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[HCHANGE] MAILINGLIST - information 6 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
(Achang . pilations N
- i 0% . (<) publishing
to: subscribe / U \ ; . d radio links Xchange 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.radio €vents net.audio (Xchange) network
.j"é"j. FRCENT ACOUSTIC.SPACE

RECYCLING THE FUTURE <http://xchange.re-lab.net>

ACHANGE ON-AIR SESSI0N (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

editions Weekly

newr net.audiofradio links/prajects

(W)
+ x-ll'u'e time table

to subscribe Xchange mailing list please send a message to: majordomo@re-lab.net
(no subject)
with the message body: subscribe xchange
mailinglist web-drchive (3 m URL
, e ! . . - | | \ | | \ | | \ | | \ | |
hitp:/fxchange. re-lab. net/a list of et audio and radio links (a) (c) (o) (u) (8) (t) (1) (&) () (8) (p) (a) (c) (e)
| | \ | | \ | | \ | | \ | |

xchange search/webarchive: http://xchange.re-lab.net/a/

Xchange

net.audio network

() fur alternative non-commercial intemet broadeasters and individual audio content providers
{1 on exchange and linking-up of audio content within the netspace (<) on development towards a net.audio netmok community
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Date: Wed, 10 Dec 1997 20:54:22 +0200
From: Rasa Smite <rasaeparks.lus

Subject:

[Hchange] start!>discus.txt>

Some topics | 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

(1) the interface

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

OOooooaoreorerere)ye)e)

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,
0Z0ne)

- 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’,

AADIO on the net, LIVE-streams, NET.AUDIO network

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?.../.

(1)

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

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

Interneta radio raidiju
Saura un specifiska (salidzin

KUsSTJU / JEB DAZAS PARDOMAS - \ 6 &
Pararadio (Budapesta) orientejas uz vietéjo, ung

INTERNET RADIDO ' auditoriju. Interface radio ( ndona)armﬂsdienigas
T T KLIEM UN mizikas raidisanu, domajams, aptver plasaku auditoriju,
Savukart eksperimentaliem rgidijumiem ieintereseto

klausitaju loks nav parak plass, us ir
ipasi aktuals - ka nodrosina Ie-' mums labakas
iespéia forméciias apmainai?

eb-lappasas ir v

o0

tus ka izmantot ‘real audio’ tehnologiju:
as radio raidijumi interneta, kas ir vistuvg

e\ pieméeram, FM radiostacija B92 Belgra -‘:‘.
§ piratiskais radio Interface) “
e web.rag
(piemeéra
e jaukti inteyneta un FM radio eksperimenti “
(pieméram)\Convex_tv no Berlines, Kunstradio Viné

o0 vai net.radio, kas raida tikai interneta

e un radikalakg forma - dazadi tiesraides eksperimen
ti interneta (kd\piem. ‘mums Sodien/Sobrid notiek
interesants pasakums/koncerts/lekcija/diskusija, ko
mes velamies rajdit).

(arhivs)
_audio arhivs - vigna no interneta radio privilégijam,
_cik svarigi ir tieS@s parraides ieraksti un to
saglabasana

Dazas raidstacijas vgido nopietnus savu tieso
parraizu ierakstu arhivus (pieméram, ParaRadio
iknedélas parraides, Workspace radio (kas darbojas
Hybrid Workspace projekta ietvaros, DocumentaX,
Kaselé) 1997.gada vas ras arhivs) - biezi Siem
radijumu ierakstiem ir

Pastav vel viens jautajums - ka padarit audio arhiv
labak pieejamus (vieglak iantoiamus/iz :-

L]
)

=

Pieméram, Radio Internationglg Stadj 'étigs
arhivs, kas visu laiku ir attistibaxystocesa un veidojas
no citu radio un individuali iesutitaydy a0y

materialiem. Ari citiem internet \\\ a
eksperimentalas muzikas, DJ uzstééan L
citas audio informacijas arhivi. Tapec butuN\Q\
nepieciesams jauns un labs tehnologisks .~~§=‘=--\
So arhivu értai lietosanai.
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Date: Mon, 15 Dec 1997 18:32:42 -1000
From: Borut Sauski <borut.sauskiekiss.uni-1j.s1>

Subject: Re: [Kchange) starthdiscus.txt> RADIO on the net, LIVE-streams, NET.AUDIO network

About HOWS and WHATS to transmit via internet...

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

O e L A A A A R A R
(a) (c) (o) (u) (s) (t) (i) (c) () (s) (p) (a) (c) (e)
e e e A T e B B
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 KA ‘RAIDIT’ INTERNETA

Lai definetu interneta raidiSanas noteikumus,
salidzinasim raidisanu interneta ar to, ko nevar
piedavat parasta radio tehnologija.

Interneta tehnologija piedava:

1. tieso jeb ‘dzivo’ parraidisanu - teksta, audio un video
forma, sinhronizeti vai paraléli,

2. vispasaules aptveramibu un starptautisku pieeju,

3. sinhronu raidisanu no dazadiem avotiem, izmantojot
vienu platformu (interneta lappusi),

4. internacionalas producésanas grupas,

5. dazadu un starptautisku auditoriju,

6. neatkarigu radosu darbibu bez autortiesibam,

7. informacijas bankas (teksti, intervijas, mazika, dzivo
koncertu u.c. pasakumu ieraksti),

8. individualizetas iespéjas piek|ut teksta, skanu un
video failiem,

9. izmaksu zina nekadas atskiribas starp lokalo un
starptautisko,

10. apspiedosas likumdosanas neesamibu (vismaz lidz
sim).

Par sim visam priekSrocibam maksajam ar parraides
zemo tehnisko kvalitati.

Tapéc nevertésim jaunos medijus péc pierastajiem
kritérijiem. Pienacis laiks parskatit mediju vértesanas
principus (un izmainit tos), nevis vienkarsi
samierinaties ar erti pielietojamiem stereotipiem!

BORUT SAVSKI, Lubjana

PARTNERS WANTED!
in order to get some real-time
audio linking [yes, with delays...]
from two or more sources
[streams]

1.TWO PARTICIPANTS
*piggyback principle:

Partner 1 encodes and sends first stream, Partner 2
receives this, adds his sounds and sends asecond
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 Partner2 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 chaatic 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 | 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 | 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!!!

Borut Savski

Vajadzig! Iidzdalibnieki!

Lai varetu savienot vairakas tiesraides
[ 43, ar nelielu nokave$anos...] audio
kede no diviem val vairakiem avotiem.

1..Divi dalibnieki.
* Pikpauna princips:

Pirmais dalibnieks iekodé un translé pirmo skanu
kedes posmu otrajam dalibniekam, kas to uztver sava
raiditaja, pievieno savas skanas un translé ‘atpakal’;
to savukart uztver pirmais dalibnieks, kurs abus
slanus samikse viena un palaiz etera. Rodas skanu
ciklesana. Abiskanu slani neatkarigi viens no otra ir
pieejami publikai, - lieliska izdeviba skanu strukturu
attistibai, bet ne dzivam debatem.

* Hierarhijas princips:

Ja otrais dalibnieks pirmo skanu kedi tikai noklausas
un nosita savejo bez originalas, tad nerodas atbalss
etera - ir tikai 5-8 sekunzu aizkavésanas. Pirmais
dalibnieks Saja gadijuma veic cita veida miksésanu
(mixdown), un publika var piek|it tikai Sim galéjam
variantam.

2. Vairaki dalibnieki.

Ja projekta darbojas tris vai vairaki dalibnieki, katrs
no tiem var izveleties savu originalas kédes avotu un
reagét péc saviem ieskatiem. Saja gadijuma jebkurs
no iznakumiem ir ‘galéjais variants’. Ja sistema k|Ust

haotiska, tad skanu kédes tiek buvetas pec pirmo
divu principu parauga.

Pats par sevi saprotams, ka ne katram dalibniekam
nepiecieSams pasam savs serveris - viena stacija var
denerét vairakas dziva laika skanu kedes.

*Vlishiezak uzdotie jautajumi:
Ka var translet?

Apskatiet So interneta adresi! E-mail zinas var bt
nav vairs tas jaunakas, bet iegistama informacija un
‘linki" ir derigi.
http://www.iflugs.hdk-berlin.de/XLRadio/detail.htm
Uz kurieni translét?

Protams jums ir vajadzigs serveris (tikla raiditajs...).
Tuvakaja laika interesentiem bls iespéeja izmantot
Xchange (Riga) serveri. Meginiet pieslégties IRC
servera re-lab.net kanalam #xchange katru otrdienas
vakaru (CET), vai ari vienkarsi paklausieties Sis
parraides!

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

Piedalieties!

tulkojums: AIJA SILINA

i%ing, RAencode
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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/0Z0ne

JOSEPHINE BOSHA )

This i1s 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 1t.

‘Listen’ to Rasa and Raimis SmiTs now of E-lab, Latvia...

JB- can you tell me whnere your special
interest in audio is coming frome Wnal does it
mean to youz

~[353:

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. Qur
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 | guess - it
is just the natural way, that we together with some
more friends-musicians & djs a year ago started net.
radio project Ozone.

-=3IlIS-

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-lah.

JB- Do you present audio off the net in 3
pnysical spacez If yes. what happense How do
people reacte

- 3ITIS-

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. |
think it's more fascinating when you know people
who are broadcasting.

~[353:-

We started live broadcasting very recently (month
ago, few weeks before Xchange festival) but also
before - for 0Z0ne 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
inriga 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
init.

JB- pid the connection with the London pirate
who was going to 6roadcast part of the
Xcnange festival live. picking vp the stream
from the net. work?

~[353:

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- wnat is the general impression you get
of the development of audiosradio on the net
in the ‘alternative: scenez

~[353:

Many different activities spreading up this year. Great
beginning for net.audio environment, | 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, | 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- wnat are your favorit soundprojectsz

~[353:

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 | 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.

==r3ITIS-

There are many...

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

JB- Is tnere a difference between soundproj-
ecls from say tne ex-east and ltne ex-west?

=[353:

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

-w3ITIS-
There is a difference between experimental enthusias-

tic volunteer projects and commercially aimed proj-
ects.

O L T A A AR N N
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[ [ | |
information&communication channel | for net.broadcasters
http://xchange.re-lab.net (Xchange) net.audio network
xchange search/webarchive: http://xchange.re-lab.net/a/

tulkojums [satsin.): ALISE TIFENTALE

Josepiiine Bosma
INTERVIJA AR AASU SMITI UN RAITI SMITU, E-LAB

JB.- k3 sakas jOsu interese par auvdio?
Rasa- Nav viegli nosaukt kadu ipasu bridi. Audio ir
elastigaka vide neka vizuala maksla, taja ir vairak
vietas iztélei. Kaut ari misu izglitiba ir saistita ar
vizualo makslu, skanas vienmer ir mums visiem
visapkart, un ta ka mes vienmer esam centusies
meklét atklatakus un brivakus pasizteiksmes veidus,
pirms gada kopa ar draugiem - mazikiem un DJiem -
sakam stradat pie interneta radio 0Z0ne projekta.

JB.- vai jis nodaroojaties ar audio projeftiem
ari fizisk3f3 telp3dz

Raitis: E-LAB tresdienu vakaru seminaros més
prezentejam jaunus muzikalos projektus. Cilvekiem,
kuri pasi neizmanto internetu ikdiena, interesé audio
raidisana interneta, ka ta ir iespéjama un ka ta
darbojas.

Rasa- Més organizejam ‘dzivas miizikas' (jam-ses-
sions) vakarus un to ierakstus 0Z0ne arhivam,
muzikalais koordinators Ugis Vitin$ studija parasti
uzaicina |oti interesantus daudz un visdazadakos
alternativos muzikus.

Mums ir sapnis nakosajam gadam - Seit Riga realaja
vide izveidot atvertas publiskas telpas ar konferencu
zali, kluba-deju zali, elektronisko kafejnicu ar brivi
pieejamu un par brivu interneta pieslegumu. Telpam
nav jabiit lielam, bet atvértam un galvenais - radosi
funkcionéjosam. Sadas telpas ari biitu laba iespéja
raidit un atskanot interneta radio programas.

JB.- x3ds ir JjOsu Kopéjais iespaids par inter-
neta radio alternativds sféras attistiouz
R3sa3- Liela dazadiba - jauni individualas izpausmes
formas un projekti, eksperimenti, audio arhivi utt.

Tai pasa laika trikst koncentrétas, redigéetas,
sakartotas informacijas par Sim aktivitatem, it ipasi
tapec, ka RealAudio biezi vien tiek izmantots
islaicigai raidiSanai (pieméram, no konferencem,
festivaliem un citiem ipasiem notikumiem).
Manuprat, ari citiem ir radusies lidziga ideja - veidot
Internet raiditaju tiklu - vidi, kura apspriest idejas un
apmainities ar informaciju.

Xchange projekts ir méginajums izveidot interneta
radio tiklu alternativajiem raiditajiem. Més nesen
aizsakam Internet saraksti (mailinglist) * Xchange’,
idejas par Akustisko Telpu konteksta.

Akustiska Telpa - koncepcija no Erika Deivisa lekci-
jas, “cik svariga var bat / ir skana vides radiSanai un
organizésanai”, tas pats attiecas uz interneta vidi, un
audio ir ta komunikacijas procesa dala, kas biezi vien
darbojas vistiesak un efektivak.

JB.- vai josvuprat pastav 3t$girioa starp auvdio
projektiem no bijusajam Austrumu un Rietumu
bOloka valstimz?

Rasa- Nezinu... Es domaju, starp VISIEM audio
projektiem pastav bitiskas atskiribas, ja §is atskiribas
ir jauzsver.

Raitis- Pastav atskiriba starp eksperimentaliem,
entuziasma vaditiem, brivpratigiem projektiem un pro-
jektiem ar komercialu mérki.



ATENDED LIVE RADIO
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A joint project of

UIf 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:

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

- 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 LUUBLJANA and

STUDENT ORGANIZATION OF UNIVERSITY OF LUUBLJANA
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.

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
anidea - or is it just about time management ?

There are several mo :_‘iﬁ\“‘-\i need to be looked
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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?

- canthe net be an artistic medium, or is it just good for
documentation of artistic work ?

- what benefits do | 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




TENDED LIVE RADIO

ZPLATITAIS DZIVAIS RADID

Veidotaji:

Ulfs Frejhoffs, Monika Glana, Dagmara Gablere,
Marko Kosniks /Egon March institits/,

Boruts Savskis /Eksperimentu ministrija, Lublanas
Studentu radio/.

XLR (IDR) bija 14 dienu gars péc-pusnakts FM un
interneta translacijas projekts, kas notika Lublanas
Studentu radio un Lublanas Kapelica galerija 1997.
gada 24.08.-05.09.

Projekts aizsakas ar Marko Kosnika, Ulfa Frejhoffa un
Monikas Glanas iniciativu 1997. gada janija, kad stu-
dentu radio stacija radas komunikaciju iespéja: inter-
neta sakari 24 h diennakti. Marko Kosnikam Sis pro-
jekts bija savas darbibas studentu radio turpinajums,
kur vins kop$ 1991. gada peta mediju ietekmi uz
sabiedribu: vins pievérsies sabiedribas parprasto
mediju iespejam gan estetiskam, gan tehnologiskam
(it seviski internacionala, multi-centrala limeni), ka ari
savu atklajumu izmantoSanai dzivaja radio, tada veida
no jauna izskaidrojot alternativo mediju lomu
sabiedriba.

Projekta piedalijas tris makslinieki no Berlines:

Ulfs Frejhoffs, video un interneta makslinieks; Berlines
INTERFLUGS HDK, Monika Glana, interneta maksli-
niece; INTERFLUGS birojs. Dagmara Gablere, aktrise
un dzejniece, sekretare. Dalibnieki no Lublanas:
Boruts Savskis, Eksperimentu ministrija, Studentu
radio; Marko Kosniks, projekta organizétajs un koor-
dinators. Tris atsevisSkas organizacijas radija
tehnologisko infrastruktiiru, un divas no tam sagadaja
nepiecieSamo (minimalo) finansialo atbalstu.

So divu nedlu laikda mums izdevas apvienot gandriz
visas iespeéjamas komunikaciju tehnikas: mazjaudigos
FM savienojumus, jaudigo radio translaciju, telefona
linijas, vien- un divpuséju interneta raidiSanu.

Mums radas pilnigaks un progresivaks prieksstats par
masu projekta koncepciju: - sacies ka pavisam ikdie-
niskas mizikas un sarunu interneta transléSanas pro-
jekts, tas driz vien kluva par nepartrauktiem
‘horizontaliem’ petijumiem un atklajumiem gan klasis-
ka radio, gan interneta zina.

Piektaja diena beidzot saka darboties divpuséjie
sakari - tika likti lieta divi uztvéreji (atkodésanas
kompjuters) un divi transletaji (divas neatkarigas
skanu kedes serveri). Lidz ar to kristalizejas
secinajums - katram dalibniekam ir vajadzigs savs
aktivais lidzdalibnieks (partneris) raidisanas laika.

Péc Si momenta galvenais mérkis bija radit saturu
nodibinatajiem tehnologiskajiem sakariem.

Projekta pedeja nedela notika |oti interesantas lietas:
sabiedriski - makslinieki dazadas pasaules pilsétas, ar
atSkirigam kultiram, pagatném un gaumem, aktivi

http://uwun.if lugs .hdk-berlin.des"xlr
http://uwun.radiostudent .si/mzx/xlr . html

sadarbojas un radija ‘unikalo translacijas momentu’;
estétiski - Saja laika tika transléti daznedazadi perso-
nalizéti projekti. Vairaki no Siem briniskigajiem
momentiem ir pieejami XLR interneta arhiva.

Un neaizmirsisim stresa gal€jibas, ar ko nacas sastap-
ties Sajas darba pilnajas divas nedelas, kad vienlaicigi
bija nepiecieSams sinhronizét visu darbinieku un
interesentu piles, dazadas idejas un gaumes. Vai
mums tas izdevas?

Projektu atbalstija: Lublanas Studentu radio, Lublanas
Kapelica galerija, Lublanas Universitates studentu
organizacija, Berlines Makslas akademijas INTER-
FLUG birojs.

BORUT SAVSKI

X L R

XLR nozimeé lIzplatitais Dzivais Radio. Meés visi
censamies nodibinat dazadus sadarbibu tiklus - vai nu
dzive, vai interneta. Més gribejam pieversties divam
galvenajam témam - FM radio un net.radio tieSajam
parraidem. Lublana 2 nedélas péc kartas no pusnakts
lidz 6 rita mes translejam dzivo FM radio - pirmo
nedélu no Studentu radio studijas, otro - no Kapelica
galerijas.

Mes aicinajam piedalities cilveékus no visas pasaules,
un ta ka pagaja dazas dienas, kamer saka darboties
sakari ar vairakam radiolokacijam, tad pasa sakuma
meés programmu veidojam pasi ar saviem materialiem.
Misu uzmanibas centra tobrid bija improvizacija - més
centamies translét informaciju par saviem ikdienas
projektiem - ar ko mes tobrid nodarbojamies un kapéc.
Piemeram, vienu vakaru galvena tema bija ‘atskana’
(feedback) - (tas hija tad, kad pirmoreiz beidzot saka
darboties sakari ar Berlini un més varejam eksperi-
mentét ar dazadam interneta audio atskanam).

Citi projekti notika dzivas parraides laika; vel dazi
pieméri izmantotajam témam: automatu un cilveku va-
lodas, nekas, kaut kas, jebkas, saule... un (protams)
kiberpanki, kibertelpa, un kiber-viss paréjais.

Programma galvenokart sastavéja no monologiem,
lekcijam, priekslasijumiem, diskusijam, muzikas, eks-
perimentalas dziva laika miksésanas un intervijam.
Ikvakara parraides uzbive bija Sada: galvena prog-
ramma (‘galvena satura audio telpa’) tika transléta no
pusnakts lidz 2 rita, tad no 2 - 4 nakti notika
improvizéSana-miksésana, un no 4-iem rita lidz 5:30
skaneja muzika izklaidei. Un izskana més translejam
Dagmaras Vusas (Dagmar Wusch) stastu (vairakos
turpinajumos) par kiborgiem, ko vina sarakstija pro-
jekta laika, attélojot visu, kas notika parraizu laika.

Viss nedaudz mainijas pec dazam dienam, kad tikla
kontakti saka darboties un notikumi bija atkarigi no ta,
kas bija piesledzies tiklam, kad, un kura vieta. No ta
briza mums nacas koncentréties uz aréjiem kontak-
tiem, un més centamies rast iespéjas translésanai no
citam stacijam, citam radiolokacijam.

Kas attiecas uz interneta aktivitatem, mums daudz
palidzeja sakari ar Berlini, pieméram, - maziki no
Berlines sniedza koncertus, vai caur internetu tapat
vien spéleja kopa ar citiem muzikiem no Kapelica
galerijas; notika intervijas ar maksliniekiem no Kaseles
‘Hybrid Workspace’, intervijas ar mazikiem, kas nodar-
bojas ar elektroniku interneta, un (pédéja vakara) mes
translejam kada sitamo instrumentu specialista kon-
certu no Ahenes. Bija paredzéts, ka nedaudz vélak $is
mazikis improvizés kopa ar kadu trompetistu no
Berlines, tacu tehnisku iemeslu dé] sakari ar Berlini
partrika, un mums atkal nacas improvizet. Boruts
Savskis un Marko Kosniks Lublanas galerija tad
saspéléjas ar $o maziki Ahené.

Paraléli visiem Siem notikumiem interneta turpinajas
dziva konference (chat), un tie, kas nevargja atsatit
skanu samplus, komentéja un tapat piedalijas Saja
projekta, un So parraizu laika més vairakkart nolasijam
lielako daju no Siem komentariem. Mums pat izdevas
iesaistit interesentus no Australijas, Tokijas un
Nujorkas.

Tani pat laika Lublanas galerija notika priekSnesumi,
piemeram, kads viesis no Jaunzélandes spontani
izlema sagatavot savu numuru nakamajai dienai,
sadarbojoties ar vienu no didzejiem, kas projekta
pirmaja vakara speléja kopa ar Berlines mazikiem.

Sie ir tikai dazi pieméri, kas varétu radit prieks$statu par
So projektu, tacu 2 nedélas ir parak ilgs laiks, lai visus
notikumus varétu uzskaitit. Protams, ka tehnisku
iemeslu de| radas vairaki ‘melnie caurumi’, ko més
centamies aizpildit cik labi vien varéjam ;)

(Neviens no Berlines dalibniekiem nekad vél nebhija
piedalijies Sada veida dzivaja radio).

Nenoliedzami mums radas Joti daudz tehnisku
problemu, un projekta pirmas dienas mes pavadijam,
censdamies rast risinajumu Sim problémam, un
neatkarigi no tam sagatavot savu nakts programmu, tai
pat laika kontaktejoties ar citiem, aicinot piedalities
visus interesentus, caur e-pastu izskaidrojot ka instalet
nepiecieSamas programmas, utt.

Galu gala rodas jautajums, par ko katram vajadzetu
padomat: vai ir iespejams vienlaicigi apvienot §i pro-
jekta tehnisko pusi ar projekta bdtibu, un tiesi ar §im
divam polaritatém més cinijamies visvairak. Tatad, vai
sadu pasakumu laika vajadzetu radit tehnologiska
eksperta Statu vietu, kas mums ka ideja nepatika jau no
pasa sakuma, vai ari viss ir atkarigs tikai no laika un ta
genialas iedaliSanas?

Pec Si projekta mums nacas parliecinaties, ka ir vel
vairaki darbi, kam vajadzétu pieverst uzmanibu: ir
vajadziga sekretare, kas parzinatu visas blakus
komunikacijas, sabiedriskais darbinieks, kas spétu

parzinat visu, kas notiek starp cilvekiem citas tiklam
pievienotajas radiolokacijas vietas.

Mes etera raidijam pilnigi visu, bez jebkadas cenziras.
Tani pat laika més centamies visiem izskaidrot, ka
translacijas process ir transparents, ka ari izskaidrot
to, kam bija janotiek, lai Sis translacijas tiktu parraiditas,
un parejas net-radio iespéjas ka tadas.

Seit més gribétu piebilst, ka reala darbibas vieta
mums ir viens no svarigakajiem faktoriem. Interneta
sakari starp divam vai vairakam vietam dod iespeju
sinhronizet Sis vietas kaut vai daleji, un kaut vai tikai
uz isu laiku. Tas ir dziva laika, dzivas vietas virtuals
attels, par informaciju, informacijai, pieredzei,
sadarbibai, komunikacijai. Translacijai. lekséjai un
argjai. Virtuals attéls par realo dzivi, par robezu
skersosanu un sakausésanu.

Jebkurai sabiedribas aktivitatei ir nepieciesams izvei-
dot savu seju, savu atmosféru, savu iekséjo attélu
(interface), kas atspogulo tas galveno ideju un merki.
Saja gadijuma ta ir skanu translacija, kas rodas
automata, bez cilveka iejauksanas, un k|ist par kaut ko
virtualu, kaut ko tadu, ko iespéjams piedzivot, izjust, un
kas k|ust par noteiktu atmosferu.

Dazi pamata iemesli, kapéc izmantot/translét Izplatito
Dzivo Radio:

- mums visiem patik Babele un galu gala Sis projekts
tika radits tapec, lai izpéetitu musdienu médiju iespéjas
no makslinieku viedokla.

Dazi jautajumi, kas radas $i projekta laika:

- ko més esam ieguvusi ar interneta sakariem,
salidzinot ar eru pirms interneta?

- ka varetu paklaut internetu, lai tas darbojas misu
merkiem?

- ka radit atsevisku struktiru bez supestruktiras
giganta?

- ka pieverst vairak uzmanibas projektu saturam, tai
pat laika meginot neapmaldities tehniskajas
problémas?

- vai internets var klut par makslas mediju, jeb tas ir
derigs tikai makslas darbu dokumentacijai?

- kads labums no interneta ir cilvekam/maksliniekam?

Protams, ka pagaidam mums vel nav atbilzu uz Siem
jautajumiem, tacu lidz ar So projektu mums radas
iespéjas izprast Sos tematus ari no citiem aspektiem.

ULF FREYHOFF & MONIKA GLAHN

tulkojums: AIJA SILINA
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transcript

Date: Mon, 29 Dec 1997 17:34:27 -0800
From: figment@sirius.com

ACOUSTIC CYBERSPACE

Today I'd like to talk about some abstract ideas, some
images, some open-ended notions about acoustic
space. In particular, | am interested in the relationship
between electronic sound and environments, on the
Internet or in music. | 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 | belted out a pitch that resonated with
the unique acoustic characteristics of this room, the
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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 | 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, | 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 | experienced 3D audio, |
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. Butin 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? | 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, | 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.
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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,

reverh. 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. | 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.

AKUSTISKA KIBERTELPA

Sodien es gribétu runat par dazam abstraktam idejam,
teliem, dazam nepabeigtam nojautam par akustisko
telpu. It ipasi mani interesé attiecibas starp elektro-
nisko skanu un vidi, interneta vai mazika. Es nerunasu
par dazadajam tehnologijam, kas tiek izmantotas, ta
vieta es meginasu pieskarties dzilakam problemam
saistiba ar skanu - ka ta konstrué subjektivitati un ka ta
darbojas ka sava veida karte.

lesakumam - atskiriba, ko Marsals Makluens (Marshall
McLuhan) iezimé starp vizualo un akustisko telpu.
Makluens izmantoja prieksSstatu par vizualo telpu, lai
raksturotu, ka kopS Renesanses laikmeta rietumu
subjektivitate ir organizéta uz tehnologijas pamatiem.
Makluens uzskatija, ka Renesanses perspektiva ne
tikai piedavaja jaunu, daudzsolosu celu vizualas telpas
organizacijas procesam (runajot par reprezentaciju),
bet iemiesoja sevi ari ipasu subjektivitates formu. Vin§
ne tikai asociéja So subjektivitati ar skata punktu, kuru
radija Renesanses laikmeta gleznojumos izmantota
perspektiva, bet attiecinaja to ari uz drukas tehniku un
gramatas jauno formu. Vin$ uzskatija, ka cilveks, kas
nacis pie mums no Renesanes, moderno rietumu cil-
veks, ir vizuala persona.

Renesanses perspektiva tadejadi kalpo ka daudz
plasaka fenomena vizuala analogija - speks radit
noteiktu, vienu skata punktu, kas sakarto domas un
uztveri ar linearu liniju palidzibu. Tas ir saistits ar
drukas tehniku - un drukato kulturu - jo, saskanpa ar
Makluenu, Sis tehnologijas iemaca cilvekam paradumu
organizét pasauli lineara, atomizéta, seciga kartiba. Sis
vizualas telpas centra ir aksioma vai pienemums, ka
“dazadi” prieksmeti, vektori vai punkti neparklajas un
nevar parklaties, un pasaule tiek uztverta ka lineara un
sakartota ap stingri noteiktam linijam.

Makluens So vizualas telpas konstrukciju un
subjektivitati, kas ar to saistita, pretstata “akustiskajai
telpai”. Akustiska telpa ir telpa, kuru mes dzirdam,
nevis redzam, un vins uzskatija, ka elektroniskie medi-
ji mis ieved Saja akustiskaja vide ar savu afekta un
subjektivitates valodu. Akustiska telpa neaprobezojas
tikai ar muzikas vai skanas pasauli, elektronisko medi-
ju vide pati par sevi iemieso citu telpu organizésanas
un uztversanas veidu.

Akustiskaja telpa ir iespéjama sinhronitate,
parklasanas un ne-linearitate, bet pari visam, ta
rezoné. Protams, “rezonansi” var uzskatit par
celonibas formu, bet i celoniba visai bitiski atskiras
no tas, kas asocigejas ar vizualo telpu, jo rezonanse |auj
“lietam” savstarpéji atbildét ne-lineari. Ta ka rezo-
nanse ir fiziska sisttma, maza méroga aktivitate vai
darbiba var ieglt milzigu energiju; pieméram, ja es
runatu tada balss augstuma, kas rezonétu ar §is telpas
unikalajam akustiskajam ipasibam, vide pastiprinatu
manas balss energiju. Tapec daZi dziedataji ar savu
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balsi var likt tricet glazei, sasniedzot glazes rezonéjoso
frekvenci (kas ir telpa un kas satur telpu) un liekot tai
vibrét dzirdamibas robezas. Rezonanse ir spéciga |
analogija, kas palidz saprast, ka darbojas dazadi M Ticdd
energijas un telpas veidi. T |

' |
Rezonanse ir tikai viena akustiskas telpas ipasiba, otra ir

sinhronitate. Vizuala telpa uzsver linearitati, bet " Il
akustiska telpa uzsver sinhronitati - iespéju vairakiem
notikumiem risinaties viena laika/telpas zona. Tada

sistema subjekts - varbiit persona - organize telpu, sin-

tezéjot vairakus dazadus notikumus, telus, un |
informacijas avotus organiska vienotiba. Strikti runajot, I“ Il
tas nav patiesi, bet tomér misu domas un uztvere var

tiekties uz Sis sinhronitates sasniegSanu: més vianlaicigi
uztveram daudz ko, un kombinéjam vienota veseluma.

Makluens uzskatija, ka tas, ko mes dzirdam, |oti butiski
atskiras no ta, ko més redzam. Nav jasaka, ka més
sinhroni gan redzam, gan dzirdam - bet tas notiek
saskana ar atskirigiem logikas likumiem, kas ir defineti
un laika gaita mainas. Nepastav miziga, nemainiga
atskiriba; drizak tas ir vienkarSots veids, ka runat par
informacijas pieredzesanas, apzinas, koncepcijas
rasanas apstakliem. Un elektroniskie mediji rada
vairak akustisko iespéju pasaules uztverei.

i
]

{18 ”
Lielaka dala atzinu par kibertelpu, internetu, virtualo | T[
realitati un citam elektroniskajam telpam, koncentré- a ' ||||||| ||||

jas uz vizualiem téliem. Sis diskurss attiecas uz
daudziem limeniem - maksliniecisko, intelektualo, ari
uz praktiskakajam tehniskajam problemam un prag-
matisko socialo praksi. Nemot vera Sodienas interface |
ipasibas, nav griti saprast, kapéc tas ta notiek. Bet es

domaju, ka mes varam tikai iegt, plasaka tehnologijas II |I“"|” |1 I : i'
un kulttiras konteksta apskatot dazus dzilakos .
jautajumus, kas rodas saistiba ar akustisko telpu, kas
sevi ietver dzirdi un runu.

Elektroniska mizika - radosa, interesanta un decentra-
lizeta sfera, kas izraisa visdazadakos jautajumus par
estetiku, telpas konstrukciju, zemapzinu, subjektivitates
veidosanu. Un pastav plasaka elektroniskas makslas vai
informacijas kultiiras vide - pieméram, internets, virtuala
realitate, kas lielakoties vel joprojam koncentréjas uz
sapniem par vizualo telpu. Ja padoma par virtualas
vides tehnologisko konstrukciju, manuprat, jas
piekritisiet, ka Renesanses perspektivai vel joprojam ir
ipasi svariga loma.

Man ir bijusi iespéja pieredzet vairakas |oti augsta
tehnologiska limena virtualas realitates vides. Dazas
no tam ir bijusas visai parliecinoSas. Tas nav obligatais
merkis visam virtualajam videm, bet ta noteikti ir prob-
Iéma cilvekiem, kas strada pie to izveidosanas: ka més
varam radit vidi, kura uztvere un subjektivitate tiek
iestikta kada cita dimensija, cita telpa? Sis ir galvenais
jautajums, runajot par virtualo realitati, ir vel daudzi
citi, bet Sis ir visspécigakais. Sava zina Sis jautajums ir



loti naivs. Tomer, kad es piemoreiz pieredzeju 3-dimen-
siju audio, mana apzina celoja talak neka jebkura cita
no izsmalcinatajam vizualajam virtualas realitates
videm.

Loti laba 3-dimensiju audio vides organizacija bez
vizuala pamata radija neticami spécigu iespaidu.
Parasti cilveki uzskata akustiskas dimensijas par
“fonu” - pavadijumu galvenajai vizualajai pieredzei.
Bet Saja akustiskaja vidé varéja dzirdét visas skanas,
kadas jus varetu dzirdet uz ielas stira, telpiski orga-
nizétas tiesaja laika jums visapkart. Tas ir daudz, daudz
iespaidigak neka vizuala pieredze, kas jus attalina,
novieto jls noteiktas distances attaluma, nevis novieto
jus jauna koneksta centra.

Mans jautajums: kapec Saja zina akustiskas telpas ir
tik efektivas? Kas ir skana tads, kas slépj sevi So ie-
spaidigo potencialu? Manuprat, athilde saistita ar to,
ka mes to uztveram - skana ietekme mus savadak neka
vizualie teli. Afekts ir |oti bltiska pieredzes dimensija,
un to ir loti griiti sasniegt vizualaja vidé. So aspektu var
raksturot vards “atmosfera” - skana rada atmosferu,
lidzigi ka smarza. Skana un smarza ietekme
noskanojumu, kas maina telpas kvalitativo
organizaciju, un paklaujas citiem logikas likumiem ar
telpas potencialu. Ambient mizika vai soundscape var
dramatiski izmainit telpas kvalitati.

Pieméram, mes esam pieredzejusi dazus interesantus
eksperimentus un iespéjas ar RealAudio izmantoSanu
interneta. Bet vairak par Siem eksperimentiem mani
interese, lai cilveki domatu par skanas un akustikas
plasaku izmantosanu. Ne tikai ka komunikacijas
lidzekli informacijas apmainai vai dialoga
nodibinasanai, un ne tikai elektroniskas mazikas joma,
kas ir fascinejosa, bet tomer ir nodalita no “citam”
masu aktivitatém un pieredzes. Es runaju par
akustiskas telpas plasaku izpratni - es patiesam runaju
par tas subjektivitates, kuru mées radam datortiklu vide,
citam dimensijam. Ta ir dzila dimensija, un mums ar to
butu jarekinas, jastrada ar to un jaatklaj.

Akustikas iespeju vesturisks piemers, ko butu verts
nemt vera, ir saistits ar radio vesturi: pirmie radio gadi
bija Joti aktivi, un lielaka dala Sis energijas zuda, kad
Sis medijs tika plasi izplatits un padarits par ikdienas
sastavdalu, iznemot piratu radio darbibu, daziem
sabiedriskajiem radio un radio makslu. Musu situacija
tapéc ir ka deja vu: kad tika pieradita iespéja komu-
niket ar bezvada telegrafa starpniecibu, ta tika
absorbéta un veltita utopiskas izteles ainu
konstruesanai, kas atgadina retoriku par visuresoso
informacijas tehnologiju. Faktiski ar katru butisku
mutaciju elektronisko tehnologiju joma, jau kop$
devinpadsimta gadsimta vidus lidz pat musdienam,
vienlaicigi ir noticis utopiskas energijas izvirdums.
“Tagad mes varesim komuniket ar jebkuru pasaules
vietu, tagad mes varésim atrisinat konfliktus, tagad
mums bus labaka izglitiba, tagad mums bus vairak
demokratijas.” Sis idejas tika saistitas ar elektroniskas
akustiskas telpas mutacijam, kuras ieviesa radio.

Uz bridi iedomajieties, ko reprezentéja radio - telpa,
kas nebija telpa, plasa, nezinama, burtiski kosmiska.
Lidzko cilveki saka mijiedarboties ar vibréjoSo skanas
vilnu pasauli, ap to attistijas sava veida “hakeru”
kultira - Jaudis saka bivét pasSi savas raidiSanas

ierices un sarunaties ar citiem nezinamas vietas,
apmainijas ar informaciju un veidoja savus
informacijas apmainas tiklus. Radio kustiba sakas no
siem nelielajiem raiditajiem, kas raidija muziku un
zinas. broadcast. Si situacija ir loti lidziga tam, ko més
paslaik uzskatam par interneta kultiiras attistibu. Bet
radio atri tika absorbeéts ikdienas ertibu sistemas, un
valsts realizéja savu vélesanos organizét So telpu,
nodibinot robezas un likumus, kas definé komercialas
raidstacijas, kuras tagad domine.

Protams, ir citas dimensijas, kas saglabajusas
utopisku, progresivaku un telainaku aspektu. Ir
piratiskie radio un ir cilveki kas klausas pérkona negai-
sus ir ari miisu iemilotas koledZu radiostacijas... Sis
spektrs ir vel atverts, sava zina. Bet citadi tas ir
milzigs, nomacoss tuksnesis.

Interneta “radio” nav radio; tas neizmanto radio éteru,
un ta ir liela atskiriba. Bet tas ir imiins pret tam pasam
varas izpausmém. Ir neiedomajami svarigi saglabat
elektroniskos komunikaciju medijus ka atvertu telpu,
kas gatava nezinamajam. Kas padarija radio ta
pirmsakumos tik aizraujosu tehniskaja, socialaja un
radosaja joma, bija ta atvértiba: ta bija telpa, kas nebija
pilniba definéta, nebija pieradinata. Vel vairak, si telpa
atklaja citadu logiku. Tiesi tas notiek atkal: elektronisko
mediju, it iapsi interneta, akustiska dimensija piedava
iespeju, kas butiski atsSkiras no vienkarsas informacijas
piegadasanas, vai jaunu interneta lappusu
izveidoSanas, vai vairak animaciju izmantosanas. Vai
pat letaku telefona sarunu veiksSanas.

Ideja par to, ka més varam radit jaunu dimensiju ar
jaunam iespéjam - ne tikai “informéjosam” iespéjam -
sniedz mums atmosféeriskaku prieksstatu par misu
merki, sagaidot 21.gadsimtu un ta divainas globalas
vides attiecibas. Patiesam ir griti iedomaties, ko tas
varetu nozimét. Visi dazado tiklu dazadie faktori, kas
mijiedarbojas un saskaras... ka més tiksim tam visam
cauri? Ka més sev nodrosinasim pamatu, lai nojaustu,
kada ir musu telpa un kada ta varetu but, un kadas
varétu hiit misu attiecibas ar $o telpu? Si akustiska
dimensija piedava mums instrumentus, ne tikai
individuali, bet ari kolektivi. Ta Jauj mums modulet re-
fragmentizet So jauno vidi - to nelauj uz vizualiem
prieksstatiem, grafikiem un tekstu balstitas vides.

Akustiskas telpas var radit citadu subjektivitati; tas
piedava jaunas iespéjas un potencialu - it ipasi
estéetikas un informacijas limeni - , kas var palidzet
mums atrast celu uz telpam, kuras més atklajam un
kuras ieejam. Labakais piemérs ir mazika, it ipasi elek-
troniska muzika. Protams, var runat par muziku
vispariga limeni un tas attiecibam ar afektu, par to, ka
mazikas vibracijas rezoné kermeni, amodinot prieku,
bailes utt. Bet mani ipasi interesé elektroniska mizika,
jo tas vesture atspogulo mainigas attiecibas starp
subjektivitati un “akustisko telpu” divdesmita gadsim-
ta elektroniskajos medijos.

Piemeérs: pirmais patieSam elektroniskais instruments
ir krieva Leona Teremina izgudrotais instruments, kas
attiecigi tika nosaukts par tereminu. Vins$ radija So
instrumentu divdesmito gadu sakuma: instruments
radija elektromagnetisko lauku, kuru varéja moduléet ar
roku. Skanas stiprumu un skalumu varéja kontrolét,

novietojot savu kermeni Saja loka; skietami mizika
radas no tira gaisa. Teremins bija ieceréjis So instru-
mentu koncertzalem, un Klara Rokmora, visu laiku
labaka S§i instrumenta izmantotaja, ar to speéléja
Rahmaninova un Ravela skandarbus. Bet ko mes
redzam un jutam, dzirdot teremina eteriskas skanas, ta
divaino un plastoso balsi? Més So instrumentu
pazistam no piecdesmito gadu filmu par NLO muzikala
pavadijuma, un no popmuzikas, pieméram, no atbil-
stosi nosauktas “Good Vibrations”. Kaut gan instru-
ments tika radits “istas” mizikas atskanosanai, tas
celo viscaur divdesmita gadsimta popkultiirai, radot
visdazadakas asociacijas - kosmiskas vibracijas, kos-
moss, paranoja, narkotikas. Elektroniska telpa piedava
dazadus subjektivitates veidus - un ne tikai zinatniskas
fantastikas klisejas. Padomajiet par to, kas notika ar
elektronisko miziku sesdesmitajos un septindesmita-
jos gados - gan psihodeliskaja muzika, gan
makslinieciskaja mizika, ka Stokhauzens. Tas ir uz-
svars uz kosmisko, telpisku dezorientaciju, afektu, vai
ne-humano. Elektroniskas miuzikas akustiskas telpas
neaprobezZojas ar afekta un sizeta organizaciju, kas
definé lielako dalu popmazikas, ar savu maksimali per-
sonificet milestibas un zaudéjuma struktaru.

Elektroniska mizika nevis tikai paplasinaja afekta va-
lodu péc sada stereotipiska modela, bet gan atvéra
vairak vai mazak personificétas skanu ainavas un
fiziskas telpas. Tas nav tikai Zanrs vai mizikas
tehnologija, bet daudz dzilaks fenomens, kas saistits
ar elektronisko mediju telpas sakartosanu, kuras atro-
das cilveki, lai kada ari batu §i telpa - Makluena
akustiska telpa, vai de-teritorializetas telpas, kas ir
kluvusas par batisku elementu postmodernas
subjektivitates artikulacijai.

Vel viens pieminéSanas vérts piemérs ir dub mazika.
Ta radusies Joti skarba tehnologiska konteksta, zemas
tehnologiska limena Jamaikas ierakstu studijas
septindesmitajos gados. Dub makslinieki panéema
jebkadu popdziesmu pavadijumu, kads vien bija pie-
ejams, un samontéja cita seciba, izmainot to dazadus
elementus ar divainu un biezi vien primitivu efektu
palidzibu - atbalsis, skanas izkroplojumi,
reverberacija. Rezultats - parasta regeja melodija ar
savu dejisko ritmu, parvertas par divainu un svesu
elektronisku telpu. Klausoties dub maziku, jis iegrim-
stat, iesligstat So skanu efektu raditaja telpa. DzZona
Keidza (John Cage) “neredzamas ainavas” vai
Braiena Ino (Brian Eno) ambient mizika ir veél citi
piemeri. Visas Sis vides attiecas uz sava veida ki-
bertelpu - telpisku un elektronisku afekta un kvalitates
orientaciju, nevis informacijas un kvantitates, ta ir
sinhronitates, parklasanas un ne-linearitates telpa,
divainas atkartoSanas un vel divainakas rezonanses.
Taja pasa laika, ka daudzas no S§im muzikalajam
formam ir propogandejusas, to dazadie aspekti un
mutacijas ir radijusas jaunu telpu subkultiram, fiziskai
pretestibai un populariem ritualiem.

Mazika un skana ir neiedomajami spécigi afektu
organizetaji; to speéks strukturét subjektivitati pari
laikam padara to par neticami produktivu valodu, kas
spejiga parvaret teksta uzspiesto linearitati. Tas neat-
tiecas tikai uz elektronisko muziku: visas popularas
mizikas formas funkcione, it ipasi attieciba uz jau-
niesiem, ka iespéja konstruét un definét pasaules

uzskatu. Nav nekada nejausiba, ka jauniesu
subkultiras visvairak centréjas ap miziku. Un
pasaule, uz kuru mes ejam, kulturas virusu, decentra-
lizétu subjektu un para-telpu pasaule, Sis témas k|us
arvien svarigakas.

Nobeiguma es gribéetu velreiz uzsvert, ka elektroniskas
tehnologijas akustiska dimensija ir augoss speks - ne
tikai estetiska nozimé, bet visai subjektivitates
organizacijai un lidz ar to kolektivu un politisko
grupeéjumu organizacijai. Es izmantoju muzikas
piemeru, jo tas visskaidrak demonstre, ka organizéjas
- vai tiek organizétas - cilveku grupas ap afekta, rezo-
nanses politiku. Ta ir Joti spéciga valoda, pat Joti
bistama. Elektro-akustiskas telpas nav tikai muzikas
stils vai labas virtualas realitates skanas pavadijums,
tas ir saites starp cilvéku un masinu, saites, kuras més
jutam ar mutaciju starpniecibu. Ta ka masu masinas
kldst arvien sarezgitakas, ari misu attiecibas ar tam
klis arvien sarezgitakas, un atklasies arvien jaunas
dimensijas - tik pat labi ari noslégsies. Skérsojot elek-
tro-akustisko telpu, akustiskas kibertelpas, robezas,
meés varam saglabat celu uz nezinama atveérto pasauli.
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[humble under minded]
psychic rumble

Transcript of a talk first given at Code Red, Sydney.

| write every day. Something like 100 or maybe a thou-
sand words. | might keep it, or throw it away. It makes
no difference really. Sometime ago | noticed that the
writing had become different, and | 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 | carry them all inside me.
>> If | 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.

>> | am literally dreaming up a novel, but will
attempt to only print one word at a time.

So | 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, | believe | 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.

>> Diis Dead!

Wow that's mega words. Sorry, | 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 | sat down and wrote these words differ-
ently. So | was going to talk about push media and the
law of disclaimers and all the things that are bothering
us now. | 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 | give is your responsibility now so if you pub-
lish anything | say then you are liable for defamation
not me” | hacked that straight out of Hotline...

Then | was going to talk about my previous incarna-
tion, as editor of a magazine in London. It wasn't that
exciting, but | suppose that it’s the closest | ever got to
rUpert mUrdoch. Somehow | ended up one step away,
talking with a man who had daily conversations with
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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, | 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 | speak | 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
outin tribute to something, or disucssing it already and
you are contextualising it with language...

So | 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 hit. 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. | can hardly articulate how | feel about it.
But I've been dreaming about this psychic rumble for
a year now and | finally get to hear my premonition.

VIBAACIJA SMADZENES

tulkojums: ALISE TIFENTALE

Es rakstu katru dienu. Apméram simts vai varbut
tiksto§ vardu. Es varu saglabat uzrakstito, vai ari
izmest. Man patiesam ir vienalga. Pirms kada laika es
ievéroju, ka mana rakstiSana ir mainijusies, un es
meéginaju saprast, kas bija mainijies. Lai to izskaidrotu,
man nacas formulét dazas jocigas domas. Mani
spriedumi hija sekojosi:

>> Mana galva eksiste nebeidzamas vardu
kombinacijas, bet es tas visas glabaju sevi.

>> Ja kads teikums bis uz manam lipam, tad kada bridi
tas atradis spoguli un véros pats sevi nebeidzami ilgi.
>> Pilnigas mulkibas ir tik pat noderigas, ka pardomats
arguments.

>> Ja jus pietiekami uzmanigi ieklausaties, jus varat
atklat, ko kads jums saka un speléeties ar teikta
sastavdalam.

>> Es burtiski izsapnoju stastu, bet pa to laiku varu
méginat uzrakstit tikai vienu vardu.

Tadejadi es spélejos ar kodésanu - ar procesu, kura
vardos tiek iekodeta un pec tam dekodéeta kaut kada
nozime, un mes ticam, ka saprotam So procesu. Ja, es
ticu, ka saprotu.

Meés varam iekodét tik sarezgitu nozimi, kadu vien
velamies, vai tik smalku, tik trauslu, vai tik popularu,
bet - ja jus sakat kaut ko, visas nianses pazudis, atsta-
jot tikai visparejo nozimi.

Vispareja nozime. Virsraksts vai attéls.

Bet mazie vardi ka skudrinas:

>> Sveiki

>> Es saprotu

>> lerice darbojas lieliski paldies

Lielie vardi, ja, TIE aiznem vietu un meés esam pieradusi
klat kurli pec tam, kad esam izdzirdéjusi tos.

>> Diana ir mirusi!

Tie ir milzigi vardi. Man vajadzetu atvainoties, ka lieto-
ju tos Seit. Tas ir ka nok|ut zem kajam veselam zilonu
baram. Ja, tie ir lieli vardi, milzigi, tie nozimé parak
daudz un taja pasa laika neko. Jis tacu to zinat, vai ne.

Bet vai jus zinat, kas tos izvéeléjies?

Pirms kada briza es uzrakstiju tos savadak. Es gribéju
rakstit par medijiem, kas ienem arvien vairak vietas
musu dzive un uzruna mus pret misu gribu, un par vel
daudz ko citu, kas mus tagad uztrauc. Es vélejos iesakt
So sarunu ar vienkarsiem vardiem - apméram ta:

>> “jis esat aktivi izradijusi piekrisanu izlasit So
tekstu... Par informaciju, ko es jums sniedzu, tagad
esat atbildigi jus, ta ka - ja jus publicesiet kaut ko no ta,
ko es saku, tad par neslavas celSanu bisiet atbildigi
jus, nevis es”.

Es to nokopéju no Hotline.

Talak gribéju runat par savu ieprieksejo dzivi, kura es
biju zurnala redaktore Londona. Tas nemaz nebija tik
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aizraujoSi, bet man skiet, ka nekad nebiju atradusies
tuvak Rupertam Merdokam. Tad es runaju ar kadu viru,
kurs ikdienas sarunajas ar Merdoku un rakstija
“lielus” vardus ar lielu nozimi, kurus lasija tiikstoSiem
un miljoniem cilveku. BET vin§ man teica ari ko citu, ka
es velak sapratu teika nozimi: “ja més varétu, mes
nopirktu autortiesibas uz frazi “Diana ir mirusi!”

Sie mistiskie “més”. Ruperts Merdoks un vina Old
Boys Network. Vin§ izmantoja parastus vardus,
papildinatus ar “lielajiem”, lai liktu jums domat, ka vins
stasta par princesi Dianu, bet patiesiba vin$ tirgoja
neko citu ka tikai savu anti-vardu tiklu - miglu un
atspulgus.

Tad notiek katastrofa, un jus verojat tas dokumentalu
atspogulojumu.

Bet ko jus tur darat? Neko. Ta ir probléma. Ko jus par
to teiksiet, kads ir jusu viedoklis? Kada valoda jus
runajat? Tas ir svarigi, jo robezas nav skaidras, galu
gala tas ir starptautiskais, pasauli aptverosais inter-
nets! Vai jus esat noskumusi? Jis raudat? Un tad no
jusu mutes ka smiltis sak birt visi Sie “lielie” vardi. Un
varbut smalka balstina jusos saka:

>> pirms es runaju, man jaizvelas valoda, kura manis
teiktais skanés visskalak! Varbut tagad vairs nav
iespejams neko pateikt, jo visi “lielie” vardi jau ir kaut
kam veltiti...

Es gribétu tuvoties nobeigumam. Ir kaut kas, ko reiz
sauca par izdzivoSanas ekipéjumu auksta kara
apstaklos, bet tam ir saistiba ari ar strukturam un akus-
tisko inzenieriju.

Tas atrodas uz loga un parraida ar RealAudio un inter-
neta starpniecibu sarunu starp So eku un vidi, kura ta
atrodas. Kad apkart atrodas cilveki, vinu balsis nav dzir-
damas, var just tikai vinu solu smagumu vai smieklu
vieglumu. Ta nav rotallieta slepenibas teorétikiem.

Man ta ir dala no sistémas, posms auru sazinasanas
kede. Vienkarsi vardi. Pieméram, lidmasina ir viens no
“lielajiem” vardiem, bet elektronika, kas ir to ieksieng,
ir ka jira. Teleksa aparatiir ka gliemezvaki. Aleksandrs
Bells esot nesajis kabata nogrieztu ausi, kamer izgud-
rojis telefonu, reiz pastaveja uzskats, ka telefons bus
starpnieks sarunam ar mirusajiem. Visi Sie klusie
priekSmeti, vibréjosu vilnu formas, atbalsis un atbildes.

Tada ir nakotne: ultra zema skana, kas mazliet satrici-
na jisu smadzenes. Tajas ir daudz telpas, un varbut jis
atrodaties kosmosa, skatidamies leja, kur viss liekas
tik siks, tirs un laimes apdvests. Troksnaina ir tikai jusu
komunikaciju linija. Ta reizem k|ust skaidraka, tad nok-
lust, reizém jis varat dzirdet kaut kadas skanas.. teik-
sim, balsis. Ka krasu traipus - kosas un spilgtas krasas.
Man ta ir visskaistaka skana pasaule. Man ir grati
paskaidrot, ka es to izjutu. Bet es esmu sapnojusi par
so fizisko vibraciju vairak ka gadu, un tagad beidzot
manas nojautas ir piepildijusas.
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- thoughts and associations related to the matter,
not comprehensive, nor high art 1n any way, just to
ralse some questions and thoughts -

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

[transcript from lecture at KCHANGE on-air session, Riga, 1997)

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 | have, so take a look at them by
yourself, it do worth it.) The latest pop phenomenon |
would like to mention in the sampling business is the
Utah Saints. No, it's not a foothall 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 bow!: 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 Bartdk-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 | say _us_.

Our generation was the first one growing up _in_ an
information overflow, that's why we are into sampling,
perhaps. | could cite Gibson short stories, but let that
be enough if l-sayholistic.world view. I'm just trying to
sample the world, I"ain‘ttry 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, chep-
ping bits and-pieces, taking the bass-from here and-the
chorus from_there. Considering the availahility-of free
multitracker-sample-eriented. music- editor-seftwares
(the so-called "trackers', FastTrackerforinstance) and
the cheap. PCs plus the_soundcards-anyone-can, join
the new_‘felk' music movement. This.new concept of
pop music “gives back-the music in-thé-hand of the
common people,~F-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 ceuld use any sample
they'd found:

World musie-goes.to-mainstream-with sampling and
Deep Forest. The-ex-Depeche Mode icon, Alan Wilder
stated that-he-made his last athum-home with one-PC
and a CuBase-Virtual Studio. If youleok.arotnd-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-eversampled:quality:and so‘tough’and
heavy digital processing features-that-tould_only-be
compared to a-Russian-military ICE-cracker:

Straight “eansequence 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'mjust 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 yaur-sociogramme and-provide you the
ultimate -idord, the"non” plus_ultra of_ your-desires
who will-sing you-the-Song-of-Your Inner-Desires: By
myselftthink-| Choosethe ‘other option that;has start
ed'somewhere on’Axl Rose:s-T: Shirtina Guns'n Roses
videoelip:' Kilt Your Idots'~If you'feel real enough,jain
the new folkateerszGrow your own:Esmail us, we-give
you taols:ifyéuneed-some;‘Only.onething can stop-us:
a new Recording'Act:from thewStates~or the. just
recently-signed ¢ poorrClinton’~»Actragainst digital
thievery-—k: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

*

cj.bZmen at http://uwu.c3.hu/"bZmen/pops/pop.htn
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POPMUZIKR -
SAMPLESANAS TEHNOLOGIJAS

Lekciyas atrefergjiums [Kchange
on-air session, Aiga, 1397
tulkojums: AIJA SILINA

DANIEL MOLAAR )

IETEKME UZ MUSDIENU POPULARD MUZIKU.

18. gadsimta Mocarts saceréja un atskanoja
progresivu, modernu muziku. Ta nu ir neapstridama
patiesiba. Savas emocijas un jitas vins izteica dazadu
instrumentu melodijas un ritmos. Ta bija ‘muzika’ tas
tradicionalaja ietérpa. Bet kas gan muzika ir tagad?
Skeptiki apgalvo, ka Mocarts ar visam 12 notim panaca
maksimalo, izdarija visu iespéjamo un par vina maziku
nekas labaks nevar bat. Kas tad paliek pari muzigi pec ka
jauna izsalkusajiem popmizikas milotajiem? Tas paSas
vecas un simtreiz izmantotas 12 notis? Batiba jau tam
varetu piekrist, tacu ja tuvak paskatas uz arhitipisko cirku,
kas muzikas pasaule notiek musdienas, tad var redzet, ka
muzikas koncepcija ir Joti izmainijusies.

Pirmie pazistamakie elektroniskie instrumenti
galvenokart bija dazadi sintezatori, ko popmiziki manigi
izmantoja ka originala instrumenta mazakus un értakus
virtualos modelus. ‘Doors’ dalibnieks Rejs Manzareks
(Ray Manzarek) un Emersons no ‘Emerson, Lake &
Palmer’ bija pirmie elektronisko érgelu un sintezatoru
izmantotaji. Sie instrumenti bija ‘Dr. Moog' razojumi, un to
radiSanas pamatideja bija partaisit jau eksistéjosa instru-
menta skanu, izmantojot elektroniskas ierices, tada veida
radot jaunas, realas skanas no pavisam parastas
elektriskas stravas. Pirmais instruments, kas mazliet
atgadinaja istu sampleri, bija Mellotrons. Si ierice
izskatijas ka neliels sintezators, kura katram taustinam
bija sava magnétiska lente. Uz katras no Sim letntem
vareja ierakstit noteiktu daudzumu skanu salikumu, vare-
ja ‘samplét’ un péc laika atskanot, nospiezot attiecigo
taustinu. Diemzel So iericu kvalitati, efektivitati un
palavibu, ka ierakstitais sampls bis vajadzigaja vieta ari
péc ilgaka laika, nevar ne salidzinat ar misdienu
digitalajiem instrumentiem, pie tam Sie instrumenti bija ari
loti dargi. Pat pirmie digitalie sampleri, ko razoja firmas
‘Fairlight’ un ‘EMU Systems’ bija tikpat dargi, un tos
iegadaties speja tikai vismodernakas studijas. Dazi
eksperimentalie makslinieki, pieméram, Braiens Ino
(Brian Eno), savus nozimigakos darbus radija ne tiesSi ar
so tehnologiju, bet ar $ada veida koncepciju - veidojot
tekstiru ar skanas momentiem, garakiem motiviem un
dazadiem limeniem, neizmantojot tadus noteiktus termi-
nus ka ‘melodija’ vai ‘ritms’, bet gan savienojot dazadas
saplistosas tekstiras. Ar Siem 70.-to gadu skanu ierak-
stiem, pieméram, ‘Music of Airports’ ari radas ta sauca-
mais ‘ambient’ mizikas stils. So terminu biefi lieto,
apzimejot musdienu deju muziku.

Bet atgriezoties pie popmizikas vispar - pirmais hits,
kas tika radits ar So samplésanas ideju un tehnologiju
bija Pola Hardkastles (Paul Hardcastle) 1983. gada
iznakusi dziesma ‘Nineteen’. Driz vien péc §i notikuma
samplu un sampleru lietotaju skaits saka pieaugt, un vel
nedaudz velak duets ‘Coldcut’ - DZonatans Mirs
(Jonathan Moore) un Mets Bleks (Matt Black)
samplésanas tehnika ieviesa nozimigas izmainas. Sie divi
popmizikas samplésanas producenti aizsaka Lizas
Stansfildas (Lisa Stansfield), grupas Yazz un daudzu citu
muziku karjeras. Tacu ka pirmie pasaules istie remiksa
makslinieki vini kluva slaveni ar savu 1987. gada hitu
‘What's that noise’. Kops ta laika duets ‘Coldcut’
nodibinajis ierakstu studiju ‘Ninja Tune Records’ un
eksperimentalo multimédiju firmu ‘Hex'. Pirma slavenaka
vinu producéta dziesma bija grupas M*A*R*R*S ‘Pump
up the Volume' - protams ar samplu no ‘Coldcut’

ipasumiem. Salidzinot ar visu ieprieks dzirdeto §i dziesma
bija samplésanas tehnikas jaunas éras sakums: 1) par
pamatu bija likta pirma ‘pop house’ mizikas téma, 2) si
dziesma tika veidota tikai ar sampliem - ieraksta netika
izmantots ne cits instruments, ne cits muzikas materials.

Lai cik parsteidzosi ari tas nebdtu, taja laika tikai
nedaudzi isti saprata Sis muzikalas koncepcijas nozimibu
un iespejas, tacu péc instrukciju (The Manual) izdoSanas
$aja nozaré gandriz viss ir ticis izméginats. Sis idejas ie-
dvesmoti divi citi jauniesi - Dzims Katijs (Jim Kauty) un
Bils Dramonds (Bill Drummond) nolema nodibinat savu
grupu un nakt klaja ar menesa labako dziesmu. Viniem
tas izdevas un visu padarito vini siki aprakstija
iepriekSminetaja gramata. Grupas nosaukums bija JAMS
(Justified and Ancient of Mumu), un populara dziesma
‘Doctorin the Tardis’. Sampléjot Garija Glitera (Gary
Glitter) un ‘Doctor Who' sériju vini radija detalizétu
modernas miugzikas apskatu, dodot iespeju katram, kas
vien velas tikt mizikas topos viena ménesa laika. JAMS
pirmais plasakas aprindas pazistamais albiims ‘The White
Room’, kas naca klaja ar pseidonimu KLF (Kopyright
Liberation Foundation), visa pilniba tika mikséts ar vienu
sampleri, vienu sintezatoru un vienu gitaru. Saja albuma
ietilpa ari singls ‘What Time Is Love’, kas iek|uva Ginesa
rekordu gramata ar gandriz 700 visur pieejamiem remik-
siem. Lidz ar to $i grupa izraisija visasakas diskusijas
popmiizikas vésturé - sakot ar savu pirmo paradisanos
Top Of The Pops (kas ir daudzsolosako jauno popmizikas
grupu parade Anglijas TV) ar dziesmu ‘Extreme Noise
Terror’ un beidzot ar ‘British Awards’ ‘What Time Is Love’
trokSnmetala versiju, ka ari publicéjot reklamas veselas
lappuses lieluma ‘Sargengeli’ un citos modernas makslas
zurnalos, nekaunigi pieprasot defingéjumu - kas tad isti ir
Maksla.

(Sis grupas patiesi savado un neizprotamo ideju
izklastam man vajadzetu daudz vairak laika un vietas, tapec
labak sameklgjiet vinus pasi, ticiet man - tas ir ta vérts.)

Visjaunakais popmizikas fenomens samplésanas
industrija, par ko es gribétu pastastit, ir grupa ‘The Utah
Saints’. Un - ng, ta nav vis amerikanu futbola komanda, bet
gan divi jauni cilveki, kas nakusi klaja ar seviski interesan-
tu pieeju popmuzikas un mazpazistamu maksliniecisku
samplu pielietosanai. Vinu dziesmas izmantotas gan
‘Slayer’, ‘Eurythmics’, gan Keitas Busas (Kate Bush) dzies-
mu sampli, kas viena tekstira veido izcili organisku skanas
strukturu.

Bet tagad atgriezisimies pie misu paaudzes. Visus labi
skanosos vardus més varétu sasviest viena kaudze -
industriala revolicija, informacijas revolicija, kompjuteru
revollcija, revolucijas revollcija. Labi, tatad pats par sevi
saprotams, mes visu saprotam un zinam, mes visi personigi
dzivojam laika, kad notika visas Sis revolcijas, - bet tagad
rodas jautajums - ka gan lai més koncentréjamies Sis
pasaules apstulbuma drudzi? Ja ieprieks minétos lab-
skanoSos vardus labi sajauktu kopa, tad summa praktiski biitu
apméram Sada: visu dabigo, originalo vajag partaisit un pilnigi
restauréet, transformaciju veidojot aizvien netveramaku, cik
vien iespejams izlidzinot cilveku iespéju analogus un digitalo
kltidu aptuvenibas to pielaujamas robezas.

Tacu patiesiba mani nepavisam neinteresé iesacegji
makslinieki un talanti, kas atklaja sampléSanas
tehnologijas apsléptas bagatibas un noslépumus antikaja
70.-to gadu migla. Isteniba es pat zinu kadu puisi, kur$ pat

nepieskaras ADSR sintezatoram no vecas labas
‘Commodore 64" sérijas. Jebkura gadijuma mes hijam
nolemusi, ka melodiska muzika pieder pagatnei, un ja ta
atkal tiktu radita no jauna, tad gala iznakums btu diezgan
salkana un mulkiga viegli klausama popmuzika vai ari
matematiski saceréta, pilnigi nebaudama muzikala
skulptura Bartoka gara. Piedodiet, bet mus neintereseja
ne viens, ne otrs. Kad meés visbeidzot sava lietosana
ieguvam ‘Commodore Amigas’, tad kjuva skaidrs, ka
vissapratigak tas batu likt lieta ka sampléSanas ierices.
Vispar ‘Amiga’ var uzskatit par 4 nosu polifonisku 8 bitu
sampleri ar 512 kilobaitu atminu. Toreiz $i masina bija
milziga! Diendiena izmantojot samplus ka uzskanotus
instrumentus, lietojot ka ‘troksni’, vai manipulejot visos
iespejamos veidos - mums skita, ka esam atradusi savas
dzives isto aicinajumu. Labi, mums nebija ‘reala laika’ pro-
grammas, bet neaizmirstiet to, ka ‘reala laika" un ‘sirreala
laika" algoritmus radija un pielagoja tieSi Sis
demonstretaju grupas - es piederu pie vienas no tam, ta ka
(pedejais labskanosais termins) ‘kompjdteru revoliicija’
notika tiesi So cilveku dél, vai konkrétak - misu deél.

lespéjams, ka més esam pievérsusies samplésanai
tiesi tade], ka misu paaudze bija pirma, kas uzauga
informacijas parpilnibas laikmeta. Seit es varétu citét
Gibsona stastus, bet varbit pietiks ar to, ja teiksu - mums
piemit holistiska pasaules uztvere. Tacu patiesiba es tikai
méginu samplét pasauli, es netaisos neko sintezét; es
tikai nozogu pasu interesantako un lieku to kopa. Man
skiet, ka kadam no grupas ‘Kraftwerk’ pirmajam bija
radusies nakotnes vizija par pavisam parastu vacu
puiseli, kam pieder sintezators un sampleris, un kas cela
no skolas uz majam sava nodaba ‘uzbuve’ pats savu
milako dziesmu - saskaldot kadu samplu mazos
gabalinos, panemot basa liniju no §is dziesmas un kori no
tas otras. Ja nem vera to, cik viegli Sodien ir pieejamas
un par brivu dabijamas samplu mizikas ieskanosanas
redaktoru kompjateru programmas (ta sauktie ‘trackers’,
piem. ‘FastTracker’) un letie kompjteri ar skanas kartém,
tad iznak, ka praktiski ikviens var piedalities Saja pseido-
folkmiizikas kustiba. Si jauna popmiizikas koncepcija reiz
pa ilgiem laikiem parastajam ikdienas cilvekam atkal |auj
radit to, ko vins vélas dzirdét un klausities - es tam varu
atrast tikai vienu terminu - pseido-folkmuzika. Mums ir
speciali sagatavoti samplu kompaktdiski, samplu veikali
interneta, ikvienam pieejami arhivi, visplasaka ‘acid’
dzeza izvele; grupa ‘US3’ savus hitus radija tieSi ar iespeju
izmantot ‘Blue Note Records’ studijas dzeza arhivus - vini
varéja izmantot jebkuru atrasto samplu.

Pasaules muzika Sodien sakas ar sampliem un ‘Deep
Forest'. Bijusais ‘Depeche Mode’ dievs Alans Vailders
(Alan Wilder) savu jaunako albumu ierakstija pats sava
maja ar vienu kompjtteru un ‘CuBase’ virtualo studiju. Ja
intensivak pamekle, tad interneta pavisam vienkarsi var
atrast nelegalus programmu arhivus, kur atrodams pilnigi
viss - sakot ar pasam jaunakajam programmam, filtriem
un beidzot ar pilnigi izstradatam virtualajam studijam. Sis
programmas, piem. ‘Sonic Foundry’s Soundforge’ vai
Steinberga ‘Wavelab’ piedava 24 bitu parsamplétu
kvalitati un tik pamatigu digitalas apstrades iespéju
klastu, ka to var salidzinat varbat vienigi ar krievu armijas
ledlauzi.

Protams, sampléSanas bums neiztiks bez noteiktam
sekam - saviem svétajiem un saviem gréciniekiem. ‘Pet
Shop Boys' un ‘DJ Culture’, pieméram, kaut ko zinajusi jau
vairakus gadus un tomeér - nevienam to nav darijusi
zinamu. Un tad, protams, japiemin tas puisis no Bruklinas,
kurs par didzeju strada jau kops 1984. gada, un kura vards
ir vienkarsi Tods Terijs (Todd Terry). Sis remiksésanas
trakulis naca klaja ar EBTG efektu. ‘Everything But The
Girl’ bija pavisam parasts, viduvejs ‘godigas’ popmiuzikas
duets, kas vienu un to pasu muziku atskanoja gandriz vai

10 gadus un augstak par topa 40 dziesmam ta ari netika,
bet peksni uzrodas Sis puisis Tods, samiksé vinu singlu
‘Missing’, kura 3 miljons kopijas izkéra visa plasaja
pasaulé, parsitot visus iepriekséjos singlu rekordus.
Galvu reibinosa atruma sava ipasuma iegtt ‘Todd Terry’
vai ‘Tee's Freeze' remiksa singlu kluva par prestiza lietu,
lidz ar to Terija darba cena driz vien bija tik augsta, ka
kada Anglijas akcija ‘Freakpower’ aizliedza izdot vina
remiksus - 1996. gada tas izmaksaja jau 20 000 marcinas.
Ja tam visam vél pievieno faktu, ka Tods Terijs jau 3 gadus
péc kartas visam par pamatu izmanto vienu un to pasu
Sablonu, un par savam 4 sekundém darba pieprasa
milzigas naudas summas (un kads tas vienmer ari
samaksa), tad tas ir pavisam traki. Ir tikai vél viena
trakaka lieta par So - ta lieta iet! Toda Terija remiksiem ir
milzu pieprasijums! Un ko gan ierakstu studijam vairak
vajag?

Vel viens puisis, kas nodarbojas ar kaut ko lidzigu, ir
misters Armands van Heldens (Mr. Armand Van Helden).
Vins ir no Bostonas, ka didzejs darbojas jau kop$ 15 gadu
vecuma; vina Torijas Amosas (Tori Amos) remikss bija pir-
mais ieraksts, ar kuru vins kluva slavens visa pasaule. Ka
mazikis vin$ izmanto tikai divus samplerus un viens vina
remikss maksa 60 000 amerikas dolaru. Viens vienigs
sablons, paris basa linijas - pats jaunakais remikss ir gru-
pas ‘Rolling Stones’ ‘Anybody Seen My Baby’. Dziesmu
neveido ne melodija, ne ritms, tikai viens vienigs sampls.
(Es nevaru vien sagaidit to mirkli, kad beidzot kads naks
klaja ar augstakas klases samplu videoklipu; ‘Emergency
Broadcast Network’ un ‘Coldcuts’ studija ‘Hex’ jau pagu-
vusi izdarit dazus jaukus eksperimentus Saja joma).

Labi, laiks pielikt punktu So savado asociaciju sarak-
stam. lzlemiet pasi! Ja no dabas esat pasivi, pagaidiet
kadu laicinu, |aujiet citiem atveidot jusu sociogrammu,
piedavat jums jauno idealu pilnigo veidojumu, pateikt
prieksa jusu vélmes un paradit to radibu, kas izpildis ‘Jiisu
ieksejo alku’ dziesmu. Bet pats es gan laikam izvéléSos
otru procesu, kas sakas kaut kur uz Aksela Rozes (AxI
Rose) t-krekla kada ‘Guns ‘n Roses’ videoklipa: ‘Kill Your
Ideals’. Savukart, ja jus jutaties pietiekosi reali, klastiet
labak par vienu no ‘tautas’ muzikiem. Vai vel labak -
audziniet pasi savéjos! Rakstiet mums uz misu e-mail, ja
jums vajadzigi kadi instrumenti vai vienkarsi informacija -
meés jums to iedosim. Mdas var apstadinat tikai viens
apstaklis: jauns lerakstu likums no Savienotajam Valstim,
vai ari tas pats, ko nabaga Klintons tikko parakstija -
likums, kas aizliedz digitalo zadzibu. Bet es par to ipasi
neraizejos - ja ari Devids Bovijs (David Bowie), pieméram,
naktu klaja ar ‘Telling Lies” MP3 versiju un to vel izdaritu
par brivu, tad gan jau ‘brali kaut ko izdomatu'.

*

mekléjiet projektu “The Pool’
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L LIVE REALAUDIO AND WEB-CAMERAS NON-STOP I

"Recycling the Future” i1s 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 1t used to be...

Date: Sat, 20 Dec 1997 16:31:00 +0100 [MET)
From: Josephine Bosma <jesis@xs4all.nl>

RECYCLING THE FUTURE

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 passershy and visitors with
spooky sounds, typical eighties sound art, as | 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: | 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: | 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. | did not catch it all | 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 |
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 | 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
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placed in the public sphere, society and art-history.
The art | saw and heard in Vienna seemed so much
less poluted by artmarket mechanisms then all visual
arts | 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. | myself am now struggling very hard to get
some focus on the things | 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 | had to adjust to. | 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.

| 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 |
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 | will publish the interview | 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,

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 | 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 | 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 |
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. | 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. | 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.

A

Recycling the Future

“Recycling the Future” 4(- 7.12.1997

- Kixastradio [Vine]

Jubilejas svinibas, kas atskatijas uz
visdm nakotnes viziyam, kuras

1zplatija 10 haosa,

Kunstradio radija un
mulsuma un 1espéju gados, kurus daZi
médz saukt ari par

ka agrak...

.

“elektronisko revoldciju”.

Masdiends pat nakotne nav vairs tads,
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Vine: pilséta, kura nav noziegumu, pilséta, kura viss
tiek kontrolets, vesturiska pilséta, kuru grezno tikstosi
skulpturu un piemineklu, pilséta ka eksporta produkts.
No otras puses: Public Netbase ar automatisko
athildétaju, metro ar labi gérbtajiem narkomaniem,
Mamax, seksa industriju, un protams - ORF-
Kunstradio.

Recycling the Future - ORF-Kunstradio 10 gadu
pastavesanas jubilejas festivals.

[.]

Festivals mani parliecinaja vairak ka jebkas, ka skana
ir visvairak fiziska un briva neka citas makslas formas
attieciba pret auditoriju. Festivals man lika domat par
dazadam iespéjam makslu skatit sabiedriskas sféras,
sabiedribas un makslas véstures konteksta.

Saja festivala notika divu dazadu pasaulu méginajums
satikties - no vienas puses jaunaka interneta teorijas
un interneta makslas nometne, un no otras - radio
makslas veterani. Méginajums nebija parak veiksmigs
arpus ielligto viesu loka, jo auditorija lielakoties
sastaveja no tradicionalajiem skanas makslas
piekritejiem.

Viné notiku$ais man Skita makslas tirgus mehanisma
nesamaitats, atSkiriba no makslas vizualajam formam,
un sava zina man tas asociejas ar interneta makslu jeb
netart, kam ir daudz kopiga ar skanas makslu. So
salidzinajumu vel vairak veicinaja fakts, ka So skanas/
radio makslas festivalu organizéja vieni no interneta
radio pionieriem.

[.]

tulkojums [saisin.): ALISE TIFENTALE

__
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MINISTRY of EXPERIMENT -

BORUT SAVSKI j

| have been working at Radio Student* from 1983. In
a way | was one of those fascinated listening to it
from 1975 (this was the reason to buy a portable
radio). | liked music so much and Radio Student was
really opening my horizons at that time. With a little
delay | joined it in 1983 as a technician apprentice. |
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 |
did from 1992 to 1996. During my job | 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 | 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!). | would call it: ama-
teur broadcasts. Later on another word came out:
civil group projects. This was already a political term.

In 1991 | 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

prehistory
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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 | did projects before - so the
solution was evident. | 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 | 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.

EKSPERIMENTU
MINISTRIJA -
senvesture

Es stradaju Radio Student* kops 1983. gada. Varu
teikt, ka biju viens no tiem, kuri ar prieku klausijas So
radio kops 1975. gada (tas bija iemesls parnésajama
radio uztveréja iegadei). Man tik tieSam |oti patika
Radio Student miizika, kas tolaik paplasinaja manu
redzesloku. 1983. gada es tur saku stradat ka tehnika
asistents. Man izdevas iegut darba licenci, un es
saku mikset, rakstit tekstus, dzinglus un piedalijos
dazu lielaka apjoma darbu veiksana - mazliet
savadak, neka tas bija parasti pienemts Radio
Student. Daudz velak radas iespéja stradat ka prog-
rammu koordinatoram - producentam, ar ko nodarbo-
jos no 1992. lidz 1996. gadam. Es centos nodibinat
regularu tieso parraizu tradiciju no “arpasaules”
(vietejiem klubiem, majam), neregularas
neprofesionalas programmas, kas nebitu iespéjams,
ja es nestradatu Radio Student struktira. Citu Sis
struktiiras darbinieku vidii radas apzimejums Siem
projektiem: telpas projekti. Es tos nosauktu par
amatieru raidijumiem. Velak radas vel viens
apzimejums: pilsonu grupu projekti. Tas bija jau
gandriz politisks termins.

1991. gada es satiku Marko Kosnik, kurs ari bija Radio
Student idejas fascinéts tapat ka es septindesmita-
jos gados. Astondesmito gadu sakuma vins bija
piedalijies LAIBACH darbiba, otrs projekts bija -
EGON MARCH INSTITUTE dibinasana. Jau
astondesmito gadu vidd vins$ centas iek|ut Radio
Student vilnos, bet méginajumi beidzas nesekmigi.
Tagad vinam ir sava regulara parraide - “Egon March
Institute presents”. Vins atgadinaja Radio Student
sen aizmirsto, runajot par masu medijiem ka makslas
platformu, par valodu medijos, eksperimentéjot ar to,
rakstot esejas par Sim temam. Vél pirms par to bija
informéti visi pargjie, vins defingja alternativos medi-
jus, mediju laboratoriju, vajadzibu veidot
internacionalas saiknes starp intelektualiem - kas visi
kluvusi par ‘globalajiem emigrantiem’. Vins organizéja
daju no VAN GOGH TV projekta Dokumenta (1991) -
Piazza Virtualle** ietvaros Lublana, |aujot nesen
dibinatai vietejai komercialajai TV stacijai (Chanel A)
raidit attélu no satelita (SAT1) kopa ar Radio Student
skanu, kas parraidija telefona sarunas starp
Belgradas un Lublanas intelektualiem un skanas no
netalu esosa kluba, kura makslinieki un citi
intelektuali apsprieda karu Bosnija. Projekta
smadzenu centrs, bez Saubam, bija Kasele. Tie bija
pirms-interneta komunikacijas lidzekli, bet to rakstu-
rojums bija neapsaubami tads pats (zemas izmaksas,
zema kvalitate), ka paslaik interneta aktivitatem.

Apmeéram péec gada dala Radio Student galveno
darbinieku piedalijas UNIVERSCITY TV**** konfe-
rencé Zenéva. Tur bija daudz dalibnieku no
Austrumiem un Rietumiem, bet kopéjais pamats atri
zuda. Tomer Marko Kosnik pazinoja par mediju studiju
un starptautiskas apmainas projekta aizsakumiem -
MUU skola.

Borut 53vski }

MUU (media uplink unit) bija projekts studiju
apmainai cilvekiem, kas macitos stradat
alternativajos medijos un lidz ar to batu vieglak izvei-
dot starptautisku platformu. Tas turpinajas divus
gadus - mes uzaicinajam uz Radio Student
maksliniekus, kuratorus, kritikus un koordinatorus no
Hamburgas, Berlines, Vines un Parizes. Bet taja laika
komunikaciju tehnologija vel nebija tik augsti attistita
(vel nebija interneta), un nepastaveja létas tiesas
komunikacijas iespéjas. Més veicam dazas tiesas
parraides, izmantojot telefona linijas: ar Amsterdamu
(Radio VPRO), ar Berlini (Museum fuer Zukunft) un
Sarajevu (Radio Zid).

1996. gada vasara Marko Kosnik (kopa ar Luka Frelih
un Chiron Morpheus) iesniedza projekta pieteikumu
par atklatas pieejas studiju. Sorosa Fonds atbalstija
So projektu ar 3300 USD nepiecieSamas aparatiras

iegadei - Pentium 133 ar pastavigu interneta pie-
slegumu, neliela mikserpults, ieraksta aparattra un
telpa Radio Student. Ipasas diskusijas bija
nepieciesamas, lai parliecinatu Radio Student
pienemt mus ka savu sastavdalu. Péc paris
meénesiem mums izdevas parliecinat Radio Student

Jaudis, ka Radio Student atjaunota koncepcija ietver-
tu ari specialu producésanas grupu citadi stingraja

Radio Student struktiira. Balstoties uz pavisam citiem

kritérijiem, mes stradajam pec pusnakts. Ir radies
nosaukums - Eksperimentu Ministrija.

Lielakais Radio Student starpatutisko aktivitasu sa-
sniegums paslaik, Skiet, ir dators. Radio Student visai
vélu ieguva interneta pieslegumu - 1996. gada vida,
pirms tam tika izmantots BBS mail, kas nebija parak
efektivs. Paslaik Slovenija més sakam vienoties par
kopeju tehnisku platformu (serveri) - bet lielaka problé-
ma ir nodibinat sadarbibu starp vietéjam producentu
grupam (RADIO STUDENT, LUUDMILA, KAPELICA
Gallery, u.c.) lielakiem sarptautiskiem un vietéjiem pro-
jektiem. Vietejam parraidem maza mikserpults ir ne-
novertéjama. leprieksejos gados, Skiet, man izdevies
radit Joti pozitivu attieksmi pret Siem notikumiem, daudz
stradajot pie tieSa etera parraidem no notikumu vietas.
Skiet, ka bijusam Austrumu valstim raksturiga ten-
dence ir tehnikas monopols vienas institiicijas rokas.
Misu pieeja - izmantot citu organizaciju un savu
tehniku, lai izmantotu visas iespéjas.

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

INTERVIEW WITH PARARADIO

JOSEPHINE BOSHMA )

Pararadio 1s an Internet only radio in Hungary. Its three keywords are, according to the initiators: tech-
nology, culture and lifestyle. | pressume the word lifestyle does not haue the same meaning here as it
has in ex-western glossies. At HIP97 | talked to B2Men and Jinx in the tent of RIP, Radio In Progress...

CJ B2Men 3nd Jinx of Pararadio:

- We do reality hacking. Survive at first. Going to conferences,
looking around the Internet, WW\W, 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.

- How do you do that in practice. how does the filter actz

- 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.

- oo you nave 3 lifestreame 24 nours 3 dayz

- 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.

- Tnis Pararadio. is it also a solution for nol being
a30le to have an etnerstation or 3 normal radiostationz?

- 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, |
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: | want to have a radio, and | 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.

- A pirate station is out of the questionz

- 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, | mean it's not like in London.

l- wnat 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 | 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.

ﬂ: You nad some problems witn calling it 3 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.

- wnat is tnis computerscene like that you are
coming fromez?

- 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.

- wnat is this JHFC Hacker Clube

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

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.
Itis a kind of a theoretical revenge. They could be
reached at hotjhfc@hotmail.com.

ParaRadio could 6e reached at
http://uun.c3 . huspara atIRC channel
#para. Our internal mailing listis paraB@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!

*

' tulkojums: ALISE TIFENTALE

Josepiine Bosma

INTERVIJA ar PARARADIO

ParaRadio ir tikal interneta raidoss radio Ungari)a.
T3 darbibas tris pamatprincipi, saskand ar auto-
riem, ir - tehnologiys, kultira un dzivesuveids.
Pienemu, ka vardam “dzivesuveids” Seit Ir cita
nozime nekd Rietumos. Sarundjos ar B2Men un Jinx
festivala ‘HIP9?' laikd ‘Radio In Progress’ telti...

ParaRadio-

- Més esam realitates hakeri. Vispirms izdzivoSana.
Konferences, internets, WWW, ista pasaule.

Ja nopietni - Sis grupas pirmsakumi meklejami
Ungarijas pagrides datorsabiedriba, §i grupa saka
izmantot internetu un darboties musdienu kulturas
joma. Més sapratam, ka jabut kadam filtram starp
arejo pasauli un ieksejo pasauli, kas misu gadijuma
bija agraka komunisma valsts.

Kultiras un filozofiska nozime cilvekiem Seit nebija
pieejama arpasaule. Ir banali runat par bezgaligo
informacijas haosu, bet Saja arpasaule vienkarsi ir
parak daudz visa. Filtrs vairak attiecas uz ienakoso,
nevis izejoso informaciju. Seit pagaidam nekas parak
daudz nenotiek, bet mes varam priecaties, ka sak
rasties vairakas grupas, kas velas aktivi darboties.

J- k3 sis filtrs daroojas praksée

- Vispirms, 1995.gada sakuma, mes sakam ar savu
serveri, tas bija pirmais Ungarija musdienu kulttras
vajadzibam. Meés organizejam tiksanas klubos un
prezentacijas. Tagad més nodarbojamies ar ParaRadio un
atkal domajam par sadam klubu sarunam.

J- vai ParaRadio ir ari risingjums situ3cijai,
Aurd nav iespéjams izveidolt radiostaciju?

- Meés gribejam interneta radio - Ungarija tolaik neviens
tads nebija. Mums vajadzétu piebilst, ka Ungarija paslaik
ir tikai viena isti neatkariga radiostacija, kas var darit, ko
grib - ‘Tilos Radio’ jeb ‘Aizliegtais radio’ Budapesta.
Protams, tas vairs nav aizliegts radio, vini gatavo labas
programmas, bet vini tagad izdzivo uz senas piratu raid-
stacijas slavas fona. Ungarija raidiSanas frekvences tiek
stingri kontrolétas, neviens nevar aiziet uz ministriju un

teikt - man ir tada un tada programma, es gribu izveidot
savu radio. Atbilde bus - ej d***. Starp citu, Ungarija bija
vél viens interneta radio izveidosanas méginajums, bet
ar komercialu ideju, un tas cieta neveiksmi.

J- Piratu raidstacija nav a3ktuals jaul3djumsz?

- Tas tiek Joti ripigi kontroletas. Komercialas
radiostacijas valstij maksa tik daudz, ka valsts var
atlauties finansét So kontroli. Ungarija vairs nav istu
piratisku radiostaciju, tas atri tiek atklatas un slegtas.
Protams, ir vairaki cilveki, kam dzivokli ir savs raiditajs,
bet tas nav tik butiski, tas nav ka Londona.

J- k3ds ir josu tieso p3rraiZu saturse

- Protams, daudz muzikas, moderna muzika. Ir ari
sarunas, intervijas, apskati. Saturs ir visai
daudzveidigs - lietojot Zurnalistikas terminologiju, tas
butu ka Zurnals. Mes raidam muziku, kas nevar
nonakt pie auditorijas cita veida - vai nu ta ir pati
jaunaka, vai ari autori nevar citadi izplatit savu
muziku. Apmeram piecdesmit procenti sarunu un
piecdesmit - mazikas. Témas - pieméram, ekstrémie
sporta veidi, viss, ko var nosaukt par misdienu
kultliru, un kas nav parak ‘mainstream’. Més runajam
par lietam, kas var ietekmet musu nakotni un par cil-
vekiem, kas var biit interesanti nakotne.

J- Jums 6ija pro6lémas ar radiostacijas
nosavkuma iegisanuz

- Ungarijas likumdosana nav tik profesionala, un taja
nav paredzéeti atseviski likumi raidiSanai interneta un
radio raidisanai. Paslaik “més” esam parasta interne-
ta lappuse ar audio saturu - tada maisa vini var mus
iebazt. Oficiali més neesam radiostacija - varbit
vélak tas mainisies, bet paslaik vini nav pieversusi
mums parak daudz uzmanibas.

J- k303 ir Kultora, no Kuras [Os n3kate

- Veca laba hakeru biisana. Vecais Commodore 64
majas, programmas, par kuram neviens nemaksa, un ta
talak. Diezgan ilgu laiku hakeru kultara klasiskaja izprat-
né hija visai plaukstosa Ungarija. Nevienam nebija nau-
das programmu oficialai pirkSanai. Pirms diviem gadiem

Seit vispar nebija nekadas politikas attieciba uz
datorprogrammam. Oficialas programmu kopijas nebija
iespejams iegadaties, tapéc nelegala programmu
kopésana un apmaina bija normala paradiba. Tad tika
pienemti likumi, un mums sakas gruti laiki. Tagad viss
mainas. Siveca hakeru sabiedriba ar programmu
apmainas darbibu klist arvien vairak par pagridi. Taja
bija oti pazistamas personas, kuras bija lepnas par
paveikto - ja, es “atlauzu” So programmu. Tagad, kad tas
viss klust par pagridi, labakos vairs nevar atrast.

J- Kas ir JHFC Hakeru Klubsz?

-Tie ir |oti jauki puisi, vini saka ar to nodarboties, lai
iegltu zinasanas. Vini bija tadi ka datoru specialisti,
sistemas administratori universitate, vini “ielauzas”
Unix sistemas tikai prieka un zinasanu pec. Vairak ka
pirms pusgada vini tika atlaisti no darba universitate,
jo viens no viniem izmantoja savas zinasanas sliktiem
nolikiem. Vins netika sodits, jo pateica, kurs ir
izpaudis paroles. Un ta, ‘ labais’ tika atlaists, bet ‘slik-
tais’ staigaja briviba.

Tagad vini ir izveidojusi savu ‘hakeru’ klubu - ta ir ista
komanda, vini to uztver nopietni. Vini uzskata, ka pret
viniem neizturéjas godigi, ta ir ka teoretiska atriebe.
Vinu e-mail adrese: hothfc@hotmail.com

Pararadio Web-adrese:

http://uuww.c3 . hus/para, IRC kanals
#para. MUsu vietejas net.sarakstes adrese:
paralc3 . hu (parsvara radio raidijumi ir ungaru
valoda, bet, ka jau més teicam - ir ari daudz muzikas.

EastEdge projekta driz bis atrodams
http://eastedge.neurospace.net

*
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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.
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2 The idea of Rroma Dub has born at 'Live arts On-

E Line' organised by Artec, where Suzanne Mészoly
met Bobby Demers and Steve Savale who has been
running such workshops with success at Community
k Music, London those times. Ferenc Araté who has
been responsible for Rroma affairs at Soros
Foundation was the contact to local youth, as he

g was teaching some of the latter participating mem-
bers of project.
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2 First session has been held from December 6th to
B December 16th 1996.
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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-

1 it

g

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 Matrai (trainer, Magyar Iparmuveszeti
Foiskola, Budapest)

Suzanne Meszoly (coordinator, C3, Budapest)

The participants were Balogh Rudolf, Bogdan
Erzsébet, lllés Ferenc, Mohemed Fatima, Nyerges
Maria, Orsos Gyula, Orsds Zoltan, Ponczok Béla Rigo
Janos, Szaho Attila, Szilvasi Istvan -- Roma kids from
Pécs and Roma teens from Budapest.

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

|
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Date: Mon, 29 Dec 1997 22:14:43 +0100 [GMT)
From: Molnar Daniel <b2menec3.hu>

DANIEL MOLNAR

SECOND:
The second session has been held on April 11st and
April 12nd 1997.

The second session works were presented at a party
in Alméassy Téri Mivelddési Haz 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 Gébor, jazz drummer and per-
cussion player, Oszkar Horvath, jazz pianist, Gangxta
Zolee, rapper, pop performer) and get to know 'work-
ing' composition methods (collaborator producer
Pierrot, sound engineer Sandor Kuty).

Trainer/coordinators were:

Daniel Molnér (trainer, JATE, Szeged)

Sandor Szabo (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

*
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DARMNIEL 1MoLrnAR
Aroma Dub

Koncepcija:

Rroma Dub ir elektroniskas muzikas simpozijs (work-
shop), kas jauniesiem dod lielisku iespéju paust savu
muzikalo identitati, balstoties uz tradicionalas tautas
muzikas un musdienu popmuzikas mijiedarbibu.
Simpozija merkis ir radit saikni starp tradicignalas
mizikas kultdru un masdienu jaunatni, MTV un me-
detno radio. So abu mazikas virzienu saliedésana
palidz jauniesiem pasiem savos vardos, mazika un
deja izteikt savu identitati gan individuali, gan grupa.

Sakums:

Ideja par Rroma Dub izveidosanu radas-Artec
organizétaja 'Live-arts On-Line' (dziva maksla
interneta). Si pasakuma laika Suzanna Meszolija
iepazinas ar Bobiju Demersu un Stivu Savali, kas ar
lieliem panakumiem jau tolaik organizéja Sada veida
simpozijus ‘Community Music', Londona. Sorosa
Fonda Rroma kultiiras programmas koordinators un
vélako simpozija dalibnieku skolotajs Ferenks Aratoss
bija vietéjas jaunatnes ieinteresétajs Saja projekta.

1:

Pirmais simpozijs notika 1996. gada no 6. lidz 16. decem-
brim. Bobijs Demers un Stivs Savale projekta
dalibniekus saka iesaistit digitalas muzikas tehnikas

izmantosana (MIDI, taustini un sampleri), sniedza

izsmelosSu parskatu par §im jaunajam datoru
programmam, un bija visu projektu parzinataji. Tas
nozimé, ka vini bija galvenie simpozija Roma dalibnieku
ideju Istenotaji, un Siem bérniem un pusaudziem hija
daudz laika un iespéju paradit savu radoso garu.

Pirma simpozija darbu prezentacija notika C3
sarikojuma 1996. gada 15. decembri.

Instruktori:

Bobijs Demers (muzikis, 'Community Music', Londona)
Stivs Savale (miizikis, ' Asian Dub Fondation', Londona)
Maiks Stabbs (Hallas 'Time Based Arts',"Halla)
Riters Matrai (instruktors, 'Magyr Iparmuveszeti
Foiskola', Budapesta)

Suzanna Meszolija (koordinatore, C3, Budapesta)

Simpozija dalibnieki: Balogs Rudolfs, Bogdans
Ersebets, llless Ferenks, Muhameds Fatima, Nergess
Maria, Orsoss Gjula, Orsoss Zoltans, Poncoks Bela,
Rigo Janoss, Zabo Atilla, Silvazi Istvans, ka ari
jauniesi no programmas Roma Peksa un Budapesta.

Izglitibas programmas Roma sponsori:
Lielbritanijas padome, Sorosa fonds, Magyr
Iparmuveszeti Foiskola, Tolgifa=galerija.

__
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Otrais simpozijs notika 1997. gada 11. un 12. aprili. So
darbu prezentacija notika 1997. gada 12. aprila
sarikojuma Almasi Teri Muvelodesi Haz.

C3:

Ta ka pirmais simpozijs, sadarbiba ar 'Community
Music' un 'Asian Dub Foundation' instruktoriem guva
nosaukumu '‘Rroma Dub’, tad més esam nolemusi
izmantot 'Rroma Dub' nosaukumu tiem seminariem,
ko vada tikai C3.

Pamatojoties uz Bobija Demersa un Stiva Savales
pieredzi, ka ari lidzigajiem tehniskajiem apstakliem un
lidziga projekta grupam mes domajam, ka Mazikas un
Tehnologijas izglitibas kursi ‘Community Music' centra
bitu stabils pamats masu izglitibas programmai.

Galvenas programmas sastavdalas:

1 - Mizikas iemanas (visparéja mizikas vésture,
improvizacija, kompozicija, taustininstrumentu spéles
pamati, mizikas teorija, izpildiSanas maksla - ar pub-
liku un izmantojot MIDI). Si programma sevi ietver ari
koncertesanu 'Community Music' koncertzale.

2 - MIDI tehnologija (programmésana, samplésana,
miksesana, sekvencésana)

3 - Visparejas muzikas iemanas / Mizikas industrijas
apzinasanas (rakstu un mutiska komunikacija,
mizikas teksti, mizikas industrijas iek$éja struktiira,
demonstrésanas projekti mazikas industrija).

Nemot véra dalibnieku lidzsinéjo mazikas izglitibu,
Rroma Dub sava izglitibas programma galvenokart
pieversas 2. un 3. kursu grupam. Més gribetu
piezimet, ka vadoties péc Sis koncepcijas projekta
mérkis nav radit sareZgitas tehnologijas studijas
kvalitates muziku, bet gan iemacit pamata principus
augsminetajas tehnikas un eksperimenteét ar kla-
siskas popmizikas saceréjumu sajauksanos ar tautas
muzikas tradicijam.

Pirmajas Rroma Dub lekcijas (no Aprila lidz Sodienai)
meés stradajam tikai ar jaunieSiem no Pestas -
komunikaciju trakuma dél mums vel aizvien nav izdevies
sazinaties ar Peksu. Sie jaunie cilvéki iepazinas ar 'Ze
Kitcinu', darba studiju, apguva MIDI, visparéjo MIDI,
iemacijas pielietot sintezatorus, taustininstrumentus,
samplerus, efektus, un miksésanas konsoles pamatus.
Si procesa laika més radijam dazus interesantus
ierakstus, izmantojot tradicionalas tautas melodijas.

Vasara seminari nevareja notikt tiri cilvecigu iemeslu
del - gan dalibniekiem, gan instruktoriem bija citas
saistibas: universitates eksameni, dzives vietas
mainas, utml.

Nakosais jautajums, par ko més gribétu runat,
galvenokart attiecas uz miizikas industriju vispar. Sis
temats varétu bat Joti interesants tiesi Ciganu tautas
melodiju izpilditaju grupam. Svarigakie momenti
varéetu bit mizikas izvietojuma atseviska ieraksta,
darbu parmiksésana, ka ari sadarbiba ar muzikiem no
citiem mazikas stiliem (Sie linki jau tiek planoti un
konstruéti ar dazadu mizikas stilu parstavju palidzibu
un entuziasmu - dzeza bundzinieks un sitamo instru-
mentu specialists Andors Gabors, dzeza pianists
Oskars Horvats, popmizikas un 'rap' izpilditajs

Gangsta Zole) un eksistejosas kompozicijas metozu
izzinasana (sadarbibas producents Perots, skanu
inzenieris Sandors Kuti).

Instruktori/koordinatori Saja seminara:

Daniels Molnars (instruktors, JATE, Segeda), Sandors
Zabo (studijas koordinators, Ze-Kicin @ C3,
Budapesta), Suzanna Mezoli (koordinatore, C3,
Budapesta)

Nakotne:

Rroma Dub projekta veidotaji gribétu bat daja no

Migracijas projekta, kam bija janotiek Budapesta,
Glasgova, Londona un Halla 1997. gada novembri.

Rroma DubB izmantota 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 daléji):

Spirit Folio S| 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 SILINA

Raitis 5mits
JO DATI VAR ATRASTIES JEBKUR

Ja, tik tiesam dati var atrasties jebkur, un Si bija
pamatideja ar ko més iesakam veidot Internet radio
0Z0ne. Tobrid mums nebija pasiem savs real audio

serveris, mums nebija nekads serveris vispar, bet bija
idejas un velesanas tas realizet.

Mausu radio struktira sastaveja no divam dalam,
interneta lapas atradas uz “Parks” servera tepat
Latvija, bet visi skanas faili, uz ICF/RIS servera
Berliné. Si bija diezgan veiksmiga kombinacija, jo no
vienas puses mums bija iespéja lietot jau
eksistejosas tehniskas iekartas, un nebija
nepieciesams pirkt pasiem savas, un no otras puses
meés piegadajam saturu Radio Internationale Stadt.

Tad radas nakamais projekts - audio apmainas projek-
ts Xchange, ar kuru mes gajam soli talak. Kopuma bija
cetri izdevumi Sim projektam, kur saturs bija radits no
iesatitiem skanas materialiem gan datu gan kasesu
gan tikai interneta saiknu veida, un katra no $im
cetram lapam atradas uz cita servera (“Parks”serveris
Latvija, ICF serveris Vacija, “Ars Electronica” serveris
Austrija un V2 serveris Holande).

Un ta, kas notiek Sobrid, - ir izjukusi tris lieli interneta
projekti, DocumentaX Interneta, neskaidriba ir ar
RemoteC projektu uz Ars Electonica servera, un
Sobrid taisas pajukt RIS projekts (uz $i izdevuma
iznaksanas bridi iespejams bis skaidraks kas tad isti
bus ar Radio Internationale Stadt projektu, vai tas
atradis sev citu majvietu vai ari ne). Protams var teikt
ka tas ir dabisks process un viss attistas un mainas,
tikai atrums pieaug, bet tad es atceros |oti jaukas
diskusijas no dazadam konferencém par interneta
darbu arhivésanu, saglabasanu un ta talak. Sobrid
man gan vairak skiet, ka pasas makslas institicijas
censas darit tiesi pretéjo.

Vai varbut man butu vairak jauzticas ta sauktajiem
komercialajiem serveriem, jo Sie cilveki tada veida
pelna savu naudu un nav ieintereseti manu darbu
izdzesana.

Preteja gadijuma Sis jaukais sadarbibas tikls jums
dod tikai dazada veida kludas (error ?), kas

protams ari ir viena no interneta ipasibam
21

Vai ari varbat ir nedaudz cits veids ka
stradat ar internetu Sodien. Tas Sobrid
notiek net.art tikla 7-11 un ari mes to
a

censamies attistit net.audio vestulu kop
(mailinglist) Xchange, tiklidz kads ir kautko
uztaisijis, ta talit tiek publicéta adrese un jebkurs var
to parbaudit un apskatit, un pectam aizmirst, jo nak
jau nakama adrese. Sis veids man $obrid skiet daudz
svaigaks un dinamiskaks un varbut no ta varetu
attistities citada pieeja, ka stradat ar internetu.

Tas bija dazas domas kuras es véléjos noformulét pec
manas $i gada darbibas interneta.
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Date: Wed, 16 Dec 1997 20:54:22 +0200
From: Raitis Smits <raitiseparks.lu>

RAITIS SHMITS

BECAUSE DATA CAN BE PLACED EVERYWHERE

Yes, data can be placed everywhere, that was
the basic idea we started our net.radio 0Z0ne
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 |
remember very nice discussions in different
conferences about archiving, saving and so
on, but now it seems | 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 | started to
like much better because it's fresh and may be
because of the speed.

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

*text was published in December 1997 at [Kchange] and <nettime> mailinglists

picture: 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 | 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 | 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
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Date: Fri, 19 Dec 1997 16:09:20 -0500
From: mfemediafilter.org (MediaFilter)

Subject: Re: <nettime> BECAUSE DATA CAN BE PLACED EVERYWHERE

| e

Atsauce uz Raita Smita publicéto tekstu [Nettime mailinghst)

lemesls, kapéc 1996.gada Amsterdama pirmo-
reiz ierosinaju dibinat “Pastavigo Autonomo
Tiklu”, kas velak izvertas par “Name.Space”
projektu, - radit ekonomisku infrakstrukturu, kas
pati sevi varetu uzturét, més maksatu par
interneta savienojumu un programmu
nodrosSinajumu, lai mes varétu saglabat savu
darbu aprite. Vienigais veids, lai to istenotu -
datortikli, kas pieder mums pasSiem. Nakosais
attistibas posms - ka to reprezente Xchange -
satura dublésana no citiem serveriem un pro-
jektu atbalstiSana. Lai to panaktu, mums
janodroSina vieta masu datiem daudzos, decen-
tralizetos serveros, kas pieder maksliniekiem,
un kurus mes varam atbalstit ar ienakumiem no
“Name.Space”.

Datu izdzesana no serveriem ir tikai viens no
piemeriem, cik islaicigas un trauslas ir misu
iespejas saglabat un izplatit nekomercialu
informaciju. Més nevaram palauties uz makslas
institlicijam, jo tam rdp pasam sava izdzivoSana
un publiskais téls, nevis makslinieku
izdzivoSana un téls, ko Sis institlicijas izliekas
atbalstam. Makslas institliciju un muzeju prob-
léma ir ta, ka tas uztver makslu ka IPASUMU,
un verte to augstak neka makslinieka dzivibu
(ipasuma vertiba CELAS pec makslinieka
NAVES... tapéc neceriet, ka $is institicijas
saglabas makslinieka dzivibu!).

Komercialo interneta piegadataju draudi varda
brivibai slepjas privato datortiklu iespéjas cen-
zét saturu. Preteji sahiedriskajam ipaSumam,
komercialie interneta piegadataji ir
privatipasums, un, vismaz ASV, uz
privatipasumu neattiecas varda brivibas
konstitucionala aizsardziba. Tapec es varu
apgalvot: Vieniga iespeja nodrosinat savu
NECENZETU klatbutni datortiklu informacijas
pasaule ir pasiem savi serveri un tikli.

Stradajam nakosgad kopa, lai to sasniegtu!

PAUL GARRIN

distributed via nettime-1 : 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
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latuiskd versija atrodama ari
kultdras & makslas

net saraksté “Rezone” publikdciju
arhiua:
http://re-lab.lu/rezone/public/l.html

Komunikaciju maksla - humanisma
beigas val antithumanisma sakums.

Vai vel ne?

“Tehnologija Ir tik tira, ka tas vieniga funkciya ir eksistét.”

Var uzdrosinaties apgalvot, ka misdienu attistitas
tehnologijas iespéjas ir nojaukusas kadu batisku
robezu, barjeru, kas agrak skietami nodalija “makslu”
(katrs gan laikam saprot ko citu ar So vardu, jo
nebeidzamas disusijas par un ap téemu “kas ir maksla”
ir izradijusas neveiksmigas, jo nav atrasta neviena vis-
aptverosa definicija, kuru varetu macit bérniem skola)
no citam cilveka aktivitates formam.

Jau no misu gadsimta sakuma §i robeza pamazam
tika ardita - neskaitami jauni “makslas virzieni” un
pieminésanas verti vardi - Malevica “Melnais
kvadrats”, Endijs Vorhols un vina Campbell's konservi,
Dzeksons Polloks un vina lielas otas, Lihtensteina
komiksu estétika, oparts, instalaciju un vides makslas
klasika, visbeidzot videomaksla un datoru laikmeta
iesakta interaktiva maksla.

Vispirms tika iznicinati priekSstati par makslas
estétiskajiem nosacijumiem (makslas darbam nav
jabat kam originalam - par tadu var nosaukt ari izkra-
sotus Merilinas Monro portretus, vai Joko Ono
akcijas ar urina burcinam, un ta talak, neiedzilinoties
attieciga laikmeta makslinieku aizrautiba ar visu
neglito, “aizliegto”, atbaidoSo, leto un reize ari
sokejoso, reizé ar 60. gadu seksa revoliiciju iznicinot
agrak tik rlipigi sargato robezu starp privato, intimo un
publisko), tad izzud ari prieksstats par “makslas”
gtisko bitibu - darba pasmérkis ir varmacibas kults,
vélesanas Soket ar kaut ko nepatikamu (ka viens no
spilgtakajiem agrinajiem piemériem prata nak Dali /
Bunjuela koprazojums - filma “Andallizijas suns”),
radit Jauno, negativo, pretigo tikai ar vienu merki -
izraisit riebumu, atskiriba kaut vai no Renesanses laik-
meta, kad elles un Sausmu ainam bija étiski pamacosa,
audzinosa loma.

Ari robeza starp pérkamo popkultiru un prieksstatu
par makslu ka “augstaku sferu” izgaist, popmiuzika un
masu mode aridzan tiek uzskatita par makslu, kas sevi
uznem visu raibo bezgaumibu, vienkarsumu un letumu,
ko piedava iela - pieméram, netirigos un vienmer
bezcerigi apreibusos pankus ievero acigi laudis, un
mazikas industrija rodas “Sex Pistols” un ne tikai,
modes skatés uz meles paradas Vivjenas Vestvudas
variacijas par So pasu temu, utt.

Datoru laikmeta, skiet, ir griti runat par “makslas”
klatbutni vispar. Protams, ir cilveki, kas sevi sauc par
maksliniekiem, ir starptautiski atzits termins net.art -
tikla maksla, notiek plasas diskusijas par to, kas tad
bitu pieskaitams Sai jomai. Visi ieprieks izmantotie
makslas mediji, Skiet, sevi ir izsmelusi, vai ari neviens
ar tiem vairs nenodarbojas citu iemeslu de] - vai tas
batu humanisma beigas? Cilvécisku, cilvekam
draudzigu formu, apjomu, materialu un citu lidzeklu
vieta ir tikai viens - pelékais draugs dators, kas “var
visu”. Mehaniski apstradat attélu, parversot to citiem
datoriem atpazistamas digitalas zimes, vai tas nav tas
pats ka nogalinat dveseli un izlikt apskatei izkrasotu,
apgerbtu, bet nedzivu kermeni?

Tehnologija, protams, liecina tikai par cilveka
smadzenu visvarenibu, denialitati, iespejam un
neapSaubamu parakumu par visam citam radibam.

flise Tifentale

/Makslinieku grupéjums Critical Art Ensemble/

Tacu taja pasa laika ta mas paklauj, liek piemeroties
savam iespéejam, nevis otradi. WWW lappuseés ievero-
jamu daju aiznem datu materials, kas tiek devets par
makslu - virtualas izstades, galerijas, muzeji, arhivi,
makslinieku individuali projekti utt.

Tacu tehnologija nosaka visiem vienadas iespéjas
izteikties, demonstrét sevi un savu radoso moku
rezultatus - pagaidam Internets tiek uzskatits par
vienigo nekontrolejamo, demokratiski anarhistisko
mediju, kuru veido un uztur pasi lietotaji visa pasaule,
nevis viens centrs, kontroles mehanisms, organizacija.
“Zvaigzném - ne”, saka tehno subkultura, visi ir
vienadi, visus vieno elpas ritms, zemes pievilk§anas
speks, vel citi batiski raditaji. Ari popkultdra (un lidz ar
to ari maksla?) nav spilgtu, ilgstosi mirdzosu zvaigznu,
kulta telu, kas varetu raksturot “tehno” laikmetu.
Didzeji ir tikpat anonimi ka vinu auditorija - reiveri.
lelas mode ir bezpersoniska un bezgaumiga -
trenintérpi ka absoluta parodija par modi ka makslu,
apgérbu ka pascienas elementu, nicigi piedauzigs un
izaicinoSs zests pret stilu un labu gaumi vispar. Misu
laikmeta “kulta filmas” - Tarantino, Araki, Lin¢s un citi
- tikai cite ieprieks radito, parfrazé un groteski parspile
kino klasikus, izsmejot skatitaju. Datoru virtualaja vide,
kura daudzi no mums - 90. gadu beigu pasaules
pilsoniem - dzivojam, nepastav lidz Sim sameéra
butiskie dzimuma, rases, tautibas, dzives vietas,
sociala stavok|a un citi priekSstati, katrs no mums var
klut par jebko. Ta saukta tikla maksla lielakoties ari
speléjas ar sadam iespejam, pasapmierinas ar datoru
tehniskajam iespejam un kari izmanto katru jaunu
tehnologisku triku, kas |auj arvien plasak izmantot
datoru visdazadakas formas informacijas parraidei.
Radio un televizija interneta, video, muzika, atteli,
animacija, tiesa étera sarunas, utt.

Reizem skiet, ka Saja procesa pazid cilveks ka vertibu
mers, merkis ir komunikacija - anonima, globala,
bezpersoniska, iluzora, un Skietami drosa - virtuala
pasaule klust par lielisku patvérumu laika, kad viens
no “valdos$as ideologijas” saukliem varétu bat “Tavs
kermenis ir tavs lielakais ienaidnieks”, jo mus apdraud
vairakas nearstéjamas, atru letalu iznakumu solosas
slimibas.

Nekad vel cilvekam nav bijusi tada iespéja sazinaties -
komunikacija ir kluvusi par pasmerki, par kultu, kura
dekadentiskais templis ir WWW lappuses, e-mail
pastkastites un citi datoru produkti. Tacu taja pasa
laika - nekad nav bijis tik viegli pazaudéet sevi,
informacijas lielcela nav vertibu kritériju, atrumu ie-
robezojumu, vecuma cenzu, gaumes, stila, humanisma
un citu noteikumu.

“Disnejlenda ir pankapitalistu prieksstata par idealo
pasauli perfekts modelis. Disnejlenda dalibnieki atro-
das pastaviga, nepartaukta pateéréSanas un pasivas
lidzdalibas stavokli, un pastav nevainojama kartiba.
Disnejlenda ir arhitektiras modelis, uz kura balstas
visa ‘arpusmajas’ izklaides industrijas sistéma. Ar iz-
klaides pavedinosajam vertibam driz ari ‘majas’ tiks
kolonizetas.” /Critical Art Ensemble/

Communication art - the end of humanism or the
beginning of anti-humanism? Or not yet?

“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 fi 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).
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SOVEREIGN MEDIA
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IMIANY 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, | already had plenty of
data to enrich my perception.” What he wants is “marvelous
secrets.” “Most of all | 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.

U 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 ADILKNQ’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

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 overeign Media
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 actis a
denial of the maxim ‘l am connected, therefore | 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




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 iliness, 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, tf:%y immediately expose to contami-
nation. The mixers inherently do not provoke, but infect chance
passers-by with corrupted panalities which present themselves
in all their friendly trivialityAn inextricable tangle of meaning
and irony makes it impossible for the experienced media read-

rito make sense of this! The atmosphere inside the sealed
atin conflicts with the ideology of networking. As a central
coordination machine, trra computer subjects all old media to a
digital regime. The sovereign media, conversely, maketheir
own kind of connections,which are untranslatable intg any
universal code. High tech is put to the test and turned inside
out. But this trip into the interior of the machine does jot result
in a total multimedia art work. Disbelief in the total1n agement
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.

Free Radio in Amsterdanm
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 | would now like to read.

Radio Patapoe: Stands up
Better to a Young HWHorld

The media are unbearable. What to do? Some peaple
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 50 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. Therejis
enough information that hasn't yet been spread. It might be fe
days or fifteen years old and can be dEiLhed up with elan, wi
nary a reference to “their” news. Information is always new
and surprisingly timely. It is never histarical because next week
it will be the center of attention. And the cases never close;
they keep plodding along. There are aqeady so many data
recorded/that one needn’t even have ta 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

|

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 Teen 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 pract}ed 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 acrgss the spectrum. Paternalistic
media that know what is|of{General Interest need to be shouted
down and drowned in arl all-out din.

:jlatapoe and multirationality — one future. People knpw
What's in their best interis . 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 heara s oppy

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

microphone technigue, a whiny voice, a detail that :Iri ks up

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 goad 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, i
contrast, does not live for unmitigated appreciation. This turns
most listeners off, but the chance few extract fruitful informatip
from it. Previous knowledge or interesteankes them able to
appreciate the nonsense for what it is. These eccentrics have
nothing in common with each other: when you put craziness oh
the air, you{ransgress boundaries of agr, scenes, ideologies,

because the message is not put into thelfamiliar codes. This can
deregulate group behavior quite a bit.

All the mechanisms of selection and distortion that are
unleashed dn 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 makingf 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



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-

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

venient life of the new human people.” The equipment is fought
and vanquished, and then used comfortably in versatile ways.

workers as low as possible in the interest of good feelings.
Multirationality helps us stand up better to a young world.

SUUERENIE MEDI JI

ADILKNO otra gramata -
“Cracking the Movement:
Squatting beyond the Media”,
1990. - izdota ari angliski. Gramata
apraksta skvoteru kustibu
Amsterdama 80. gados. Ta parada,
ka lielas ielu sacelsanas 1980. un
1981. gada parvertas par izsmal-
cinatu, daudzslanainu spéli ar
medijiem.

Mediji nekad nav tikai lidzek]i,
kurus jis varat izmantot savam
vajadzibam. Originalas
neapmierinatibas, dusmu trans-
formacija par informacijas vieni-
bam ir sapigs process. Kustibas
kristalizésanas ir saistita ar infor-
macijas fragmentaciju, selekciju
un noklusésanu. Nok|uvusi mediju
sféra, tagad jau virtuala kustiba ne-
kad vairs nevares atgriezties ielas.
Gramata sadala skvoteru kustibas
parvertibu par mediju notikumu
trijas dalas: anti-mediju kustiba,
arpus-mediju kustiba un
suverénie mediji.

Anti-medifu Kustioa

Ir individi, kuri savas pieredzes
parversanu par mediju saturu uzs-
kata par draudiem savai dzivei.
Vini pieprasa, lai demokratija
sarauj saites ar medijiem.
Arpus-mediju Kustina
Skiet, ka $ie cilvéki dzivo cita
pasaulé. Kad viniem ludz piedalities
vai izteikties, vini neatbild. Vini
neveélas, lai ar viniem runa. Vini ir
aiznemti, bet vinu daribas mérkis
paliek neredzams, skatoties caur
mediju prizmu. Vini koncentrejas uz
“pareizo lietu”, vini atbild tikai uz
neuzdotajiem jautajumiem.

Suverénie mediji

Sie mediji nemeklé saistibas, tie
nepievienojas. Tie pamet mediju
vidi un ka sateliti rinko multimedi-
ju tiklu orbitas. To eksistence
noliedz aksiomu “es esmu pievi-
enojies komunikaciju tiklam,
tapéc es esmu”. Sie negativie

__CD__

mediji nav pozitivi definejami. Tie
neprasa uzmanibu un nepapildina
esoso mediju ainavu. Tie darbojas
arpus jédzieniem “tirs” un “netirs”
atkritumu sistema, kura valda haoss.
Preteji anti-mediju kustibai, kura
balstas uz kapitalistu (makslas)
produkcijas radikalu kritiku,
suverénie mediji ir atsvesinajusies
no politikas un makslas sferam.
Savstarpejas ieinteresétibas
attistits trikums noliedz jebkadu
interaktivitati. Tie kustas pa
paralélam linijam, kuras
nesaskaras viena ar otru. Netiek
radita nekada anti-informacija, kri-
tika, politika vai maksla, kas varétu
uzsakt dialogu ar varas iestadem,
kuras ir samierinajusas ar suvere-
najiem medijiem un ignore tos.
Suverénie mediji ir visa mediju
galaktika veikta misionaru darba
kopsavilkums. Tie ir saravusi
visas iluzoras saites ar patiesibu,
realitati un reprezentaciju. Tie
vairs nekoncentréjas uz speci-
fisku merkauditoriju velmem. Tie
ir emancipéjusies no jebkadas
potencialas auditorijas un lidz ar
to netuvojas auditorijai ka tirgus
segmentam, bet gan piedava
“suvereno telpu”.
Neatkarigais radio
Amstetrdama3

Kops astondesmito gadu sakuma
Amsterdama ir pastavéjusas nes-
kaitamas neatkarigas radio staci-
jas. Sie radio pirati darbojas neko-
merciali, raida no skvotiem un
varas iestades parasti samierinas
ar to eksistenci.

Punk un hardcore muzikas radio
stacija “Radio Death” ar devizi
“Listen or Die” bija Radio Patapoe
sakne. Patapoe devize ir; “Stand
up better to a young world”.
Atskiriba no citam radio stacijam,
Patapoe izvelas paturét noslepuma
faktus par savu eksistenci un
mérkiem. Bet pastav si radio mani-
fests, kuru Seit vélos citét:

GEERT LOvVINkK

Radio Patapoe- Stands up
Better to z Young world
“Mediji ir neizturami. Ko darit?
Dazi izpauz savas demokratiski
tiesiskas dusmas, méginot iejauk-
ties parasto mediju darbiba. Citi
pazid aizkulisés, apzinoties, ka
mediju dzirnavas samals miltos
vinu labos nodomus. Vini neatstaj
aiz sevis nekadas pedas medijos,
vini tikai dara savu darbu. Radio
Patapoe iet savu celu, atskirigu
no Siem abiem. Radio Patapoe ir
nelegala, neatkariga radio stacija,
kas nevelas sevi raksturot, izman-
tojot parastos, nopietnos kriteri-
jus. Pastav pietiekami daudz
informacijas, kas vel nav izplatita.
Radio Patapoe rokas svesos
audio un video arhivos, atrodot
lieliskas lietas.

Kapec aiztikt nopietnu anti-
informaciju? Te nu jus sézat, jums
kaut kas ir ienacis prata, bet
neviens to jums vel nav pateicis.
Un iespéja, ka tas notiks, ir
pavisam neliela. Ta nu jis koncen-
tréjat visu savu drosmi un skali
izsakaties. Visi jus ignoré; bet
Dievs pieraksta visu, un velak jusu
darbs bis registréts. Jus varat
spekulét ar informacijas ilgtermina
efektu - péc sesiem gadiem jus
varat satikt kadu, kam patiesam
patika tas, ko jus teicat. Varat ari
nesatikt. Radio Patapoe negaida.
Relativitates teorija, piemérota
informacijas fenomenam, ir katra
suveréna medija pamatakmens.
Klausitajs nav jaapkalpo, un tas
pats izlemj, kuru mediju izmantot.
Kad viena zinu téma ir
atspogulota 20 TV kanalos, nav
nekada iemesla mums klut par 21.
Suverenitate etera nozime uzdrik-
stéSanos noteikt sabiedribas
aktualo notikumu planu saskana
ar savu individualo gaumi, nepie-
versot uzmanibu iluzorajai audi-
torijai, redakcijai, ideologijai vai
formulam.

7 AROILKNO

Radio Patapoe un multiracionalitate
- viena nakotne. Cilveki zina, kas
viniem ir vajadzigs.

Jebkura zina sastav no daudziem
informacijas slaniem, kas ietekmé
uztveri. Multiracionalais mediju
patérétajs labi zina sekojosos
likumus un redz cauri katram
meéginajumam nomasketies -
piemeram, vardu izvéle. Jo atrak
zinas apcelo pasauli, jo mazaka to
atskiriba no originala formulgju-
ma. TieSo parraidi nav iespejams
simultani ideologizet, tacu velak
to var. “Rasu nemieriem”
Losandzelosa ir atrasts
piemerotaks apzimejums - “dazadu
kultdru interesu sadursmes”.
Vacu policija sauc antifasistus
par “kreisajiem anarhistiem”. Aiz
katra varda slepjas ideologisks
kosmoss. Neviens vards netiek
lietots nejausi.

Tapéc nav nekads brinums, ka
informacija neplist tiesi no viena
cilveka smadzenem uz otru.
Parastie komunikacijas kanali
informaciju uztver tikai ka par-
raidamo tekstu. Tacu citi informa-
cijas limeni, kurus uztverejs
neapzinas, tomer vinu ietekme.
Radio Patapoe péta Sos informa-
cijas slanus un spelejas ar tiem.
Més esam sadraudzejusies ar
neredzamo ienaidnieku varda
tehnologija. Més esam atkarigi no
tehnikas un specialistiem, kas ar
to rikojas, kaut ari citur tehniki
paradas tikai tad, kad kaut kas
nogajis greizi. Tehnologija nav
svetums vai “melna kaste”, tas ir
komforta aksesuars, kas palielina
brivibu tam, ko japani déve par
“jauno cilvéku érto dzivi”.
Popularitate neatrisina problé-
mas, ta tikai sniedz skietamu
nozimibas iliziju. Z&l. Viss, kas
paliek - savieniba ar lidzigi
domajosiem cilvekiem.

tulkojums [saisin.): ALISE TIFENTALE

Date: Fri, 27 Feb 1998 15:57:21 +1100
From: mez <mezandwaltewollongong.starway.net.au>

MA Breeze

white

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

great n |zl mi@iie el hl o

t 0 g e t h e r
she had a dream of sound of beating thumping whacking into her It ripping/outwards from her
black arb eyes and enveloping warlds 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) ta
fill her lungs or heart or hair

neskaidradas atbalsis

reiz es pazinu meiteni, kura sapnoja skanu ierakstu celinos basa
partijas bungu ritmos kuri atbalsojas vinas galvaskausa Vina nekad
negaja ara un gérbas melna pelekos tonos un dzeltena kas nepiestavéja
viens otram
vina bija sapnojusi par skanu par ritmu par atbalsim sevi
kuras izplatijas caur vinas melnajam acim un ieskava pasaules Vinas sfera-
tas  Nenotika nakti - un nenotika ari vinas diena
Vina centas dziedat vina méginaja dziedat centas apklusinat iedomatas skanas

p e k u
ka izplicot pukei savitusas ziedlapinas vina centas atbrivoties no sliktajam skanam
kas bija ka sapuvusi aboli bet vinai tas neizdevas protams tas nevaréja izdoties
Vina centas apglabat skanu noslépt CD baltais zombijs ieslégts plastmasas zarka putnins
ko vina nogalinaja un izleja ta asinis izlietné tad izsvieda ta kermeni atkritumu vada
Protams tas palidzeja apklusa neizturama pukstosa skana kas griezas ausis

un padarija basa skanu maigaku

bet ne uz ilgu laiku

Tad vina piekeras melnkoka ramim kura bija ievietoti 5 diski blakus atskanotajam
diskiem paredzetas vietas aizpildija ar sarkaniem dubliem
uzsplava

izraka zeme bedri un iesvieda tur atskanotaju

Piepalidzot ar amuru
un tagad vina séz istaba ar skanas izolaciju stereo melo

lauskas pie vinas kajam un elpa kas piepilda vipas plausas vai sirdi vai matus

http://uwu.merlin.com.au/eyespaces/nezgarun/linguidl . htm

http://wollongong .starway.net .aw/"mezandwalt
http:/7wollongong .starway.net .auws"mezandwalts/slutl. htm
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end new media festival in Riga “Art + Communication II" B y

2. starptautiskals jauno mediju festivls “Maksla + Komunikacijas” f

(together with Baltic-French-Nordic video and electronic arts i“ !
11-15 November 1997) 2k
(kopa ar Baltiyas-Franciyas-Zieme|ualstu video un elektroniskas makgfas ¥ L
festivalu] /A
XCHANGE O6N-RIR S5E55/011 - 4 days euvent focuse ’;{1
Internet radio experiments, based on idea about the development o

Interface for the Net.audio exchange network.
Kchange festival included:

_net.radio conference and ujorkshop

_media artists presentatio

_discussions about media cfiture

_live music jam sessions

_screenings and night partips

Xchange

Oh-alr session

KCHANGE ON-RIR SESSION -j§mediyju kultdras festivdls ar ieskat
(Informaciyas un Komunikdciyju Tehnologiyas]) kultiras un  mak
attistiba, tendencés un prdblémas, radio eksperimentiem Internet
diskusijam par Internet audg un radio Tikla sabiedribas attistibu. |
Kchange festivala 1etuaros jotika:

_net.radio konference un radio eksperimenti

_mediyju makslinieku prezentacijas

_diskusijas par mediju kultdru

_dzluas muzikas Jam sesijas - koncerti

_video demonstrésana, makslas un mozikas nakts pasakumi

LATVIJAS KULTURAS
MINISTRIJA
LATVIAN MINISTRY OF CULTURE

SOROSA MUSDIENU
MAKSLAS CENTRS - RIGA

GOETHE 7Z O
LOT INSTITUT @ RIGA
POLISH AIRLINES

British Council Riga

©000000
0000000
0000800

& USISRIGA W
SUUPPORT LMS Galerija

WA ouorion
i @arks

festival supported by
(R FORTECH' ESNE 5iSies AA’NR




NOVEMBER 12 » LWednesday
¥change festival OPNENING NIGHT PARTY [at Pulkuedis] organized in collaboration with Casablanca2000
LIVE CONCERT by Sentimental Beatz with participation of:

ISA SUAREZ [London/France], FinDeSiecle - voice / UGIS VITINS [Riga), SlokaSoundsSystem - saxophone,
voice / TOMS VITINS (Riga), SlokaSoundsSystem - bass / MARTINS TAURINS (Riga), SlokaSoundsSystem -
keyboards [ GOSH (Riga), YaputhmaSoundSystem - guitar / ULAD JAKOULYEV (Riga), YaputhmaSoundSystem
- percussion’s / NILS ILE [Riga) - congas, voice / VIKTOR SOROKIN [Riga), VarkaCru - keyboards, vaoice
RENARTS BRAUFMANIS [Riga) - guitar / DENISS PRASKEVICS [Riga), TimeAfterTime - saxophone / DJ BONGO
RugedBuahuasca / Screen-loops: DZINTARS LICIS [Riga)
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4/,/// N” [at club “Secret Experiment”) welcome in 60-70ties dress-code!
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SKUS / Environmental art: ANNA HEINRIHSONE, KIRILS KIRASIROVS, MIKELIS FISERS

HNT[]NS | Rcid Jazz: DJs MARTINS KIBERS, TIM, TOMS UITING
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Date: Thu, 13 Nou 1997 01:06:27 +0100
From: “Pit Schultz” <piteuropax.contrib.de> (by way of dianaemrf.hu [Diana McCarty])

/[

( PIT SCHULTZ

iInternet 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.

o):

PIT SCHULTZ,

<pitRicf .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.

|
®

| Pit Schultz ¥X-lecture 34:49 http://0zone.re-lab.nets/festival/pit.ram
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\ ERIK DAVIS ]

Date: Fri, ? Nov 1997 08:53:23 -0800
From: figmentesirius.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.

D

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 athttp://uwu. levity.com/f igment, and he can be reached by
email at f igment@sirius.com
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Eris Davis

(Sanfrancisko)

TEHNOLOGIJAS UN SUBJEKTIVITATE

Kads ir subjektivitates statuss postmodernaja
informacijas kultura? Subjekta dekonstrukcija un
agrak stabilu kultiras formu izjuksana, politiskas,
socialas un mediju parmainas ir atstajusas jautajumu
par subjektivitati neatbildétu un sava zina uztrau-
cosu. Ta ir misu pasSu subjektivitate - zinasanu,
uztveres, afektu un domu kopums. Subjektivitate rada
meérkus, darbibas, étiku. To nepieciesams parskatit un
parveidot, ja més velamies radosi pretoties un
atjaunot savu haotisko un homogenizejoso laikmetu
ar domu virusiem, narkotikam, izsmalcinatiem
reklamas / propagandas lidzekliem.

Pamatojoties uz Fuko un Deltzu / Guatari, mes
ieviesisim jedzienus “subjektivitates tehnologijas” un
“polifoniska subjektivitate”. Tie palidzés noskaidrot
datoriklu subjektivitates jautajumu, kas attiecas uz
personibas statusu kibernétiskaja sistéma. Si sistéma
var bat tehnologiska, virtuala, informativa, bet mes
pieversisimies internetam ka datortikla subjekti-
vitates produceésanas lidzeklim.

Interneta domasanas aspektu analize un kritika - tas
horizontala mobilitate, dziluma trakums un
rizomatiska nepacietiba - var palidzet veidot atklatu,
globalu diskusiju par datortiklu ietekmi uz postmoder-
no personibu.

44

Pit Schultz

(Berline)

INTERNETS PEC MEDIJU MAKSLAS: SATURS,
BRIVS PROGRAMMU NODROSINAJUMS,
INTERFACE KRITIKA

Ta ka “sabiedriskas sferas” iespéju atklasana un
parbaudisana ir kultiiras prakses bitiska sastavdala,
Si koncepta krize klust arvien svarigaka, runajot par
“makslu” interneta. Jedzienu “sabiedriskais” pret
“publisko” atjaunota nozime atklaj plasu lauku
dazadam darbibam. Kaut ari datortiklu tehnologijas
izmainija mediju makslas un teorijas praktiskos
apstaklus, tikla ekonomiskas, socialas un politiskas
dimensijas vairs nav iespéjams ignorét.

Tas, ko “mediju maksla” ieguva no 90.gadu makslas
(contemporary art), ir bitisks “konteksta” elements.
Estetisku darbibu interneta ietekme ta izplatiba, datu
un programmu strukturas, socialais konteksts un
kulturas reprezentacija, darba organizacija
institucionalaja procesa, ari vizualais noformejums.
Vizualizacijas veidu konstruktiva kritika un “varas
tikli”, kas ieklauti kopéejos datorprogrammu standar-
tos, var atvert jaunas durvis mediju makslai.

Parmainas attieciba uz tradicionalo cinu par
“informacijas sabiedribu” (tiesibas zinat) norada uz
estetiskas produkcijas “publisko raksturu”, tas
pasreizéjo situaciju un funkcijas “interneta
komercializacijas” tendenceés. Turpmak naksies tuvak
aplukot ari jedzienu “darbs” un parstrukturét ta nozimi.

Eric Kluitenoerg

(Amsterdama)

ATBRIVOJIET VADUS UN ETERU!
PAR INTERNETU KA ALTERNATIVU
RAIDISANAS TELPU

Internets attistas jauna dimensija, un ta iespégjas
strauji aug. Interneta var redzet attelus, atskanot
skanas un izmantot primitiva videotelefona sakarus.

Pamazam klust iespejams redzét un dzirdét ar inter-
neta starpniecibu. Bet vienigie, kuri bis redzami Saja
jaunaja medija, ir tie, kas runa visskalak, neliela
radoSu cilveku dala.

Real Audio un Real Video ir Sodienas primitivo dar-
bariku vardi, ar kuru starpniecibu iespéjams interneta
nosutit un uztvert video un audio informaciju.

Bet, lai realizétu sapni par atklato mediju telpu, mums
nepiecieSama vel viena lieta - jaudigs savienojums.
Tam ir jabut brivi pieejamam, nevis organizaciju kon-
troléetam, lai, piemeram, “reiveri” Bombeja varétu
klausities muziku no Rigas ar vispasaules datortikla
starpniecibu.




WE WANT BANDWIDTH!
-

A public research by De Waag - the Society for Old
and New Media from Amsterdam @ Hybrid Workspace
ta X, K 18 - 17 July 1997.

FREQUENTLY ASKED QUESTIONS ABOUT BANDWIDTH

e ———)
WHAT 1S eanowipTH? [

band. wlth n tca 1937) 1 a range within a band of

wwa gths, freq or energies; esp: a range of
audio freq i hich is pied by a modulated
carrier wave, which is assigned to a service, or over
which a device can operate

2: the data transfer rate of an electronic communica-
tions system

{Webster Dictionary)

Bandwidth is the currency of the

information society lIIIIIININININGEE

@ WHAT IS THE CURRENCY OF BANDWIDTH?

bps = bits per second
Kbps = 1024 * bps (kilobits per second)

At the Hybrid Workspace 128 Kbps of connectivity is
available.

This Is the 1B iwith for the entire acade-
mic T k of R i hich is also 128Kbps.

Equal Access for All

THE BEANDWIDTH APPLICATIONS ARE
BROADENING THE GAP BETWEEN THE

WHY IS BANDWIDTH IMPORTANT
FOR ALL OF US?

In the information iety the ial debate and i,
communicatmn has increasingly shifted from the phy-
ical public sp to the electronic public space; the

ti P of electronic media. To have
Bandwidth means to be able to access information
and put your own info i inside this el onic
space. This new public space can only truly be called
‘public’ if bandwidth is distributed equally, so that
every voice can make itself be heard.
We demand from National, European and Global policy
makers that 10% of the world's digital bandwidth will
be reserved for the public sphere.

{(Examples: public libraries, cyber feé it
networks such as the Digital City Amstnrdam. or the
Internationale Stadt Berlin, community services)

WHAT ARE PUSH MEDIA?

PUSH Media means that the Net turns lntu a hybrld of

the Internet and other isting ric

structures, and old and new forms of broadcast for

mass audiences. PUSH media ploit the potential of

digital networking to create much more diversified
deils of tent distribution.

The rise of PUSH media, h . thr to margi-

nalise existing low-bandwidth (‘Flinstone speed’)

----- astr e and low-bandwidth to ial

infor i and i ion servi

PUSH Media widen the gap bety inf i rich

and information poor even more.

WHY PUSH BACK?

road t for all. A
INFORMATION RICH AND THE bk ““s’!.“““;‘“d Srimdemes S Ml oneen 1>
INFORMATION POOR 1 atic right. In the pr of lerating
i logical ch and revolution the diversity of
d atic i is under threat, and measures are
called for to i in th There sk Ild be structural
: K _i rt nld and producti infrastructure for
oca rowvi d prod s t
WHAT IS AN INTERNET nope? Il provicers and e o
We demand that the Europ Uni wvill F i
A communications network transfers and develop more decidedly the ial and cultural

data from source to destination
through a series of network nodes.

Country: Number of Nodes: Inhabitants
per Node:

Netherlands 270.521 57

Germany 721.847 115

Japan 734.406 170

Romania 8205 2600

India 3138 300.000

Cameroon nodes: (1]

WHAT IS A BACK BONE?

back. bone n l'ldl:) 1: spinal | pi 2 t
hing that r a as a: a chief

tain rid ge, or sy b: the § dati or t
suhstantlal or sturdiest part of hing c: the | a9

st chain of atoms or groups of atoms in a usu. long
molecule (as polymer or protein) 3: a firm and resolute
character 4: spine 1c

(Webster Dictionary)

Internet kE kk are owned by the large
telecom opetators. There is a i pr of
of p The largest Internet connecti-

vity provider of the world, UUNet Technologies, owns
most of the infrastructure of Europe: EUnet. National
EUnet-subsidiaries like EUnet Germany have been
bought in the last years by UUNET. UUNET is based in
Virginia, USA. 40% of its stock is d by
Microsoft corporation.

The more channels the less owners.

__

components of existing European Information and
Communication Technology (ICT) programmes.

Demand the same

Bandwidth for all.

o REFERENCES ON THE INTERNET:

thrud Workspace:

[Hwwrwrw.d de/worksy
Society for Old and New Media:
http://www.waag.org
We Want Bandwidth!:
http://www.waag.org/bandwidth
Webster Bandwidth definition:
http://ww thotel.dik/ept /en/tt w/T892.htm
Jargon Bandwidth definition:
http://nmsmn.com/~cservin/jargon/b/bandwidth.htmli
An atlas of Cyberspaces:
http://www.geog.ucl.ac.ul/casa/martin/atlas/atlas_html
Internet Domain Survey:
http://www.nw.com/zone/\WWW/top.html
Current world map of the Matrix and the Internet:

http://vwww3.mid orgfmapsalefwnrldhndax.html
R i Nati 1 Back k topology:
http.ﬂ'www.mc.ro."nh!nh html

UuUnet backb L

http://www.uu.net/lang. Buinalwurld
Boardwatch Magazine list of Internet Service
Providers:

http://www.b ol k /isp/backbone.htm
Cook report on evolving 'lnternet Infrastructure:
http://cookreport. /evolving.t

B iwidth C ti s iety:

THE BANDWIDTH TEAM @ THE HYBRID W SR
DOCUNMENTA X - KASSEL 8 - 17 july 1997

THE SOGIETY FOR OLD AND NEW MEDIA is bas
| and designs information for public

spaces. Prototypes, applications, products and sc

ware are being developed - through the public

research method - to offer le real p ibilities t

participate in the information iety 'I'he Society

hosts the Tactlca! Media Network and the Next 5
Minut fer

ERIC KLUITENBERG ]

The people of the Society for Old and New Media,
Belissima & Hybrid Workspace: Yariv Alterfin, Birgitte
BElanger, Jan van de Berg, Simone Berghuys, Michael Date: Fri, 7 Nou 1397 08:10:07 +0100
wvan Eed Th K Eric Kluitenberg, Mieke From: ericemedia-gn.nl [Eric Kluitenberg]
Gerritzen, Ellen Pronk, Bastlaan Lips, Geert Lovink,
Patrice Riemens, Pit Schultz, Thorsten Schilling, Martin
Schitter. Marleen Stikker, Ace Suares

Liberate the Wires, Free
SOCIETY FOR OLD AND NEW MEDIA the Ether, Give us

DE WAAG Nieuwmarkt 4, 1012 CR Amsterdam Tl

Tel: +31-20-557.9898 - Fax: +31-20-5579880 Bandwidth!!

Websites: www.waag.org/bandwidth &

www.icf.de/workspace, e-mail: bandwidth@waag.org

About the Net as an
alternative space
for broadcast

E):

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.

WANT

BANDWIDTH!

D

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
artin 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://vwuw . media—gn.nl/theory
http:/7uuu . dds.nl/plp

e-mall: epk@xs4all.nl
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\ HERBERT A nE!.-ER]

Date: Sun, 09 Nou 1997 08:47:07 +0100
From: Herbert A Meyer <hameyerehrz.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. Neverthelessthe 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:/7uum. icf .des/cqgi-bin/RIS/ris—search?querystring=hybrid&find_what=label

http:/7vwuu . forum.uni-kassel .desinterf iction/Work3pace_Radio/

WorlcSpace Ra
or

WorlcSpace Ra

| LAST

http:/7uwu.dock4d.deshan

D)

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 finterfiction’, where exchanges
regarding intra- and extra-academic network projects take place.

Herbert A Meyer X-lecture 22:29 http://0zone.re-lab.net/festival/herbert.ram

__

/

_ MOLNAR DANIEL

Date: Thu, 6 Nou 1997 12:10:39 +0100 [GMT)
From: Molnar Daniel <b2menec3.hu>

).

Program contribs:

- | could present Aroma 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)

- | could present lecture

‘Pop - The effect of sampling technology on pop music,

it's an interesting and rather popular stuph, | think,

although it has some technical terms in it, but | have nice pictures
to show, some sample music, etc.

- | could play DJ sets, if it's possible I'd rather do it, coz I'm

very into it nowadays. | 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 | should play, or just songs/styles what's on menu.

| can play a broad selection of stuph and I've planned that | 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: | am not able to bring with myself cartridge and shell for
the turntables, and it's not sure that | can bring my own headphone
as it's broken. | 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:/7vwuu.c3 . hu/"bZmen/rromadub
http:/7uuu.c3 . hu/"bZmen/pop

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

D

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/ " bZmensdaniel .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

Daniel Molnar X-lecture POP 30:58 http://ozone.re-lab.nets/festivals/bZmen.ram
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| Heath Bunting X-presentation 12:41 http://0zone.re-lab.net/festivalrsheath.ram

Date: Wed, 5 Nov 1997 11:04:20 -0700
From: nov 97 <nou97eirational.org»

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 entertainmer
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
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name :

Nov N 3even
post: top flat, 2 neals yard, covent garden,

london, UK

email: nov97@irational.org
web: wuww.irational.orqg

PERSONEL HISTORY

in the 1900°s

just around the corner
when i was little

Ist june 1982

far afield

MCMLXXX?

seconds later

1980's

during the 20th century
a number of streets away
on my way here

at long last

nearabouts

94

on the horizon

1996

later

in the future

now

today

GLOBAL PRESENCE
MEDIA
\

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

- conceived in london

- became paranoid due to excessive planning

- played computer, flying & shooting games

- ran & cycled fast into the future

- programed & climbed internally

- surfed hard edges of the street rebeliously

- embraced reality despite pain of existance

- caught during acts of misunderstanding

- bmxed & designed stained glass craftily

- bathed in seduction of electromagnetic struggle

- walked and chalked aimlessly

- escaped the power of protest through confusion
- abandoned negative self definition with multumedia
- chose success & enjoyed some attention

- accepted denial with reluctance

- confronting mortality with eating/sleeping/fucking
- uphold dignity/creavtivity

- walk around the world when learnt to stand still

- subvert rational space and time

- creating disbelief with insurection

EXHIBITIONS

TELEVISION RADIO MAGAZINES CONFERENCES WEB

L »Excuse me toister |
o >could you spare a doflar 7

'? :' " ok you humblz intemet beggar
Lo charze oy

—_——

S

credit card mimber




SENSORIUM - THE GHOSTWRITER 19398

From: “Palle Torsson” <palleekkh.se>
Date: Tue, 18 Nou 1937 12:18:40 +0100 . . .
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

PHLLE TDRSEDH ] 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.

My name is Palle Torsson and | work and live in Stockholm. My work consists of performance, video,
photographs and computer based work. | have been studying in Uppsala, Stockholm, New York and Berlin,
and | 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 | 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.

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
CURRENT PROJECTS wuwu . bahnhof . se/spons/TobB

In summer 1995 we were asked by Art Node to do an art project on their website. Art Node was building up

For the moment | have two main projects: . L . . " . . g
proj an artist database with information on 30 artists. In addition they invited artists to work specifically for the Web.

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

. . Our project Join Hands was finished and presented in September 1995. Shortly after, it was censored. The
the creation of meaning.

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.

“AACIAL DESIRE” 1937 - 13938

Our intention with the project was to work with and examine the cliches, fears and desires that surrounds the

The first piece was shown during the event “Love All" at the exhibition space Fargfabriken in Stockholm, 1996. medium. We wanted to focus on the myths and preconceptions of the Internet such as: the democratic medium,

Naked, motionless and greased in oil, | stood in front of a temporary wall in which a hole was sawed and the facts that 80 % of the users are men, the Net as a space for commercial and

where | had placed my bottom. In a more intimate room behind me the visitor could see a projection on my power, the distribution of pornography and the overall aesthetics of the Web.

ass of violent Asian videofilm clips. The performance, which | call “Asian Men of Discipline,” lasted

for two periods of four hours each. | did a similar performance in Rotterdam 1997, at the art centre Duende. MUSEUM MELTDOWN

This performance was later turned into “Assvideos”. Videos like Cape Fear, Seven and The Silence of the wuu . artnode .se/mneltdouwn

Lambs were transformed into such assvideos. An Assvideo is a video projected and simultaneously filmed on

my ass. 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

I’'m thinking of my ass in an extended sense; the ass as my male and white identity generated by a reflecting decided to turn the space of the museum into a violent computer game to ask

relation to the gender and the race. The ass is a place and a metaphor for change. The narrative and questions about art, space and technology. From our background working with

the composition of the films are constantly broken up by the convex ass-landscape. To break the flow and at context related projects and site specific work we also had the discourse of the

the same time keep it intact is the way we relate to ourselves. The ass is like a filter that never lets role of the institution in mind, which the architecture in itself emphasized.

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 Game

The starting point of the project has been to focus on racial and economical differences with sexuality as The work was done by using the editor of the game Duke Nukem 3D. All

a perspective. The latest work in “Racial Desire” is a combination of a series of photographs and significant details of the museum were photographed and scanned into the

women'’s underware. | believe that difference is the base for understanding, game, and the rooms were reconstructed from architecture plan drawings.

and without this, art or desire would have no material to work with. The rest of the game was left untouched to show the bad taste of it and

The series takes place in rooms where | lived for shorter periods during it's racist and sexist clichees.

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 | wear women'’s underwear.

Following projects

In Spring 1997 we were invited to do a similar piece in the show Funny

There is a demand in Japan for girls’ dirty underwear. Customers used to be able to get them from street vs Bizarre at the Contemporary Art Centre in Vilnius. The change of

vending machines in Tokyo. Nowadays shops sell them but they are not easy to locate. Often businesses are context gave the piece another direction. The museum were of typical

run from private flats. The normal procedure is that the client gives2.000 yen to a dealer, Soviet architecture and were built in 1968. The history of the city

who passes a clean underwear to the girl; she disappears behind a curtain to change. Vilnius also gave a new background to the game.

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. We are now working on a similar project connected to the opening of the

The work will be presented in the same way, in a plastic bag, with the new Modern Museum in Stockholm 1998. The piece will now be based on the )

underwear and the picture. computer game Quake. [ knew just how he felt and 1 wanted

__
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Palle Torsson
(Stokholma)

Makslinieks Palle Torsson strada performancu, video, fotografijas un elektroniskas makslas joma.

Projekti:

RACIAL DESIAE (1997-98) - video un foto performance par identitates, seksualitates un rasisma témam.

SENSORIUM - THE GHOSTWRITER (1998)- datorizeta video un audio instalacija, kas atklaj nozimes, jégas rasanas procesus.
JOIN HANDS http://www.bahnhof.se/spons/ToB

makslas projekts interneta, ArtNode lapa, kas k|luva par cenziras uzbrukuma objektu un tika aizliegts 1995. gada.
ArtNode apkalpojosais interneta serviss uzskatija, ka dala no §i makslas projekta ir uzskatama par bhérnu
pornografiju. Tas bija pirmais interneta cenziras gadijums Zviedrija. Darba meérkis - pievérsties interneta mitiem
un aizspriedumiem, piemeram - internets ka demokratiskakais medijs, komercijas un varas jauna telpa, ka ari
analizet interneta estétiku vispar.

MUSEUM MELTOOWN http://www.artnode.se/meltdown

1996. gada Kopenhagenas Modernas Makslas muzejs uzaicinaja mis piedalities izstade "The Scream, Borealis 8".
Muzeja telpa tika imitéta varmacibas pilna kompjaterspele.

THE GAME - projekts tika istenots, izmantojot datorspéles Duke Nukem 3D veidoSanas programmu. Realas muze-
ja telpas tika nofotografetas, ieskannétas un ievietotas speles virtualaja telpa, kas tika rekonstruéta saskana ar
muzeja arhitektoniska plana ziméjumiem. Visi paréjie spéles elementi palika neskarti, lai demonstrétu tas hez-
gaumibu, ka ari taja izmantotas rasistu un seksistu klisejas.

Nakosie projekti

1997.gada pavasari mis (kopa ar makslinieku Tobias Bernstrup) uzaicinaja veidot lidzigu projektu Vilnas Misdienu
makslas centra izstade "Funny vs Bizarre". Jaunais konteksts paversa ari musu projektu cita virziena - muzejs bija
tipisks padomju arhitektiiras paraugs, un pilsétas vesture deva papildus fona informaciju.

Paslaik mes stradajam pie lidziga projekta saistiba ar jauno Moderno Muzeju Stokholma, un jaunaja, projekta tiks
izmantota datorspéle Quake.

Heroert R. Meyer Daniel Molnar
(Kasele) (Budapesta)

WorkSpace Aadio
HYBRID WORKSPACE

bija laboratorija, kas darbojas Documenta X laika
Kaselé. Vairak ka 100 dienas ta hija vieta kritiskam
domam un idejam, radosSi produktiviem konfliktiem,
sociala telpa vienoSanas panaksanai. Veésturiska
celtne Kaseles centralaja parka tika transforméta par
atvértu mediju studiju informacijas uzkrasanai,
savienosanai, ierakstiSanai, parraidiSanai un
izplatiSanai. Vienpadsmit darba grupas pieversas
pasreizéjam socialajam, politiskajam un kultiras
probléemam. Informacijas apmaina un izplatiSana noti-
ka ar interneta, drukato mediju un radio starpniecibu.
KASELES BRIVAIS RADIO (Freies Radio Kassel)
nodrosinaja platformu raidiSanai étera. RIS (Radio
Internationale Stadt), atverts Real Audio serveris,
nodrosinaja iespéju izveidot audio materiala arhivu.

FREIES RADID KASSEL

ir lokals radio, kura darbibas sfera ir Kasele un tas
apkartne. Tas ir nekomercials raidiSanas projekts, kas
atkarigs no sabiedribas finansiala atbalsta. Radio
raksturo atklata pieejamiba - cilveki, kuru viedoklis
masu medijos netiek atspogulots, var Seit veidot
programmas, kas atskirtos no kopéja informacijas tir-
gus satura. Tomer radio saista formalais preses
likums.

Projekti:

RROMA DUBB, eksperimentala izglitojoSa programma -
ciganu tadicionalo folkmiziku apmaciba modernas
datortehnikas lietosana (34 min RealAudio programma)

Lekcija POP - SAMPLINGA TEHNOLOGIJAS IETEKME UZ
POPMOZIKU (1h)

CJ B2MAN i~ PARARADIO (Budapesta) tehniskais koor-
dinators, GetUp@9 Records radosais menedzers, DJ
un radio DJ, EastEdge musdienu kultiras tikla
dibinatajs.

4
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EMDO0S (VON EMD005) &
o
(4]
NYSTAR
SPEEDLOOP '@
TIMEDOUBLER
FUTURE DISCO
PANAM ULTRA
CASIO
PANAMWU
PANABASS

EMD 006
SILENCER
BOYS IN THE BACKSTREET

EMD007
BACK AT TEN (SLOW)
—- " (FAST)

EMDO010

JINGLE
KRATZ/KRATZ tap
HIPPIE HOTEL

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.

DANIEL PFLUMH

ELEKTRO
Ir ne tikai klubs un izslaveta
ierakstu studija (ar
pazistamu ‘label’ ) Berling,

patreiz tik aktuala ‘mini-
mal groove’ aizsaceji, bet
ari pilsetas dzives,
elektroniska
dzivesveida mikrokos-
moss.

Klubs Elektro un velak
visiem pazistamais
Panasonic kluva slavens ar
savam atrasanas vietam, ipaso
vidi, ka ari ar eleganto
videoinstalaciju klastu no Elektro pro-
~dukcijas kataloga.




Date: Fri, ? Nou 1997 17:30:32 +0000
From: racheleirational.org
Date: Thu, 23 Oct 1997 23:01:52 +0100

From: dianaemrf.hu [Diana McCarty) [ RHCHEL BHHER

\

DIANA McCARTY

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

<http:/7uwum. isys.hu/netaf orum’.

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.

tel/fax: 0044 171 272 5816
email: t_mouldeirational.org
racheleirational.org

http://uuu.irational .org/tm

Graduate of Gwent College Of Higher Education : Interactive Arts programme
Graduate of Goldsmiths College, University of London : Design Futures MAprogramme

"""""""""""""""""""""""" FACES women in ‘new media” mailinglist Currently studying at Backspace college of Cyberlounge : Phd socialnetworks programme

contact: dianaemrf.hu

Net projects and collabarations:

Gold Medal Award <http://unu.cs.nsu.su/wuwart/avard>
TM Clubcard <http://wwum. irational .org/tn/clubcard>
Loudmouths <http:/#/umu.irational .orgstm/loudmouths>
PDF <http://remote.aec.at

Routeless <http://unu. irational‘org/routeless>

DIANA McCARTY

dzivo Budapesta un darbojas Mediju Izpétes Fonda (Media Research Foundation). Mediju Izpétes Fonds ir jauno
mediju konferencu sérijas - MetaForum organizetajs <http://www.isys.hu/metaforums>.

Diana McCarty ir viena no FACES mailinglist vaditajam (FACES ir interneta vestulkopa sievietém, kas darbojas
medijos), redaktore Nettime izdevumiem “ZKP” par interneta kriticismu un kultdru, ka ari viena no NICE

| Diana McCarty X-presentation 12:49 http://0zone.re-lab.net/festiva

(Network Interface for Cultural Exchange) dibinatajam, tapat piedalijusies Cyberfeminist International grupas
sastava projekta Hybrid Workspace Documenta X (Kasele).

rachel baker trina rmonld irational org ﬂlegal property lovalty clubcards tesco sansbary personal data fary pdf
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Date: Sun, 16 Nou 1997 17:20:25 +0000
From: tm <t_mouldeirational.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

mes Sodien klausijamies diskusijas

skana bija tik skala un skaidra

un hija tik patikami dzirdét jas visus Riga

ta ka sava zina es pat priecajos par to

ka nebiju tur klat

citadi es nebtu pieredzéjusi

So parraidi interneta

un nakotnes potenciala nojautas

man patika Erika Deivisa koncepcija par "akustisko kibertelpu'
man patika blakus troksni, pauzes, gaidas

nav NEKAS aizraujosaks par raidisanu tiesaja étera
nepietiek tikai ar mazikas raidisanu, ko dara Interface radio
lai arita ir lieliska muzika

sveicam E-LAB par uzdrosinasanos

Backspace ir vel cel$ prieksa

ceru, ka varésim organizet kadu lidziga meroga pasakumu

un aptvert net.radio sféru seit, Londona

sadarbojoties ar E-LAB
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From: jodiejodi.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
ﬁgnmbals will eat the missionaries. Can the party find
L‘lﬁ'sequence of boat traversals which will allow the group to
ﬂ 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

) it I Sy
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)) Ilj_|_

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)I

JI]DI

unless((x3-1) < 0) 1
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 cant 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;

“ (daybbl jodi.org).
~ Chttp://wuu. jodi.org)

Eq H20toda =

NET . ~¥OUND
http://uwuu. jodi.orgrs100/3
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Jinx X-presentation 31:39 http://ozone.re-lab.net/festival/ jinx.ram

CUS / ® FF

foto: ARNIS BALCUS

&R

Date: Sat, 22 Nou 1997 15:35:41 +0100
From: Molnar Daniel <b2menec3.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 Il 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 educatiogfvorths nothing, shit,
zero, as it's too conventional, tak@fs gveryone same,

hould deyelop our World in Quipkd or

mTE ™

uake II: perhaps sftould contact id Softjvare itsqlf,|a
our interface should|pe more fextual and|needs horfghuman
representation. First iferation|of technicdl consideratlons
seem to be okay, as this techpology has $erver-§lient
communication, grapljical and sound repf. and text also
included. AND IT'S VBRY PORULAR.

Please react.

CJ B2MEN and JINX

5
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I3A SUAREZ

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.

Fin De Siecle (Gadsimta Beigas) atskano
dazada veida muziku - tehno, dub,
afrikanu, dzezu, industrialo u.c. Grupa
tika dibinata 1992. gada New Cross,
Londonas dienvidaustrumu dala, un tas
darbiba sakas ar filtréta un fazeta
metaldzeza troksnainu sensaciju.

ISA SUAREZ, grupas Fin De Siecle
dibinataja, (taustininstrumenti,
kompjdteri, dziva mikseésana, vokals) no
Basku zemes (Francijas dienvidrietumos)
uz Angliju parcelas 1987. gada, un
sakuma speéleja taustininstrumentus
dazadas grupas: pank-industrialajas
Bulbous Skunk Cabbages, Burbonese
Qualk, fank-pop-roka The Cath Jefferson
Experience. Kops 1989. gada Isa
rakstijusi darbus isfilmam,
kabeltelevizijai, un uz neatkarigiem
ligumiem darbojusies deju trupas un
teatros ka komponiste un
atskanotajmaksliniece.

Vina stradajusi ari Deptfordas Radio un
studejusi afro-brazilu ritmus Salvadora,
Brazilija.

F. NOZE - tenora saksofons, flauta, klar-
nete, WXII midi pisamo instrumentu tem-
bru kontroles, u.c. pasamie instru-
menti.

CYROY/ZEDECHIA - sitamie instrumenti.
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[ RACHEL BAKER

Date: Sun, 23 Nou 1997 18:17:40 +0000
From: racheleirational.org

Listening 1n to live Kchange, Riga Festival, 15/11/97

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

e sound quality was nice: slightly muffled,
scratchy, somehow like shortwave radio

e 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 HKchange festivala
tieSo parraidi interneta, 15/11/97

Dazas domas, atrodoties virtualaja telpa starp divam
elektroniskajam kafejnicam (Backspace Londona,
E-LAB Riga):

- tiesa parraide ir interesantaka neka ieprieks ie-
rakstits materials

- bija nepieciesams kanals atgriezeniskas saites
nodrosinasanai, lai apmierinatu vélésanos piedalities
- pieméeram, interneta telefons, e-mail

- skanas kvalitate bija jauka - nedaudz traucéjumu,
blakus troksni, kaut kas lidzigs isvilnu radio parraidei

- blakus troksni - kréslu bidiSana, cilveku kustibas, fons -
palidzéja radit telpas un klatbitnes izjiutu (bGtu intere-
santi eksperimentét ar istam/maksligi raditam telpam)

- ieprieks pazistot cilvekus Riga un notikuma vietu, bija
patikami klausities So Akustisko Kibertelpu.

Datortiklu, kas varétu nodrosinat audio informacijas
parraidiSanu un atgriezenisko saiti, attistiSanas
process pagaidam ir diezgan darbietilpigs, bet tas
varétu bat viens no daudzsolosakajiem interneta
nakotnes aspektiem.

Audio informacija iedarbojas uz auditoriju daudz tiesak
neka teksts vai attels, jo pastav mazaka dis-
tance starp subjektu un (audio) objektu. Tiesi ta ir
atskiriba starp "akustisko telpu" un "kibertelpu".
Skanas telpa pielauj lielaku fiziskas reakcijas iespéeju neka
attéla vai teksta telpa, kas ir abstraktaki (un, ka zinams,
ilgstosa uzturésanas Sada telpa var novest pie paranojas,
semantiskas parslodzes un eksistencialas krizes).

Net.Radio kultura.

Lai kultivetu net.radio kultdiru, gan producesanas, gan
patérésanas kultiiru, jabit regulariem raidijumiem, kas
tiek plasi popularizéti.

Ta ka daudz lielakai sabiedribas dalai audio raidijumi ir
pieejami caur radio, nevis datoriem, butu pratigak
raidit vietéja meroga no eksperimentalam radio
stacijam un izmantot internetu ka vienu no kanaliem.
Tomer tadas sabiedriskas telpas ka elektroniskas
kafejnicas un studijas ir galvenas vietas, kuram batu
adreseti audio raidijumi interneta, tade|] butu verts
apzinat Sis vietas un sadarboties ar tam starptautiskai
raidisanai.

Visheidzot, tieSo parraizu potenciala auditorija varétu
but ari interneta kultiiras / kopienas, kuras attistijusas
ar net.sarakstes (mailing-lists) starpniecibu.

Tulkoyums: ALISE TIFENTALE

Janisekkh.se

, JANIS 6ARANCS

http:// jg.re-lab.net/xchange.ram
http://re-re.com:1997,1998
http://re-re.com:1999/2000
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Date: Sun, 09 Nou 97 21:14:54 -0500
From: Ualdis Poikans <valdis.mmceparks.lus

//////// VALDOIS POIKANS

Baltiyas - Francijas - Zieme|u valstu
video un elektronisko makslu
festivals

Ar 1990. gadu Latvija aizsakas pasaulé jaunakas un
ari elitarakas makslas - video makslas festivali.
lesakuma ka Francijas - Latvijas video makslas
festivali, bet velak, kludami aizvien popularaki ne tikai
pie mums, bet ari pasaule, ka Francijas - Baltijas
video makslas festivali.

Soruden péc neliela partraukuma atkal notiek
kartéejais video un elektronisko makslu festivals Riga.
Sis biis viens no ievérojamakajiem festivaliem, jo taja
piedalisies ne tikai Francijas un Baltijas valstu Saja
joma vadosie makslinieki, bet ari citu Ziemeu valstu
makslinieki ar saviem darbiem.

Festivalu organize Latvijas Kultliras Akadémijas
Multimédiju Centrs sadarbiba ar Francijas véstniecibu
Latvija un Elektronisko makslu un mediju centru E-LAB.

Paraleli festivala programmai notiks konference
“Xchange on-air session” jeb "Maksla + komu-
nikacijas 11", ko organizé E-LAB. Saja konferencé
piedalisies parstavji no Stokholmas, Amsterdamas,
Budapestas, Berlines, Londonas u.c.

Festivala gaita ir paredzetas tiesas pieslégSanas caur
internetu dazadiem Eiropas un Zieme|u valstu elektro-
nisko makslu centriem ko nodrosSina interneta dis-
tribtcijas centrs PARKS un Elektroniska kafejnica.

$i gada festivala goda viesis ir franéu makslinieks
Zans Misels Vekjé. Zans Misels Vekjé ir dzimis 1958.
gada 30. decembri Martiga.

Macijies Eksas - Marse|as Universitate, kur ieguvis
diplomu plastisko makslu joma. Sobrid strada par
pasniedzeju Nacionalaja fotografijas skola un
Eksanprovansas filalogijas fakultate.

Riga Zans Misels Vekjé radis ne tikai savu labako
video darbu kolekciju, bet sniegs ari videokoncertu.

BALTIC - FRENCH - NORDIC
VIDEO AND ELECTRONIC
ARTS FESTIVAL

| ey

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.

| hope this festival will become a venue for artists to
exchange new and original creative ideas.

gintsere-lab.net

The stairway to heaven.

This is a true story. | heard it from a friend about his brother-in-law D. who
lives out in the sticks. One day they all went into town on a works outing. The
plan was to see some exhibition but D. didn't go because he metan old
friend. The friend didn't have much time so, after they parted D. wentoffto
find the museum, hoping tocatchup with his ¢ f =

He came across this exhibition, wentinsi
from this hole in the ceiling and a sigrisayif
thinks, climbs onto a stoeland then s:nov <
gets this kick in the head, knocking the livi
The Devil take the twat that did thatl® he!

D. then notices, coming down from the s
dressed man with a bloody eye - obvieusl
and laughing about semething. “| wonder
here?” thinks D. and runs upstairs.

just this hole in the fioer. He goes nearer an
this big round hairy bastard of a fucking head.
D. gives this almighty oot

If you were D., would you kick the head?

EI O EI

NO DON

//HJ[I][IJHEIF slu/il /E LAR/notifms

After such anQ rience, would you still go to exhibitions?

O 0O 0O

YES NO DON'T KNOW

http://uwuu.parks. lv/home/E-LAB/not ikuns



Ulad Jakovl jev - Pinguin Cafe House Bar (together with dj Zagga) /live session at net radio 0Z0ne (starting 25:00 min.)/ http://0zone.re—lab.net/sessions/06 jan98.ram
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http://0zone.re-lab.net/archivesvlad.ram
http://0zone.re-lab.net/archives/vasnec.ra

No 1995 gada rudens lidz 1997 gada pavasarim biju
grupas “Yaputhma Sound System” dalibnieks. Saja
projekta ieguldiju daudz spéka, rados$as energijas,
fantazijas un ari veselibu. Bet esmu apmierinats -
man izdevies veikt vairakus atklajumus, kuri ir spécigi
ietekméjusi grupas muziku, sociali-kulturalo ‘imidzu’,
ka ari mitu par pasu grupu. Pieméram, reiz
nesakartotu burtu kombinacija izdevas izlasit projekta
nosaukumu YAPUTHMA, citreiz izspéléjot mazora
akordus, saklausiju tajos jauku melodiju (Thru The
Space), kura gandriz gadu hija savdabiga grupas
vizitkarte. Tacu, ta ka biju perkusionists, manas iespé-
jas bija visai ierobezotas.

Turklat, bidams viens no hita “Thru The Space” auto-
riem, biju neapmierinats ar to, par ko dziesma
parvertas laika gaita, bet neko nespéju darit nedz
koncerta laika, nedz darba studija. Manuprat, dzies-
ma tika parpildita ar banalitatem, parmerigi
pararanzéta, ta parvertas un zaudeja savu pievilcibu.
1996. gada rudeni Sis process sasniedza savu
kulminaciju ierakstu laika “Jumprava Sound” studija.
Dzirdot, ko ar musu dziesmu dara producents Aigars
Gravers, ka vins veic ierakstu, mikséSanu un
apstrada skanu, es sapratu, ka producents nesajt,
ka dziesmai jaskan, un lidz ar to stipri vien izkrop|ojot
grupas muzikalo “seju”. Péc Sis bedigas pieredzes
kéros pie dziesmas jauna remiksa. No ordinala
panému tikai bungas un vokalu, nedaudz pusamos
instrumentus un ari perkusijas, un péc palidzibas veér-

sos pie Ugda Vitina - mazika, ko respekteju.
Tehnika MIX FM 102,7 izradijas loti jaudiga un
moderna, kuras iespéjas centamies maksimali
izmantot. Turklat velejos izdarit kaut ko
neordinaru, eksperimentalu.

Piedalijas: Vlads Jakovlevs, Ugis Vitins, Zena
Choop, Kirils Lomonovs, Dima Zago, Martins
Taurins. Izmantojam fragmentus no grupas
Yaputhma Sound System koncertiem, skanas no
K.Debisi darbiem, skanas no afrikanu
bundzinieku Obo Abu un Kurkudu ierakstiem;
Gosh balss un Kirila bungas no orginala “Thru
The Space” ieraksta, automasinu, autobusu,
lidmasinu, vilcienu skanas, meksikanu megafons
no CD “Holivudas Bibliotéka"; indiesu jogu dzies-
mas, fragmentus no M. Musorgska, masdienu

SKANU INSTALACIJA “SKAISTULES SIRDS"

JEB YAPUTHMA SOUND SYSTEM DZIESMAS
“THRU THE SPACE"™ REMIKSS.

amerikanu komponistu, V. A. Mocarta darbiem,
indiesu fleitu, jukuso balsis no 1953. gada Lielas
Mediciniskas Enciklopedijas muzikala pielikuma
plates, dabas skanas, dzivnieku balsis.

Péc tresas sesijas mums bija milzigs, daudzslanains
materials, grati uztverams,150 mintsu gars. AttiriSana
notika ar Girta BiSa radoSo un tehnisko palidzibu vina
majas studija. lzmantojot partituras principu, mes
izgriezam un sakartojam pasus interesantakos
gabalus.Visbeidzot, muzikala darba kopéjais laiks
izradijas nedaudz isaks par 20 minatem.

Sound installation “The Beauty’'s Heart”
or The Remix of “Thru The Space’ by
Yaputhma Sound System.

| have been a member of “Yaputhma Sound System”
from autumn1995 till spring 1997. | put much creative
energy, fantasy and also my health. But | can say that
| am satisfied - | 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 | 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” | was disappointed with the future devel-
opment but | 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 | heard what the producer Aigars Gravers
did with the song during the recording and mixing,
| understood that his version didn’t correspond to
the band’s “face”.

| wanted to make my own remix of the song. | 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. |
} wanted to do something extraordinary, experi-
mental. Using electronics, | started experiments with
the rhythmical samples. During

three separate recording sessions, |

' 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.

Inga Steimane
Ingrida Z2aoere

lzolde Césniece-5uipe
Kristine Keire

Silja Pogule

LN-SIEVIESU LIGA
LN-WOMEN LERGUE

1
LN Sieviesu ligas projekts OTELLO. Maldinatais Otello noznaudz Dezdemonu.

LN Women league project opera OTELLO. Ottello throttles Desdemona after he has been misleaded by intrigues.

2

LN Sieviesu ligas projekts CO CO SANA. Kapteinis Pinkertons atnem gei$ai bérnu.

LN Women league project opera MADAME BUTTERFLY. American captein Pincerton takes away children of his moth-
er and previous wife - Japanese geisha.

3

LN Sieviesu ligas projekts ROLSTEIN ON THE BEACH. Ainis Tubins saka “l love me”.

LN Women league project opera ROLSTEIN ON THE BEACH. Ainis Tubins answers to one of his girlfriends after she
has been waiting for him: “I love me”.

4

LN Sieviesu ligas projekts JAVGENIJS ONEGINS. Tatjana, péc daudziem gadiem satiekot Oneginu, paliek uzticiga
savam viram.

LN Women league project opera YEVGENY ONEGIN. When Onegin finally falls in love with Tatiana, she is married
already and devoted to her husbhand

6
LN Sieviesu ligas projekts TOSKA. Toska péc milota naves nolec no cietuma torna.

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 Sieviesu ligas projekts PAJACI. Greizsirdigs virs nodur sievu izrades laika.

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 Sieviesu ligas projekts KIBEROPERA. (atrasta interneta 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 Sieviesu ligas projekts TRAVIATA. Violeta sabiedribas aizspriedumu dé| atsakas 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 Sieviesu ligas projekts KARMENA. Atraiditais Hoseé nogalina Karmenu.

LN Women league project opera CARMEN. Refused Hose kills Carmen.

"

LN Sieviesu ligas projekts FAUSTS. Grietina atsakas no visa, lai glabtu savu un milota dvéseli.

LN Women league project DOCTOR FAUST. Gretchen rejected any escape of death to save soul of herself and her
beloved Faust.

12

LN Sieviesu ligas projekts SNIEGBALTITE. Sniegbaltite parkapj dabas likumu un izkist.

LN Women league project opera SNEGUROCKA/SNOW MAIDEN. SnowMaiden trespasses against the Nature and
dissolves.

net: ARVIDS ALKSNIS
foto: ANDRIS TENASS, JANIS DEINATS, GUIDO KAJONS

LN sieviesu ligas projekts paslaik pievérs uzmanibu
elementaram attiecibam starp sievieti un virieti, t.i. attiecibas
starp stipro un vajo dzimumu, kas it ka piedava pari: pieaudzis
virietis infantila sieviete. Parasti Sis situacijas risinas ka
viriesa aktivitate/agresija un sievietes neizbégama atrasanas
cietejas loma.

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.

“Villijs biedé sieviesu ligas projektu”, 1997, junijs
Foto: limars Znotins, Diena
“Willy frightens LN women league project”, June 1997

Photo: limars Znotins, Diena Inga Steimane <mozumse.elva.org.lu>

5
LN Sieviesu ligas projekts PARIZES DIEVMATES KATEDRALE. Soda nevainigo Esmeraldu.
LN Women league project opera NOTRE DAME DE PARIS. Innocent Esmeralda has been executed.

—lab.net/LN_womenshearts

LN women league X-presentation 11:13 http://0zone.re-lab.net/festival/ln.ram “ http://re
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| Martins Kibers & Sergei Timofe jev X-presentation 16:51 http://o0zone.re-lab.net/festival/c2000.ram

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 Rigai
106,2 FM.

1977

1997

CASABLANCA
2000 pret ikdienu. Aplis ir

1967
Slepotaju gimeneé piedzimst salidzinosi liels bérns.
Sakas dzive.

1977

Sis berns desmit gadu vecuma, daudzsoloSs
slepotajs ar dzivu izteli, lielu interesi par pasakam,
vestures gramatam un filmam, sak saprast lietas
bitibu.

1987

Divdesmit gadu vecuma Padomju Armija ilgojas
péc majam wun izjat
nepieradinamu brivibu,
kas saistas ar klusanu
par pieauguso.
Raksturojot sevi citiem,
parspilé savu dzives

1987 pieredzi. lespéja izdarit
gandriz jebko sak k|ut par
realitati. Vins redz sevi
iesolojam nakotne.

1997
Trisdesmit. leprieks
neparedzami  apstak|i

pédejos gados ir devusi
vinam iespeju spriest par
noteiktam vertibam, ir
radijusi vipa jaunus
impulsus un citadu
pasaules skatijumu. So
impulsu saknes mekleja-
mas galvenokart vina
bernibas iztele. Sak
mainities vina attieksme

veikts.

Kada |oti auksta un Joti gara Kanadas nakti pie-
dzimstideja - sagaidit cerigo, bet reizé ari biedéjoso
nakosa gadu tiikstoSa sakumu legendaraja pilseta
Kasablanka.

Projekts CASABLANCA 2000 ir aktivi organizejis
radosus, nekomercialus muzikas pasakumus un
lidzigi domajoso tiksanas. Mizika, kas raksturo pro-
jekta CASABLANCA 2000 idejas (funk, acid jazz,
ambient, dub, drum’'n’bass, abstract jazz) paslaik
tiek popularizeta jauna radio programma, kas ir
dzirdama otrdienas, tresdienas un ceturtdienas no
23:00 lidz 03:00 Radio Rigai 106,2 FM.

pkere-lab.net

J Frekvences

PETERIS KIMELIS

C

Aizvakar “3 frekvences” tika raiditas 10 h interneta.
Es pieversiSos diviem aspektiem:

1. kas ir Sis frekvences,
2. un kapeéc es tas atskanoju.

1. Katrai lietai ir sava naturala frekvence, un Sis tris ir
cilveka auss naturalas frekvences: 3000 Hz, 5000 Hz,
un 5000 Hz - areja auss, videja auss, un iekseja auss.
Paklausisimies pieméru - daziem no jums tas var skist
nedaudz Sokejoss - (skana).

Varbt jums ir interesanti uzzinat to, ka Sis skanas
mes dzirdam nepartraukti - dzirdot jebkuru skanu mes
dzirdam ari Sis tris - ta rezoné misu ausis. Més pie
tam esam tik Joti pieradusi, ka vairs nespéjam
pieverst ne mazako uzmanibu, izsskirt starp citiem
troksniem. Sis projekts ir absoliti eksperimentals, un
mani visvairak interesé cilveku reakcija uz So skanu.

2. Maksla un jeb-kas cits, ko més daram iespaido
mis tris dazados planos: fiziska, mentala, un astrala,
izraisot attiecigu rekciju.

Raidot sis 3 frevences interneta - Joti cilvéciskas,
dabiskas, digitali raditas - es veroju, cilveku un
WWW reakciju uz So procesu.

Bez ieprieks aprakstitas tiesraides, 3 frekvences tiek
atskanotas Regnara un Ginta Gabrana izrade
“Salome” Jaunaja Rigas Teatri.

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 e
HTTP://WWW.GEOCITIES.COM/VIENNR/STRASSE/1580/

«Jeanne d'frc asflll- is the project by a group of young Latvian artists.
There are 3 main characters we are concerned about:

sMonica Pormale - young latvian artist, scenographer and co-author of
the project

»dane - american highschoal girl

>deanne dfrc - ez 43

YOU MRY FORWARD THIS MESSRGE RS MANY TIMES RS YOU WISH

Sincerely Yours,

Musee Jeanne dfirc

Rttachment Converted: <c:\program files\eudoraattach\clicktolistem.rm-

3 Frequencies

<Presentation by Peteris Kimelis at the 15th of November,
1997 - Kchange Festival #2.>

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 | want to make 2 points:

1. what these frequencies are,
2. why | 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,

i

middle ear and inner ear.
Let's hear an example - for

000 TS

some it could be quite
shocking. (live sound).

[t might be interesting for

the sounds we hear all the

you to find out that these are m .1 =j= qj} (db
L

time - whenever there is any
noise these 3 frequencies

L
000 + ¥,

come through because they +
are the ones with which our *
ears resonate. \We are so D"‘ 4 *
used to them that normally l'"{- “,
we wouldn't hear them at all.

-20000-

This work is absolutely
experimental, and | am

mostly interested in people’s
reactions to this sound,

which leads me to the sec-
ond point | wanted to make:

2. Whatever we do affects m 4ﬂj= '13:' b L =]E

us in many different ways -
physical, mental and astral
- you name it, and this EDDDD

process results in different +

things happening in our I

lives. | 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
| 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”.

lekciyas atrefergjums (Kchange on-air session, Riga)
un tulkojums: AIJA SILINA
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REAL AUDIO TAPE SSS 1n context of Latui sene (late 90-ties]
ﬁyjlﬂkﬂ jﬂllllijEtEIll ﬁ_l:l 5/053 Sound System, ( fio-0Z0r b ais’ every Tuesday night,

! Sentimental Beatz or s

digidambam : The project started with the initiative o

and TOMS VITINS. A couple of years 4
er musician MARTINS TAURINS, and

s coordinator
3 Bcted a\geeat on-line
ivé. Martins Tau with his

ic mixes ha ofte ici

free non commercial audio tape distribution:

Sloka Sound System (Riga) electromusic-live-mix tape DIGIDAMBAM available in Internet music projects. ‘
SSS is not an officially formed band ojf%

http://re-lab.net/sss get together they play with different pdop
ent name.

listen: SSS's attempt to promote the developm

3 side (45 min.) http://0zone.re-lab.net/archivesdigidanil.ram native and electronic music scene has cry

N 7 side (45 min.) http://ozone .re-lab.net/archivesdigidam12.ran

NG all
Construct this tape by yourself from following parts! everyone interested in it - independent musiciany N

step 1- - there have been several jam sessions with musician

Isa Suarez (Fin de Siecle) from London.
download [.ra file):

3 side (45 min.) http://re-lab.nets/sssrsdigidamll.ra Last year (1997) SSS with great success participated if

01 side (45 min.) http://re-lab.net/ssssdigidamiZ.ra different Sound-per_formance prOJ?CtS' .
The outcome of their Summer project was an audio t

ste 2- ‘Digidambam’ in 40 copies with a cover designed by

o Vitins (produced by SSS&E-LAB). SLokASoUNDSYST

print the cover name of the live music ]a.m. session th’at lasted thro plays a big role in the future events of audio projects - such as
whole Summer of 1997. Dlgldamba '0Z0ne’ and Varka Crew’ iment t ke live broadcast

not for commercial use available on the net as well: hi ne’ and ‘Varka Crew’ experiment to make live broadcas

. . . . . from club to the internet and ‘Casablanca2000" FM into the net.
{hi-res version (CD) is also available: contact UGIS VITINS: ugis@parks.Iv}

We'll see what will happen - it is a beginning of a new year
and the future looks active and ‘sound-full’.

.

¢ \l O) (.ﬂ Now they have ﬂt 0 RASA SMITE
=0 o8 W7 ¥ sharing it with oth :{v“: ‘ ayiih / ! Rida. J 1998

g 8 (YaSoSy), DJ =’u(% ' Vtad Jakovlye A / 'ga, January
= QJ < & In the opening of the /‘0\/\ P /(i// Sloka Sound System: http://re-lab.netssss

= O pening of thg N Seesion” live mysic ey
I ) \With rta #“W Varka Crew: http://varka.re-lab.net
' that time this group W f 42T atuiahand | / /// Gosh: http://gosh.re-lab.net
! musicians as well as Is \% qr Anjegited net radio 0Z0ne: http:~/ozone.re-lab.net
recording of this session SOORNS.\

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. LIKESentimental Beatz 3 / C2000 party ELASTICI

ZZATO at kino RIGA/16.02.98

“/SSS L661 @
SSS 2661 O

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,
““'*IHI“" wm“” mm'umu acid jazz, funk, dub, etc.
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S5/ok3 Sound System. “Sentimental
Beatz~” jedb vienk3rsi - 5s5sS.

Sis projekts sakas ar braJu Uga un Toma Vitinu iniciativu. Pirms
paris gadiem vini iepazinas ar maziki Martinu Taurinu, driz vien

LATVIJAS ALTERNATIVAS MUZIKAS KDNTEK{

dazados Sss projektos piedalities tika aicinati ari citi un arvien
vairak dazadi maziki.

Sss nav oficiali noforméta grupa, Sss nav tas pastavigais
nosaukums - katra uzstasanas vai ieraksta reize tai ir cits
sastavs un cits ‘vards’.

Sss plasa sadarbiba ar dazadiem muzikiem ir veicinajusi
akustiskas un elektroniskas muzikas tikla attistibu Latvija. Tas
izveidojies dabiska cela un tam ir briva un elastiga struktura.
Sss alternativas miizikas tikls balstas uz atvertas skanu studijas
principa un atseviskiem projektiem, kuros var piedalities ikviens

muzikas projektiem, ‘live music jam’ sesijam un koncertiem,
kuros ir piedalijusies ari viesi no citam valstim. Vairakkarteja
veiksmiga sadarbiba ir bijusi ar Isu Suarez (Fin De Siecle) no
Londonas.

Pagajusaja gada (1997) Sss piedalijas vairakos koncertos un
partijas klubos Latvija un Igaunija un dzivas improvizacijas
sesijas Internet radio 0Z0ne studija, sadarbojoties ar DJiem
un citiem mazikiem.
Sss 1997.gada vasaras
projekts - ‘live music
jam session’, kas noti-
ka Sloka visas vasaras
garuma, tika izdots
audiokasete ar
nosaukumu
“Digidambam” (40
kopijas, vaka dizains -
Toms Vitins). Sss
atSifrejums Sim pro-
jektam - Sloka Sound
System. Audiokasete
ir ari pieejama
interneta, real audio
formata:
<http://re-lab.net/sss>.
i Ugis Vitin$ dazreiz aici-
¢ na draugus piedalities
‘dzivo skanu radisana’
bunkura (2. pasaules
¢ kara atstata ‘piemina’),
. kas atrodas Jugla,

| vélak sis ambient
skanas izmantojot

e
s

interesents.
Sss pedejos paris gados ir bijis iniciators vairakiem skanu un

FaESaslanNCca 2000

DZziNTTanRs
SCREENING

koncertos un jaunu
ierakstu radisanai.

“Xchange on-air session” festivala atklasanas koncerta Riga,
1997. gada novembri, Sss projekta “Sentimental Beatz”
piedalijas ap 12 latvieSu un krievu miiziku no Rigas un Isa
Suarez no Londonas.
Si dziva priek$nesuma ieraksta redigéta versija driz biis
dzirdama ari Sss jaunaja audiokasete “Sentimental Beatz-1"
(producenti Sss un E-Lab).

Sobrid braliem Vitiniem ir sava skanu studija, ko vini izmanto
kopa ar citiem mizikiem - Martinu Taurinu, Gosh (YaSoSy),
DJ Kone (Varka Crew), Vladu Jakov|evu (YaSoSy).

_)-"'""‘-___‘

Alternativas muzikas tikls Latvija sacis attistities
visdazadakajos virzienos. Ir izveidojusas vairakas radosas
grupas (piem. Casablanca2000, Varka Crew), izveidotas alter-
nativas radio programmas, notiek daudzveidigi pasakumi klu-
bos, koncerti, jauni mazikas stilu meklejumi dzivas

Tﬁ 90.-TO GADU BEIGﬁS improvizacijas sesijas.

Radio Rigai FM vilnos katru otrdienas, treSdienas, ceturtdienas
nakti Casablanca2000 projekts piedava neordinaras muzikas
programmu. Projekta koordinators Martins Kibers, DJi Toms
Vitins, Sergejs Timofejevs un Martins Grauds atskano - ‘acid

jazz', 'drum’n bass’, ‘trip-hop’, ‘ambient, u.c.

Interneta otrdienas vakaros ‘raida’ net radio 0Z0ne, pusnakti
piesledzoties Casablanca2000 raiditajai programmai

FM vilnos, to talak partransléjot tieSraide interneta (ar 2-7
sekunzu novélosanos).

Sss ir ari vieni no net radio 0Z0ne projekta idejas autoriem un
dibinatajiem (kopa ar E-LAB). Ugis Vitins ir radio mazikas
programmas koordinators. Pagajusa gada laika ar vina
iniciativu ir izveidots plass alternativas muzikas archivs
Interneta (real audio formata).

0Z0nes tieSraides biezs viesis ir Martins Taurins ar 60.to un
70.to gadu latvieSu popmizikas platem. 0Z0nes iknedée|as
mizikas sesijas ir piedalijusies: grupa “Ayahuasca” ar ambient
muaziku un dzeju, Gosh (YaSoSy) ar savu jaunako datormaziku,
Vlads Jakov]evs (YaSoSy) ar avantgarda muzikas miksu, DJ
Zagga, Varka Crew DJi ar drum’n bass, Julie (Francija) ar cellu
un Ugis Vitins ar saksafonu, Martins Ratniks ar 60.to/70.to gadu
mazajam padomju plastmasas platém, LMA vizualas
komunikacijas nodalas studenti ar visdazadako stilu maziku un
vel citi.

Alternativas muzikas kustiba Latvija lidzinas timeklim -

ir izveidojusies veiksmiga savstarpéja sadarbiba starp dazadu
grupu muzikiem, kas kopuma rada Joti interesantu situaciju - it ka
tie pasi, citreiz pilnigi citi, visdazadakie maziki un DJi katra
pasakuma piedalas dazados sastavos veidodami dazadas
kombinacijas.

Mainoties pasakuma organizetajiem, mainoties muzikiem vai
maksliniekiem, katrs pasakums iegust savu nokrasu, savu seju.
Dazreiz skiet, ka visur piedalas it ka tie vieni un tie pasi dalibnieki,
tiek spéleta lidziga mizika... Tomér ta nav, jo Si alternativa
miizikas tikla dalibnieki ir daudz un dazadi, un ari grupas, ko tie
sava starpa veido iznak atskirigas.

Un vissvarigakais ir tas, ka visi Sie cilveki ir atklati un gatavi
sadarboties, nenoslédzoties tikai sava grupas ietvaros,

> principos un muzikas stila.

Tas nebiit nav viss par alternativo miiziku Latvija, Seit minétais
ir tikai neliels ieskats tas attistiba patreizeja bridi.

Ariinternets ir sacis spelét savu lomu “akustiskas telpas’
robezu paplasinasana - gan interneta virtualajai telpai pietuvo-
joties realajam fiziskajam vietam - pieméeram, 0Z0nes interneta

tiesraide no Varka Crew organizéetas Colonel of the Bass

partijas Pulkvedi; gan apvienojot dazadus medijus -
Casablanca2000 tiesraide FM vilnos paraléli tiek transléta
interneta, savukart 0Z0nes programmas interneta tiesraide
biezi tiek raidita tradicionalaja FM radio -piratiskaja raidstacija
Banff pilseta (Kanada)...

Katra zina, izskatas, ka Sis gads jau ir sevi pieteicis ka
darbigs, skanu un jaunu ideju pilns.

RASA SMITE

)
)

Inguna Audere X-presentation 03:06 http://o0zone.re-lab.netsfestival/inguna.ram

DARINATA 51 PASAULE

o
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Ir darinadta si pasaule

o
o
o
o
o
o
o

ingunaere-lab.net

INGUINAR RUDERE

ﬂ And made this world

T . Oy wilé orchid,
& * oy snow,
* 8 oy rivers,
* * b
3 U Crows,

oy bears "winter sleep.

And made thnis world
oy merry-go-round,
oy oells,
oy rininos,
oy trams,
oy fratner
oy mothner,
oy me.

| AT

VIESTURS GRAZODARNOVICS

naktsvijaléem,
sniega,

upem,

varnam,

13Ca 2iemas miega.

DIVAS ANNAS

Radosas jaunatnes eksperimentalo un debijas filmu
festivals

Karuseliem, Filmu festivals - akcija “divas Annas” Sogad notika jau treso
z2vaniem, reizi demonstrejot divas filmu programmas: viena ka briva
degunradZiem, tribine jeb ekrans. Otra informativa iepriekséjo gadu filmu
tramvajiem. programmas demonstracija. Festivala merkis radit iespeju
teta, interesentu lokam iepazities ar kino mazak redzamo pusi.
mammas

manis.

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.

interview with Viesturs Grazdanovics /live session at net radio 0Z20nes http://ozone.re-lab.net/sessions/16dec9?.ram (start 44:00 min.)



MIRGOJOSA POEZIJA

[reprezent&jot "Atra pavasara diena”)

SEREEV TIMofFEYEY,

Interneta poétiska zurnala " Breakfest Surreal" izdevéjs rak-
sta, ka 1994.gada, kad vins aizsaka So liety, tikla bija tikai sesi
cilveki, kas nodarbojas tiesi ar poetiskajiem tekstiem. Laika
gaita situacija izmainijas: paradijas daudz iespaidigi poétiskie
arhivi, Zurnali un zinas. Par to riipéjas cienitaji, kas tikla pub-
lice sarakstus ar saviem milakajiem dzejoliem, ko rakstijusi
svesi autori. Neviens neliek skérsjus realiem autoriem vai ne
ipasi cienitiem izdevejiem publiceties ar intrigejosiem
nosaukumiem un anotacijam. Tomér Sie teksti atstaj divainu
iespaidu: sentimentali vai romantiski, bet ar jutamu
intencionalu piesaistiSanas agresiju. (Lidzigi ka stasta " Alise
Brinumzeme", kur uz piradzina rakstits "apéd mani")
Intereses, uzmanibas, lasitaju piesaistiSana, un galigo
rezultatu nosaka popularie dati par "vizitoriem', kas tik biezi
redzami poétiskajas lappusés. Parasti tur atrodami vienkarsi
teksti, kas salikti uz kompjutera un papildinati ar kautkadu
vizualo télu. Vai ari vienkarsi teksti bez vizualas "konfektes".

Vai ta batu grafomanija? Griti teikt, jo interneta Si
opozicija - "grafomanija - istd poézija" nenostrada. Seit
nav kritiku - profesionalu izvertetaju. Ta vispar nav 'lite-
ratdra". Ta ir brivas runas nozimiga izpausmes forma, bet
dazreiz jutams, ka Si pieaugosa aktivitate, kam hiezi vien
piemit vien grafomaniska produktivitate, smako péc
grandiozas bezjedzibas. Varbit tapec, ka parastam tek-

5 stam, kas nav buvets ka hiperteksts, bet vairak ka
= vienkarsi sakopotas burtu zimes, vardi, interneta ir tiri
= informativa funkcija. Bet par ko gan mis spéj informét
by lielaka daja poétisko tekstu? No informacijas ieglisanas
L] . . .
P viedokla - par kautko Joti aptuvenu. Protams, ka ir
= L .. - _ .. .

— nepieciesami pirmklasigu un atzitu dzejnieku arhivi. Bet

misdienu dzejniekam, kas Sobrid strada interneta,
vajadzetu to izmantot citadi: ka iespeju radit hipertekstus,
kas parrautu klasisko un apnikuso formu un zanru loku.

Jaatzist, kad es izlemu ievietot interneta savu tekstu "Atra
pavasara diena’, man pasam bija tikai visai aptuvens
prieksstats par to, ko es grasijos darit. Man palidzeja
mans draugs, kas ir ari maketa autors, Sergejs
Masterovs. Tiesi vin§ parverta manu tekstu par diezgan
pienemamu interneta objektu, piesatinatu ar dazadiem
linkiem, kas izraisija saméra poeétiskas izjutas. Tie ir sava
veida vestijumi par tramvaju depo saitiem un pratu
zaudejusiem provincialiem maksliniekiem.Tas ir poétiskas
bezizejas, jautajumi bez athildém, atbalss sistema, kas
rada sakotnejo skanu. Ka jau agrak teikts par postmo-
dernisma eru - meés vairs nespejam pateikt "Es tevi milu’,
zinot, cik novalkati ir Sie vardi. Poetiskais teksts interneta
ir ka sarezgits modelis, kas jaatrisina, un caur to iespe-
jams iegdt So vienkarso un briniskigo frazi par milestibu, it
ka karajosos kautkur starp neskaitamiem kompjuteriem,
kas radijusi glabjoso, vibrejoso "tiklu". Internets ir vardu un
telu paradize, kur neviens nemirst. Bet miziga dzive
pastav vien pateicoties neskaitamajam projekcijam un
sakariem. Un ta, lai spétu pateikt nepiecieSamo frazi,
janem vards "milu" no viena saita, no kada cita “tevi" un
japievieno tiem savs "es". Un varbit jaizliekas, ka tas ir
visparastakais e mail. Tad cilveks, kas nok|us jusu raditaja
labirinta, kur vienas nozimes norada uz citam, varbut
rezultata izjutis tas ipasas stravas, ko spej izraisit tikai
patiess poetiskais teksts.

19:20 http:s7o0zone.re-lab.net/fest
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lekciyas atrefergjums [Kchange on-air session, Riga 1997)
un tulkojums: IEUA AUZINA

l Sergey Timo

THE POETRY OF TWINKLING

[representing "The Day of the Fast Spring”]

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.

| have to say when | first decided to put my text "The Day
of the Fast Spring" in the Internet, | barely had a idea what
| 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: | 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 'l ". 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.

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

U n e something like "grown-up kids from the poor
neighbourhoods." Yesterday the photographer

was saying: "The girl should look like she wants

d a y 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.

0 'r 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

'ra S t advertising agency. Afterwards we are buying
the cheapest bright red lipstic to be found - only

for forty five santims. Red lips, red stockings,

S p r‘ I n g 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

Atra pavasara diena candy?..

"1'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. | 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.

foto: VOUA

1M

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.

2re—lab.net/t

http

Jau esi izvilcis véjeni un krosenes, bet piepiesi uznak
aukstums, un niknais véj$ piepas tava milziga

briina métela stirus, ko uzvilki Sodien no rita, zem
milzu laternam plikajot énas. Lai nu ko, bet énu
vejam nav zel, - nekadas zélastibas pret kréslu.

Diena tu biji tramvaju depo. Jas tur ieklidat
kopa ar fotografu - amatieri un meiteni
sarkanas zekbiksés. Fotografejat kaut ko par
temu "nabadzigo kvartalu pieaugusie bérni".
Vakar fotografs runaja: "Meitenei jaizskatas

ta, it ka vina velétos nekaveéjoties mukt, vinai
Sausmigi gribas pazities ar nobriedusiem un
bagatiem viriesiem, citas, greznas dzives
personaziem.” To var atri panakt. Més vinu
sagaidam péc skolas. Soma - sarkanas

zekes, peleki svarki. Dzinsus nost. Vina
pargérbjas kadas zinamas reklamas agentaras
tualeté. Tad perkam vislétako sarkano

lipkrasu par cetrdesmit pieciem santimiem.
Sarkanas llpas, sarkanas zekes, izbalinati mati,
melna jakele ar kapuci. "Ei, liela dzive, vai esi
man gatava, vai esi sagatavojusi savus bdigos
limuzinus, uzslietos hotelus, vilinosas
pludmales, sniegbaltos ceku palagus un trako
konfek$u neona sainus?..."

"Es eju galigi launs briinaja meteli. Pilnigi
satracinats novests, ar cigaru, uzkumpis, skitu
pakausi, vietgjais saimnieks, provinciala Sika kurlais
lacis, Péterbaznicas torna cepta vista." Luk, tava
loma. Un te ir ta meitene. Prieks kam vina tev? Tapat.
kaut kad vina atradis sev kadu bagataku, bet
pagaidam jus kopigi dalat So teritoriju. Atzinam
izrakstitas kapnutelpas, - kads, ik, sapipéjies

lidz tumsajam. Ja, tagad paraddurvis nav ne varda
par seksu. V&js pus, métajot pavasara putek|u
pislus. Auksti, lai sasiltu, perkam letu skocu pie
sapratiga pardeveéja, kurs tuvako brendija pudeli
raksturo: “lzcils mésls. Neiesaku, cali." Protams, vins
mums pardeva dargaku mantu, bet, Skiet, samera
godigi. Aukstuma skocs iet no rokas.
Garambraucosais trolejbuss skatas ar
divdesmitpiecam apalam fizionomijam.

Fotografs - jauns un izsmalcinats, stiliga
melna méeteli ar milzigu, neaizmirstamu
portfeli, aicina nobraukt dazas pieturas
trolejbusa, lai izkaptu pie dzelzcela un
pabildétos uz kada gaisa tilta. Tu iebilsti:
"Paklau, VISI VISUS jau ir fotograféjusi uz
dzelzceliem." Fotografs nesaubigi piekrit un
piedava nekavejoties izkapt (jas jau ripojat pa
piecpadsmito marsrutu). Izkapjat.Tu jities
neérti - "apravi dziesmu". "Ng, ng, viss
kartiba," - fotografs saka. Vél jo vairak

tapec, ka esat pie tramvaju depo. Rénais gaiss
dzeltensarkanu, sastingusu tramvaju pilns.

"Uz kurieni?" sargs skarbi uzsauc. Nakas iet pie
prieksnieces - milas un steidzigas damas. Vina
atlauj visu. Tagad sargs ir misu pavadonis. Viena
rinda nostaditu tramvaju virtene. Meiteni sédina
prieksa, vaditajas statusa. Tu apsédies pasas
vagona beigas ar milzigu, aromatizétu cigaru, péc
kura muté paliek dimaina piegarsa. 0, beibi, beibi!
Don't say "maybe". Sargs stav zila puteklu mételi,
acimredzot saldams. Davinam vinam cigaru un
piedavajam ieklunkskinat sarga majina viskiju.

Bet vins pazino, ka darba vieta nekad nedzerot, un
ved mis uz remonta cehiem. Tur ir tuksnesigi, aiz
milzigam koka durvim (kuras atveras mazakas
durtinas - cilvekiem) sava darba aiznemti dazi
laudis.

Péec tam més atvadamies no sarga ar ipasi
spéecigu rokasspiedienu, bet bez sentimentiem.
Braucam uz universitates édnicu. Vispar jau
edam. Tad skiramies. Kaut ari dzive klust
intensivaka, pavasari atri nogursti. Vélak
visu dienu nakas metodiski nokipinat
iegadato cigaru karbu. Ka atri noplukusa
kostima spélét apnikusu lomu. Péc dasam
dienam vispar sak krist galigs sniegs. No rita
nepieciesams veikt dazus vingrojumus. Kad
pavasaris iesakas ar salu, visi miisu majas
iemitnieki pulcéjas pagraba Sautuvé un $auj
pa tuksajam piena pudelém. Domigie kaki
izmisigi sildas pie radiatoriem. Ja kas, - ari
saule ir bistama, - virs Rigas no 8. marta
ozona caurums. Tapéc visi rudie un balgimji
valka roza ziedlapinu maskas. Un izskatas |oti
noslépumaini. It ka zagtos uz tiksanos ar ko

gluzi svesu.
tulkojums/translation: IEVA RUZINA




Xtreme kultira, kas ietver sevi dzivesveidu, attieksmi
pret komunikaciju un informacijas izplatiSanas &
apmainas lidzekliem.

Pilsetas kultara - radusies pilsétas apstaklos, mekle
izpausmes formas ari virtualaja datortiklu vide.

Katras kulturas / dzivesveida kreativas izpausmes -
Xtreme kultura tas saistas ar komunikaciju - iespéjas
veidot savu informacijas infrakstruktiru, ko piedava
informacijas laikmeta izplatitakais komunikacijas
lidzeklis internets.

Alternativa izklaides pasakumu organizacijas forma
sava videé - tehnologiju piedavatas iespgjas radit
virtualo vidi konteksta telpiskajai, elektroniska
komunikacija paraléli fiziskajai saskarei.

Vesela kultiira vairak iespéju radosam izpausmem un
darbibam, ta ir interesantaka neka viens individs -
kultiira var radit sev informacijas vidi, virtualo "dzives
telpu’, kas vienotu tas dalibniekus/piekritéjus/intere-
sentus, neatkarigi no geografiskas atrasanas vietas.
Piemeram, video noverosanas kameru sistému un
projektoru izmantosana, lai paplasinatu fiziskas tel-
pas robezas.

Informacijas laikmets - sava zina individualitates,
elitarisma noliegums -

‘no éfars“, muzika un kino vairs nav "zvaigznes', reiva
“un.citas 90.gadu beigu mazikas kultaras katrs var but
‘?\i'a?igzne, personibas kulta noliegums, vienlidzigas

_i_gffgrgjas pie grmacijai un to.izplatit, pateicoties
Ner o ,_Iu‘tehﬁﬁ'gdijas attistibai.
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Ktreme

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-
\}1 7jectors to extend the boundaries of the physical
space.

&' The information age — denying of individuality and
wer 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.

http://o0zone.re-lab.net/festival/sandris.ram

ELEKKTRO TICKLES:

an ultimate collection
of approximate love songs

Sveiki visapkart. Mani sauc Gosa. Es esmu muzikis, mizika
ir mana milaka nodarbosanas, tai esmu veltijis savas dzives
lielako dalu. Gribu jums pastastit par savu jaunako albumu,
kas tika izdots vietéja ierakstu studija, un lielos vilcienos ari
par savu radoso darbu. Radies ar pasaulé Joti popularas IBM
PC kompjitera programmas palidzibu, Sis albums ar
nosaukumu FastTracker 2 ir klat. Jis to varat iegadaties par
tiri simbolisku cenu - tas maksa tikai 50 santimus (apm. $1).
Bet sakuma es jums gribu pastastit kadu stastu. Kadu |oti
seviSku stastu. Es jums gribu pastastit par eziem, par 7
dazada veida eziem.

Eksisté 7 dazadi ezu veidi, un viens no otra tie atskiras ar
krasu. Krasu atskiribu nosaka ne tikai ezu arejais izskats, bet
ari to dazadie izturesanas veidi un pat to iekseja tekstira. Ir
sarkani, dzelteni, oranzi, zili, zali, violeti un melni ezi. Tacu ir
ari Baltais Ezis. Vins$ ir tikai viens un vinu nevajadzétu
pieskaitit pie kadas specifiskas klases. Baltais Ezis ir kads
Augstaka Dieva Radiba, Valdosais Dievs.

Sarkanie ezi ir |oti spilgtas personibas - tie ir jautri, aktivi un
dzivo maziga steiga. Viniem Joti patik dazadas svinibas, sporta
speles, spilgtas drébes un atras masinas. Vini ir Joti sabiedris-
ki, un tiem patik uztureties lielos baros. Tikai |oti reti iespéjams
ieraudzit kadu sarkano ezi vienatné, un tikpat ka neiespéjami ir
kaut kur atrast vienu no viniem grimstam grutsirdiba. Tie ir
vienigie ezi, kas nekad nenonak ziemas miega iespaida.

Visiem sarkanajiem eziem ir kopiga ipasiba - tie visi ir kaisligi
pasportretu milotaji. ledomajaties Sadu skatu - mezs ziemas
ieterpa, gandriz visi dzivnieki gul ziemas miegu, tikai jautra
sarkano ezu kompanija skraida visapkart un riko
neiedomajamas trakulibas.  Spilgtos slaloma kostimos,
modernas cepurites un saulesbrilles un, protams, visi ar
fotoaparatiem. Vini viena miera spéj uzmodinat aizmigusu
laci, sarikot ar vinu skrieSanos cauri visam mezam lidz tas
nokrit, galigi aizelsies aiz parguruma un pilnigi zaudejis
spekus. Tad Sie sarkanie ezi sak rapties nabaga nogurusajam
lacim mugura, veidojot dazadas kombinacijas gan sédus, gan
stavus, kamer viens no viniem neliela attaluma fotografe,
fotografe un fotografe... Savadi radijumi.

Dzeltenie un oranzie ezi, savukart, pilnigi preteji iepriekséejiem
ir |oti apzinigi. Tie ir ka darba bites. Dazi tikai strada un godigi
dara savu darbu, citi patieSam mil stradat. Tikai Sis divas
krasas ir istie darba riki. Sie e7i pieder sudras kastai krisnas
teologija (kalpi). Tacu tapéc tos nevajag uzskatit par zemaku
kastu. Vinu loma dzive it nemaz nav mazaka par citu krasu
eziem. Starp citu, citi ezi nekad nenoraugas uz vienmer
aiznemtajiem un stresa esosajiem dzeltenajiem un oranzajiem
eziem no augsas ka citi radijumi.

Vieniga atskiriba starp Sim divam krasam ir ta, ka oranzie ezi
pieder pie seksualas minoritates. Neviens nevar pateikt
kapéc, bet ta vienkarsi ir. Tapéc japiezimé, ka starp eziem nav
ne mazakas vésmas no aizdomam, bailém vai necienas pret
seksualam minoritatém. Tas tiek uzskatits par normalu
paradibu, kas vienkarsi pieder kadai noteiktai grupai -
oranzajiem. Un vini ir ne tikai Joti apzinigi darba, bet ari lielis-
ki gimenes radijumi.

Tagad parunasim par kadu Joti interesantu ezu grupu - par
zilajiem. Tie ir dzejnieki, muziki, rakstnieki, dejotaji, sapnotaji
- vardu sakot - makslinieciskie ezi. Tie biezi ir naivi, jitas
neaizsargati, ar tendenci uz filozofiju. Vini ir gudri, biezi ego-
istiski, un uzticigi. Biezi tie pievérsas savam milotajam te-
matam vai objektam vai laika kaveklim un tad ne par ko citu
neruna.

goshere-lab.net
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Parsvara tie ir kaisligi un romantiski, un |oti biezi cies no
nepiepilditas milestibas. Galvenokart uz zalajiem eziem. Bet
par tiem vélak.

Tatad, zilie ezi ir makslinieki vai, pareizak sakot, visas
makslinieciskas un radosas personibas. Viniem visiem ir Joti
raksturigs kads hobijs vai laika kaveklis. Viniem naktis patik
dejot. Meza viniem ir sava speciala plavina, kur tie
meénessgaisma satiekas un rama gara dejo ap ugunskuru,
sava nodaba kaut ko klusi bubinot un sinas cilajot savas
spalvainas kajeles. Kolidz tuvojas rits, viniem laiks doties
majup...

Nakosa grupa ir zalie eziSi. Tiem biezi pietrukst pacietibas, lai
tie klatu par slaveniem maksliniekiem, tacu makslinieciska
pieeja dzivei viniem nav nekas svess. Vél jo vairak - vinu
domas un trakas idejas biezi klust par zilo ezu
iedvesmotajam. Zalie ezisi ir nepastavigi, svarstigi, nenoteik-
ti, vinu domas un idejas rodas viena mirkli un 15 mindtes
velak tas jau tiek atstatas aizmirstibai. Ka Dzons Lenons reiz
teica, stastot par kadu periodu sava dzive, - pati ideja ir
svarigaka par tas isteno$anu un materializaciju. Sis krasas
ezi necie$ nekadas paveles, viniem labak patik Jaut visam
notikt pasam no sevis un nekur neiejaukties. Vini uz visu
skatas kada savada, gandriz pshihodeliska aspekta. Varbat
tiesi tapec Sie ir vienigie ezi, kas ed zali. Un ed kada seviska
veida zali. Tapat ka zilie ezi ar saviem iemilotajiem deju
plekiSiem meza, Sie |oti labi zina, kura vieta aug vinu seviska
zale. Parasti nelielas grupas tie dodas uz §im vietam un kadu
laiku nododas gremosSanai. Un labakais laiks prieks ta ir agrs
rits.

ledomajaties So skatu - zalie ezisi ed, aust rits, zilie ezi
atgriezas majas no savam nakts dejam, dzeltenie un oranzie
steidzas uz darbu; sarkanie taisa traci, klaigadami un
skraididami visapkart; violetie staiga apkart ar augstpratigu
sejas izteiksmi (par tiem velak)... viena milziga knada. Nav
nekads brinums, ka pec kada laika zalajiem eziem tas viss
apnik. Tadas reizés tie pagriez visam muguru un Iénam
pacelas gaisa. Ja, tiesi zalie ezi ir vienigie, kas prot lidot. Tie
pacelas gaisa, augstak un augstak, turas kopa viena bara un
lidinas pa gaisu augstu virs si bezjedziga trokspa...

Ja, un ka es jums jau ieprieks teicu, zilie ezi biezi iemilas
zalajos. Tas notiek tapéc, ka zilie, neraugoties uz savu mak-
sliniecisko pieeju dzivei, jutas vairak piesaistiti kartibas
izjutai. Zalie ir trakuligaki, un ari prasigaki. Zilie So zalo
ipasibu apbrino, tacu viniem ari mazliet skauz. Zalie eZi biezi
klast par zilo iedvesmotajiem. Bet zalo svarstigas dabas de|
biezi (bet ne vienmer, pateicoties laimigam sakritibam) viena
para puse nespeéj pielagoties otrai. Cik romantiski...

Labi, turpinasim par paréjiem eziem.

Violetie ir skolotaji, pavisam parasti skolotaji - skolas,
universitates, vai ari spiritualie - guru un tamlidzigi. Citi eZi pie
siem dodas péc padoma; attiecksme pret siem ir dazada -
sakot ar patiku un cienu, un beidzot ar ironiju. Violetie klust
par tiesneSiem, ministriem, Zélsirdigajam masam, majsaim-
niecém un didZejiem. Parasti vini norobezojas no citas
sabiedribas, un ir |oti gruti ieklauties vinu loka, ja jus nepie-
derat pie vinu kastas. Ta ka tikai retais kaut ko zin par to, kas
notiek violeto sabiedriba.

Tacu vel noslepumainaki un neizprotamaki par ieprieksejiem
ir melnie ezi, kaut ari vairakums par siem nekad nedoma - it
ka vinu nemaz nebutu. Bet tas nenotiek bez iemesla - melnie
ezi ir |oti seviska kasta. Vini spéj jebkura laika izmainit savu



krasu un pielagoties citai grupai - tas parasti notiek |oti
pakapeniski un tikpat k& nemanami. Tikai kada slepta un
neizprotama iemesla del i izmaina tomer ir pietiekosa, lai citi
ezi uzreiz saktu par melnajiem domat ka par savas krasas
eziem. Pieméram, kolidz melna eza adatas tikai mazliet
iekrasojas sartas, sarkanie ezi uzreiz pienem to par savéjo un
uznem to sava pulka.

Speja mainit krasu ir melno ezu kopéja ipasiba. Vini to pielieto
ar nodomu, bet nekada gadijuma ne ar Jauniem nolikiem, un
kad es izstastiSu iemeslu, jums klus skaidraks Sis ezu
pasaules centrs.

Lieta tada, ka melnie ezi ir Augstaka Dieva Radibas, Valdosa
Dieva - Balta Eza galvenie kalpi. Vini ir Balta Eza paligi un
reizém ari padomdevéji. Melnie ezi darbojas ka Balta Eza un
citu ezu starpnieki. Katram ezim ir janodzivo vismaz septinas
dzives, katra iedzivojoties kada no septinam krasam. Daziem
eziem nepietiek ar vienu dzivi viena krasa, tad taja krasa ir
jadzivo vélreiz. Kad kads ezis ir ticis lidz tadai pakapei vai
limenim, ko tikai Baltais Ezis spéj izvertét, no ezu pasaules
vinu ievieto cilveku pasaulé. Un vinam jaiemiesojas kada
noteikta cilveka - virieti vai sieviete. Eza un cilvéka izvéle ir
Balta EZa zina. TacCu vinam bitu neiespejami izvéleties, ja
nebiitu melno ezu informacijas un padomu, ta ka melnie ezi
labi parzina ari cilveku pasaules ipatnibas.

Reizém gadas |oti skumja situacija - tas notiek tad, kad cil-
vekam jau ir savs ezis, bet cilveks to vel nav pamanijis.
Vienkarsi nav ieraudzijis. Cilveki nav informeti par ezu eksis-
tenci, it Tpasi par to faktu, ka agrak vai vélak tiem piederes
savs personigais labakais draugs - Savs Personigais Ezis. Si
situacija, kad cilveks dzivo kopa ar savu ezi un to nepamana,
ezim ir Joti sapiga. Tadas reizés ezis biezi raud un séro, tacu
tie ezi, kas ir aplaimoti ar So iespéju ierasties cilveku pasaule
jau ir apveltiti ar milzigu pacietibu, tie var ilgi gaidit lidz tam
laimigajam momentam, kad cilvéks beidzot vinu pamanis. Sis
laimigas beigas vairakuma gadijumu ari notiek, bet diemzel
ne vienmér. No §i momenta cilveks ar savu ezi dzivo roku
roka lidz pat patreizéjas dzives beigam, kas abiem pienak
vienlaicigi. Vini palidz viens otram gan priekos, gan bedas,
izglitojas, un, protams, mil viens otru ta, ka cilveks cilveku
vienkarsi neprot milet. Tapéc, ka ta ir cita veida milestiba,
jeb, skaidrak izsakoties - §i ir ta ista milestiba.

Tad cilveks dodas uz Ezu Pasauli un klast par vienu no Siem
radijumiem. Kad vins izdzivos septinas dzives, loks bis
nosléedzies un stasts turpinasies. Ezis k|us par virieti vai sie-
vieti un dzivos atkal musu savadaja un neizprotamaja pasaule.

Jus varbidt gribat jautat kapéc es jums stastiju par So
kosmologisko koncepciju ta vieta lai runatu par basa pro-
grammesanu, ta vieta lai runatu par savu albumu un savu
darbu, ko jis, starp citu, Seit pat varat iegadaties.

Bet pajautajiet pasi sev - kada jeéga runat par maziku? Un ko
jus, piemeram, gribétu uzzinat par mani? Es jums varu pateikt
tik daudz, ka esmu klasisks zilais ezis. Bet miizika - ta ir
mizam mainiga. Mdzikas izjlita un dzive, turpreti paliek
nemainigas. Pirms si albuma mana mizika bija pavisam
savadaka. Un kadreiz iegutas zinasanas par muziku paliek ar
mani. Ja jums ir velésanas, klausieties manu muziku vai nu
kasete, vai caur internetu. Stasts, ko jus nupat dzirdejat, ir
vistrapigakais izskaidrojums tam, ko es jutu un ko censos
izpaust sava muzika. Un, starp citu, tagad jus ari zinat to, ko
nozime attels uz kasetes vaka, un ko viens ezis stasta otram,
vai ne?

Paldies par uzmanibu.

http://gosh.re-lab.net

tulkojums:AIJA SILINA

Hello everybody. My name is Gosh. | am a musician, making
music is my favourite pastime, to which | dedicate the larger
part of my lifetime. | am here because | 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 | want to tell you a story. A very special one. | 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 | 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 | will explain the reason, we will get closer
to the centre of this universe | 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 | 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 | 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 | 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 | 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.

http://gosh.re-lab.net
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SERGEJA TIMOFEJEVA INTERVIJA AR KASPARU VANAGU

radio 0Z0ne studi)a (E-LAB), 9.decembris, 1997.g.

K_V_- Zini, Si nav pirma reize, kad piedalos radio
intervija, tomer ir tads drudzis.
5_T_-Varbit radio vijnu drudzis?

(Vienkarsi mazliet sveSadas interneta radio tiesas
parraides raditas neredzamas auditorijas klathutnes
efekts. Kada decembra vakara jauno mediju
laboratorija E-LAB, kur poétiskas pardomas par
sabiedriskajam aktualitatem sarunajas Sergejs
Timofejevs un Kaspars Vanags.)

5.T7.- Cik es zinu, agrak tu rakstiji dzeju. Tad jau kadu
laiku atpakal tevis raditas poétiskas situacijas
risinajas ne tikai uz papira lapas, bet ari tava dzive,
cilvekos, kas bija ap tevi.

K_V_- Faktiski, ne gluzi ta. Ja bija tads dzejas periods.
Tas vecums no astonpadsmit lidz divdesmit, kad tev ir
pilnigi skaidrs, ka vajadzétu dzivot. Daudz lasiju
Selindzeru, Nici.

§_7_- Un tad tu aizbrauci uz Berlini.

K_V_- Berline studeju makslas teoriju, televizijas,
kino vésturi, komunikaciju zinatnes. Péc atgriesanas
Riga vairs nerakstiju dzeju. Saku aktivak publicéties
saistiba ar teatra, kino kritiku. Bitiba Sis recenzijas
bija mani komentari par sabiedriskajam norisem
post-padomiskaja Latvija, dzivi vispar. Divu gadu
garuma aktivi turpinot ta darboties, sabiedriba hija
izveidojies man patiesiba neatbilstoss téls. Cilveki
manas publikacijas saskatija tikai negativo. Bija pat
izveidojies prieksstats par mani, ka par seksuali
nepilnigu cilveku, kas klist pa izstazu atklasanam,
bariem, nekur nerodot gandarijumu. Problema
patiesiba slepas taja apstakli, ka pec Vacijas
pieredzes es nespéju abstrahéties no visa tur redzeta
- postmodernisma eksperimentala kino, Berlines klubu
dzives, modernas muzikas, u.c. Tapéc ari centos skatit
Sejienes makslas un kultiras dzives norises pasaules
konteksta. Neuzskatu, ka var pastavet vieteja meroga
laba izrade vai izstade. Ta vai nu ir laba, vai ari vispar
nav maksla.

5.T.- Protams, ja tas ir kas augstvertigs,
profesionals, to vienlidz novertés Tokija, Londona,
Nujorka, jebkur.

K_V.- Latvija makslas kritiki, Zurnalisti savos
vértejumos parasti aprobezojas ar savu personigo
pieredzi. Nav spéjigi, nav radusi vai negrib runat
nozimigakas kopsakaribas. Manuprat nav jégas runat
par viena makslinieka progresu vai regresu vieteja
meroga. Tas vairs nav aktuali.

Tapeéc es vienkarsi aizgaju no masu medijiem. Nejutu
nepiecieSamibu iemantot ienaidniekus un nemitigi tikt
parprastam. Mekléju iespeju, ka organizet projektus,
kas butu nozimigi jebkura konteksta. Domaju man tas
ir izdevies kadas divas, tris reizes. Ari pedejais
pasakums Aktuelle Tanzen, kas notika Slepenaja
Eksperimenta. Cilveki, kas bija Saja pasakuma,
nespéja ticét, ka kaut kas tads patiesam notiek Riga.

Protams, ka ta ir |oti laba sajuta un gandarijums, ko tu
sanem par to, ka Riga lidz ar $adu pasakumu vairak
vai mazak, bet var pretendeét uz starptautiskiem
merogiem, standartiem.

5.7T.-Tas ir kaut kas lidzigs tam, ko dara MTV. Mes it
ka tuvojamies Siem vinu raditajiem stereotipiem.

K. V.- Ja, tikai vini to dara caur televiziju. Vienkarsi
sada pasakuma var realizet Sos stereotipus,
apzinoties to, ka ta nav kaut kada tuksa masu
ideologija. Tie ir aktivi simboli, ko més interpretejam,
realizéjam caur savu pieredzi. Jauniniem tiek dota
iespéja to izdzivot realitate.

5_T.-Tas nav tikai imidzs, ta ir arl pieredze.
K. V.- Tiesita.

S5_T.- Runajot vel par taviem projektiem: tev vienmer
izdodas savakt ap sevi labu komandu. Tu strada ar
aktivakajiem jaunajiem maksliniekiem. Pieméram -

Mikeli Fiseru.

K_V_- Ta ariir gandarijuma sajata, ko dod sadi
pasakumi. Cilveki, ar kuriem kopa tu strada,
pieméram, divas nedelas - |oti piesatinata, intensiva
savstarpeja komunikacija, darbs, kamer beidzot to
visu dabu gatavu. Kopigi ieguta pieredze, emocijas,
enerdija jau paliek ari péc tam, kad katrs aiziet savos
darbos. Starp citu tie cilveki, kas stradaja pie maniem
pirmajiem projektiem - M. Fisera izstades un Open,
vel arvien ir kopa muzikas un makslas aktivitates
kopigi ieglitaja pieredze. Protams, ta ir sava veida
bohéma. Bet vispar, kad es par to domaju un
salidzinu, teiksim, sesdesmito gadu bohému ar
masdienam, tad to, kas notiek tagad, pat isti nevar
apzimét ar So vardu. Bohéma - tas neizklausas
musdienigi. Es domaju, ka tas ir sava veida network.

Sis rado$as aktivitates iziet plasaka méroga, saistas
ar reklamu, marketingu, modernajam tehnologijam,

medijiem, sponsoriem, utt. Maksla ir ieksa visas
ekonomiskajas un socialajas norisés. Ta ir
savstarpéja mijiedarhiba.

5_T.- Es gribeju atzimét vel vienu batisku momentu,
ka caur taviem pirmajiem projektiem cilvékos
aktualizejas izpratne par Rigu, ka par pilsétu, kur para-
leli eksisté divas sabiedribas - krieviski runajosa un
latviska. Tavos projektos tas apvienojas, satikas,
piedzivoja kopigas norises. Ar rokkultlru tas tomer bija
savadak, varbut tapec, ka mes butiba no tas redzejam
tikai pasas beigas. Tas nebija vienojoss process.

K V.- Ja, faktiski jau devindesmito gadu sakuma
rokkultiira bija lielaka vai mazaka méra mirusi. Spéciga
taja laika Latvija kluva subkultura, kas pastav vel
aizvien. Piemeram, es atceros: kada no pasakumiem
“Bildes”, es redzeju publiku aditos dzemperos, gariem
matiem, dzerot alu. Ta ari ir sava veida subkultira,
varbut vairak orientéta uz britu popkulttru.

5.7.- Bet si gada “Bildés” - plasa koncertzale,
apmaldijusies cilveki, tuksa telpa. Visapkart televizijas
kameras, kas kaut ko filme. Diezgan skumiji.

K_V_- No otras puses $i divu sabiedribu situacija ir
ari problemsituacija. Aktivie rave pasakumi, kas Riga
ir radijusi zinamu komercpasakumu auru. Kaut gan
patiesiba Si mazika ir diezgan smaga, un péc bitibas
tie nav komercpasakumi. Ta ir underground muzika.
Lielaka dala publikas tur ir krievi.

Figure samera specigas narkotikas - speed, extasy,
acid, u.c. Sos pasakumus apmeklé galvenokart publi-
ka, kam ir smaga dzive. Lielai dalai So cilveku nav
perspektivu, irizglitibas un materialas problemas.
Tiesi rave pasakumos, kur reizém sanak lidz pat
diviem tikstosiem cilveku, to visu var redzet. Latvijas
mediji par to vispar neruna, kaut gan Sobrid Riga tie
ir visvairak apmeklétie koncerti. Tas tiek apzinati
ignorets, nevienu neinterese subkultiras problémas.

§_T.- Tas man atgadina izbijuso panku kustibu, kas
ari bija loti aktiva. Viniem tomer bija kaut kads vieno-
joss mérkis, kopigas idejas. Saja rave kustiba es
saskatu zinamu emociju vakuumu.

K. V.- Ja, tur ir emociju trikums, bet par to tiesi
tapeéc ir jaruna. Es atceros J.Podnieka filmu “Vai
viegli bat jaunam?”, kur tika risinatas sarunas ar
pankiem. Labi, var nosaukt to par lielaka vai mazaka
méra infantilu domasanu, jaunibas idealismu.

5. T-- Betvini bija drosmigi.

K_V_- Ja, vini bija drosmigi, vini runaja par savam
problemam. Citi varbit to interpretéja neatbilstosi, bet
vismaz tika meginats paradit Sis problemas. Tadgjadi
tika apzinatas sabiedribas problemas daudz globalaka
méroga. Es domajutagad meginot saprast, kas notiek
Sajos “krievu reivos”, més tacu runasim ari par $i briza
aktualajam sabiedribas problemam. Bet ar ko tad
nodarbojas mediji?

Iriespéjams izlasit par pedéjam kosmeétikas
prezentacijam, politiku, utt., bet neviens neruna par
to, ka tagad, jaunajos dzivojamajos masivos (ka més
tos vél devejam), jau pastav rap kultira, lidzigi ka
Amerikas geto publika, kur jauniesi pieder krimi-
nogéeniem grupéjumiem, strada apSaubamus darbus,
brauc ar astondesmito gadu BMW, klausas tehno,
lieto smagas narkotikas. Ta tacu ir lieliska, aktuala
téma, bet par to neviens neruna. MTV tiek interveti
rap parstavji, vini runa par pagrimusas sabiedribas
problémam, par to, ko vini jit, doma. Seit to neviens
nenem nopietni.

S5_T.- Bettajau ir skanas un varda kultura, caur to
vini megina izteikt savas problémas, to, kas notiek
Sajos bezveidigajos pasakumos.

K.V.: Ja, bet es meginu pateikt, ka nav jaruna par
siem pasakumiem, bet ir jaiet uz majam pie Siem cil-
vekiem, vienkarsi jaruna par to, ko vini dara, ka vini
tur dzivo viena dzivokli kopa ar saviem vecakiem -
bezdarbniekiem.

§.T.- Eszinuy, ka liela dala tiesi si kontingenta jau-
niesu Joti noverte tavus pasakumus. Tavi projekti bija
pirmie rave pasakumi Riga. Vai tu jlties kaut kada
mera athildigs par So kultdiru, kas tagad Riga ir tik
speciga?

K_V_- Es domaju, ja to nebutu izdarijis es, droSi vien

to bltu paveicis kads cits varbut citada veida. Es

noteikti nejitos athildigs par kadu, kas So pasakumu
rezultata ir sacis lietot heroinu. Tad jau ari varam
kadu vainot DZenisas DZoplinas navé. Vienmer ir
bijusas visadas kustibas, subkultiras, un vienmer ir
bijis kads, kas no ta visa ir macejis gut pejnu. Es to
varetu salidzinat ar vilcienu, kura es uzaicinu cilvékus
uz party. Mes labi pavadam laiku. Tad vilciens peksni
sak kustéties. Nakosaja pietura dala cilveku izkapj un
parsézas cita vilciena, daja brauc talak. Man
nepieder ne Sis vilciens, ne es vinu esmu uzlicis
uz sliedem.

5_T.-Tagad sevi piesaka nakosa promoter paaudze,
kas ir izteikti komerciali orientéta, nav vairs tadas
radosas pieejas.Sada attieksme padara pasakumus
mazak saistosus.

K. V.- Ja, ta faktiski ir jau tresa paaudze. Pirmie bija
Ugis Polis un Janis Krauklis astondesmito gadu
sakuma, es butu pieskaitams otrajai paaudzei.

S_T.- Tu ari maini stilu saviem projektiem. Pieméram
tavs pedejais pasakums Aktuelle Tanzen bija kaut kas
pavisam jauns. Cita mizika, cita atmosféra, cita publika.
K_V_.- Es meginu radit So ipasas vides atmosféru
notikuma, kur tu vari aktivi piedzivot jaunako, kas
notiek mazika, maksla. Tas nav tas pats, kas
noskatities jaunako filmu - Seit tu taja nem aktivu
dalibu. Censos savus projektus veidot ta, lai tu sajus-
tu, ka esi vislabakaja pasakuma, dejo pie
visaktualakas muzikas. Es vispar domaju, ka maksla
Sobrid vairs nepardod gleznas vai skulptiiras, bet gan
piedava dzives stilu. Atnakot uz manu pasakumu, tev
ir iespéja nopirkt bileti, lai vienu nakti pavaditu ipasa
dzives stila. Tas ir ari tas, kas notiek rietumos.Tas ir
tas pats network, kur saistita reklama, marketings,
promoters, jaunas tehnologijas, ekonomiskas,
socialas aktivitates un maksla.

5_7_- Ir ari jitama parliecinosa dzeza aktualitate gan
tava pedeja pasakuma, gan ari saistiba ar makslas
musdienu izpausmem.

K_V_- Faktiski dZezs, acid dzezs sava butiba ir tik pat
ignoranta muzika ka hard techno. Acid Jazz faktiski ir
Sampaniesa sabiedribas mizika, kas necensas ipasi
apgrutinat sevi ar socialajam problemam, bet ta pro-
tams ir laba mizika. Ta ir ari mana stila mizika, mana
kultura. To vajag baudit, taja visa piedalities, bet ari
paturet prata, ka ir problemas par kuram jaruna, kas
jamegina risinat.
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SERGEY TIMOFEYEV INTERVIEW WITH KASPARS VANAGS

at radio 0Z0ne studio/E-LAB/ 9 December session, 1997.g.

K_V_- I'm used to speaking at radio, but this time |
somehow feel a little different. Maybe because this is
an internet radio. You sort of don't really know how to
behave.

5.7.-ltislike a radio wave fever.

(Itis 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.)

5_T.-As | 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 | wrote poetry, was a very

romantic guy. | was reading Selinger, liked Nietzsche.

You know this period starting from eighteen up to
twenty, when you know exactly how life should be.
Then | went to Berlin and studied art theory, history
of film and television, communication sciences. After
| came back | began to write socially active theatre
and film critics.| didn't write any poetry anymore. And
my critics were actually my comments on social
changes in post - soviet Latvia. After two years | real-
ized that people really didn't like my articles. They
saw them very negative. But the case was different.
After being in Berlin, | somehow couldn't change my
point of view. | saw Berlin club life, modern music,
post modern experimental films, etc. So when | was
observing contemporary processes in art, in social
circles in Riga | 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.

5_T.- Sure, ifitis 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 | 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 | thought why should | get
more enemies, why should | get misunderstood?
Therefore | left medias. It was hard because | really
enjoyed being with those people, having discussions
with them but when | had to write about them, |
wrote what | thought. What a bastard! Smiling, hav

_
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ing fun in a good company and afterwards being so
negative. | wanted to do something else. | wanted to
put together some events that would be interesting in
any context.

| wanted to see what | could do in this contemporary
art scene, trendy scene, if you like. | think that | 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.-Itis 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.-Itis not only an image but also an experience.
K_V.- Yes, exactly.

5_T.- Speaking more about your projects, what |
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, itis 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 |
compare bohemia of sixties or seventies, than |
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.

S5_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. | 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. | remember | 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.

5.7.- You know, | 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 | 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. Itis 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.

5_T_- | 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 | 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. |
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.

5_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. | 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. Itis 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 | 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.

S5_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._- | think, if there wasn't me there would have
been somebody else. Maybe it would have been done
in a different way. | 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. | saw it as
great place to make a party in. | 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. | 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.

5_T.- What | 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. |
would be the second. Ugis Polis and Janis Krauklis
was the first one at the beginning of the eighties.

5.7.-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 | wrote after my first
project Sex and Space Ships. | was talking about that
what | 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. |
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.

5.T7.- 1 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, | 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. | mean you
have to enjoy all that, but when you go and work, you
should think about these acute problems concerning
the society.

transcription and edition by IEVA AUZINA




18 April - 3 May 1998: AVATAR, Amsterdam/NL
Auatar - Of postmodern times and multiple identities. Exhibition & symposium
organized by: Axis, De Balie, Maatschappij voor Oude en Nieuwe Media and Paradox
E-mail: <brinkexs4all.nl>, <axisumexstall.nl>, <paradoxeknoware.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
mE-malI: «<infoefargfabriken.se»
4 - 10 May 1998: BRERAK 21, Ljubljana/S|
The student organisation of University of Ljubljana (SOU], Slovenia I1s organising
che international festival of independent young artists BREAK 21

E-mail: <saso.jovanovicekiss.uni-1j.si>

_ 6 - 10 May 1998: EMAF - EUROPEAN MEDIA ART FESTIVAL 1938, Osnabrueck/D
l_|Hn international forum for contemporary media art, this festival will gather
=together artists, theoreticians, journalists and a young engaged public.
E-mail: <emafebionic.zerberus.de> / URL: <http://www.emaf.de>
10 - 15 May 1998: GIOCONDR'S SMILE, Chisinau/MD
"Gioconda's smile” 1s concelved as a meeting of the representatives from several
= countries for a few days of collaboration in an artistic medium which 1s performance.
E-mail: <oesanu@scca.soros.md> / URL: <http://www.scca.soros.md/projects.html>

13 - 17 May 1998: 9TH IMPRKT FESTIVAL, Utrecht/NL
Impakt 1s an international festival for audiouvisual arts. The festival I1s 8 showcase]
for innouative film, video art, music, installations, new media and performances.
mLectur‘es and exhibitions complete th
- plete the programme.
E-mail: <impakt@xs4all.nl> / URL: <http://www.xs4all.nl/~"impakt>
_ 19 - 24 May 1938: VIPER, Lucerne/CH
:_ International Film, Video and Multimedia Festival Lucerne, Switserland

E-mail: <festival@uiper.ch> / URL: <http://www.viper.ch> (Josiee
28 - 31 May 1998: PIRAMEDIA, Tirana/AL metamute.com)

T "Piramedia” I1s an inuitation to aduenture, first physically by going to Tirana [yet undiscou-
ered), and secondly to discover the new transformations of media art practice in the new
n cultural environments of East and West whith their new problematic and their new challenges.

E-mail: Edi Muka <kiko4l@hotmall.com> / cc to <abroeckeu?.nl>

18 - 20 June 1998: SONAR 98, Barcelona/ES

Sonar 1s International Festival of Aduanced Music and Multimedia Art in Barcelona.

e E-mall: <sonaresonar.es» / URL: <http://www.sonar.es»

26 - 28 June 1998: 3AD 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: <hatterec3.hu>
= 1 - 30 July 1998: POLAR CIRCUIT 2, Tornio/Lapland/FI
A summer-workshop of media arts in Lapland.

M1

X

MUTE 9 - OUT!?
Mute I1s a UK based quarterly about culture and technology.
MUTE 9 Contents:
#Short/Cuts: LITTLE AND LARGE: P2P_ and the Amsterdam Agendsa...
| THE ??TH 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 @
HIP9?/... #MAIN: Eric Kluitenberg interviews Huge Harry;
HUMAN ART IS DEAD, Long Live the Rlgorithmic Art of the
Machine.../A Toolbox of Everyday Media In Eastern
Europe, Andreas Broeckmann and Inke Arns
«Special Section:TECHNOSCIENCE / «DIRECT BIOCRACY
QUESTIONNRIRE - MuteeHybrid WorkSpace /+REVIEWS:
GAMING (Games & Multimedia)/ART TM [Art) Pretty
Good Piracy: Lisa Haskel on Mikrolab/...

address:
Crash Media
c/o Micz Flor
PRICE: 3 pounds or equivalent Department of
SUBS: subsemetamute.com Design /
or www.metamute.com/subs Centenary Building
GENERAL CONTACT: Peru Street
Mute, 2nd floor, 135-139 Curtain Road, UK-Salford M3 BEQ
LONDON EC2R 3BX, UK fax: +44.171.6134052
T: +44 [0]171 613 4743 /
F: +44 [0]1?71 613 4052 /
E: muteemetamute.com /
W: www.metamute.com

Editors: -Pauline van Mourik
Broekman [paulineemeta-
mute.com]

-Simon Worthington
[simonemetamute.com)
Assistant Editor: -
Josephine Berry

CRASH MEDIA
Where Media Reaches its
Critical Mass

Crash Media I1s a joint venture, defining the
agenda of the ‘Revolting’ media lab In
Manchester/ Salford UK in Rug/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 1ssue will have a print run of
10.000. Crash Media I1s based in Salford and
London (UK). The first 1ssue consists of 12 pages.

contacts: Micz Flor [miczeart-bag.net)
Josephine Berry [josie@metamute.com)

**X***X**PHDUDTDBEFLESH****X*X*X*

[=]) 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 /

E-mail: <tapioeprojekt.net>
September 1998: VIDEONALE 8 , Bonn/D
2 - 7 September 1998: ISEA98, LiverpoolsManchester/UK
Nine ISEA98 Symposium Panels curated and conuened by Liverpool Art School.
more info: <http://www.vd.nl/mail/u2east/0484.html> / URL: <http://www.isea9B.org>

— 3 - 6 September 1998: SUBFICTION - 3. Werkleitz Biennale, Werkleitz/D

= Info: <http://www.werkleitz.de/sub-fiction/>

? - 12 September 1998: ARS ELECTRONICA, Linz/AT

In 1998, under the banner of "INFOWAR", the Ars Electronica Festival of Art, Technology|
and Society, 1s appealing to artists, theoreticians and technologists for contribu-
tions relating to the social and political definition of the information society.
E-mall: <info@aec.at> / URL: <http://www.sec.at/infowar>

__18 - 23 September 1998: WORLD WIDE VIDEQ FESTIVAL, Amsterdam/NL

_ 2 - 10 October 1998: L'IMMAGINE LEGGERR, 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>

B - 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: <mmfeav-arkki.fi>

15 - 25 October 1998: NOUVERU CINEMA/NOUVERUR MEDIAS, Montreal/CA

Montreal International Festival of New Cinema & New Media

E-mail: <montrealfestefcmm.com> / URL: <http://www.fcmm.com>

16 - 25 October 1998: PANDAEMONIUM, London/UK

"Pandaemonium” - London Festival of Mouing Images / Lux Centre, London/UK

! Submissions invited to the single screen and new media sections.

Info and application form: <pandelea.org.uk»

1?7 - 22 November 1998: DEAF98, Rotterdam/NL

DERF, the Dutch Electronic Art Festival (and formerly Manifestation for the

Unstable Media) organised by U2 Organisation in Rotterdam will be turned this

year into biennal. E-mail: <v2@ui.nl> / URL: <http://www.v2.nl>

check the archive at http://www.v2.nl/mail/u2east for postings about these events

Date: Fri, 6 Mar 1998 18:59:48 +0100
From: Andreas Broeckmann <abroeckeuz.nl>

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 / 1dea schedules /

ZKP 4

So far there has been published 3 ZKP's (Zentral
Kommitee Proceedings), each 200 pages of
dtp-xerox, theory zines, in a8 limited edition
of 150-200 copies. For the 2nd Nettime
Spring Meeting entitled BERUTY AND THE ERST
in Lyjubjana [May 1997) nettime together
with Lyudmila [the media lab n Ljubjana
http://www.ljudmila.org) brought out

a newspaper of 64 pages, off set,

ca. 10000 copies.

VIRTUAL
REVOLUTIONS

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/ur

more info at
http://www.desk.nl/~nettime/

ACOUSTIC SPACE ZKPY proceedings printed version

[Art + Communication I11] are free.
media culture exchange project,
organised by E-LAB [Riga). To get them

Monthly series [1998/1999) of lectures,
workshops, parties, concerts in Riga.
! Call for participation!

contact to: rasaeparks.lu
http://xchange.re-lab.net

ARTGENDA /STOCKHOLM ‘98/ 1-10 MAY, 1938

the second biennial of young artists around
the baltic sea. ArtGenda I1s a forum for profes-
sional meetings that includes a major international

- send an E-mail to
amraeljudmila.org

- specify the number of
copies you are requesting
- send your FEDEX; DHL;
TNT or EMS number,
If you would like to
use the seruices
of the aboue

program of workshops, symposiums and conferences. companies
Riga project at http://artgenda.re-lab.net - your postal
address!

SOUND BOX

1s @ RealAudio based experimental broadcast, opening

1ts virtual doors on Friday March 27th 1998. Web broadcast

will be onhine for a period of two months at the following
address: http://www.kiasma.fng.fi/soundbox/

SOUND BOX 1s a countdown project for KIRSMA, the new building
of The Museum of Contemporary Art, keeping i1ts opening
ceremony on Friday May 29th 1998 in Helsinki.

contact: Petri Kuljuntausta <petri.kuljuntaustaemuu.autono.net»

Subject: Syndicate: U2_East Newsletter 98/02

LETTTIIE

+ «nettime> 1s 8 closed moderated mailinglist for net crit
#+ collaborative text filtering and cultural politics of g#e
# more info: majordomoeicf.de and "info nettime” in the

# UAL: http://www.desk.nl/ nettime/ contact: nettime-ow Ef

Syndicate mailinglist archive: http://www.ve.nl/mail/uBeast
URL: http://www.v2.nlfeast

.-I.I: r«—' -

communication aspects of the so-called 'new’ media.
but can also be read by people who are not on-line.
/SYNHI[:AI[ kas neveicina ne domingéjoso eiforiyu (pardot produktus],
countries and beyond, who, through the 'Syndicate’, are toying to improve e ek L L T LI L L

[nettime] 1ecere i ari 1zdot gramatas, katalogus,
The hist was first installed following the initial meeting/af the

pieejama ciluékiem, kuriem internets nav pieejams.
contact: abroeckeu2.nl [Andreas Broeckmann]

FACES - women (n ‘new\media’ mailinglist

nor to continue the r:ynlcal pessimism, spread by journalists and intellectuals working in the 'old
who can still make general statements without any deeper knowledge on the 5pEC|f|c
We intend to bring out books, readers and floppies and web sites in various languages,
so that the 'eminent’ net critique will not only circulate within the internet,
[nettime] ir ne tikal interneta véstulkopa /mailinglist/,
bet ar7 mégindjums formulét starptautisko tiklu diskursu,
Syndicate list members include more than 2490 artists, curatorsinetworkers, ICCRTININCCILNEINIECEECTLICLTTI
writers, festival organisers, etc., from East as/well as West European ko i1zplata Zurnalisti un intelektus)i 'vecajos’ medijos,
Jebkadam dzi)akam zindSanam par ‘jaunajiem medijiiem’
the communication and cooperation between artists and arganisations in no to specifisko komunikaciju sspekts.
East and West.
disketes un web-lapas dazadas valodas, lal 'Ipasd’
U2 East initiative at U2 Organisation in Rotterdam on danuary 21, 1996, tikla kritika cirkulétu ne tikai interneta, bet arf batu
at the end of the second Next 5 Minutes conference,
more Info: majordomoeicf.de and “Info FACES=1".4n-the message body
contact: dianaemrf.hu-or’kathyething.at

T YRR ORR L AN
[Ell] [T] [T] [Llll [T] [?] [i] [T] [|] [T] [?] [T] [r|:] [T]
informationscommunication channel for net.broadcasters

http://xchange.re-lab.net“(Xchange] net.audioc network
xchange searchfwebarghive-hittp://xchange.re<lab.net/a

To publish: xehangeere-lab.net

To subscribe send @ message to: majordomoere=~lab.net
with message body: subscribe xchange

ANMERICANMSEXRBRESS

net.art mailinglist
american_expresseirational.org
http://www.irational.org/american_express

7-1l@email.ljudmila.org

* rules:

no moderation

*philosophy:

opportunities to do business with 7-11 and help us
serve our communities also exist in many other areas
more info at http://www.|judmila.org /7-11

33 §-§

REZONE 1s information exchange channel

in Latuian about culture, music and art events,
clubs, parties and city life

in Latuia and other countries.

ONE ir interneta sarakste informacijas apmainail par
aras, makslas, mdzikas, klubu partiju un citu pasadkumu
1sI, diskusi1)am par aktudlakajiem notikumiem Latuiya,
fetas dzives jaunumiem, makslas un kultdras témam,
Ernetu, mediju kultdru.

one pledaud 1espéju publicét savus rakstus [dzejas,
stus, pardomas, utt.] un citus interesantus tekstus,
ar1 parpublicét tekstus un nozimigdko informaciju no
em mailinglistiem, komentgjot tos latuiesu valoda.

ONE darbojas tikla kops §8 gada 21.janvara.

akste REZONEs véstulkopd ir galuenokart latuiesu valoda.

brmaciya pieejama http://re-lab.net/rezone
rdinators: Aruids Alksnis/E-LAB <alksniseparks.lu>

.. REZONE <rezoneere-lab.lu»

::.subscrlhe/un

RHIZOME COMMUNICATIONS 1s a non-prafit organization -

dedicated to fostering communication and community
in the field of new media art.

2 emall lists:

RHIZOME RAW and RHIZOME DIGEST

-> questions: infoerhizome.com

-> answers: http://www.rhizome.com




every tuesday at 22:00 [Riga-T] = 20:00 GMT

at net.radio ozone [riga)

http://ozone.re-lab.net/live.ram
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co-ordination via IRC re-lab.net #xchange or web-irc at http://irc.re-lab.net/xchange

a2 fmaty, Dhaka

n3.e8 Bangkok, Jakarta, g €M ote program»

free access to broadcast!
0.0 HEI|II‘I[], [hI]I'II]I]IJI'II], IJ”mu.u;ntact: raitis@re=~lab.net

av.88 Hong Kong, Perth, Singapore, Taipei
ps.ea Tokyo, Osaka, Sapporo, Seoul, Yakutsk
ps.3e fdelaide

gs.38 Darwin

ge.ag Brishane

gs.8 Canberra, Melbourne, Sydney

ge.a buam, Port Moresby, Viadivostok
ge.0e Hobart

g1ea Magadan, Solomon Is.flew Caledonia
mg.en Fijl, amchatka, Marshall Is

pe.ga llellington, Ruckland



