÇ, dejo pie 

visaktuÇlÇkÇs mzikas. Es vispÇr domÇju, ka mÇksla 
‰obr¥d vairs nepÇrdod gleznas vai skulptras, bet gan 
piedÇvÇ dz¥ves stilu. AtnÇkot uz manu pasÇkumu, tev 
ir iespïja nopirkt bi∫eti, lai vienu nakti pavad¥tu ¥pa‰Ç 
dz¥ves stilÇ. Tas ir ar¥ tas, kas notiek rietumos.Tas ir 
tas pats network, kur saist¥ta reklÇma, marketings, 

promoters, jaunÇs tehnoloÆijas, ekonomiskÇs, 
sociÇlÇs aktivitÇtes un mÇksla.

S.T.: Ir ar¥ jtama pÇrliecino‰a dÏeza aktualitÇte gan 
tavÇ pïdïjÇ pasÇkumÇ, gan ar¥ saist¥bÇ ar mÇkslas 

msdienu izpausmïm. 
K.V.: Faktiski dÏezs, acid dÏezs savÇ bt¥bÇ ir tik pat 

ignoranta mzika kÇ hard techno. Acid Jazz faktiski ir 
‰ampanie‰a sabiedr¥bas mzika, kas necen‰as ¥pa‰i 
apgrtinÇt sevi ar sociÇlajÇm problïmÇm, bet tÇ pro-

tams ir laba mzika. TÇ ir ar¥ mana stila mzika, mana 
kultra. To vajag baud¥t, tajÇ visÇ piedal¥ties, bet ar¥ 

paturït prÇtÇ, ka ir problïmas par kurÇm jÇrunÇ, kas 
jÇmïÆina risinÇt.

SERGEJA TIMOFEJEVA INTERVIJA AR KASPARU VANAGU
radio OZOne studijå (E-LAB), 9.decembris, 1997.g. 

K.V.: Zini, ‰¥ nav pirmÇ reize, kad piedalos radio 
intervijÇ, tomïr ir  tÇds drudzis.
S.T.: Varbt radio vi∫¿u drudzis?

(VienkÇr‰i mazliet sve‰Çdas interneta radio tie‰Çs 
pÇrraides rad¥tÇs neredzamÇs auditorijas klÇtbtnes 
efekts. KÇdÇ decembra vakarÇ jauno mediju
laboratorijÇ E-LAB, kur poïtiskÇs pÇrdomÇs par 
sabiedriskajÇm aktualitÇtïm sarunÇjÇs Sergejs 
Timofejevs un Kaspars Vanags.)

S.T.: Cik es zinu, agrÇk tu rakst¥ji dzeju. Tad jau kÇdu 
laiku atpaka∫ tevis rad¥tÇs poïtiskÇs situÇcijas 
risinÇjÇs ne tikai uz pap¥ra lapas, bet ar¥ tavÇ dz¥vï, 
cilvïkos, kas bija ap tevi.
K.V.: Faktiski, ne gluÏi tÇ. JÇ bija tÇds dzejas periods. 
Tas vecums no asto¿padsmit l¥dz divdesmit, kad tev ir 
piln¥gi skaidrs, kÇ vajadzïtu dz¥vot. Daudz las¥ju 
SelindÏeru, N¥ãi. 

S.T.: Un tad tu aizbrauci uz Berl¥ni.
K.V.: Berl¥nï studïju mÇkslas teoriju, telev¥zijas, 
kino vïsturi, komunikÇciju zinÇtnes. Pïc atgrie‰anÇs 
R¥gÇ vairs nerakst¥ju dzeju. SÇku akt¥vÇk publicïties 
saist¥bÇ ar teÇtra, kino kritiku. Bt¥bÇ ‰¥s recenzijas 
bija mani komentÇri par sabiedriskajÇm  norisïm 
post-padomiskajÇ LatvijÇ, dz¥vi vispÇr. Divu gadu 
garumÇ akt¥vi turpinot tÇ darboties, sabiedr¥bÇ bija 
izveidojies man paties¥bÇ neatbilsto‰s tïls. Cilvïki 
manÇs publikÇcijÇs saskat¥ja tikai negat¥vo. Bija pat 
izveidojies priek‰stats par mani, kÇ par seksuÇli 
nepiln¥gu cilvïku, kas kl¥st pa izstÇÏu atklÇ‰anÇm, 
bÇriem, nekur nerodot gandar¥jumu. Problïma 
paties¥bÇ slïpÇs tajÇ apstÇkl¥, ka pïc VÇcijas 
pieredzes es nespïju abstrahïties no visa tur redzïtÇ 
- postmodernisma eksperimentÇlÇ kino, Berl¥nes klubu 
dz¥ves, modernÇs mzikas, u.c. Tapïc ar¥ centos skat¥t 
‰ejienes mÇkslas un kultras dz¥ves norises pasaules 
kontekstÇ. Neuzskatu, ka var pastÇvït vietïjÇ mïroga 
laba izrÇde vai izstÇde. TÇ vai nu ir laba, vai ar¥ vispÇr 
nav mÇksla.

S.T.: Protams, ja tas ir kas augstvïrt¥gs, 
profesionÇls, to vienl¥dz novïrtïs TokijÇ, LondonÇ, 
øujorkÇ, jebkur. 
K.V.: LatvijÇ  mÇkslas kriti˙i, ÏurnÇlisti savos 
vïrtïjumos parasti aprobeÏojas ar savu person¥go 
pieredzi. Nav spïj¥gi, nav radu‰i vai negrib runÇt 
noz¥m¥gÇkÇs kopsakar¥bÇs. ManuprÇt nav jïgas runÇt 
par viena mÇkslinieka progresu vai regresu vietïjÇ 
mïrogÇ. Tas vairs nav aktuÇli.
Tapïc es vienkÇr‰i aizgÇju no masu medijiem. Nejutu 
nepiecie‰am¥bu iemantot ienaidniekus un nemit¥gi tikt 
pÇrprastam. Meklïju iespïju, kÇ organizït projektus, 
kas btu noz¥m¥gi jebkurÇ kontekstÇ. DomÇju man tas 
ir izdevies kÇdas divas, tr¥s reizes. Ar¥ pïdïjais 
pasÇkums Aktuelle Tanzen, kas notika SlepenajÇ 
EksperimentÇ. Cilvïki, kas bija ‰ajÇ  pasÇkumÇ, 
nespïja ticït, ka kaut kas tÇds patie‰Çm notiek R¥gÇ.

Protams, ka tÇ ir ∫oti laba sajta un gandar¥jums, ko tu 
sa¿em par to, ka R¥ga l¥dz ar ‰Çdu pasÇkumu vairÇk 

vai mazÇk, bet var pretendït uz starptautiskiem
mïrogiem, standartiem. 

S.T.: Tas  ir kaut kas l¥dz¥gs tam, ko dara MTV. Mïs it 
kÇ tuvojamies ‰iem vi¿u rad¥tajiem stereotipiem.

K.V.: JÇ, tikai vi¿i to dara caur telev¥ziju. VienkÇr‰i  
‰ÇdÇ pasÇkumÇ var realizït ‰os stereotipus, 

apzinoties to, ka tÇ nav kaut kÇda tuk‰a masu 
ideoloÆija. Tie ir akt¥vi simboli, ko mïs interpretïjam, 

realizïjam caur savu pieredzi. Jauni¿iem tiek dota 
iespïja to izdz¥vot realitÇtï.

S.T.: Tas nav tikai imidÏs, tÇ ir ar¥  pieredze.
K.V.: Tie‰i tÇ.

S.T.: RunÇjot vïl par taviem projektiem: tev vienmïr 
izdodas savÇkt ap sevi labu komandu. Tu strÇdÇ ar 
akt¥vÇkajiem jaunajiem mÇksliniekiem. Piemïram - 

Mi˙eli Fi‰eru. 
K.V.: TÇ ar¥ ir gandar¥juma sajta, ko dod ‰Çdi 

pasÇkumi. Cilvïki, ar kuriem kopÇ tu strÇdÇ, 
piemïram, divas nedï∫as - ∫oti piesÇtinÇta, intens¥va 

savstarpïjÇ komunikÇcija, darbs,  kamïr beidzot to 
visu dab gatavu. Kop¥gi iegtÇ pieredze, emocijas, 

enerÆija jau paliek ar¥ pïc tam, kad katrs  aiziet savos 
darbos. Starp citu tie cilvïki, kas strÇdÇja pie maniem 

pirmajiem projektiem - M. Fi‰era izstÇdes un Open, 
vïl arvien ir kopÇ mzikas un mÇkslas aktivitÇtïs 

kop¥gi iegtajÇ pieredzï. Protams, tÇ  ir sava veida 
bohïma. Bet vispÇr, kad es par to domÇju un 

sal¥dzinu, teiksim, se‰desmito gadu bohïmu ar 
msdienÇm, tad to, kas notiek tagad, pat ¥sti nevar 

apz¥mït ar ‰o vÇrdu. Bohïma -  tas neizklausÇs  
msdien¥gi. Es domÇju, ka tas  ir sava veida network. 
·¥s rado‰Çs aktivitÇtes  iziet pla‰ÇkÇ mïrogÇ, saistÇs 

ar reklÇmu, mÇrketingu, modernajÇm tehnoloÆijÇm, 
medijiem, sponsoriem, utt. MÇksla  ir iek‰Ç visÇs 

ekonomiskajÇs un sociÇlajÇs norisïs. TÇ ir 
savstarpïjÇ mijiedarb¥bÇ.

S.T.: Es gribïju atz¥mït vïl vienu btisku momentu, 
ka caur taviem pirmajiem projektiem  cilvïkos 

aktualizïjÇs izpratne par R¥gu, kÇ par pilsïtu, kur para-
lïli eksistï divas sabiedr¥bas - krieviski runÇjo‰Ç un 

latviskÇ. Tavos projektos tÇs apvienojÇs, satikÇs, 
piedz¥voja kop¥gas norises. Ar rokkultru tas tomïr bija 
savÇdÇk, varbt tapïc, ka mïs bt¥bÇ no tÇs redzïjÇm 

tikai pa‰as beigas. Tas nebija vienojo‰s process.
K.V.: JÇ, faktiski jau devi¿desmito gadu sÇkumÇ 

rokkultra bija  lielÇkÇ vai mazÇkÇ mïrÇ mirusi. Spïc¥ga  
tajÇ laikÇ LatvijÇ k∫uva subkultra, kas pastÇv vïl 

aizvien. Piemïram, es atceros: kÇdÇ no pasÇkumiem  
“Bildïs”,  es redzïju publiku ad¥tos dÏemperos, gariem 

matiem, dzerot alu. TÇ ar¥ ir sava veida  subkultra, 
varbt vairÇk orientïta uz britu popkultru.
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K.V.: I'm used to speaking at radio, but this time I 
somehow feel a little different. Maybe because this is 
an internet radio. You sort of don't really know how to 
behave.
S.T.: It is like a  radio wave fever.
	
( It is an  internet live radio program that gives you 
this quite adequate feeling because creating an 
invisible auditorium of listeners all over the world. 
There are Kaspars Vanags and Sergejs Timofejevs in 
the new media studio E-LAB in Riga. They will talk 
about Kaspars, his projects, society and life in gener-
al.)

S.T.:As I know you wrote poetry some time ago. 
Then you started to create  some kind of poetic situa-
tions in your life and in lives of other people that 
were  around you. 
K.V.: Actually that history is a little bit different. Yes, 
there was a time when I wrote poetry, was a very 
romantic guy. I was reading Selinger, liked Nietzsche. 
You know this period starting from eighteen up to  
twenty, when you know exactly how life should be. 
Then I went to Berlin and studied art theory, history 
of film and television, communication sciences. After 
I  came back I began to write socially active theatre 
and film critics.I didn't write any poetry anymore. And 
my critics were actually my comments on social 
changes in post - soviet Latvia. After two years I real-
ized that people really didn't like my articles. They 
saw them very negative. But the case was different. 
After being in Berlin, I somehow couldn't change my 
point of view. I saw Berlin club life, modern music, 
post modern experimental films, etc. So when I was 
observing contemporary processes in art , in social 
circles in Riga I tried to do it in the world context. My 
opinion is that either there is a good art or it is not art 
at all. To me it doesn't make any sense to have a  
good exhibition in the local context.

S.T.: Sure, if it is a good theatre performance, for 
example, it will be good in London, Tokyo, New York - 
anywhere.
K.V.: There are articles by Latvian art critics, jour-
nalists that are always based on their personal expe-
rience. So they talk about some artist's progress or 
regress in the local context. Either you speak about it 
in the world context or you don't speak about it at all. 
After two years of active journalism I also noticed 
that a lot of people started to interpretate me as a 
sexually unsatisfied person, who is going from one 
bar to another, from one exhibition opening to anoth-
er, never getting satisfied and afterwards writing 
negative critics on that. So I thought why should I get 
more enemies, why should I get misunderstood? 
Therefore I left medias. It was hard because I really 
enjoyed being with those people, having discussions 
with them but when I had to write about them, I 
wrote what I thought. What a bastard! Smiling, hav

ing fun in a good company and afterwards being so 
negative. I wanted to do something else. I wanted to 

put together some events that would be interesting in 
any context.

I wanted to see what I could do in this contemporary 
art scene, trendy scene, if you like. I think that I have 

really managed 
to do that in two or three of my projects. For example 

my last project - Actuelle Tanzen. It was surprising, 
that this great party was going on in Riga. People 
couldn't believe it. Of course it is a nice feeling; it 
also gives you a great satisfaction, that you have 

done something to make Riga more or less interna-
tional, have got  it in this movement. It is kind of the 
same, what Mtv is doing; however they are doing it 

on TV. They bring this youth ideology, new move-
ments all around the Europe. 

S.T.: It is more about standarts. 
K.V.: Yes, and by means of my projects we can make 

those stereotypes alive. We can show, that they are 
not just empty symbols, but something that you can 

actually experience. It is a real thing.

S.T.: It is not only an image but also an experience.
K.V.: Yes, exactly.

S.T.: Speaking more about your projects, what I 
really like is, that you work together with the young, 

progressive contemporary artists, for example -  
Mikelis Fisers. You always get together a very good 

team.
K.V.: Yes, it is also this great feeling, that you get by 
working with people. You are working for some pro-

ject, let's say for two weeks. It is very intense, ful-
filled time. You  experience something common, get 

energy, emotions, that still exist after everything is 
over and everybody separates for their own jobs, 
activities. By the way people, that met each other 

while working at my first projects - M.Fisers exhibi-
tion and Open, that was about two years ago, are still 
together through the music, emotions, common expe-

rience and feelings. Of course it is also a bohemia. 
But actually I think it is a sort of uncontemporary to 

speak about it as of bohemia. For example, when I 
compare bohemia of  sixties or seventies, than I 

would like to think - what is going on now is more like 
a network. Art  and creativity is connected with the 

social and economical changes, advertising, market-
ing, new technologies; however it still is very person-

al at the same time.

S.T.: Your projects, particularly the first ones, made 
people to realize in  more acute way, that Riga is a 

city of two societies - Latvian speaking and Russian 
speaking. Your projects gave a possibility to meet 

each other, to get to know each other, experience 
something common. I don't know how it was with a 
rock culture because our generation sort of got the

very last drop of it. It didn't work that way.
K.V.: Yes, rock culture was more or less dead for us 
at the beginning of the nineties. Instead there was a 
very strong subculture. I remember I was at Bildes  
one night and saw these people wearing  knitted 
sweaters, with long hair, drinking bear. It is also a sub-
culture, in a sense. Maybe more British pop oriented.

S.T.: You know, I was at last Bildes. It was in a very 
big concert hall. People seemed lost. It was just a 
big, empty space. A lot of TV cameras filming some-
thing. It was a pity.
K.V.: If we are speaking about national problems. 
When I think about these rave events that are so 
active in Riga right now. They are being made as 
commercial events, but actually they are not. That 
music is pretty heavy. It is absolutely 
underground music. The majority of the people who 
go there are young Russian guys. They enjoy this 
heavy atmosphere. Often they are under hard drugs. 
And that is what a commercial culture in Riga is like 
now. It is for people, that have quite hard lives. It has 
to do with the banditism, gangs. There are education-
al, material problems. Their lives are based on 
absolute absence of perspectives. This rave scene 
shows all these problems. It is a problem, that Latvian 
official medias don't speak about it. They totally 
ignore it. Rave parties are the biggest concerts, that 
we have in Riga right now. There have been up to 
two thousand people at one night, if it is well done. 
But nobody speaks about these suburbian problems 
as if they don't exist.

S.T.: I remember the punk culture. It was also very 
expressive, but somehow it seems to me that they had 
their goals, some concept of the world. What I dislike in 
this  rave movement, is a lack of some deeper meaning.
K.V.: Yes, there is this absence of emotions or some 
spiritual statement. But medias need to talk about it. I 
remember the film by Juris Podnieks "Is it easy to be 
young?". He was showing young punks, they had dis-
cussions. Okay, you can say that it was an infantile 
thinking, probably very idealistic, but they were given 
a chance to speak about it.

S.T.: They were brave.
K.V.: Yes, and they showed their problems. Maybe 
they were misinterpretated at times, but J.Podnieks 
by trying to analyse their problems, found out a lot of 
problems concerning the society. I mean you need to 
talk about this absolute emptiness in the suburbs. It is 
actually a rap scene already. Like it was in American 
ghettos. These young guys growing up in the gang 
environment, driving old BMW, using drugs, listening 
to techno, working at the market place. It is a good 
topic to speak about, to make a documentary about. 
Nobody does it. For example rap persons on Mtv are 
talking about American underclass problems, about 
their feelings, what they are thinking. Here nobody 
takes them seriously.
What I mean is, that you have to get a camera man, go 
to his apartment and see how he lives with his unem-
ployed parents, meet his girlfriend.To have these dis-
cussions and not to  write about some stupid fashion 
show or pepsi forum for the middle class housewives. 
Talk about more acute problems.

S.T.: Your rave projects were the first rave projects 
in Riga. A lot of young Russian guys appreciated that. 
At some point do you feel responsible for this kind of 

culture that is so strong in Riga now? 
K.V.: I think, if there wasn't me there would have 

been somebody else. Maybe it would have been done 
in a different way. I don't feel responsible for 

somebody, who enfluenced by all that started to take 
drugs. In that case somebody should be responsible 

for the death of Jimmy Hendrix or Janet Joplin as 
well. There have always been subcultures, move-

ments and there have always been somebody who 
would try to get the profit out of it. Let's put it that 

way; there was a train at a railway station. I saw it as 
great place to make a party in. I invited some people, 
we had fun, good time. Than suddenly the train start-

ed to move. Me and maybe some other people got 
out at the next station and changed the trains. Some 

other people 
stayed on. I mean, I'm not the one who owns this rail-

road company and I'm not the one who put the train 
on the tracks.

S.T.: What I see is that now this second generation of 
promoters is going other way that is much more com-

mercial. They don't really use as much creativity, artistic 
possibilities. That makes these events less interesting.

K.V.: Yes, actually this is a third generation already. I 
would be the second. Ugis Polis and Janis Krauklis 

was the first one at the beginning of the eighties. 

S.T.: You also change the style of your projects. For 
example the last one - Actuelle Tanzen was some-

thing different. There was a different music, different 
atmosphere, different public.

K.V.: I remember the article that I wrote after my first 
project Sex and Space Ships. I was talking about that 
what I wanted to show was that a piece of a contem-

porary art can be experienced as a real part of your 
life. It is not like if you would be watching a movie. 
You are actually there. You are in that art space. I 

want people to feel that they have been at the most 
wonderful, the best party that there ever was. Art is 

what gives us this possibility. Actually modern art 
doesn't sell canvases or sculpture anymore. Art in 

modern forms presents a life style. You buy a ticket to 
my party to spend a night in one special life style. It is 

the same with big companies, let's say - Nike. They 
don't just sell sporting goods, they sell a life style. Art 

is connected with advertising, internet, brands, pro-
moters, social activities, sponsorship. It is a big net-

work.

S.T.: I also feel this jazzy feeling being an intense 
part of all these activities. That high atmosphere, 

artistic feeling that kind of makes things better.
K.V.: Actually, I think that it is as ignorant as hard 

techno. The thing is that jazz, acid jazz actually is a 
culture that is based on champagne, on absolute 

ignorance towards social problems. But it is a good 
music, and it is my style, my culture, too. I mean you 

have to enjoy all that, but when you go and work, you 
should think about these acute problems concerning 

the society.    

SERGEY TIMOFEYEV INTERVIEW WITH KASPARS VANAGS
at radio OZOne studio/E-LAB/ 9 December session, 1997.g. 

vanags@ddb.lv
tim@re-lab.net
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So far there has been published 3 ZKP’s (Zentral 
Kommitee Proceedings), each 200 pages of 

dtp-xerox, theory zines, in a limited edition 
of 150-200 copies. For the 2nd Nettime 

Spring Meeting entitled BEAUTY AND THE EAST 
in Ljubjana (May 1997) nettime together
 with Ljudmila (the media lab in Ljubjana 

http://www.ljudmila.org) brought out
a newspaper of 64 pages, off set, 

ca. 10000 copies.
 

more info at 
http://www.desk.nl/~nettime/

ZKP4 proceedings printed version 
are free.

To get them 
- send an E-mail to 

amra@ljudmila.org 
- specify the number of 

copies you are requesting
- send your FEDEX; DHL; 

TNT or EMS number, 
if you would like to 

use the services 
of the above 

companies
- your postal 

address!

(=) net.art / NGO debate / social interfaces / the free content debate / a push 
critique / the crisis of representation / global network ethics / ascii-jazz / 

property-privacy-ecology / technification of politics / millenial cults / 
spiritual information / financial cyberspace / history of cybernetics

 /forbidden sciences / interobjectivity / free groupware / net.cultural 
studies / interviews / manifestoes / net letters / book reviews / 
website stories / computer generated poetry /  idea schedules /

ZKP 4 

18 April - 3 May 1998: AVATAR, Amsterdam/NL
Avatar - Of postmodern times and multiple identities. Exhibition & symposium 
organized by: Axis, De Balie, Maatschappij voor Oude en Nieuwe Media and Paradox  
E-mail: <brink@xs4all.nl>, <axisvm@xs4all.nl>, <paradox@knoware.nl>
23 - 26 April 1998: SHAKING HANDS AND MAKING CONFLICTS, Stockholm/SE
A symposium on the role of culture in a new world order
- local differences in the encounter with the dream of global sameness
- exploring mental luggage in the age of transformation
- culture in the name of democracy: dialogue and conflicts
E-mail: <info@fargfabriken.se>
4 - 10 May 1998: BREAK 21, Ljubljana/SI
The student organisation of University of Ljubljana (SOU), Slovenia is organising 
the international festival of independent young artists BREAK 21
E-mail: <saso.jovanovic@kiss.uni-lj.si>
6 - 10 May 1998: EMAF - EUROPEAN MEDIA ART FESTIVAL 1998, Osnabrueck/D
An international forum for contemporary media art, this festival will gather 
together artists, theoreticians, journalists and a young engaged public.
E-mail: <emaf@bionic.zerberus.de> / URL: <http://www.emaf.de>
10 - 15 May 1998: GIOCONDA'S SMILE, Chisinau/MD
"Gioconda's smile" is conceived as a meeting of the representatives from several 
countries for a few days of collaboration in an artistic medium which is performance. 
E-mail: <oesanu@scca.soros.md> / URL: <http://www.scca.soros.md/projects.html>
13 - 17 May 1998: 9TH IMPAKT FESTIVAL, Utrecht/NL
Impakt is an international festival for audiovisual arts. The festival is a showcase 
for innovative film, video art, music, installations, new media and performances. 
Lectures and exhibitions complete the programme.
E-mail: <impakt@xs4all.nl> / URL: <http://www.xs4all.nl/~impakt>
19 - 24 May 1998: VIPER, Lucerne/CH
International Film, Video and Multimedia Festival Lucerne, Switserland
E-mail: <festival@viper.ch> / URL: <http://www.viper.ch>
28 - 31 May 1998: PIRAMEDIA, Tirana/AL
"Piramedia" is an invitation to adventure, first physically by going to Tirana (yet undiscov-
ered), and secondly to discover the new transformations of media art practice in the new 
cultural environments of East and West whith their new problematic and their new challenges.
E-mail: Edi Muka <kiko41@hotmail.com> / cc to <abroeck@v2.nl>
18 - 20 June 1998: SONAR 98, Barcelona/ES
Sonar is International Festival of Advanced Music and Multimedia Art in Barcelona. 
E-mail: <sonar@sonar.es> / URL: <http://www.sonar.es>
26 - 28 June 1998: 3RD INTERNATIONAL LESBIAN/GAY FILM FESTIVAL, Budapest/HU
Festival accepts films and videotapes by, about and of interest to communities of 
lesbians, gay men, and sexual minorites.
E-mail: <hatter@c3.hu>
1 - 30 July 1998: POLAR CIRCUIT 2, Tornio/Lapland/FI
A summer-workshop of media arts in Lapland.
E-mail: <tapio@projekt.net>
September 1998: VIDEONALE 8 , Bonn/D
2 - 7 September 1998: ISEA98, Liverpool&Manchester/UK
Nine ISEA98 Symposium Panels curated and convened by Liverpool Art School.
more info: <http://www.v2.nl/mail/v2east/0484.html> / URL: <http://www.isea98.org>
3 - 6 September 1998: SUBFICTION - 3. Werkleitz Biennale, Werkleitz/D
info: <http://www.werkleitz.de/sub-fiction/>
7 - 12 September 1998: ARS ELECTRONICA, Linz/AT
In 1998, under the banner of "INFOWAR", the Ars Electronica Festival of Art, Technology 
and Society, is appealing to artists, theoreticians and technologists for contribu-
tions relating to the social and political definition of the information society. 
E-mail: <info@aec.at> / URL: <http://www.aec.at/infowar>
18 - 23 September 1998: WORLD WIDE VIDEO FESTIVAL, Amsterdam/NL
2 - 10 October 1998: L'IMMAGINE LEGGERA, Palermo/IT
3rd Palermo International Videoart + Film + Media Festival
! Submission deadline: 31 July
E-mail: <00253aaa@mbox.infcom.it>, <immagineleggera@usa.net> / 
URL: <http://web.tin.it/iside/immagineleggera>
8 - 18 October 1998: MUU MEDIA FESTIVAL, Helsinki/Fi
Museum of Contemporary Art, Helsinki
! Submissions in all new media categories welcome, particularly on the theme of  
'Globalization - New Geographies in Art and Media'.
E-mail: <mmf@av-arkki.fi>
15 - 25 October 1998: NOUVEAU CINEMA/NOUVEAUX MEDIAS, Montreal/CA
Montreal International Festival of New Cinema & New Media
E-mail: <montrealfest@fcmm.com> / URL: <http://www.fcmm.com>
16 - 25 October 1998: PANDAEMONIUM, London/UK
"Pandaemonium" - London Festival of Moving Images / Lux Centre, London/UK
! Submissions invited to the single screen and new media sections.
Info and application form: <pand@lea.org.uk>
17 - 22 November 1998: DEAF98, Rotterdam/NL
DEAF, the Dutch Electronic Art Festival (and formerly Manifestation for the 
Unstable Media) organised by V2_Organisation in Rotterdam will be turned this 
year into biennal. E-mail: <v2@v2.nl> / URL: <http://www.v2.nl>

 MUTE 9 - OUT!
Mute is a UK based quarterly about culture and technology. 
MUTE 9 Contents: 
#Short/Cuts: LITTLE AND LARGE:_P2P_ and the Amsterdam Agenda...
/ THE 77TH ELEMENT: Motorola’s Iridium ring of satellites’ unac-
knowledged parent project: Jean Marc Philippe’s _Celestial 
Wheel_.../THE TWO HACKS: Carey Young’s _Base Matter_ @ 
HIP97/... #MAIN: Eric Kluitenberg interviews Huge Harry: 
HUMAN ART IS DEAD, Long Live the Algorithmic Art of the 
Machine.../A Toolbox of Everyday Media In Eastern 
Europe, Andreas Broeckmann and Inke Arns
#Special Section:TECHNOSCIENCE / #DIRECT BIOCRACY 
QUESTIONNAIRE - Mute@Hybrid WorkSpace /#REVIEWS: 
GAMING (Games & Multimedia)/ART TM (Art) Pretty 
Good Piracy: Lisa Haskel on Mikrolab/...

PRICE: 3 pounds or equivalent
SUBS: subs@metamute.com 
or www.metamute.com/subs
GENERAL CONTACT:
Mute, 2nd floor, 135-139 Curtain Road, 
LONDON EC2A 3BX, UK
T: +44 (0)171 613 4743 / 
F: +44 (0)171 613 4052 /
E: mute@metamute.com / 
W: www.metamute.com

Editors: -Pauline van Mourik 
Broekman (pauline@meta-
mute.com) 
-Simon Worthington 
(simon@metamute.com)
Assistant Editor: -
Josephine Berry 
(josie@
metamute.com)

Date: Fri, 6 Mar 1998 18:59:48 +0100
From: Andreas Broeckmann <abroeck@v2.nl>

Subject: Syndicate: V2_East Newsletter 98/02
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check the archive at http://www.v2.nl/mail/v2east for postings about these events

* * * * * * * * * * PROUD TO BE FLESH * * * * * * * * * *

Crash Media is a joint venture, defining the 
agenda of the ‘Revolting’ media lab in 

Manchester/ Salford UK in Aug/Sep, and extend-
ing the voice of ‘Skyscraper Digital Publishing’. 

‘Revolting’ temp URL: http://www.art-
bag.net/revolting

Crash Media is for free and will be released bi-
monthly as of the middle of March. Printed on 

tabloid paper, each issue will have a print run of 
10.000. Crash Media is based in Salford and 

London (UK). The first issue consists of 12 pages.

contacts: Micz Flor (micz@art-bag.net) 
Josephine Berry (josie@metamute.com)

C R A S H   M E D I A
Where Media Reaches its 

Critical Mass 

address: 
Crash Media

c/o Micz Flor
Department of 

Design / 
Centenary Building

Peru Street
UK-Salford M3 6EQ

fax: +44.171.6134052

SOUND BOX 
is a RealAudio based experimental broadcast, opening 
its virtual doors on Friday March 27th 1998. Web broadcast 
will be online for a period of two months at the following 
address: http://www.kiasma.fng.fi/soundbox/
SOUND BOX is a countdown project for KIASMA, the new building 
of The Museum of Contemporary Art, keeping its opening 
ceremony on Friday May 29th 1998 in Helsinki.
contact: Petri Kuljuntausta <petri.kuljuntausta@muu.autono.net>

VIRTUAL 
REVOLUTIONS 
#a series of 
4 media art 
workshops with
a specific on-line 
follow-up process
#delivered at various 
venues across Europe 
in Sofia, Rotterdam, 
Tornio and Manchester
http://www.fact.co.uk/vr

ACOUSTIC SPACE 
[Art + Communication III]
media culture exchange project,
organised by E-LAB (Riga). 
Monthly series (1998/1999) of lectures, 
workshops, parties, concerts in Riga. 
! Call for participation!  
contact to: rasa@parks.lv
http://xchange.re-lab.net

ARTGENDA /STOCKHOLM ‘98/ 1-10 MAY, 1998 
the second biennial of young artists around 
the baltic sea. ArtGenda is a forum for profes-
sional meetings that includes a major international
program of workshops, symposiums and conferences.
Riga project at http://artgenda.re-lab.net




