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EDITORIAL / EDITORIAL

Putovna vystava REMAKE je zavfSenim medzinarod-
ného umeleckého projektu REMAKE: REthinking Media
Arts in C(K]ollaborative Environments, ktaory vo svojich
myslienkach nadvazuje na dlhodoby kolaborativny vy-
skum Maonoskaop, zamerany na dejiny medialneho ume-
nia (pod vedenim badatela a umelca DuSana Baroka].
REMAKE odstartovalo niekolko kultdrnych organizacii
(hlavnym arganizatorom je zdruzenie Atrakt Art] s jas-
nym konceptom: uchopit tento internetovy vyskum za-
ujimavou a hravou formou a prijat umeleckd vyzvu tvorit
a prezentovat sucasné diela, ktoré budu inSpirované
bohatou histdriou medialneho umenia stredovychodnej
Eurdpy. Skor nez vystavou v tradicnom zmysle slova je
REMAKE dynamickou akciou, ktora zaznamenava pro-
jekt v urcitom myslienkovom Stadiu.

Je vysledkom a tiez obrazom dvojrocného tvoriveho
a socialneho experimentu. Umelci a nezavisli kuratori
v sieti spriaznenych medzinarodnych timov spolocne
premyslali nad spésobom, ako najlepSie preniest vy-
znamne, ale medzinarodnou kunsthistariou ¢asto ob-
chadzané priekopnicke diela medialneho umenia do
kontextu sucasnej tvorby. Prace umelcov ako Stanistaw

Traveling exhihition REMAKE is a conclusion of the in-
ternational art project, REMAKE: REthinking Media Arts
in C[K]ollabaorative Environments. It is a continuation
of an ongoing collaborative research of media art his-
tory led by researcher and artist Dusan Barok under the
title Monoskop. Several cultural organizations started
REMAKE (with Atrakt Art as the main organizer] with
the simple idea: to approach this internet research in
an interesting and playful way and accept the chall-
enge to present contempaorary art works inspired by the
rich history of media art in Central and Eastern Europe.
Rather than traditional exhibition, REMAKE is a dynamic
event, presenting certain stage in this project’s thinking.

REMAKE is also a result of two-year creative and social
experiment. Artists and independent curators from the
network of congenial international teams were trying to
find the best way to mediate important pioneer works
of media art (often ignored by international art histary]
and enter them in today’s context. Works and practices
of artists such as Stanistaw Drozdz, Vladimir Bonacic
or pioneer of Slovak electroacoustic music Jozef Ma-
lovec had proven to be invaluable source of inspiration



Drozdz, Vladimir Bonaci¢ alebo priekopnik slovenskej
elektroakustickej hudby Jozef Malovec ukazali, ze vo
svojich postupoch m6zu byt nedocenitelnou inSpiraciou,
zdrojom, predlohou alebo materialom pre progresiv-
ne sucasne umenie. Niektori tvorcavia si nasli svojich
vlastnych umeleckych ,pionierov”, ktorych diela bali
najblizSie ich umeleckému pristupu: pre tim zostave-
ny islandskou galériou Lost Horse sa stali inSpiraciou
synesteticke diela ruskej skupiny Prometei zo 60. rokov
minulého storacia, Studentskd platformu Standuino
k jej aktivitam inSpirovala osoba hudobnika a pedago-
ga FaVU Stanislava Filipa a Specificka forma domace;j
technologickej vyrohy tzv. bastleni.

Na medzinarodnej platforme projektu vznikli diela, ktoré
maju svoje korene Casto v lokalne vyznamnych dejoch.
Ich vzajomneé vztahy a prepojenia vo vystave vytvorili
subjektivny obraz dolezitej casti kultirnych dejin z ob-
lasti umenia a vyvoja technoldgii. Samotna vystava sa
odohravala v niekolkych fazach, jej priestary sa stavali
dejiskom udalosti a miestom navstevnickeho badania
a interakcie. Jej leitmotiv, spracavanie uz existujucich
umeleckych diel, su¢asne prispieva k aktualnej diskusii
o vnimani umeleckého diela ako intelektualneho tovaru
alebo, naopak, ako zdroja tvorivej inSpiracie.

Jednym z vystupov projektu je aj dvojjazycné vydanie
casopisu 3/4, ktoré prinasa doteraz nepublikavané roz-
hovory Dusana Baroka s klu¢ovymi osobnostami a hyba-
telmi histarie i sitasnosti medidlneho umenia stredne;
avychodnej Eurdpy (Diana McCarty, Rasa Smite, Michal
Murin, Raitis Smits, Calin Man). Rozhovory doplfia try-
vok z monografickej Studie Dialog s démony nastrojl
od teoreticky Lenky Dolanovej, kratke exkurzy do zivota
umeleckych scén Ukrajiny a Islandu a aktualny apendix
zachytavajuci proces tvorhy diel pre vyssie spominanu
medzinarodnu vystavu.

Katarina Gatialova / Barbora Sediva / Marec 2012

and a great material for progressive contemporary art.
Some artists found works that were most inspiring for
them: team from Iceland gallery Lost Horse picked syn-
esthetic works by Russian group Prometei from 1960s,
students’ platform Standuino was inspired by “kludg-
ing” of musician and teacher from Faculty of Fine Arts
(Brno University of Technaology] Stanislav Filip and his
specific DIY pieces.

In this project were art works, embedded in local histary,
promoted in the international context. Their relation-
ships and connections within the exhibition mirrored
subjective view of important parts of history of art and
development of technologies. The exhibition had se-
veral stages, and served as a space for events as well
as for research and interaction for its visitors. The idea
of the show — working with already existing art works
— contributes also to topical discussion about percep-
tion of art asintellectual property or, on the contrary, as
a source of inspiration.

One of the outcomes of this project is also this bilin-
gual issue of magazine 3/4. It brings, for the first time,
interviews done by Dusan Barok with today’s key per-
sonalities and history makers of media art from Cen-
tral and Eastern Europe [Diana McCarty, Rasa Smite,
Michal Murin, Raitis Smits, Célin Man]. Interviews are
complemented by a passage from monograph, entitled
Dialogue with Daemaons of Tools from theorist Lenka
Dolanova, short views of art scenes in Ukraine and Is-
land and appendix showing the process of creation of
works for above mentioned exhibition.

Katarina Gatialova / Barbora Sediva / March 2012
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[(38 van Nalepa: Partitura / The Score

Vystava Multiplace Expo v bratislavskej galérii Enter
predstavila pocas festivalu Multiplace 2011 viacero
remakeov. Jednym z diel, vytvarenych Specialne pre
festival, bola Partitura mladeho ceského umelca Jana
Nalepu. Partitura je audiovizualna priestorova instalacia,
ktora recykluje diela autorov zaoberajucich sa alter-
nativnym grafickym zobrazenim hudobnej kompozi-
cie. Vybrane partitury su digitalizovang, v pocitacovom
programe prevadzané na zvuky, a nasledne su aj so
zvukmi komponovane v priestore galérie.

Several “remakes” were presented at the Enter Gallery
in Bratislava during the Multiplace Festival last year. One
of these works specially created for the festival was The
Score hy the young Czech artist Jan Nalepa. The Score
is an audio-visual spatial installation which recycles
those works of art that focus on alternative ways of
graphic depiction of musical compositions. Selected
scores are digitized and transformed into sounds by
a computer programme and subsequently composed
in a gallery space.

3/4 FeMake




UFJE] Ondi'ej Merta: Event Horizont
1P[H) Vaclav Pelousek: Drawing Machine — Stroj 02
Na vystave Multiplace Expo sa prezentovala aj brnianska

dvojica umelcov — Ondfej Merta a Vasek Pelousek, ten-
tokrat dvomi roznymi dielami. Tok dat zo stranky Multi-
place vizualizoval Pelouskov kresliaci stroj — Drawing
Machine — Stroj 02, ktory vzdaval hold Vaclavovi Jirovi
— jednému z priekopnikov ¢eskej kinetickej trashove;
plastiky. Mertova inStalacia Event Horizont bola uzavre-
tym video obvodom, zobrazenym na dvoch televizoroch,
ktoré odkazaovali na Nam June Paikave dielo TV Buddha
alebo na videa Jozefa Robakowskeéha.

Ondrej Merta and VaSek Pelousek, a Brno-based artist
duo, also presented two of their works at the Multiplace
exhibition. Pelousek visualized the Multiplace web data
flow through his custom-made drawing machine in
a project called Drawing Machine 02, a tribute to one of
the pioneers of Czech kinetic trash sculpting Vaclav Jira.
Merta’s installation Event Horizont was a closed video-
circuit displayed on two TV sets, which referenced Nam
June Paik’s piece TV Budha as well as the video-works
of the Palish artist Jozef Robakowski.

~|

66—

[E] pavid Strang,

Vincent Van Uffelen: Re-Paik Workshop

Dalsie dielo Nam June Paika — instalaciu Random Ac-
cess, spracovavali Ucastnici workshopu Re-Paik pod
vedenim umelcov Davida Stranga a Vincenta Van Uffe-
lena. Kilometre vypitvanych magnetofénovych pasok sa
stali novym materialom pre tvorbu inStalacii a zvuko-
vych masiniek. Siet pasov z kaziet nebaola, na rozdiel od
povodnej predlohy, nahodne prehravana len na zaklade
rozhodnutia divaka. Do vyslednej inStalacie a performan-
cie vstupovali aj celkom nove okolnosti a technoldgie.

Yet another work of Nam June Paik — an installation
called Random Access — was reconstructed at the Re-
Paik workshop under the tutelage of the artists David
Strang and Vincent Van Uffelen. Miles of strips from
eviscerated magnetic tapes were instantly transformed
into new material and used for installations and sonic
gadgets. Unlike the original artwork, the reconfigured
version was not played back at random solely based
upan the decision of the audience. Several new circum-
stances and technologies were at play in the resulting
installation and performance.



[ Paima, Drakh: Sykora Beat
Dal$im projektom, ktory reagoval na vyzvu organiza-

torov festivalu Multiplace, bola performancia dvajice
umelcov Palmy a Drakh-a. Palmou zostrojeny system,
ktorym pomocou hry na bicich ovlada videoprojekciu,
posluzil tentokrat na remake diela jedného z priekop-
nikov potitatového umenia v hyvalom Ceskoslovensku.
Abstraktng, pocitatovo generovaneé obrazove Struktury
Zdenka Sykaru, bali (re]Jgenerovane v podobe ziveho
vizualu, ktory doprevadzal sélo na hicie.

Another project to answer the Multiplace call was a per-
formance by two artists — Palma and Drakh. A system
constructed by Palma, which used drumming to control
the video projection, served as a tool to reconfigure
a piece by the Czechoslovak computer-art pioneer
Zdenek Sykora. His abstract, computer-generated vis-
ual structures were re-generated as live visuals ac-

companied by a drum solo.

3/4 FEMIKEe

15] Taé.ka

Skupina vizualnych umelcov Tac.ka z Bosny a Hercego-
viny, vyuziva k socialnej a institucionalnej kritike rézne
komunikacné technoldgie. K téme Remake pocas fes-
tivalu Multiplace prispeli aktivistickym ,This is not a re-
make / There are no Bosnian-Herzegovinian new-me-
dia art pioneers”.

The Bosnian visual caollective Tac.ka (BIH] employs vari-
ous communication technologies in their social and
institutional critique. They will contribute to this year’s
theme “Remake” with their activist work “This is Not
a Remake / There are No Bosnian-Herzegovinian New-
Media Art Pioneers”.

lutacka.com
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m Standuino workshop 4. 5. 2011, 4AM Media Lab,
Brno

Warkshop Standuino bol histaricky Uplne prvym zo série
warkshopov klonu popularneho Arduina, ktory je adap-
tovany na potreby a rozpocty (najméa Ceskych] ,bast-
litG“. Na workshope Ugastnici zostavili prvé Standuino
a naucili sa zaklady prace s touto platformou. Vysled-
kom bol jednoduchy, ale dobre znejtci zvukovy synte-
zator. Dnes uz ma Standuino i svojho pokracovatela
v podobe ,Digitalniho syna“, ktory bol v 4AM media labe
pokrsteny v januari 2012.

The Standuino workshop was the first in a series of work-
shops focused on the Arduino clone, which had been
adapted to the needs and budget of the (largely Czech)
DIY electronic enthusiasts. As a result, participants of
the workshop created the first prototype of Standuino,
a simple but solid synthesizer, and learned the ins and
outs of this platform. Standuino’s digital progeny was
launched in January 2012 at the 4AM Media Lab.

standuino.eu









[0 Oficialny text hovori Cosi takéto: Atrakt Art je
obcianske zdruzenie, ktore vzniklo v Bratislave v roku
2000. Odvtedy jeho ¢lenovia v spolupraci s mnohymi
dal§imi organizatormi pripravili a realizuju mnoZstvo
projektov, ktoré spéaja spolocna myslienka: vyhladavat
a predstavavat nové smery a originalne osobnosti su-
casnej kultlry, podporovat nove formy kreativity, ume-
nia a socialnych interakcii bez akychkolvek Zanrovych
¢i geografickych obmedzeni. Atrakt Art je vydavatelom
casopisu 3/4, ktory sa aka jediny Casopis na Slovensku
venuje novym mediam a technoldgiam v presahoch do
sucasneho umenia a kultury. 0d roku 2000 organizuje
medzinarodny festival su¢asnej hudby NEXT a spolu-
organizuje festival kultiry novych médii MULTIPLACE.
Okrem toho je Atrakt Art spoluzakladajicou organi-
zaciou A4 — asaociacie zdruzeni pre sucasnu kulturu,
prevadzkujlucou centrum sucasnej kultury A4 — nulty
priestor v centre Bratislavy (od r. 2004].

3/4 FEMIKEe

Officially, Atrakt Art (*2000] is an association for
contempaorary arts and culture based in Bratislava. The
publisher of 3/4 magazine, Atrakt Art label music runner,
organizer of Next music festival, co-organizer of Digi-
topia music sessions and Multiplace new media culture
festival and other projects dealing with art, techno-
logy, creativity, urban environment, Urban Re/Creation/
Citylab,Urban reset, etc. Co-founding body of cultural
centre A4 — Zero Space.

The mission of Atrakt Art is support and organi-
sation of innovative activities, fostering original crea-
tion and attractive presentation of up-to-date and
vital approaches in contemporary arts and culture, fo-
cusing on both local and international scenes. Atrakt
Art suppaorts creativity and connections among people
without any genre or geographical boundaries, includ-
ing development of infrastructural background and
educational activities.
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Medzi dalSie projekty zdruzenia patri koncert-
ny cyklus DIGITOPIA zamerany na elektronickd hudbu
(2002 - 2005), cyklus projektov o kulture, umeni a ur-
bannom priestore URBANNA RE/KREACIA — CITYLAB
(2004 - 2005]), URBAN REFORM (2009]) a URBAN RESET
(2010), publikacia knizky — alternativneho sprievodcu
Bratislavou BA! 0D UFA K UFU. Atrakt Art je tiez vydava-
telom nahravok experimentalnej hudby a prevadzkova-
telom webhovej databazy experimentalnych hudobnych
projektov KRAA.SK. V sucasnasti je hlavnym arganiza-
torom medzinarodného projektu REMAKE — Rethinking
Media Arts in K[C)allabaorative Environments.

Neoficialne je Atrakt Art Zivy organizmus, premen-
liva siet aktivistov i nezavislych pozorovatelov, ktori sa
rozhodli viac-menej vo volnom ¢ase profesionalne ex-
perimentovat na vy$Sie spominané témy. Laboratdrium
na napady a akcie, kde je kazdy z ¢lenov zaroven pokus-

[
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MNEXT 2008 //18-20/12/708
All - NULTY PRIESTOR/BA
Wi nextfestival sk

Part of our activities have been focusing on sound and
media art, especially on new performing possihilities.
Current projects include: publishing of 3/4 cultural
magazine, corunning an independent cultural centre
A4 — Zero Space, organisation of NEXT festival of con-
tempaorary music, DIGITOPIA performances and PLUG_IN
CAFE sound workshops, participation at the decentral-
ized MULTIPLCE festival, CD releases of contemporary
music, Urban Reset project [creative events about art

and public space]... and many more.

Unofficially, Atrakt Art is a living organism, fluc-
tuating network of activists and independent observ-
ers, who decided to professionally experiment with the
above mentioned topics, more-or-lessin their free time.
It is a laboratory for ideas and events, where each of
the members is a guinea pig and a half-mad scientist

at the same time. This UFO among the Slovak NGOs is



nym zvieratkam i poloSialenym vedcom. Toto ufo me- perceived by the local public on the scale going from

dzi zdruZeniami na Slovensku vnima lokalna verejnost [ “an intellectual bunch of pioneers” to “movers and shak-
!..

na skéle od ,intelektudlskej particky pionierov”, az po ers”. The assaociation is perhaps best described by the

~movers and shakers”, ¢ize hybatelov diania. Zdruzenie @l claim thatitisa “group of people”. It must be clear that
Atrakt Art is a good NGO also from the fact that, due to
genuine modesty, none of its members wanted to write

this text. So it had to write itself.

snad’ najviac vystihuje tvrdenie, Ze ide o tzv. ,skupinu |

[udi”. To, Ze je Atrakt Art skutotne dobré zdruzenie*,
musi byt jasné uz z toho, Ze i tento text nechcel vdaka
nefalSovanej skromnasti nikto z jeho ¢lenov napisat.
{ | A tak sa musel napisat sam. Atrakt Art members, workmates, friends: Slavo
Krekovi¢, Oliver Rehak, Barbora Sediva, Alexandra
Atrakt Art ¢lenovia, spolupracavnici, kamarati: Sla- Gojditova, Zuzana Duchova, Maria Lampertova, Dana
vo Krekovig, Oliver Rehak, Barbora Sediva, Alexandra Tomeckaova, Maria Riskova, Dusan Barok, Katarina Ga-
Gojdicova, Zuzana Duchova, Maria Lampertova, Dana tialova, Marek Kianicka, Ana Filip, Zuzana Husarova,
Tomeckova, Maria RisSkova, Dusan Barok, Katarina Gatia- l Tomas Kovacs, lvica Ondrusova, Peter Gonda, Branislav
lova, Marek Kianicka, Ana Filip, Zuzana Husarova, Tomas Matis, Katarina Balazikava, Kristian Luki¢, lvana Ma-
Kovacs, Ivica OndruSova, Peter Gonda, Branislav Matis, dariova, Magdaléna Kobzova, Tereza Rullerova, Marek
Katarina Balazikova, Kristian Lukic, lvana Madariova, Chmiel, Peter Homola, Pavlina Morhacova, Ladislav Mir-
Magdalena Kobzava, Tereza Rullerova, Marek Chmiel, vald, Miro Tath, A4 crew, Prokop Holoubek a Bumbum
Peter Homola, Pavlina Morhacova, Ladislav Mirvald, Miro Satori...

Toth, A4 crew, Prokop Holouhek a Bumbum Satori...

* moc sa mi tam nezda to "dobre zdruzenie”, to by som asi vyhadil...

3/4 FeMake






i

TEXT — RARITA ZBRANCA / TRANSLATED

[ Nadécia AltArt propaguje digitalnu kultdru a jej :
cielom je posilnit rumunsky kultirny sektor. Snazi sa :
vplyvat na spolocensky rozvoj prostrednictvom vysku- :
mu, diskusii, networkingu a aktivitami v lokalnej kul- |
turnej politike. AltArt je jednym zo zakladatelov Fabrica :
de Pensule Federation, nezavislého priestoru pre su- :
casne umenie, ktory vznikol v rumunskoam meste Kluz |
(Cluj-Napoca] v roku 2009 (www.fahricadepensule.ro] :
a taktiez asociacie Cluj-Napoca 2020: Eurdpske hlavné :
mesto kultury. Istvan Szakats, prezident nadacie je Cle- |
nom rady tejto asociacie. AltArt je jednym z budovatelov :
iniciativy Cluj 2020, zloZenej z intelektualov a expertov. :
[ Taktiez sa podiela na Usili skupiny A Soul for Eu- |
rope, Eurdopskej obtianskej snahy presadzujticej vyz- :
nam kultury pre rozvoj Eurépy (www.asoulforeurope.eu]. :
A Soul for Europe podporuje partnerstva medzi kultdr- |
nymi subjektmi a politicko-kultdrnou sférou. Zalozila :
pracovnu skupinu v Eurépskom parlamente a prvu Eu- :
|

répsku obchodno-kultdurnu platformu. Rarita Zbranca,
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KLUZ / CLUJ / RUMUNSKO / ROMANIA

BY — MAGDALENA KOBZOVA / WWW.ALTART.ORG

AltArt promotes digital culture and aims to
strengthen the Romanian cultural sector, contribut-
ing to pramoting the impact of culture on societal de-
velopment through research, debates, networking and
policy work.

AltArtis a founding member of Fabrica de Pensule
Federation (www.fabricadepensule.ro] — an independ-
ent collective art space contemporary arts in Cluj, Ro-
mania (2009], a founding member of the Cluj-Napoca
2020 European Capital of Culture Assaciation, Istvan
Szakats, the president of AltArt is member of the Board
of the association. AltArt is also one of the founders of
the Cluj 2020 Initiative, a group of Cluj based intellectu-
als and experts to provide expertise in the preparations
of the city of Cluj for the application to the European
Capital of Culture title (2010], and a member in the
initiative A Soul for Europe [www.asoulforeurope.eu] —
a European wide civic initiative advocating for the im-
portance of culture in European development. A Soul for



riaditelka AltArtu, je od roku 2006 ¢lenkou Strategickej
skupiny tejto iniciativy.

Projekty AltArtu pozostavaju z rozvoja interak-
tivnych platforiem a sérii podujati zmieSanej (realngj
a virtualnej] reality. Skimaju nové kultdrne dimenzie
prostrednictvom pouzitia internetu, novych technold-
gii, workshopoy, vystay, Ziveho umenia a podobne. Ak-
tivity Altartu su spaté s témami suvisiacimi s verejnym
priestorom, urbannou regeneraciou, identitou a saoci-
alnymi vazbami v digitalnom priestore.

AltArt neustale pracuje na podpaore urbanneho
rozvoja prostrednictvom interdisciplinarnych projek-
tav, verejnych diskusii a aktivit v oblasti lokalnej politi-
ky. Nasa organizacia prispela k rozvoju kultirnej stra-
tégie mesta Kluz a k rozlicnym obcianskym projektom
v Rumunsku so zameranim na rozvoj kultdrnej palitiky.
V roku 2010, po dlhom obdobi nedostatocnej spolu-
prace medzi kultdrnymi mimovladnymi organizaciami
a lokalnymi tradmi v Kluzi, sme iniciovali sériu projek-

Europe promotes partnership among cultural operators
and the political and business sphere. It established
aworking group in the European Parliament and the first
European Business-Culture Platform. Rarita Zbranca,
the director of AltArt, is member of the Strategy Group
of the initiative [2006]

AltArt projects involve the development of interac-
tive platforms, a series of mixed reality events exploring
new cultural dimensions through the use of the Internet
and new technologies, workshops, exhibitions, live art
events etc. AltArt projects deal with topics related to
public space, urban regeneration, identity and social
relations in digital space.

AltArt has consistently worked to support urban
development through interdisciplinary projects, public
debates and policy work. AltArt contributed to the de-
velopment of the cultural strategy of the city of Clujand
to various initiatives of the civil society in Romania to
improve cultural policies. In 2010, after a long history



tov spoluprace s magistratom v Kluzi. AltArt prispel
tiez k planu mestskeho rozvoja [City Brand Develop-
ment Plan] a planu rozvoja mesta Kluz [Cluj Urbanism
Master Plan]. Koordinoval diskusie na tému ucha-
dzania sa mesta Kluz o titul Eurépske hlavné mesto
kultury 2020 a patrocny projekt revitalizacie verejné-
ho priestoru prostrednictvom kultdrnych nastrojov.
Prvym podujatim vramci tohto dlhodobého projektu je

Viditelne mesto. Umenie vo verejnom priestore (The

Visible City. Art in Public Space]. Umelci v iom bali po-
zvani, aby navrhli si¢asné umeleckeé diela, ktaré by mali
byt vystavené vo verejnom priestore — na hillboar-
doch, mestskych obrazovkach a vo vykladoch. Priebez-
ne sa tiez kanaju verejne debaty o urbannych témach
s umelcami, verejnymi institlciami a verejnostou.

Dal$ie relevantné podujatia, organizované AltAr-
tom su: Future Forecast — reflexia sutasneha urbanne-
ho zivota umelcami a vedcami, verejné umenie; Forum
Cluj. Kultura a urbanny rozvaj (Forum Cluj. Culture and
Urban Development.] — kanferencia o Ulohe kultdry pri
podnecovani procesov urbannehao rozvoja; E-Tribal Art —
umeleckeé intervencie v texture elektronickych kmenov;
Bare Share — analyza kultury zdielania v Rumunsku;
Terra Incognita — séria interaktivnych podujati, sku-
majucich prieniky réznych realit, spracovava aktualne
sacialne, kultdurne a paolitické temy.
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of lack of cooperation between the cultural NGOs and
the local authaorities in Cluj, AltArt has initiated a series
of cooperation projects with the Municipality of Cluj, in-
cluding contribution to the City Brand Development Plan,
contribution to Cluj Urbanism Master Plan, coordination
of debates related to city’s application for the title of
Eropean Capital of Culture 2020, and a 5 year project
on revitalizing public space by means of culture. A first
projectin this long-term project is “The Visible City. Art
in Public Space”, where artists are invited to propose
contempaorary artworks to be exhibited in public space
on hillboards, urban screens and shop windows, and
public debates on the urban issues with artists, public
institutions and public are organised. Other relevant
projects: Future Forecast — refection on urban con-
temporary life by artists and scientists, public art; Fo-
rum Cluj. Culture and Urban Development — conference
on the role of culture in catalyzing urban development
processes; E-Tribal Art — artistic interventions in the
texture of electronic tribes, Bare Share — analysis of
the culture of sharing in Romania, Terra Incognita —
a series of interactive mixed reality exploring events,
tackling social, cultural and palitical issues at stake, a.o.

SAMPLES / www.urbansamples.ro

SAMPLES is a multi-disciplinary project, a lab
space in which artists from the dance field, electronic
music and media art are involved in a common creative
effort to deliver a contemporary dance production in
the urban space. The project reflects themes that are
relevant to the contemporary urban space and its so-
cial mix. The process of “modelling” the urban context
starts from the small daily rituals of the individual and
goes all the way to group behavioral patterns that are
recurrent in the social life of the city.

Performances integrate sound, image and move-
ment, involving direct and immediate participation from
the audiences.

The project was initiated in 2008 by AltArt Founda-
tion Romania and was further developed in 2010 as part
of an European tour including cities of Istanbul, Pecs,
and Sofia.



SAMPLES / www.urbansamples.ro

[ Sample je multi-disciplinarny projekt, laborato-
rium, do ktorého su zapojeni umelci venujtci sa tancu,
elektronickej hudbe a medialnemu umeniu. Spolocne
sa snazia zasadit su¢asnu tane¢nu produkciu do ur-
banneho priestoru. Cielom je reflektovat témy, ktoré
sl relevantné pre sticasny urbanny priestor a miesanie
spolocenskych vrstiev. Proces ,,modelovania” urban-
neho kontextu zacina pri drobnych dennych ritualoch
jednotlivca a pokracuje az k skupinovym vzorom spra-
vania. Tie sa opakovane vyskytuju v spolo¢enskom zivo-
te mesta. Predstavenia su postavené na zvuku, obraze
a pohybe. Vyzaduju priamu a okamzitd ucast divakov.
Projekt existuje od roku 2008, kedy ho nadacia AltArt
rozbehla. V roku 2010 rastol dalej ako sucast eurdp-
skeho turné po mestach Istanbul, Pécs a Sofia. Prve
predstavenia sa kanali v Kluzi v roku 2008, v sused-
stve Stvrte Manastur, nasledne v jednom z mestskych
obchodnych centier. V roku 2010 bolo predstavenie
uvedene v Kadirga Park v Istanbule (14. 9. 2010] a na
hlavnej vlakavej stanici v Sofii (3. 11. 2010]. V Turecku
bolo predstavenie stcastou programu Istanbul 2010:
Eurdpske hlavné mestao kultury.

THE VISIBLE CITY / www.altart.org/orasulvizihil

[0, Orasul Vizibil/Viditelné mesto” je verejnym ume-
leckym projektom vytvarenym na objednavku, ktory Alt
Art odStartovala v roku 2010, v spolupraci s Magistra-
tom Kluz-Napoca. Sucastou koncepcie je verejna vyzva,
vyber a vystava diel suCasného umenia na verejnych
hillboardoch a v poulicnych vykladoch v Kluzi. Cielom
je vytvarit kulturny program, ktory bude smerovat
k tvareniu dynamického verejného priestoru a zaroven
v obyvateloch mesta posilni ich zodpovednost k verej-
nému priestoru. V roku 2010 bolo vyhlasena téma vyzvy:
Reappropriate (znovu osvojenie].

[T Aktivity AltArtu su realizované s podporou Europe-
an Union [Culture 2000, Lifelong Learning, Phare], Eu-
ropean Cultural Foundation, Romanian National Cultural
Fund, Romanian Ministry of Culture, Romanian Cultural
Institute, Pro Helvetia, Goethe Institute, British Council
a dalsich institucil.

The first performances took place in Cluj, in 2008
in the neighourhood of Manastur and later in one of the
city’s shopping malls. In 2010, the show was presented
in Kadirga Park in Istanbul [14 September] and in the
Central Railway Station in Sofia (3 November]. In Turkey,
the performance was included in the programme of the
Istanbul 2010 European Capital of Culture.

THE VISIBLE CITY / www.altart.org/orasulvizihil

“Orasul Vizihil/The Visible City” is a public art com-
mission project is initiated in 2010 by AltArt, in part-
nership with the Cluj-Napoca Municipality. The project
involves a public call, selection and display of contem-
porary artworks on public billboards and shop windows
in the city of Cluj.

The project aims to generate a cultural pro-
gramme that will build up to a dynamic public space,
as well as increased ownership of public spaces by city
inhabitants.

The theme of the 2010 call for works was Reapro-
priate. The project organised a public call and ensured
the production and installation in public space of con-
temporary artwaorks.

AltArt projects have been supported by: Europe-
an Union (Culture 2000, Lifelong Learning, Phare], Eu-
ropean Cultural Foundation, Romanian National Cul-
tural Fund, Romanian Ministry of Culture, Romanian
Cultural Institute, Pro Helvetia, Goethe Institute, Brit-
ish Council a.o.
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NANTES / FRANCUZSKO / FRANCE

TEXT —— CATHERINE LENOBLE / TRANSLATED BY —— MAGDALENA KOBZOVA

WWW.PINGBASE.NET

Geekovia vedia, ¢o znamena ping. Tento prikaz sa bezne pouziva na vyjadrenie prenosu signalu, ktory ma lokalizovat

siet alebo overit dostupnost sietového zariadenia v sieti vyuzivajucej IP protokal... Ale Co ostatni? A kto vlastne

vie, Co je to PING?

PiNG je neziskové zdruZenie sidliace v Nantes, }
ktoré posobi na poli digitalnej kultury od roku 2004. |
PiNG podporuje a iniciuje miestne i medzinarodné pro- }
jekty, ktoré umoznuju jeho ¢lenom vyvijat (nové) sp6- }
soby kooperacie a spracovania obsahu, v spolupraci |
so socialnymi a kulturnymi organizaciami, umelcami, }
Skaolami, kalaborativnymi a verejnymi instittciami. \

Pravdupovediac, nikdy nebolo jednoduché popi- }
sat PiNG, to ¢o kazdodenne robime, pretoze kazdy den }
nam priebeh naSej prace otvara nove perspektivy, vy- |
tvara nove vetvenia, ale tiez podu pre blaznivé napady }
a nove spoluprace. A tak sa lahko stane, ze sucasne }
pracujeme v jednej Stvrti v Nantes, spolupracujeme so |
Spanielskou sietou partnerskych organizacii i s novym }
partnerom v Afrike. MoZno nie je az tak délezité, ¢o ro- |

\
bime — to sa viac-menej podoba akejkolvek inej orga- |

\
i i ) ] \
kurzy, vzdelavacie programy na mieru, rezidencie, ve- |

nizacii fungujucej ako lab: robime otvorené warkshaopy,
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PiNG is a non-profit organization based in Nantes
and active in the field of digital cultures since 2004.
PiNG supports and initiates, from local to international,
projects that allow its members to develop [new) ways
of collaborating and processing contents, together with
sacial and cultural organizations, artists, schoals, co-
operative, public institutions.

Honestly, it has never been an easy task to de-
scribe PiNG — what we do daily — as every single day
our workflow opens potentially new perspectives, cre-
ating as many ramifications as grounds for crazy ideas
and new cooperations. And that's how it drives us easily
to work simultaneously in a neighborhood of Nantes,
with a spanish network of peer-organizations and with
a new caollaborator in Africa. Maybe what we do is not
that important — it is almost similar to any lab-like
organization: we propose open workshaops, courses, ed-
ucational programs-on-demand, residencies, public



Geeks would know what a ping is, the term is commaonly used to describe the transmission of any signal to locate

the network or to test the reachability of a host on an IP (Internet Protocol] network... but what about the others?

And hy the way, who knows what PiNG is?

rejné akcie a podobne. AvSak to, ako to robime, ako
denne vytvarame a zdielame veci, je nieco, ¢o dava
zmysel vo vnutri nasho zdruzenia aj mimo neho.

PiNG je sam o sebe svojou povahou kolaborativ-
ny. Je to tim zlozeny zo 6 ¢lenov, ktori pracuju na plny
uvazok, pricom kazdy ma na starosti urcite aktivity
a zaroven je zodpaovedny za celok. V désledku toho travi-
me celé hodiny diskutovanim, vytvaranim a obhajovanim
rozlicnych programav, s ktorymi chceme experimento-
vat a ktoré chceme podporovat. Taktiez musime riesit
finantné zdroje, ktoré k tomu potrebujeme, to ako to
celé vyjednat, postavit a zaroven zachaovat otvorenost
myslenia, procesu i obsahu.

V praxi je to efektivne, pretoZze myslime kolabo-
rativne a kazdy krok robime s ostatnymi alebo vdaka
online komunite. Inak povedang, snazime sa nechat
otvorene dvere. Prizvat nasu kamunitu alebo ludi, kto-
rych stretneme po ceste, aby sa pridali k nasej innosti.

20— 2%

events, etc — but it is how we do, make and share daily,
that produces sense inside and outside the organization.

The nature of PiNG in itself is collaborative. From
inside, PING is a team composed of 6 members work-
ing full-time, every one being both in charge of specific
activities and in charge of the whole. Consequently we
spend terrible hours to discuss, to build and to validate
the different programs we want to experiment with or
support, the budget it requires and how to argue and
set it up, the openness of ideas, process and contents.
Thisis effective in practice cause we think callaborative
a collaborative way and every step is made with others
or possible thanks to an on-line community. In other
words, we keep the door open to invite our community
or people we meet on the way to join our activities, we
work with free software and produce contents under
free licences, and we also challenge ourselves to present
and share our experiences in differents contexts, new



Pracujeme so slobodnym softvérom, obsah vytvarame

pod otvorenymi licenciami a snazime sa prezentovat
a zdielat naSe skusenosti v réznych kontextoch, na
novych miestach alebo necakanych Gzemiach. Niekto

by mozno povedal, Ze to ma svoje obmedzenia, a urci-

te tomu tak je. Citime vSak, Ze takto menime sacialnu
dynamiku v okali, verejnu politiku, kultirnu ekonédmiu
a spOsoby vytvarania a zdielania vedomosti.

TakZe ¢o robime konkrétne? Tu je neuplna pre-

hliadka nasho labu v roku 2011: spustenie obcianskeho
FablLabu a animacia ,bootcamp” workshopu, kde sa
stretlo viac ako dvadsat tvarcov z celého Francuzska,
aby sa naucili, ako si vyrobit vlastné digitalne pristroje
(3D tlaciaren a CNC frézu], experimenty so spalupracou
s miestnym muzeom umenia [Musée des Beaux-Arts

de Nantes] a miestnymi umelcami (mapovacia prezen-

tacia, zariadenie pre rozsirenu realitu pre sprievodcov
a navstevnikov], redakéna koaordinacia dvajjazycneho
casopisu [Mapping Media Labs in Europe), kuratoravanie
vystavy prezentujucej diela spoluvytvorene umelcami
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locations or unexpected territories... One would say it
hasits limits and it has for sure, but that’s also how we
feel we change social dynamics on a territary, public
policies and cultural economy and, ways of producing
and sharing knowledge.

So what we do concretely? Here is a non-exhaus-
tive 2011 tour of our lah : launching a citizen FabLab and
animation of a “bootcamp” workshop gathering maore
than 20 makers from France to learn haw to build their
digital machines (3D printer and CNC milling machine],
experiments in collaboration with the Fine Art Muse-
um of Nantes and local artists (mapping performance,
augmented reality device for mediators and visitors],
editarial coordination of a hilingual magazine [“Map-
ping Media Labs in Europe”), curation of an exhihition
presenting artworks co-created by artists and seniors
after a year of montly workshops and residencies, co-
ordination of a 3 days international LABtoLAB meeting
hosting 120 guests from media labs in partnership with
local assaciations and institutions, yearly training pro-
gram for 8 young people to initiate a webradio platform
foryouth, etc; we also had a super christmas meal with
the organizations we share our premises with.

Too good to be true? Well, these are “visible” ex-
amples but we (with others] also sign petitions and
write letters... The LABtoLAB expression of concern re-
garding ACTA agreement we wrate beginning of 2011 is
quoted several timesin a study for the european greens
on the compatibility of ACTA with human rights. Here
is the quote: “the global flow of information [will be
restricted] by regulating, and potentially criminalizing,
the next generation of innovative network technologies”
and especially new, collaborative online research activi-
ties, such as LABtoLAB and Wikipedia“. Peter Westen-
berg, an active member of the LABtoLAB meetings, said
“although it seems funny to be jammed in the same jar
as wikipedia and be labelled ‘online research activity’, it
is nice to know that our waork didn’t go unnoticed”. And

\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
\
I this would be valid for the rest, we hope.
\

\

\

\

\



a seniormi po roku mesacnych dielni a rezidencii, koor-
dinacia medzinarodného 3-dnoveho stretnutia LABto-
LAB, na ktorom sa stretlo 120 hosti z medialnych laboy,
v spolupraci s miestnymi asociaciami a institdciami,
rocny kurz pre 8 mladych Iudi s cielom iniciovat weboveé
radio pre mladych atd. Tiez sme mali skveld vianognu
veceru s organizaciami, s ktorymi sa delime o priestory.
Je to prilis dobre na to, aby to bola pravda? No,
toto su ,viditelné” priklady, ale tiez [spolu s dal&imi)
podpisujeme peticie a piSeme listy. Na zacCiatku roku |
2011 sme v ramci LABtoLAB vyjadrili znepokajenie nad
zmluvou ACTA. Toto vyhlasenie bolo niekolkokrat citova-
né v §tudii pre Zelenych — Eurépsku slobodnd alianciu |
0 kompatibilite ACTA s ludskymi pravami. Tu je citat: '
,Globalny tok informacii [bude abmedzeny] regulovanim T
a moznym kriminalizavanim novej generacie inovativ- |
nych sietovych technaolagii a ohzvlast novych kolabora-
tivnych online vyskumnych aktivit, ako napriklad LAB-
toLAB a Wikipedia.” Peter Westenberg, aktivny u¢astnik
stretnuti LABtoLAB hovori: ,Aj ked je to zvlaétne byt §
hodeny do jedného vreca s wikipédiou a oznateny ako
,online vyskumna aktivita’ je prijemne vediet, Ze nasa
praca neostala bez povsimnutia.” Dufame, Ze to plati
aj pre nade ostatne aktivity.
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1 Refais-le toi-méme!
2 ReCYSP1, un remake 'ouvert' de CYSP1, 1ére sculpture cybernétique autonome, de Nicolas Schoffer
3 parjulien Bellanger, Guillaume Brunet, Cédric Doutriaux, Catherine Lenable
4
5
6 guillaume : Intention: Disposition d'esprit, mouvement intérieur par lequel une personne se propose, plus
7 ou moins consciemment... d'atteindre ou d'essayer d'atteindre un but déterminé... Avons, avions nous
8 I'intention de faire de I'art ? De créer de fabriguer concevoir un objet esthétique ? Je crois tout d'abord qu'on
3 avait l'idée de faire quelgue chose ensemble...
10 ced: exemple de code arduino pour tester un moteur pas a pas (pour comprendres les limites de
i vitesses de step)
12 void loop() {int i, j; for (i=1000; i>=200; i-=100) { Serial.print("Speed: "); Serial.printin(i); for (j=0; j<2000;
13 j++) [ digitalWrite(stepPin, HIGH); delayMicroseconds(i); digitalWrite(stepPin, LOW); delayMicroseconds(i);
14 } delay(500); digitalWrite(dirPin, !digitalRead(dirPin)); for (j=0; j<2000; j++) { digitalWrite(stepPin,
15 HIGH); delayMicroseconds(i); digitalWrite(stepPin, LOW); delayMicroseconds(i); } delay(1000); Serial.
16 printIn("Switching directions."); digitalWrite(dirPin, !digitalRead(dirPin)); } }
17 cath: réflexion sur I'environnement collaboratif que nous avons mis en place (délocalisé dans une friche,
18 matériel de récup, équipe flexible, activités des 4 jeudis, ...) et la réalité = les contraintes (temps,
19 technigue, animation collective) : nous n'avons pas une création ré-interprétée finie a I'issue du workshop
20 mais plut6t une création qui interroge une démarche de production collaborative () une réflexion sur la
21 fabrication/production d'une sculpture robotique au XXIé siécle () la question de la documentation du point
22 de vue de la conservation et de la monstration...
23 Jul: Le sair : discussion avec JN MONTAGNE
24 le socle se déplagait au sol grace a 4 capteurs de luminosité qui différenciaient un sol noir d'un sol blanc.
25 [l faut faire un parcours en noir au sol, 1M de large ou plus, et cysp se promeéne tout seul dessus, sur
26 le principe des jouets robots qui font un quart de tour et repartent dans une autre direction lorsqu'ils
27 rencontrent un mur.
28
29 [22:27:48 CEST] julienBELLANGER: ok
30 [22:28:00 CEST] julienBELLANGER: Ia kinect fera ¢a en fonction des gens ?
31 [22:28:34 CEST] julienBELLANGER invité cedric.doutriaux
32
33 [22:29:44 CEST] Jean-Noél Montagné: Note bien tout ce que je dis, c'est historigue... ;-) :
34
35 ced: j'ai modélisé une premiére version de la couronne de transmission pour relier les moteurs aux roues...
36 caroule!
37 cath: sur la démarche collaborative... chacun peut raconter les ‘rencontres' : communauté des open
38 ateliers / les 'héritiers' de schoffer / les acteurs du quartier de la création / les danseurs / les visites
39 pédagogiques...
40 Jul': plus le temps de PADer, il faut visser, souder, poluluser...
41 guillaume : ca va étre bien quand ca va bouger dans la nuit...
42
43
44 Cut-up depuis un carnet de bord collectif en ligne : http://framapad.org/remake
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Remalke It Yourself !
ReCYSP1, an open remake of CYSP1, Schéffer's first autonomous cybernetic sculpture
by Julien Bellanger, Guillaume Brunet, Cédric Doutriaux, Catherine Lenoble

void loop() {int i, j; for (i=1000; i>=200; i-=100) { Serial.print("Speed: "); Serial.println(i); for (j=0; j<2000;
j++) { digitalWrite(stepPin, HIGH); delayMicroseconds(i); digitalWrite(stepPin, LOW);
delayMicroseconds(i); } delay(500); digitalWrite(dirPin, !digitalRead(dirPin)); for (j=0; j<2000; j++)

{ digitalWrite(stepPin, HIGH); delayMicroseconds(i); digitalWrite(stepPin, LOW); delayMicroseconds(i); }
delay(1000); Serial.printIn("Switching directions."); digitalWrite(dirPin, !digitalRead(dirPin)); } }

—

22:27:48 CEST] julienBELLANGER: ok
22:28:00 CEST] julienBELLANGER: kinect could do that according to the people ?

—

—

22:28:34 CEST] julienBELLANGER invites cedric.doutriaux

—

22:29:44 CEST] Jean-Noél Montagné: Note everything | tell you, that's historical... ;-) :
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WWW.LOSTHORSE.IS

[0 Galéria The Lost Horse gallery bola otvorena
27. augusta 2007. Zacala ako experiment, ktorého cie-
[om bolo podporovat lokalnych umelcav a ich iniciativy.
Rychlo sa stala miestom aktivne vyuzivanym domacimi
i medzinarodnymi umelcami. Galéria zacinala vo velkej,
125 rokov starej budove v centre Rejkjaviku. Jej meno
pochadza spred osemdesiatich rokov, kedy bola budova
vyuzivana ako stajne pre stratené kone. Od roku 2008 je
galéria ,Strateny kon“ online, zacala sa zaoberat archi-
vaciou vystav a akcii, a stala sa znamejsou v zahranici.
V roku 2009 bola ndtené prestahovat sa, kedze Island
rok predtym zasiahla finan¢na kriza a budova zmenila
svojho majitela.

[0 V tom istom Case, na zaciatku roku 20089, si za-
¢inala budovat silnejsiu siet podpory, prostrednictvam
réznych medzinarodnych iniciativ a vystav. Galéria za-
cala dva vacsie projekty. Prvy v spolupraci s americkou
ambasadou, ktory vystavoval zatinajlcich americkych
autorav a druhy, sponzorovany grantom Nordic Hou-
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The Lost Horse gallery was opened on the 27th of
august in 2007. The gallery began as an experiment in
developing an exhibition space that would cater to local
artists and their initiatives. It quickly became an active
venue that Local and International artists utilized. The
gallery started in a large 125 year old building in the
Reykjavik city center which had, 80 years earlier, been
used as the local stable for lost horses, hence the name.
In early 2008 Lost Horse went anline and an archive of
the artists exhibitions and gallery initiatives began. It
was then that the gallery started to become more vis-
ible internationally. As Iceland was hit by the financial
crisis in late 2008 the building changed ownership and
was taken over by the banks, the gallery was forced to
move in June 2008.

At the same time in early 2009 the gallery started
to build a stronger network of support through a couple
different exhihition initiatives. Lost Horse Gallery began
two projects, one with the U.S. Embassy in Reykjavik,



se a Kulture Kontact Norden, v ktarom iSlo o podporu

severskych umelcov v ramci festivalu Sequences Art
Festival, v oktdhri 2009. Vdaka podpore z tychto zdro-
jov sa podarilo urobit niekolko Uspesnych vystav. Pre-
hlbovanim finanénej krizy na Islande bolo ¢oraz tazsie
ziskat lokalnu podporu pre galerijné projekty. Rozhodol
som sa sustredit na vlastnu pracu, projekty a rezidencie
v zahranici. Finan¢na nudza na Islande ma prindtila vydat
sa aj komercnejsim smerom a v rokoch 2009 az 2011
som zrealizoval niekalko vystav malieb v Mestskej ga-
lerii v Rejkjaviku. Predaj a klientela, ktorti sa mi cez tieto
vystavy podarilo ziskat, predstavovali moje prostriedky
na cestovanie, netwarking a znovuotvorenie galérie Lost
Horse Gallery, ktoré sa uskutocnilo v lete 2010. Galéria
sa transformovala do stcasnej podoby ako Lost Hor-
se Ehf — do spolocnosti, ktora sa zaobera umeleckou
produkciou, tvorbou a dizajnom, so sidlom v Rejkjaviku.

V tomto obdohbi sa galéria pripojila k projek-
tu REMAKE a k dal$im iniciativam na Cypre, Ukrajine

exhibiting emerging American artists, and the other
a co-sponsored collaboration grant with the Nordic
House in Reykjavik and Kulture Kontact Norden, exhibit-
ing a group of nordic artists at the Sequences Art festi-
val in October 2009. A successful series of exhibitions
were produced thanks to support of these grants. As
the financial crisis became mare stifling in Iceland, local
support for the gallery projects became much harder to
attain and | decided to develop my own work and focus
on various praoject initiatives, applications for residen-
cies and exhibitions abroad. The financial tightening in
Iceland forced my work to develop commercially and
I was producing my own painting exhibitions at the Rey-
kjavik Art Gallery from late 2009 through 2011. The sales
and clientele | was ahle to develop through these solo
shows of my work developed funds for travel, networking
and the reopening of Lost Harse Gallery in the summer of
2010. In the summer of 2010 Lost Horse Gallery trans-
formed into its current incarnation as Lost Horse Ehf,



a v Palsku. Leto 2010 som stravil na cestach po Ukra-
jine a Polsku, so snahou rozbhehnut projekt umelecke;
vymeny a zalozit rozhlasovul stanicu o si¢asnom ukra-
jinskam umeni v New Yorku. Projekt radia ostal nerea-
lizovany a mnohé ziadosti o podporu holi zamietnuté.
V rokoch 2010 a 2011 baolo velmi tazkeé ziskat sponzo-
rov. Napriek tomu sa mi s malou Giastkou z predaja diel
a sponzarskych prispevkay, podarilo vystavovat na fes-
tivale Media Depot Festival v Ukrajine a Europes Culture

An art production, fabrication and design company
based in Reykjavik. At this time Lost Horse Gallery be-
gan working in the Remake Program as well as three
other initiatives based in Cyprus, Ukraine and Paoland.
The summer of 2010 was spent traveling Ukraine and
Poland trying to develop an Art exchange Project and
researching for a possible radio program on contem-
porary Ukrainian Art for a start up Ukrainian Language
radio station in New York. Ultimately the Radio station

Festival v Barcelone. Podarilo sa tiez ziskat podporu
na Cypre, v ramci projektu Cyprislandia v Nikazii, vda-
ka miestnemu Ministerstvu kultury. Tieto aktivity bali
sponzarované predovSetkym partnermi zapojenymi do
kolabaorativnych projektov, bez ich podpory by sa prav-
depodobne nikdy nezrealizovali. Mnohé dalSie projek-
ty padli z dévodu Uplneho nedostatku prostriedkov zo
strany Islandskych institdcii a donaorov.

V septembri 2011 sa podarilo v spolupraci s Wiz-
Art z Lvava zorganizovat festival Ukrajinskych kratkych
filmov v Rejkjaviku. V oktobri zas druhy diel Cyprislandie,
vystavy sucasneho umenia v Mestskej galérii v spolu-
praci so Stoa Aeschylou Arcade Gallery z Nikdzie.

Momentalne pracuje galéria Lost Horse Ehf na
printovych objektoch a planujeme dve vystavy s vybra-
nymi partnermi — prva z nich bude velkd komercna
vystava islandskych maliarov, spoluorganizovana lon-
dynskou pravnickou firmou BBA, sidliacou v Rejkjaviku,
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was put on hold and many applications for support went
unanswered. It became increasingly hard to develop any
support during 2010 and 2011 but with the little funds
generated from art sales and small sponsorships | was
able to exhibit my works and present the gallery projects
in Ukraine at the Media Depot Festival in August 2010,
at the Europes Culture Festival in Barcelona in October
2010 sponsored by the Raman Llull Institute and Cypris-
landia in Nicosia, Cyprus, in February 2011, sponsored by
the Ministry of Culture and Education of Cyprus. These
initiatives where mostly sponsored by the collaborating
partners and would not have been passible without there
support. There were many other opportunities that had
to be let go due to a complete lack of local travel support
for the artists in Iceland in the particularly dry and brit-
tle economic environment. Companies and institutions
simply were unahle to fulfill any support requests. Even
though the financial difficulties persisted part of the



ktora bude tiez instalovana v Londyne. Druhd vystavu
pripravujeme s cyperskymi partnermi Stoa Aeschylou
Arcade. Pracujem tiez na malbach a sochach pre moju
solovy vystavu v lete 2013, ktord sa méa uskutocnit
v muzeu Newport Art Museum, Rhode Island, v USA. Dal-
Sie projekty zatial ¢akaju na schvélenie.

Galéria Lost Horse zatala ako experiment s bu-
dovanim vystavného priestoru, so snahou vybudovat

velku siet spolupracovnikav a vytvarit tym priestor na

medzinarodnu vymenu v ramci roznych projektov a vy-
stav. Viaceri umelci sa vdaka tomu zu€astnili na vysta-
vach a programoch v zahranici. Galéria presiahla svoju
lokalnu Uroven a podarilo sa jej zapojit do mnoZstva
zaujimavych projektov. Budlcnost galérie je neista, ale
po ekanomickej stranke nastava rozvoj a moznao vznikne
aj nova galéria. Kde? Ktovie.

THE LOST HORSE GALLERY POCAS SVOJEJ EXISTENCIE
SIDLILA NA TYCHTO MIESTACH:;

@ SKOLASTRAETI 1B, AUGUST 2007 — JUN 2008.

@ VITASTIGUR 9A, OFF LAUGURVEGUR.

AUGUST 2009 — FEBRUAR 2010.

@ HVERFISGATA 71, SEPTEMBER 2010 — SEPTEMBER 2011

/
-
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Ukrainian initiative was completed in September with
a Ukrainian Short Film Festival in Reykjavik produced
by Lost Horse and Wiz-Art of Lviv, Ukraine. In October
2011 the second stage of Cyprislandia completed with
Lost Horse Gallery and Stoa Aeschylou Arcade Gallery
from Nicasia exhibiting contemporary emerging Cypriot
Artists at the Reykjavik Art Gallery.

At the present time Lost Horse Ehf is developing
an edition of sculptural print works to be published by
years end. Two Exhibitions are in planning stages and
collaborating partners have been established. A large
commercial exhihition co-organized with the Reykja-
vik / London based Law Firm BBA Legal is to exhibit
a group of Contemporary Icelandic Painters at the
Eversheds Law Firmin London and continuing to a Lon-
don based Gallery. The second Exhibition is in devel-
opment with Cypriot partners Stoa Aeschylou Arcade.
I am currently developing painting and sculpture works
for a large solo Exhihition in the spring of 2013 at the
Newport Art Museum in Rhode Island, USA. Dependent
on the success of current application requests more
projects may materialize.

Lost Horse started as an experiment in building
an exhibition space, trying to develop a larger netwark
of callaborators and to initiate international exchange
projects and exhibitions. Ultimately the experiment was
a success as it fostered an exposure of associated art-
ists resulting in participation in various exhibitions and
programs abroad. Lost Horse did run outside of its Rey-
kjavik local and developed some interesting experiences.
The Future is uncertain for Lost Horse Gallery but there
is the business side developing and a new gallery will
be found in the near future. Where? Who Knows!

THE LOST HORSE GALLERY WAS OPENED IN AUGUST 2007

@ SKOLASTRAETI 1B, AUGUST 2007 TO JUNE 2008.

@ VITASTIGUR 9A, OFF LAUGURVEGUR.

AUGUST 2009 TO FEBRUARY 2010.

@ HVERFISGATA 71, SEPTEMBER 2010 TO SEPTEMBER 2011
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[ DOm umeéni mésta Brna vyzivuje a zaroven spaluje
prosta skutecnost, se kterou je tato instituce spojena:
historie tohoto domu za¢ina uZ v roce 1911. Existenci
Domu umeéni je mozné ramovat na pozadi historickych
udalosti, které mély vliv nejen na podobu a funkci této
instituce ale na cely stfedoevropsky prostor. Divat se
na jeho stoletou historii je pouénym exkurzem o pro-
mene role zprostfedkovatele umeéni a zaroven sledem
postupného rozvolnéni spolecenského zadani pro in-
stituci, ktera se prezentaci soutasného umeni zabyva.
fungoval jako ,kulturni hot spot” a v kazdé své etapé
byl zaméfen na zprostfedkovavani aktualnich umeélec-
kych forem, ale zaroven v kazdé ze svych etap byl k této
obecné a bohulibé roli pfidan motiv, ktery mél praktic-
ky zéklad a diky némuz celé své stoleti pretrval. Dim
umeni byl budovan jako DGm umélct tvofil zazemi pro
Moravsky umelecky spolek, ktery sdruzoval nemecky
mluvici umélce. DGm umélcl byl strategickou kulturni
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The Brno House of Arts is nourished and, at the
same time, burdened by one simple fact: the history
of this House goes back to 1911. The existence of the
House of Arts can be seen against the background of
the historical events that influenced not only the form
and function of this institution, but the whole Central
European area. To look at its hundred years of history
is an enlightening excursion to the development of the
role of a mediator of art and permits to observe gradu-
al loosening up of the public assignment for an institu-
tion, which is devoted to the presentation of contem-
porary art.

The House of Arts, in all its past and present forms,
has been acting as a “cultural hot spot” and was, in all of
its stages, dedicated to presenting up-to-date art forms.
At the same time, in all of its stages, there had been an
additional motive to this general and honorable function,
a motive, which is practical in its nature and thanks to
which the house has lasted over its hundred years.

-000
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infrastrukturou, jejimz prostiednictvim bylo mozné ko-
munikovat mezi umeélci sdruzenymi uvniti spolku a Siro-
kou verejnosti. Vedle ochoty sdilet vzletne ideje o krase,
umeni a mimofadnem postaveni umeélce ve spolecnosti,
byl maotivem jeho existence predpoklad, Ze spolek je plat-
forma, ktera umoznuje setkani tviirce a potencionalniho
odhératele jeho dél. Etos uméni jako kultivatora moderni
spolecnosti, ktera touzii po jiné zakotvenaosti nez te, jez
je dana ekanomickymi a vyrobnimi prostredky a jejich
vztahy, se zde snoubi s vSednodenni realitou umélce,
ktery se snazi do ekanomickych vztah( vstoupit.

Role Domu umeélcd se zmenila s jeho povalecnym
pfejmenavanim na Ddm umeéni. Snaha o zprostredkovani
umeleckeho pohledu na svét a se svetem samotnym
zUstava pfitomnaina dale. Vymizel ale ekanomicky motiv,
ktery tmelil heterogenni ¢lenskou zakladnu spolku a je-
jich aktivity a naopak zhytnél ideologicky dlraz na Ulohu
umeni ve spolecnasti. Tvorba socialistického , pozitivni
umeéni“ nabralo na ohratkach a jeho politicti zastanci
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The House of Arts was created as the House of
Artists and it became the homebase of the Moravian
artists society, associating the German-speaking artists.

The House of Artists was a strategical cultural in-
frastructure, thanks to which it was possible to commu-
nicate between associated artists and the broad public.
Beside the eagerness to share the poetic ideas about
beauty, art and the exceptional role of the artist within
the society, the motive of its existence was also the pre-
sumption that the association is a platform that enables
a creator to meet potential buyers of his/her works.

The ethos of art as cultivator of the modern society,
which longs for a different anchor than the one defined
by economic or production means, is interwoven with
the everyday reality of an artist who is attempting to
enter these economic relations.

The role of the House of Artists changed after the
war, when it was renamed the House of Arts. The as-
piration to mediate the artistic view of the world was
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zadali \ydgtﬂou prezentaci. Zideologizovani vystavova-

-~ . v ’ v
— — —nehoGbsahu se nevyhnulo ani Domu umeni, pfesto se

je)(o hlavnirole nakonec ustanavila v opozici vici oficialni
/kulturnl’ politice. Ve vystavnich salech Domu umeéni se
// objevila fada autor(, ktefi byli napfiklad v Praze uvedeni
na ,Cerné listing”. Protirezimni duch a nekonformnaost
vytvofiliz DBomu umeni kulturni enklavu a byli magnetem
pro podohné naladéné tvlrce a publikum.
[ Po predéni moci predstaviteld komunistického
rezimu jejich oponentdm na konci 80. let 20. stoleti
nastala obecna euforie, diky které nehyla ztrata role
zprostiedkovatele ideologicke jinakosti nijak bolestné
pocitovana. Ztotoznéni s novou identitou a poslanim
nastalo az v druhe poloving 90. let minulého stoleti. Vedle
vedomi nenahraditelnosti kvality uméleckého zkoumani
svéta a nezbytnosti sdileni ziskanych poznatkd s co nej-
Sirsi vefejnosti bylo tématem vybudovani nového havu
galerijni instituce, jeho sluzby a zazemi pro vefejnost
\ ainternacionalizace vystavniho programu. V evropskych
\ggleriich obdobného typu [neshirkavych institucich],
ktere nemusely absorbovat tolik ideologickych prerodd
a které hyly nebo stéle jsou predobrazem i pro DGm umé-
ni, bylo u;aivo\vénl' 0 aktualni podobeé vystavni instituce
v pokroéilejél’m\s’tédig a jejich aktivity odrazely témata
jako edukace, zabava, Etraktﬂlita, atmosféra a pospoli-
tost. Kondenzat poznani, rozpt\’/l\erﬁ aidentifikace tdenti-
fikace pak hraje zvlastnirolia toiv pfipadé Domu umeni.
[ Rozpoznani nezaménitelné identity je zaklad-
ni marketingovy nastroj, ktery ma sveé uplatnéni take
pfi Fizeni mesta nebo jiného vétsiho celku. V tomto
ohledu je vystavni instituce s kvalitnim programem
a kvalitnim architektonickym zazemim vhodnym no-
sitelem nezameénitelné identity, a tedy zajimavou so-
ucasti marketingu a propagace mesta. Pro navstévnika
jeindikatorem kulturni drovné daného mésta, mefitkem
pro porovnavani s dalsimi mesty a kanec koncd jednim
z motiv( jeho navstévy.
[ Nedavna rekonstrukce Domu umeéni vyrazné
prispéla k vylepSeni divackého zazemi, zvysila kvalitu
vystavnich salll a take napomohla modifikovat vystavni
dramaturgii, ve které se v poslednich dvou letech ohjevily
velke vystavni projekty charakterizujici dany rok. Projek-
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still present, but the eco\nt}mic motive, which had been
binding the heterogenous meﬁwbqrs and their activities
together, disappeared. On the otﬁw\hand, the ideo-
logical emphasis on the role of art in society became
more substantial. The creation of the social}&t “positive
art” was rocketing and its political advocates}\alled for
abundant representation. \\

The ideologisation of art exhihitions reached also
the House of Arts. However, in the end, its rola/consti—
tuted in the opposition to the official Cultur/al policy.
A number of artists who where on the “Black list” in
Prague appeared in the exhibition hélls of the House
of Arts. The anti-regime spirit and g’he non-conform-
ity made the House of Arts a cultuyal enclave, and it
functioned as a magnet for like-minded artists and
audience. //

At the end of the 1980s, aftgl‘the power was hand-
ed over from the representant/é of the communist re-
gime to their opponents a ge/rreral euphaoria arose, and
hence the loss of the role/of mediator of an ideologi-
cal alternative was not painful. Full acceptance of the
new identity and role’came only in the second half of
the 1990s. Besjcke/the awareness of the irreplaceable
quality of/tt’(e/artistic exploration and the necessity of
shafiﬁg/the acquired knowledge with an audience as
large as possible, there were the issues of building up
a new image of a gallery institution, its services and in-
frastructure for the public and the internationalisation
of the exhibition programme.

European galleries of similar type (non-callecting
exhibition institutions), which didn’t have to absorb so
many ideoclogical rebirths and which were or still are
models for the House of Arts, were thinking about con-
temporary forms of exhibition institutions in a more
progressive way. Their activities reflected such themes
as education, entertainment, attractiveness, ambience,
and community. It was a mixture of knowledge, diver-
sion and identification. The latter plays a special role,
also in the case of the House of Arts.

Recent reconstruction of the House of Arts
greatly contributed to the enlargement of the audi-
ence, improved the quality of the exhibition halls and



ty jako Formaty transformace, Planeta Eden, Joel Peter
Witkin, Vystavovatel, Utroby architektury pFispély také
k potvrzeni velmi specifického postaveni Domu umeni,
ktery ma na Ceské vytvarné scene a ktera je do velke
miry dana nefunkéni vystavni infrastrukturou v centru

umeleckého déni v Praze. Za téchto okolnosti pretlak
vystavne neuspokojenych kvalitnich umeélct posouva
pozornost na periferii @ Ddm umeni je uz provefenym
zachytnym bodem. Konsolidace galerijniho prostiedi
v Praze — pfedevsSim téch, ktere dokazou nabidnout do-
statecnou vystavni plochu a patficny servis — se zatim
odklada, a tak by se maohlo zdat, ze Dim umeéni by mohl
nadale zuzitkovavat pretrvavajici situaci pro sebe. Bo-
huZel v tuto chvili je pomérneé slozité komunikovat smysl|
Domu umeni vaci jeho ziizovateli, kterym je mésto Brno.
Nejde ani o apel na smysl| padileni se na chodu vytvar-
neho déni nebo na hodnotu samotneho faktu, ze urcita
¢ast umeleckeého provozu je situovana do Brna a i diky
tomu ma kulturni déni ve mésté pozoruhodnou Uroven.
la srozumitelny ani prakticky dopad existence vystavni
neshirkové instituce v podobhé marketingu mesta a jeho
bi, kdy ¢ast méstem zfizovanych organizaci bude muset
feSit vyrazné Skrty ve svych rozpoctech. V tuto chvili by
se mohlo zdat, ze ani utilitarni motiv existence Domu
umeni nezarucuje jeho dalSi setrvani. | takto jsem ale
presvedcen, ze podpora vystavni instituce a zachovani
jeji programoveé autonomie je jednim z nejhospodarnej-
Sich vyuziti vefejnych financnich zdroja.
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helped to modify the exhibition programming: in the
past two years, hig exhihition projects appeared, char-
acteristic of their time. Projects such as Formats of
transformation, Planet Eden, Joel Peter Witkin, Ex-
hibitor or Interior architecture also confirmed the very
specific position of the House of Arts on the Czech
visual arts scene, to a high degree defined by the non-
functioning exhibition infrastructure in the centre of
the cultural life in Prague.

Under these circumstances, the abundance of
high-profile artists who do not have the possibility to
exhibit, shifts the attention to the periphery, and the
House of Arts is a well-estahlished anchor paoint. Can-
solidation of the gallery environment in Prague — es-
pecially those who can offer sufficient exhihition sur-
face and appropriate service — is thus postponed and
it seems that the House of Arts could continue to profit
from this persisting situation. Regrettably, at the mo-
ment it is rather difficult to communicate the purpose
of the House of Arts to its provider, the statutory city
of Brno. The issue is not so much the emphasis on the
significance of being present in the national art scene,
or an the weight of the fact that part of the scene is
situated in Brno, thanks to which the cultural life in the
city has a remarkable quality. What is more distressful
is, that the political representation doesn’t fully grasp
the practical impact of the existence of a non-collecting
exhibition institution in the marketing of the city and
and its promotion. Therefore, the situation will be dif-
ficult in the near future, when part of the contributory
organisations of the city will have to face severe cuts
in their budgets. At the moment, it might seem that not
even the utilitarian motive of existence of the House of
Arts can guarantee its further existence. Despite this
fact, I'm convinced, that the suppart of an exhihition
institution and the preservation of its programme au-
tonomy is one of the most economical uses of public
financial resources.
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KINEM

Kinema lkan je jednym z najdlhSie existujicich umeleckych zoskupeni v Eurdpe. Pévodne experimentalny filmovy kolektiv

so zakladnou na umeleckej Skole v rumunskom Arade bol neskér vedeny jeho zakladatelom George Sabauom k objavovaniu

videa, hypermédii, a internetu. Napriek tomu, Ze je stale velmi méalo znamy mimo Rumunska, Kinema lkan je pionerom

intermedialneho umenia, zdruzujucim filmarov, programatorov, basnikov, a dokonca archeoldéga. Hovorime s kli¢ovym

¢lenom zoskupenia, Calinom Manom.

TEXT —— DUSAN BAROK / TRANSLATED BY —— JURAJ GIGAC

I Skupina Kinema lkon bola aktivna
od ranych 70. rokov. Ako ste prisli do sty-
ku s touto skupinou a jej pracami? Kde

a kedy ste o nej po prvy raz poculi?

V roku 1970, kedy Kinema lkon zacinala
svoje aktivity, som bol dieta v neustalom
pohybe, ktore ohjavovalo Sport. Umenie,
akokolvek kineticke, sa mi zdalo prili$ sta-
tické a ani trochu ma nelakalo. V tych ca-
soch som hyval v rovnakej Stvrti ako zakla-
datel skupiny, pan Sabau, v nemeckej ¢asti
mesta. Posledny rok na strednej skole bal
pan S maojim ucitelom filozofie a tak som
sa dozvedel o skupine Kinema lkon, ktora
sa stretavala na Skole umenia. Prvykrat
som ich navstivil v roku 1979 a nasled-
ne som sa stal velmi nenapadnym ¢lenom.
V roku 1990 sa warkshop presunul do mu-
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zea, kde som od roku 1985 pracoval ako
fotograf. Vzniklo tam nové oddelenie veno-
vane medialnemu umeniu, a tak sa zo mna
a pana S stali kolegovia. ZvySok je histaria,
ktora ¢aka na svoje odhalenie.

I Kinema Ikon odkryla produktivny
suvis medzi umenim a vzdeldvanim. M6-
Zete opisat jednotlivé vzdeldvacie/ucebné
metady, ktoré ste pouzivali? A na druhej
strane — c¢o boli ndstrahy tejto inter-

disciplindrnej orientdcie?

Workshop ki fungoval na Skole umenia
v rozmedzi rokov 1970 az 1990 ako troj-
rocny filmovy kurz. Mentorom kurzu baol
pan S. Neoficialnym cielom bola tvorba
experimentalnych filmov. Oficialne mal
workshop produkovat dokumentarne fil-

my. Dokumenty ndm umoznili vyhnat sa
akejkolvek paolitizacii a zabezpegili ndm
material pre experimentalne filmy. To vy-
svetluje pre¢o v kurze vzniklo 62 doku-
mentarnych a 62 experimentalnych fil-
mov. Workshop ki bal spoCiatku miestom
stretnuti pre slobodné diskusie o umeni,
¢i skér o comkolvek moznom, nezabudaj-
me, Ze to bolo pocas komunizmu, ktory

sme prilis v laske nemali.

Il Gheorge Sabau, inicidtor a koordi-
ndtor ki, mal kriticky postoj k individua-
lizmu v umeni a v skupine vytvdral kola-
borativne prostredie. Mohli by ste ndm
prezradit nieco viac o socidlnej dynamike
v ramci skupiny? 0 umeleckom smerava-
ni, rozhodovani, asobnych preferencidch,
ambicidch, atd...



the art school of the Romanian city of Arad, its founder George Sabau led it further into the exploration of video, hypermedia,
and internet. It is still very little known outside Romania, although it is indisputably a pioneering intermedia art collective,
bringing together filmmakers, programmers, poets, and even an archaeologist. We talk to the core member of the group,

I Kinema Ikon group was active since
the early 1970s. Can you describe how did
you came into contact with the group and
its wark? When and where did you first
hear about it?

In 1970, as Kinema lkon (ki] was start-
ing its activity, | was a child in constant
motion who discovered sports. Art, how-
ever kinetic might have been, seemed far
too static and not at all alluring. In those
times | was living in the same neighbor-
hood with the founder of the group, Mr.
Sabau, in the German area of the city.
During my last high school year, Mr. S was
my philosophy teacher and so | learned
about Kinema Ikon, who were meeting at
the Art School. | first visited them in 1979
and afterwards | became a very discreet
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member. In 1990, the workshop moved
to the museum, where | was employed as
a photographer since 1985. A new depart-
ment was created, dedicated to media arts,
thus me and Mr. S became colleagues. The

rest is history, waiting to be unveiled.

I Kinema Ikon revealed a productive
carrelation between art and education.
Can you describe the particular teaching/
learning methods that were employed?
And on the other hand, what were the pit-
falls of the interdisciplinary direction?

The ki workshop functioned at the Art
School between 1970 and 1990 as a three
year film-making course. The mentor was
Mr. S. Unofficially, the goal was to make ex-
perimental films. Officially, the waorkshop

was supposed to produce documentaries.
The documentaries managed to avoid
any political tinge and provided us with
the material for the experimental films.
This explains why 62 documentaries and
62 experimental films were made. The ki
workshop was at the beginning a meeting
place for free discussions on art or rather
on anything, let’s not forget, in communist

times, which we quite disliked.

I Gheorge Sabau, initiator and coor-
dinator of ki, has had a critical stance to-
wards individualism in the arts, and was
accomodating the group in the collab-
orative environment. Can you talk a lit-
tle about the social dynamics within the
group? Artistic direction, decision-mak-
ing, personal offiliations, ambitions, etc.



Kinema lkon uZ od zatiatku davala ludom
priestor vyjadrit sa, iSlo pritom o silné
osohbnosti z rozlicnych oblasti — vizualne-
ho umenia, literatury, architektury, ¢i vedy.
Robili autarske filmy, ktore spalu tvarili ob-
raz konzistentnej teoretickej koncepcie,
v klime diametralne odliSnej od oficialnej
komunistickej atmosfeéry. ki nebola stcas-
tou mainstreamu, o niekedy vyvolavalo
nev6lu; jemne pochmurna atmosféra bola
dévodom uvalenia zakazu premietania
tychto filmov na verejnosti. Po roku 1989
tu bol potom pokus o socialne zaangazo-
vanie vo farme magazinu conversatia (vy-
davany medzi rokmi 1990 az 1993] a v rov-
nakom Case vznikli tri skupinové projekty
— videoinstalacie. To bolo jediné obdobie,
kedy sme naozaj vytesnili individualizmus
— ¢o bolo samo o sebe experimentam. Ki-
nema lkan bola vzdy netypicka, marginalna,

elitarska a tak dalgj.

I Aké boli v tych ¢asoch vase najmoc-

nejsie sny?

ki nemala sny ani istoty. Dnes na mna tych
40 rokov na pevnom disku niekedy pésobi
nostalgicky. | ked vzdy iba na chvilku.

Il Premietanie avantgardnych a ex-
perimentdlnych filmov bolo pravidelne na
programe workshapu. Mala skupina pri-
stup k zahrani¢nej produkcii 60. a 70. ro-
kov [napr. z Madarska, Polska, Ceskoslo-
venska, ¢i zo Zapadu)? Ktore filmy najviac

zarezonovali?

V porovnani s dnesnym pristupom k infor-
maciam sme v 70. a 80. rokoch pobyvali
v krajine nikoho, nemali sme ani ponatia,
to sa deje mimao nas, vo svete. Kazdy z nas
mal svoje , zdroje” a workshop bal miestom,
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kde sme zdielali novinky. Ja osobne som
sa domnieval, Ze treba nasledovat dadaiz-

mus. Co som i dodrZiaval. [revoltaire.net)

I Aky druh knih mal na skupinu naj-
vacsi vplyv? Mali ste pristup k postmo-

dernej filozofii alebo k tedrii filmu?

Mojim snom je vydavat ¢asopis, v ktorom
by boli slovéa sotva pritomneg, a ak predsa,
tak v podobe obrazkov. Intermedia, kto-
ré od roku 1994 koordinujem, sa tomuto
cielu blizi. Ale vratme sa spéat do ¢ias ko-
munizmu.

Ano, v 80. rokoch vladli tendencie postmo-
derny. Literarne magaziny viedli na tuto
tému polemiky. Ale o tedriach, stanovis-
kach, svedectvach a manifestoch by mal

hovorit skér pan Sabau.

Il Kinema lkon dokdzala spajit inte-
lektudlov z celej krajiny, ktori sa v rokach

1984 a 1988 stretli na sympdziu Interme-
dia vmeste Arad. Aké bali vaSe skisenasti

z tychto podujati?

Sympozia Intermedia som v 80. rokoch
navStevoval ako radavy ¢len skupiny — di-
vak, a bolo to pomerne fajn. Zartujem, ale
ak mam byt Uprimny, nechce sa mi zaobe-
rat sa vSetkymi tymi vcerajsSimi tedriami.
Podujatie skupiny v roku 2010 je venova-
né filmu, ide o retrospektivu, regeneraciu,
reset, o spomienku pre nas alebo mozno
0 nie¢o nové pre mladu generaciu. Ja sa
sustredim skér na to, co ma Kinema lkan
robit na dalSom stupni tvarby. Nazyvam
to tak, aby som si ulahcil zher materialov
pre vyrocie.

Poznamka: Dalsie informacie a prace zo-
skupenia Kinema lkon najdete na stranke
http://www.burundi.sk/monoskop/
index.php/Kinema_lkon.



Since the beginning, Kinema Ikon was the
umbrella that allowed people to express
themselves, strong personalities from
various domains: visual arts, literature,
architecture, science, you name it. They
made authar films, which presented to the
group brought out the image of a consist-
ent theoretical concept, a climate that dif-
fered to its core from the official, commu-
nist one. ki was uncomfortahble because

it was not in the mainstream; at some

point, the slightly gloomy atmosphere of

the films brought upon us an interdiction
to present them to the general public. After
1989, there was an attempt to get social-
ly involved by publishing the conversatia
magazine (between 1990 and 1993] and
at the same time the three group projects
were made — video installations. It was
the only time when individualism was put
between brackets — it was an experiment
in itself. Kinema Ikon was always atypical,

marginal, elitist and so on.

I What were your strongest dreams
at that time?

Ki had neither dreams, nor certainties.
Nowadays, due to the 40 years stashed
on a hard disk, it sometimes has nostalgia.

For only short spells, though.
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I The screenings of avant-garde and
experimental films were on the regular
program within the workshop. Was the
group familiar with the 1960s’ and 1970s’
production from outside Romania [for ex-
ample Hungary, Poland, Czechoslovakia,
or the West]? Which films had had the

strongest resonance?

Comparing with the access to informa-

tion in the present, in the seventies and

eighties we were nowhere, we had no

idea of what really happened out there, in
the world. Each of us had “sources” and
the warkshop was the place where news
and novelties where shared. |, persanally,
thought that Dadaism was the way to fol-
low. Which | duly did. {revoltaire.net]

I What kind of books had the biggest
influence in the group? Did you have ac-
cess to pastmaodern philosophy literature

or film theory?

My dream is to publish a magazine where
the words are barely present, and when
there, they should look as if images. In-
termedia, which | coordinate since 1994,
is getting close to this. But let’s get back
to the communist period.

True, in the 80’s there was a postmodern
trend. The literary magazines had po-
lemics on this topic. But, about theories,
statements, testimonials and manifestos

should speak Mr. Sabau.

I Kinema lkon managed to bring to-
gether the intellectuals from all over
country in 1984 and 1988 for Intermedia
symposia in Arad. What is your experience

of these events?

At the Intermedia symposia in the 80’s | at-

tended as a regular member of the group
— spectatar, and it was quite ok. I'm jok-
ing, but to be honest | don't feel like re-
visiting all the theories of yesteryear. The
2010 event of the group is dedicated to the
film, it is a retrospective, a recuperation,
a resetting, a reminder for us or maybe
a novelty for the young generation. But
| am oriented towards what Kinema lkan
has to do in a prospective new stage of
creation. | call it so to make myself easier

the gathering of materials for the jubilee.

Note: You can find mare information and
works by the Kinema lkon group at
http://www.burundi.sk/monoskop/
index.php/Kinema_lkon.
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Michal Murin je znamy predovSetkym ako performer a intermedialny umelec. Viac nez dve dekady je kmenovym clenom

zoskupeni Transmusic Comp. a Spolocnosti pre nekonvenénd hudbu. Zaroven je vSak i priekopnikom umenia novych medii

a dnes vedie dva ateliery v Banskej Bystrici a v KoSiciach. Rozprava o svojej ranej tvorbe, historizacii umenia a berie nas

na detour slovenskou medialnou kulttrou 90. rokov.

TEXT — DUSAN BAROK / TRANSILATED BY —— LLUCIA UDVARDYOVA

DB: Aku rolu hrala a akd hrd histério ume-
nia, divadla, hudby pre teba ako tvorcu?
Spominas si na moment, kedy si vo svojej
prdci zacal brat do dvahy to, ¢o bolo uro-
bené predtym? Aké mad pre teba miesto

histaria vumeleckom procese?

I v roku 1982 som zistil, e vSetko,
¢o robim a o ¢om premyslam, ma suvis
sa sucasnym umenim. Myslim umenie po
Sestdesiatych rokoch. V normalizatnom
Ceskoslovensku som sa postupne pre-
pracovaval k informaciam o umeni v B60.
rokoch (Hudba dneska, Ladislav Kupkovic
a pod.] v hudobnom pavilone Univerzit-
nej kniznice. Potom som sa oboznamaval
so sucasnou hudbou kazdy piatok u Petra
Machajdika (1984 — 1986). Od roku 1983
som cital Casopisy (Jazz — bulletin sou-
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casne hudby] a knihy (Télo, véc a skutec-
nost, Minimalizmus, Graficke partitury]
vydavané Jazzovou sekciou. V ¢asopise
Jazz €. 25/1979, ktory sa ku mne daostal
v roku 1983 bol uverejneny text Johna Ca-
gea Buducnost hudby / Krédo, text o La
Monte Youngovi, alebo Uménivchdzido ulic
o experimentalnych a kanceptualnych diva-
delnych produkciach vo verejnom priesto-
re. Takéto kusé a nesurode informacie,
¢lanocky, poznamky pod ciarou v knihach
0 burzoaznom umeni mi davali istotu, ze
myslim spravne a Ze svet okolo mna je izo-
lavany. Prave takéto impulzy main$pirovali
k projektom pre vyuzitie verejného priesto-
ru a k atypickému pohytu tela na verejnos-
ti, intervenujuceho do kazdodennej reali-
ty v projekte z rokov 1984 aZ 1986, ktary
bol na hranici divadelného napatia a ak-

cie. KedZe som bal ekanom, ktorého zau-
jimalo sutasné umenie, vela som Studo-
val z necficialnej literatlry — lebo som to
nerozliSoval. Neskér som mal bohatu ko-
reSpondenciu s muzeami, galériami, uni-
verzitami a redakciami ¢asopisov hlavne
v Amerike. Ako suctast samoedukacneho
projektu Break the Curtain som rozposlal
250 leteckych listov so Ziadostou o zasla-
nie akychkolvek materiélov zo sti¢asného
umenia od riaditelov mulzei az po vyznam-
né osobnosti umenia. Uvediem len jeden
priklad, riaditel Mizea moderného ume-
nia (MOMA] v New Yorku Kirk Varnedaoe,
ktorému som v roku 1988 poslal jedno
dielo — inStrukciu k inStalacii s nazvom
Feelings a podnazvom Dedicated to the
MOMA, mi v liste podakoval a prilozil ¢a-
sopisy o vytvarnom umeni. Neskor som
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Michal Murin is mostly known as a performer and intermedia artist. For over two decades he has been a core member of
the Transmusic Comp. and the Society for Non-conventional Music. Today he heads two new media departments in the art
academies in Banska Bystrica and KoSice. We talk about his early works, histarization of media art, and he takes us on an

adventurous tour through the Slovak media culture of the 1990s.

DB: What role does history of art, thea-
tre and music have for you as a creator?
Can you recollect the moment when you
started to take into consideration what
was done before in your work? What im-
portance do you ascribe to history in ar-
tistic creation?

m In 1982 | realized that everything I'd

been doing and thinking about was con-
nected to contemporary art — the art that
followed the Sixties. While living in Czecho-
slovakia during its Normalization period,
| gradually started sourcing information

about 1960s art (Hudba dneska, Ladislav
Kupkovic et al] at the music department of
the University Library in Bratislava. Later
| would learn about contemporary music

each Friday from Peter Machajdik (1984 —
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1986). I'd read Jazz — bulletin soucasné
hudby magazine (Jazz — Bulletin for Con-
temparary Music) and books like Télo, vec
a skutecnost; Minimalizmus; or Graficke
partitdry (Body, Object and Reality; Mini-
malism; Graphic Scores] published by the
Jazz Section since 1983. The issue Jazz
no. 25/1979, which | got haold of in 1983,
featured John Cage’s The Future of Music/
Credo, a text about La Monte Young and
an article entitled Uméni vchazi do ulic
[(Art Enters the Streets] about experimen-
tal and conceptual theatre productionsiin
public space. Such fragmentary and dis-
parate information, articles, footnotes in
books about bourgeois art assured me
that | was right and the world around me
was isolated. This inspired me to embark

on projects utilising public space, unusual

ways of displaying bodies in public and in-
tervening into everyday reality in a project
spanning from 1984 to 1986 which bor-
dered on theatrical suspense and action.
| was an economist by vocation, who was
interested in contemporary art. | studied
a lot of from unofficial literature since
| didn’t differentiate between the two. Later
| was engaged in extensive correspondence
with various museums, galleries, universi-
ties and magazines especially from Amer-
ica. As part of the self-education project
Break the Curtain | sent out 250 airmail
letters asking directors of modern muse-
ums and leading art personalities for any
information regarding contemporary art.
Forinstance, the director of the Museum of
Modern Art [MOMA] Kirk Varnedoe, whom
| sent one piece in 1988 — instructions



sa dozvedel, ze podobnu cestu korespon-
dencného vzdelavania ahsolvovali aj Milan
Adamciak a Robert Cyprich v 60. rokoch.
Spociatku som sa teda samovzdelaval
a popritom som sa snazil neurobit vec,
ktora by bola identicka s tym, ¢o ¢itam, no

zaroven vplyv nedokazem vylucit.

DB: Sdm si o histérii sicasného umenia
vela publikoval...

A sucasné umenie som nikdy neroz-
deloval na hudobné, divadelné a vytvarné.
Vzdy som ho chapal v integrujucej jedno-
te, vyvazenosti. A tak bolo potom zakoni-
teé, ze som v roku 1987 narazil na Milana
Adamciaka, ktory je podobny autor, i ked
arientavany viac na hudbu. V roku 1991
som uvazoval urohit knihu o histarii ex-
perimentalneho divadla, aj kvéli tomu, Ze
som bol takéhoto divadla stucastou, kon-
krétne pohybového, resp. minimalisticke-
ho teloveho divadla, ,body motion perfor-
mance group” Balvan. V tom istom ¢ase
som pod vplyvom japonskeho tanca Butag,
Piny Bausch, Trischy Brown, Roberta Wil-
sona a podohne chcel pripravit antoldgiu
sucasneho tanca. Mal som bohatd litera-
turu, ktord mi zaslali z USA v ramci moj-
ho koreSpondentného samovzdelavania
a taktiez z materialov a brozur vydavanych
ambasadou USAv Prahe v Case normaliza-
cie. Dnes su uzZ tieto informacie sucastou
kulttry a o Pine Bausch sa kulturny ¢lovek
dozvie v multikine z filmu Wima Wendersa,
ale vtedy, pred rokom 19897

0d roku 1991 som redaktorom ¢asopisu
Profil si¢asného vytvarného umenia, pisu-
cim o intermedialnych presahoch v ume-
ni, o vyuZivani pocitacovych technoldgii
vumeni. Ked som pren zacal pracovat, po-

3/4 FEMIKEe

Michal MURIN

Bajkalsks 10
QB0 PRESOV
S8R

| AT

TF | ey

01 Obalka listu od Hattingera. Hattinger's letter envelope / 1987.

stupne som sa venoval viac historii, infor-
maciam, faktom o vytvarnom umeni. Pri-
pravil som napriklad monotematicke Cislo
venované umeniu performancie a akéné-
mu umeniu [1993]. V tom tase sme zata-
li v kazdom ¢isle uverejfiovat slovnik slo-
venskych vytvarnikov a pojmov sucasneho
umenia, ktory neskor vyvrcholil v znamom
slovniku (takze tiez historicka rekapitu-
lacia). Velky vyznam pre rekapitulovanie
malo teda obdobie po roku 19889, kedy bolo
nevyhnutné okamzite sa rozpomenut na
Sestdesiate roky a ukazat neoficialnu sce-
nu sedemdesiatych rokov, ¢o sa napokon
stalo v dvoch velkych vystavach v SNG.
V neposlednom rade vydanie publikacie
Avalanches 1990 — 19395, ako rekapitula-
cie neskutocne plodného kratkeho obdobia,
zahfna jednak informacie o nasich aktivi-
tach, ale ukazuje aj nase vychodiska a his-

toricky background, v ktorom sme tvarili.

DB: Vroku 1987 si na festivale Ars Elec-
tronica realizoval poéitacovd performan-

ce01. Méze$ priblizit okolnosti jej vzniku?

[IIYH Nebolo to na festivale, ale pre fes-
tival Ars Electronica som to realizoval na
Slovensku, ako poctu tomuto festivalu.
S festivalom Ars Electronica som sa prvy-
krat stretol v roku 1984 u Petra Machajdika,
ktory mal kataldg z AE konferencie Sky Art.

V roku 1985 som videl Sinclair, zamest-
nal som sa ako programator a po navrate

z vojenskej sluzby som urobil projekt, o kto-
rom je re¢. Do 01 vstupilo niekolko zdrojov.
Uz dva roky fungovala skupina Balvan, a tiez
som mal fyzicku vybavu, kedZe som pra-
coval v podniku, kde sme mali terminalovd

siet pre saloveé pocitace. Vréaliihlickove tla-
Ciarne, pipali terminaly, tak som premyslel

hudobno-pohybovi koempoziciu pre gene-
rator nahodnych cisel (0,1], teda (zvuk —
ticho), (pohyb — status] (X a medzera ako

reprezentant prazdna]. Hluk, pohyb, zvuk
na jednej strane — zastaveny pohyb, ticho

a prazdno na strane druhej. Takze spus-
til som softver, ihlickova tlatiaren sa bud
v tichu presunula, alebo vytlacila pismeno

X, zapipal terminal, alebo bolo ticho a ludia

pred ohrazovkou sa pohli, alebo ostali stat.
KedZe som vedel, Ze takyto projekt nema

Sancu uspiet na Ars Electronica sutazne,
poslal som ha riaditelovi AE ako hommage

festivalu. Odpisal, ze by rad videl aj video,
ale mne listova komunikéacia Uplne posta-
tovala. Navyse mi pribalil aj dva katalagy

z festivalu. Zo softvéru k tomuto projektu

som urohil remake v roku 2009, ktory ma

charakter Setrica obrazavky.

DB: Vytvoril si viacero prdc s videom, po-
citacmi a internetom. Koncom 90. rokov si

napisal kriticky ¢éldnok Nové technoldgie



for an installation called Feelings (Dedi-
cated to the MOMA]), thanked me in his
letter and included a few art magazines.
Subsequently | found out that a similar
mode of correspondence education was
also practiced by Milan Adam¢iak and Rob-
ert Cyprich during the Sixties. Thus, initially
| educated myself and tried to avoid mak-
ing something that would be identical to
what | had been reading about but at the
same time, | cannot completely rule out

any influences.

DB: You have also written a lot about the

history of contemporary art...

XA | have never distinguished between
music, theatre and art within the context
of contemporary art. | have always under-
stood it as an integrating whole, an equi-
librium. Thus, it was inevitable that | met
Milan Adamciak in 1987, who is a similar
author, only more focused on music. In
1991, | started to think about puhlishing
a book about the history of experimental
theatre partly because | was part of such
theatre — the “body motion performance
group” Balvan. Around the same time,
| became influenced by the Japanese
dance style Buto, Pina Bausch, Trischa
Brown, Robert Wilson and others and
wanted to edit an anthology of contem-
porary dance. | had lot of sources, sent
from the US as part of my correspondence
self-education as well as materials and
brochures published by the US embassy
in Prague during Normalization. In 1991,
| started to write for the magazine Pro-
fil suc¢asneho vytvarneho umenia focus-
ing on intermedia averlaps in art and the
utilisation of computers in artistic pratice.
Subsequently, I increasingly gravitated to-
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wards histary, information or facts about
art. For instance, | worked on a thematic
issue centered around performance art
and action art (1993]. At that time, we be-
gun to publish a glossary of Slovak artists
and contemporary art terms in each is-
sue which culminated in a renowned glos-
sary. Moreover it was the puhlishing of the
Avalanches 1990 — 1935 as a chronicle
of an astonishingly fertile but short pe-
riod, which not only includes information
about our activities but also presents our
starting points and historical background

in which we created.

DB: You did a computer performance 01
at the Ars Electronica festival in 1987. Can

you describe its origins?

IIMA 't wasn’t performed at the festival
itself but | created the work in Slovakia as
a tribute to Ars Electronica. | first learned
about the festival in 1984 from Peter

Machajdik who had a catalogue from Ars
Electronica’s Sky Art conference. A year
later, in 1985, | came across Sinclair and
got myself a job as a programmer. After
military service, | worked on the aforemen-
tioned project. Several sources stepped
in to collaborate on 01. The group Balvan
had been functioning for two years already
and | also had the physical set up at my
disposal since | worked in a company that
was equipped with a terminal netwark for
indoor computers. Spurred on by the whirr
of the stylus printers and beeps of the ter-
minals, | created a music and motion com-
position for a random number generator
(0,1]) — (sound — silence], (motion — sta-
tus] (X and space representing the void].
Noise, mation, sound on ane side — stalled
motion, silence and void on the other.
| launched the software, the printer either
moved in a silent fashion or printed the let-
ter X, the terminal beeped or stayed silent,
people either moved in front of the screen,
or remained still. Since | knew that such
a project had little chances at the Ars Elec-
tronica competition, | sent it as a hom-
mage to the festival director. He replied
that he would like to see a video of it, but
for me the mail communication sufficed.
He also included twao festival catalogues.
In 2009, | recreated the software used for

this project as a screensaver.

DB: You are an author of several projects
which encompass video, computers and
internet. Towards the end of the Nineties,
you wrate a critical article entitled Nove
technoldgie v slovenskom umeni alebo
vyhodime sa z kola von [New technolo-
gies in Slovak art: undermining oursel-
ves] and subsequently edited a new me-
dia themed issue of Profil 4/2000. In the
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v slovenskom umeni alebo vyhodime sa
z kola von, a vzdpdti editoval tematické
c¢islo Profilu 4/2000 o novych médidch.
Ako si naznacil uz v spomenutej eseji,
umenie novych meédii na Slovensku v 90.
rokoch baolo stdle panenskym tzemim.
Mnohé prace a iniciativy z tohto obdobia
ale zdroven stdle unikaju kunsthistoric-
kej pozornosti. Ktoré z nich povazujes za
hodné dékladnejsej analyzy, resp. rekon-

textualizacie?

MY Pokusim sa teda priblizit udalosti,
ktoré jedna druhu podmienovali a gene-
rovali rozsirujuci sa zaujem o nové média
na Slovensku aich integrovanie do sloven-
skej tedrie umenia. Je potrebné si uvedo-
mit, Ze u nas existuje animaozita, ze do dejin
umenia sa vacsinou akceptuju iba aktivity
poriadané profesionalnou obhcou, hoci uz
v Cechach ani Polsku sa to neberie do tva-
hy. Ale pohovorme, ¢o vSetko je sucastou
vytvarného umenia. Ak dokazeme vtiahnut
do vytvarného umenia videoart a vlastne
ho zobrat audiovizudlnemu umeniu, kto-
re ho v podstate ani nechce kvoli bezpri-
behovosti a vizualnemu experimentu, ak
dokazeme vtiahnut do vytvarneho umenia
zvuk, pretoZe dejiny hudby ho nechcu, ak
dokaZze vytvarné umenie vtiahnut do seba
experimentalnu, vizualnu a akustickd po-
éziu, leboju literati nechcu, tak dokazeme
vtiahnut do vytvarného umenia aj radioart,
ktoré pouziva ako medium radiovysielac
a prijimac. TakZe prave vytvarné umenie
vtahuje aktualne a sucasne aktivity do
svojej pozornosti. Tak napriklad musime
mat v zornom uhle nasho vyskumu aj Ex-
perimentéalne Studio Slovenskéhao rozhlasu
a od roku 2000 jeho internetovy projekt
RadioArt.sk?, dokumentacnu databazu so-
und artu v kontexte.
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Ak by raz niekto tdto historiu spracovaval,
je potrebné uviest, Ze okrem mojej osob-
nej korespondencie (od 1987]) a Machaj-
dika (1985] s riaditelom AE v Linzi, bol Jo-
zef Jankovi€ na tyzdennom paobyte v Linzi
s jeho potitacovou grafikou v roku 19889.
Cely text o paocitacovej grafike na Sloven-
sku od Martina Sperku bol uverejneny do-
konca v ¢asopise Leonardo v MIT v USA
(Cast aj v Profile]. Koncom roka 1989 vysla
publikacia |. Bertoka a |. Janouska Pocita-
¢e o umeniev Slovenskom pedagogickom
nakladatelstve v Bratislave, ktort som uz
nekupil, pretoZe som uz bol inde, mal som
kataldgy z Ars Electronica. Na festivale FIT

mal Walfgang Winkler o AE prezentaciu, na
ktorej sa zucastnilo len Sest divakay, pri-
¢om FIT bolo najexpanzivnejsie poduja-
tie tohao Casu, v trvani jedneho tyzdna na
mnohych miestach v Bratislave, od SNG,
kaviarni az po odsvateny kostol Klarisky.
Na festivale San Francisco Performance
Art (1991] sa v Bratislave predstavil Chico
MacMurtrie? hned tyzden po svojej vitaz-
nej prezentacii a ziskani ocenenia na AE
za svoje interaktivne pneumatické roboty.
Informacie o akcii priniesol Kultdrny Zivot,
Profil, ale vznikol aj 10-mindtovy doku-
ment STV, ktory som reziroval. Umenie no-
vych technoldgii bolo s deSpektom vysuva-
ne z vytvarného umenia, pretoze koncepty
pre tieto média boli technologicky narocné
a uvazavanie umelcov na to nebolo adap-
tované. To hovari celé vytvarna obec, ktora
presla traditnou pripravou v postsocialis-
tickych krajinach, bolo to prili§ technické
a demonstrativne, tazkopadne a malo kon-
ceptualne. Podobné je to aj s japonskym
umenim novych technoldgii, chyba im sku-
senast s nemeckym tvrdym konceptom,
aj ked v poslednej dohe su japonské inte-
raktivne umenia menej infantilné. Iny pri-
klad: pamatém sa, Ze ked Michael Bielicky
prezentoval na AE projekt Exodus s navi-
gatnym systémom GPS v izraelskej pusti,
bol povazavany za mélo umelecky, a ked
dnes vidime mladych umelcov rohiacich
projekty s GPS v podstate uZ ako popkul-
turu, tak to zrazu v umeni evidujeme. Tesi
ma zmena v systéme uvaZovania, netesi
ma zabudnutie na prvolezcov.

DB: V polovici 90. rokov sa tiez konali fes-

tivaly Bee Camp a Sound Off.

1A Este v roku 1988 som si dopisoval
s doktorandom na MIT menom Christo-



essay you implied that new media art in
Slovakia at the end of 90s was still an
unchartered territory. Several works and
initiatives from this period, however, still
slip the attention of art historians. Which
of these do you consider to be worthy of
a maore detailed analysis or a recontex-
tualisation?

m Let me explain the events that impli-
cated each other and generated a grow-
ing interest in new media in Slovakia and
their integration in Slovak art theory. It is
necessary to realize there is a prevailing
animaosity here towards this subject and
mostly endeavours organised by profes-
sional groups are admitted into histary
of art, even though in the Czech Repub-
lic and Poland it is different. But let’s talk
about what is part of art in general. If we
manage to incorporate video art into art
and in a way seize it from audiovisual art
which actually doesn’t even want it for its
lack of narrative and visual experiment;
if we incorporate sound into art because
history of music shuns it, if visual art ab-
sorbs experimental, visual and acoustic
poetry because it is not wanted by the lit-
erary circles we will be able to integrate
radio art, which relies on a radio transmit-
ter and reciever as its medium, into fine
art too. It is fine art that absorbs current
happenings intoits scope of interest. Thus
our research needs to focus on the Ex-
perimental Studio of the Slovak Radio for
instance, and since 2000 also its online
project RadioArt.sk!, a documentation da-
tabase of sound art in a context.

If this history was ever to be researched,
it has to be added that apart from
my correspondence (from 1987] and
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Machajdik’s (1985] with the Ars Electron-
ica director, it was also Jozef Jankovic
who was on a week’s trip to Linz with his
computer graphics in 1989. The com-

various locations in Bratislava from the
National Gallery to cafés to the desacral-

ized church Klarisky. Chico MacMurtrig?

performed at the San Francisco Perfor-
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plete text about computer graphics in
Slovakia, written by Martin Sperka, was
published in the Leonardo magazine
by the MIT [parts of it also appeared in
Profil). At the end of 1989, I. Bertdk’s
and |. Janous$ek’s publication Pocitace
a umenie (Computers and Art]) came
out in the Slovak Pedagogical Publish-
ing House in Bratislava which | didn’t buy
since | was somewhere else and already
possessed the Ars Electronica cata-
logues. Walfgang Winkler had a presenta-
tion about AE at the Festival of Intermedia
Creativity (FIT) with anly six people in the
audience even though FIT was the most
expansive event of its kind at that time
with a duration of a week spread around

mance Art Festival (1991] in Bratislava
a week after he triumphed at the AE with
his interactive pneumatic robots. The
event was reported by Kultdrny zivat, Pro-
fil and Slovak TV in a ten-minute docu-
mentary that | directed. New media art
was derogatorily taken out of the con-
text of fine art since concepts proved
to be technologically difficult for these
types of media and the thinking of art-
ists wasn’t suited for it. This has been re-
iterated by the whale artistic community,
rooted in the art tradition of postsocial-
ist countries. It was deemed too techni-

cal and demonstrative, cumbersome and



pher Jenney, ktorého diela mi len potvrdili, Duri$a a Bodu, ktory je v katalégu Elektro- nu hudbu [SNEH) podporila aj tgast Valé-
Ze som na dobrej ceste v skimani novych  nické umenie 80. rokov, vydanomv Kanade  ra Miku na festivale AE v sekcii poCitacova
technoldgii v umeni. Robil interaktivne v rdmci konferencie ISEA. Aj tato Duri$o- hudba v roku 1994, a pri tej prileZitosti by
zvukove a performacné inStalacie vo ve- va orientacia viedla k dvom ro¢nikom Bee  som rad spomenul aj Uspechy slovenskych
rejnom priestore. Mal som materialy ajod  Camp [1995, 1996), ktoré do sebaintegro- skladatelov Duri$a, Machajdika, Piateka
Ota Pieneho, riaditela Center for Advan- valiniekolko podohnych stibeznych aktivit  na sttaznom festivale pocitacovej hudhy
ced Visual Studies na MIT v USA3. Komu  na roznych miestach, ¢o moéZeme prirov- v talianskom Varése. Juraj Duri$ sa po nie-
kolkych vitazstvach napokon stal dlhoroc-

nym ¢lenom poroty.

DB: V rovnakom case vznikol videoZur-
ndl Barla.

III"A Format videozurnalu Slovensko
v 80. rokoch takmer ohisiel, aj ked v un-
dergroundovych ¢asoch sluzil aj ako alter-
nativne spravodajstvo, no pritom je velmi
délezitym fenoménom, ked si uvedomi-
me dnesny aktivizmus v umeni. KedZe uz
existovali kamery a dali sa prehravat ka-
zety, existovala moznost mnozZenia video-
zéznamu. Zatial ¢o to v Madarsku fungova-

lo vynikajlco a galéria Artpool v Budapesti

je majitelom dékazov, na Slovensku to
05 Celozivotny — tristvrtezivotny performance. Lifelong performance / concept / 1988. boli hlavne madarské vplyvy, ktoré dovalili
______________________________________ vzniknut tomuto formatu pred rokom 1989

a tesne po fiom. O festivale v Novych Zdm-

som to tu na Slavensku mohol ukazat? Len koch vysli dve kazety, jedna v edicii v PariZi
Machajdikovi, ostatni to neakceptovali, ze adruhavKanade. UZ v roku 1988 vsak rohili
su to len také americké show. Vyuzival ta- ¢tlenovia Studia erté v Budapesti prezenta-

necnikov, laserové snimace, a takisto Slo  nat o par rokov neskér k mladSiemu pro- cie. Na tieto aktivity nadviazal Peter Rdnai
o jedno z prvych diel so samplingom. Tato  jektu Multiplace. UZ len samotny program  a Miro Nicz v projekte Barla o 5 rokov ne-
technoldgia sa do Eurépy nesmela do- hovori o nevyhnutnosti brat tieto dve ak- skdr (1995 —1997]. Neméame zmapaovane,
vazat a jej prvé pouzitie mame v sloven- cie Uplne vazne, aj ked nefunguju v deje- aké videoperformancie sa udiali na festiva-
skom umeni o tri mesiace od uvedeniana  pise vytvarného umenia, pretoze festival  le v Novych Zamkoch, aké tam bali prezen-
trh v Eurépe v roku 1991, kedy Juraj Duri$  je intermedialny a svojim spésobom an-  tované videoinétalacie, internetové a radio-
a Milo$ Boda urobili interaktivny objekt na  ticipuje dnesné multizanrové a novomeé- artové projekty. Pre dejiny tohto umenia to
sympoziu v Schrattenbergu v Rakusku. Tu  diove festivaly a workshopy. Spolu sinymi  je potrebné zosumarizovat, pretoZe potom
sme sa tiez zUcastnili aj piratskeho radio- intermedialnymi festivalmi ako boli Tran- sa vykresli, preco niektori umelci uZ nero-
artoveho projektu vysielaného amaterskou  sart communication (1988], Konvergen- bili nejake diela a niektori ich zacali rohit
vysielackou s dosahom 30 km. Samozrej- cie (1990]), FIT (1991), Sound OFF (1995 s oneskorenim a kunsthistorickou podpo-
me netreba zabudnut na televizny videoart — 2001) a pod. Spolo¢nost pre nekonvenc-  rou, a este su aj oznaceni za prvolezcaov.
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not conceptual enough. This is similar to
Japanese new media art devoid of the ex-
perience with German hardcore concept.
Even though lately Japanese interac-
tive arts have appeared to be less infan-
tile. Another example: | remember when
Michael Bielicky presented the project
Exodus incorporating a GPS navigation
system in an Israeli desert at AE, it was
considered to be of little artistic merit but
when we consider young artists working
on GPS projects as part of popular cul-
ture nowadays, it is suddenly part of art.
| am pleased hy the shift in thinking but
disappointed about the disregard for the
pioneers.

DB: In the mid-90s there were also Bee

Camp and Sound Off festivals taking place.

I Back in 1988 | was in touch with the
post-graduate MIT student Christopher
Jenney whose works only reinforced that
| was on the right track in exploring new
technologies in art. He was creating in-
teractive sound and performance instal-
lations in public spaces. | had some re-
sources from Otto Piene, the director of
the Center for Advanced Visual Studies at
the MIT3. Whom could | only show this in
Slovakia? Only to Machajdik, all the others
dismissed it as some American show. He
used dancers, laser scanners and it was
also one of the first instances of sam-
pling in this context. This technology was
banned from being imported into Europe
and its first use in Slovak art was recorded
three maonth after its European launch in
1991 when Juraj Duri$ and Milo$ Boda cre-
ated an interactive ohject at a symposium
in Schrattenberg in Austria. Here we also
participated at a pirate radio art project
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which was broadcast through a home-

made transmitter with a 30 km range.

We shouldn’t omit Duri$’ and Boda’s
TV video art included in the catalogue
Electronic Art of the 1980s published in
Canada as part of the ISEA conference.
Duri§’ orientation led to two years of the
Bee Camp (1995, 1996] which merged
several similar and simultaneous events at
various places which could be some years
later compared with the younger project
Multiplace. It is important to take these
two events seriously if only for the pro-
gramme even though they do not work in
the history of fine arts because it was an
intermedia festival which in a way antici-

pated today’s multigenre and new media
festivals and workshops. Alongside other
intermedia festivals like Transart commu-
nication (1988), Kanvergencie (1990], FIT
(1991), Sound Off (1995 — 2001] and so
farth, the Society for Unconventional Mu-
sic [SNEH] also supported the participa-
tion of Valér Miko at Ars Electronica in the
computer music section in 1994. | would
also like to point out the accomplishments
of Slovak composers like Duri§, Machajdik
and Piacek at the festival of computer mu-
sic in Varése in Italy. Juraj Duri$ became
a longstanding member of the jury after

winning the competition several times.

DB: Barla video journal was published
around that time.

m The video journal format almost hy-
passed Slovakia in the 80s even though
it also served as alternative news source
during the underground times. Video jour-
nal is a medium of utmost importance if
we think about today’s activism in the arts.
Since cameras were available and tapes
could be played it was possible to make
copies of the video footage. While in Hun-
gary this worked — the Artpoal gallery in
Budapest possesses the proofs of this —
in Slovakia it were largely the Hungarian
influences that encouraged this format
prior to 1989 and shortly afterwards. Two
tapes were released about the festival in
Nove Zamky — one in Paris and the other
in Canada. Nevertheless, the members of
Studio erte in Budapest organised presen-
tations back in 1988. This was followed up
by Peter Ronai and Miro Nicz in their pro-
ject Barla five years later (1995 — 1997].
There is no information about the video

performances in Nové Zamky nor about
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Martin Sperka organizoval vystavy poti-
tacovej grafiky a e-mail artu ako aktu-
alizovany derivat mail-artu a fax-artu.
V roku 1994 vyslo samostatne cislo Profi-
lu venované mail-artu a networkingu ako
konceptu mail-artistov, ktory neskér pre-
Siel do potitacového prostredia formou
net.artu. Od roku 1995 mame v Profile in-
formacie o weh arte, neskoér boli k dispozicii
sietove projekty ako Syndicatev podani V2
v Rotterdame, v ktorom som hol evidovany
od zaciatku. Vo V2 sme v roku 1999 mali
s Jozefom Cseresom performancie, a aj
vystavu s Johnom Roseom. V roku 2000
sme tieZ prezentovali nase intermedialne
aktivity na podujati Media Model v MUc-
sarnoku, kde vystupil aj Joszef Juhdsz
a Peter Ranai a ktary arganizoval Miklds
Peternak z C3. V tom roku vzniké aj Kas-
sak Center for Intermedia Activity (K2IC)

v Novych Zamkoch.

Myslim, Ze do nasho vypoctu moZeme za-
radit aj jednu zo slepych uliciek novych
meédii, CD-ROMy. Bolo by dobré odsledo-
vat prvé umelecke projekty pre CD-ROMy.
V roku 1997 vznika CD-ROM kataldg Tran-
sArt Communication 1995 1996, ja som
pripravil CD-ROM kataldg o vystave Piano
Hotelv Samorine. Pre internetovy ¢asopis
Inzine aich CR-ROM Dimension 5 som pri-
pravil multimedialnu prezentaciu 15 rokav
festivalu Ars Electronica, ktora vysla len
vo fragmentoch nainternete. V roku 2000
vySiel CD-ROM Digital Dedele v K2IC, v No-
vych Zamkoch a aktivity tohto zdruzenia
tieZ stoja za zmienku. Podobne ako edi¢na
tinnost Jozefa Cseresa pod nickom HEy-
eRMEarS, s ktorym sme v roku 2003 uro-
bili ispesne audio a CD-ROM na jednom
disku Warhales spolu s japanskymi noise
hudobnikmi Otomo Yosihide a Sachiko M,
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07 Lists popisom a konceptom diela zaslany na Ars Electronicu. Letter describing the work sent

to Ars Electronica / 1987.

a tinskym DJ Maom, ktory sa Uspesne pre-
daval hlavne v Japonsku a na Taiwane.

Ale aj institucionalne prostredie venovalo
novym meédiam a videoinstalacidm pozor-
nost. Spomenme napriklad vyrocnu vysta-
vu SCCA Lahyrinty (1993] v Trnave alebo
neskdr samostatné vystavy Petra Ronaia,
Jany Zelibskej, Petra Meluzina a inych umel-
cov a vystava Video vidim — Svajciarske
videoumenie v PovaZzskej galérii umenia
v kuratorstve Katariny Rusnakavej. Podla
mna zohralo v roku 1996 vyznamnu Ulo-
hu usporiadanie rozsiahlej vystavy no-

vych medii Butterfly Effect v Miicsarnoku,
ktoréha inicidtorom bolo C3 v Budapes-
ti, ktare vzniklo transformaciou tamojsie-
ho SCCA (Soros Center for Contemporary
Art] v spolupraci s telekomunikatnou
spoloénostou. Bratislavské SCCA tak vi-
diac naskok Budapesti presunulo zaujem
na koncept a neokoncept, ¢oho dokazom
je aj vyrocna vystava 60/90 v roku 1997,
ktora spaja umelcov devatdesiatych rokov
s umelcami Sestdesiatych rokov v tande-
movych spolupracach, ktorych efekt sa
ukaze o niekolko rokov neskaér.



the video installations presented, internet
or radio art projects. For the purposes of
the histary of this art it is crucial that we
review this because it will reveal why some
artists ceased producing certain types of
works and why others started to do them
later with the support of art history and

why they were championed as pioneers.

Martin Sperka used to organise exhibitions
of computers graphics and email art as
an updated version of mail art and fax art.
In 1994, a special issue of Profil was pub-
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lished dedicated to mail art and netwarking
as a concept championed by mail-artists
which later shifted into the computer en-
viranment as net.art. Since 1995 we have
featured web art in Profil. Later network
projects such as Syndicate courtesy of V2
in Rotterdam, where I've been registered
from the early on, were available. | per-
formed at the V2 in 1999 alongside Jozef
Cseres and exhihited with John Rase. In
2000 we also presented our intermedia
activities at the Media Model event in Mlic-
sarnok alongside Joszef Juhasz and Pe-
ter Rénai which was organised by Miklas
Peternak from C3. In the same year, the
Kassak Center for Intermedia Activity

(K2IC) was launched in Nové Zamky.

| think that we can also include one of
new media’s cul de sac’s — the CD-ROM
— here. It would be of value to explore the
first artistic projects based around the
CD-ROMs. A CD-ROM catalogue entitled
TransArt Communication 1995 1996 ap-
peared in 1997, and | myself produced
a CD-ROM catalogue for the exhibition
Piano Hotel in Samorin. | also prepared
a multimedia presentation 15 Years of Ars
Electronica, published in fragments online,
faor the internet magazine Inzine and its
Dimension 5 CD-ROM. In 2000, a Digital
Dedele CD-ROM was puhlished by K2IC in
Noveé Zamky — the undertakings of this as-
sociation are also worth mentioning, same
as Jozef Cseres’ publishing ventures under
his nom de plume HEyeRMEarS with whom
| collaborated on a well-received audio and
CD ROM (ane disc) bearing the name War-
holes in 2003 alongside Japanese noise
musicians Otomo Yosihide and Sachiko M
and the Chinese DJ Mao, which sold well
in Japan and Taiwan.

Even the institutionalized environment
showed interest in new media and video
installations. SCCA's annual exhibition
Labyrinty (Labyrinths, 1993] in Trnava ar
the solo exhihitions of Peter Rénai, Jana
Zelibska, Peter Meluzin and other artists as
well as the exhihition Video vidim — Svaj-
Ciarske videoumenie (| See Video — Swiss
Video Art] curated by Katarina Rusnako-
va at the Povazska Gallery of Art should
be mentioned here. The large-scale new
media exhibition Butterfly Effect (1996)
in Mucsarnok initiated by C3 in Budapest
played a major role. C3 was established in
the wake of the transformation of SCCA
(Soros Center for Contemporary Art] in
cooperation with a telecommunications
company. Spurred on by Budapest’s lead,
the Bratislava branch of SCCA shifted
its focus on concept and neoconcept as
demonstrated by the annual exhibition
60/90 in 1997 which interconnected the
artists of the 90s with those active in the
60s through mutual collaborations whose

outcome will be evident in future.

Not to forget, a large-scale multimedia
performance Left Hand of the Universe
held in a Synagogue in Samorin took place
simultaneously in Perth, Colorado Springs
and Slavakia. We were thinking of doing
live online broadcasts but at that time [No-
vember 1997] this was not possible even
via the Slovak Radio.

Apart from the video performances that
| had been doing | would also like to men-
tion a seminar which we organised with
Jozef Cseres under the auspices of SNEH
and Department of Aesthetics at the Philo-
sophical Faculty in Bratislava under the
name New Media and Technologies in
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Netreba tiez zabudnut na velkorozmernd
multimedialnu performanciu Left Hand of
the Universe v Synagdge v Samorine, kto-
ra sa odohravala sucasne v australskom
Perthe, v Colorado Springs v USA a u nas.
UvaZovali sme rohit Zivé prenosy cez inter-
netove pripojenie, ale v tej dobe (november
1997] sa nedali zabezpetit ani prostred-

nictvom Slovenského rozhlasu.

Popri videoperformanciach, ktoré som ro-
bil, eSte pripomeniem seminar, ktory sme
s Jozefom Cseresom pripravili pod hla-
vickou SNEH-u a Katedry estetiky FFUK
v Bratislave pod nazvom Nove medid
a technoldgie v su¢asnom umenia hudbe
(1999]. Toto vsetko potom vyustilo do pri-
pravy samostatného ¢isla ¢asopisu Profil
4/2000 venovaneho novym mediam, kto-
ry, ako si myslim, prisiel v pravy tas a odo-
vzdal som zezlo novej generacii prichadza-
jucej po roku 2000. Oschne som potom
inicioval internetovy databazovy projekt
@rtzoom, ktory sa ale napokon nerozbehoal,
pretoze som dal prednost projektu Radio-
Art.sk (2000). Od roku 2004 som sa pre-
dovsetkym sustredil na uvedenie tychto
foriem umenia do skél, kde p6sobim.

DB: Pouzivanie terminov sdvisiacich
s medialnym a digitdlnym umenim je po-
merne volné a premenlivé, a jasne suvisi
s neustdlym vyvajom v tejto oblasti. Ako
vnima$ mieru, v ktorej sa jednotlivé termi-
ny zaviedli do umeleckej praxe? A ako ich
reflektuje sucasnd slovenskd kunsthis-

toria?

IA Ak sa chce niekto vyjadrovat o his-
torii medialneho umenia, mal by si prejst
tasopis Profil v rokoch 1991 — 1996, nie
len po roku 1999, ked sme ho znovuoh-

3/4 FEMIKEe

1 http://www.radioart.sk

2 http://amarphicrobotworks.org/works/

3 http://web.mit.edu/newsoffice/1993/piene-0908.html

novili po takmer Stvorrocnej pauze. Uvidel
by krésnu histériu pouzivania terminov od
~pocitatového umenia“, cez mnou pouziva-
ny termin ,nové technoldgie v umeni”, za-
vedenie terminu ,multimédia®, ktory som
ja nepouzival, az po ,nové média“ po roku
19989. Po roku 2004 som potom zacal pou-
Zivat termin ,digitdlne média“. Samostat-
nd poziciu méa termin ,intermeédia”, ktory
dnes integruje takmer vSetko, v ¢ase, kedy
sa socharstvo pohlo k intermediam, cez
inStalacie, objekty, intervencie, a podohne.

Do znatnej miery mam pocit a teraz si to
uvedomujem zretelnejsie, Ze svoju Ulohu
zbrzdenia informovanosti kultdrnej a vy-
tvarnej obce o novych mediach zohral aj
Slovnik pajmav svetaveho a slovenskeho
vytvarného umenia 2. polavice 20. sto-
rocia (1999), ktory vySiel nakladom 4000
kusov a predéaval sa plnych 10 rokov $tu-
dentom a pedagogom na Slovensku. Ne-
pochybne sa zvysila Uroven informacii
0 stucasnom umeni. AvSak neobsahuje
hesla ako intermedia, net.art, weh art, in-
teraktivne inStalacie a dalSie aktualne for-
my umenia novych medii. V tom ¢ase holo
argumentom, Ze na Slovensku také ume-
nie nik nerabi, ale o dva roky neskér bola
situacia ina. V slovniku nie je ani slovneé
spojenie nové media, lebo sa u nas este
bezne nepouzivalo. Prvé pouzitie tohto
nazvu evidujem v nazve nasej konferencie
s J. Cseresom (1999] a potom vehement-
nejSia artikulacia prichadza s monotema-
tickym ¢islom Profil 4/2000, kde m6zeme
vycitit terminologicku progresivitu niekto-
rych autorov (a inych prave naopak].

Dnesvieme, Ze neuviest tieto pojmy v slov-
niku bola Skoda. Tento segment umenia sa
tak rozvija, Ze ak by boli vznikli, na nich by

sme najviac videli vplyv ¢asu, a dnes by bali
usmevne a prilis dobové. No aspon by tam
boli a studenti by sa im nemohli vyhnut,
stali by sa stucastou vseobecnej informa-
cie. Takto ndm na viac ako 10 rokov z jedi-
ného slovnika vypadli terminy délezité pre
nové média. Viac ich zohladnil Milo$ Stofko
vo svojom slovniku Od abstrakcie po Zivée
umenie (2007], kde dokonca uvadza aj ra-
dioart. Slovnik pojmav novych/multi/digi-
tal/trans/ meédii a aktualnych technoldgii
pouzivanych v umeleckej produkcii by pro-
spel situdcii, od roku 2007 ho avizuju kole-
govia z Prahy. Musime sa asi zatial uspo-
kojit s informaciou, Ze v roku 2011 pripravil
Slovensky rozhlas sériu prvych 30 hesiel
pre relaciu Slavnik vytvarného umenia,
kde sa kolega Stofko venuje modernému
umeniu a ja intermédiam, sound artu, mul-
timédiam, performanciam, net.artu a web
artu, novym a digitadlnym médiam a podob-
ne. Tento program sa bude dopiiat o dalsie

15-mindtové edukacne ladené prispevky.

Délezitd Ulohu v sprostredkovani informacii
urcite zohralo aj 10 ro¢nikov asopisu 3/4
revue. Z publikacii, ktoré zapifaju prazd-
ne miesta, su prinosom autorske publika-
cie Katariny Rusnékovej Histdria a tedria
medidlneho umenia na Slovensku (2006)
a Rozsirené spbsoby divdckej recepcie di-
gitdlneho umenia [2011]. Vznikli aj dve an-
toldgie textov v redakénej priprave Katariny
Rusnéakaovej V toku pohyblivych obrazov. An-
toldgia textov o elektronickom a digitdinom
umeni v kontexte vizudlnej kultdry (2005)
a mna s Jozefom Cseresom Od analdgo-
veho k digitdlnemu. Nové pohlady na nové
umenia v audiovizudlnom veku (2010].
Poznamka: PInu verziu rozhovoru najdete
na strankach http://www.monoskop.org.



Contempaorary Art and Music (1999]. All
this culminated in preparations of a spe-
cial issue of Profil 4/2000 focused on new
media, which in my opinion, was timely
and passed the baton to a new genera-
tion which emerged after 2000. | then initi-
ated the online database project @rtzoom,
which eventually didn’t materialize, since
| pursued the RadioArt.sk (2000] project
instead. As of 2004 | have been maostly fo-
cused on introducing these art forms in
the schools where | work.

DB: Using terms intrinsic to media and
digital art is fairly free and variable and is
obviously related to the ongoing develop-
ment in this field. What is your view of the
extent to which the particular terms have
been adopted by the artistic practices?
How does the current Slovak history of art

reflect upon them?

m If we were to speak about the history
of media art, we should revisit the maga-
zine Profil (especially in the period 1991
— 1996] not only after 1999 when it was re-
discovered after an almost four year hiatus
in order to witness the magnificient history
of the use of the terms from “computer
art” to the term | used “new technologies
in art”, the introduction of the term “mul-
timedia” — which | didn’t use — to “new
media” applied after 1999. | started to
apply the term “digital media” after 2004.
The notion “intermedia” has a special place
as an all-encompassing term — sculpting
has shifted to intermedia, installations, ob-
jects, interventions, and so forth.

I've increasingly felt, even more so now,

that the Slovnik pojmov svetaveho a slo-
venského vytvarného umenia 2. polovice
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20. storacia [Glossary of International
and Slovak Art of the Second Half of the
20th Century, 1999] played a role in stall-
ing the awareness of cultural and artistic
communities in Slovakia about new media.
It was published in a print-run of 4,000
copies and sold for ten years to students
and teachers. It is without a doubt that it
increased the awareness about contem-
porary art but it didn’t include terms such
asintermedia, net.art, web art, interactive
installations and other current forms of
new media art. It was argued that at the
time nobody did this kind of art in Slova-
kia anyway. This, nevertheless, changed
two years later. The glossary didn’t even
include the term “new media” because
it was not widely used in Slovakia then.
| have come across the first utilisation of
this notion in the title of the conference
that | organised with Jozef Cseres in 1999.
A more pronounced articulation arrived
with the thematic issue of Profil 4/2000
that displayed the terminological progress
of some authors (and the opposite is true
with other authors).

Today we know that it was a pity not to have
included these terms in the glossary. This
part of art is evaolving in such a way that
have they developed, it would have been
a great test of time — they would seem
rather ridiculous and dated now. But they
would have been included there at least
and students would have to acknowledge
them, they would become part of the gen-
eral information. Many terms crucial for
new media were excluded for more than
10 years from the only such glossary
available. This has been partly rectified
by Milo$ Stofko’s glossary Od abstrakcie
po Zivé umenie (From Abstraction to Live

Art, 2007] which even mentions radio art.
A glossary of new/multi/digital/trans/me-
dia and latest technologies used in artistic
production could improve the status quo
and has been announced since 2007 by
the Prague colleagues. For now, it has to
suffice that in 2011 the Slovak Radio pro-
duced a series of the first 30 entries for
its Slavnik vytvarného umenia show (Art
Glossary) that has Mr Stofko focusing on
modern art and me on intermedia, sound
art, multimedia, performance art, net.art,
web.art, new and digital media, etc. Further
15-minute long educational features will

complement this programme.

The ten issues of the 3/4 revue magazine
also played animportant role in spreading
the awareness. Amaong the publications
that fill in the void are: Katarina Rusnako-
va’s Histdria a tedria medidlneho umenia
na Slovensku (History and Theory of Me-
dia Art in Slovakia, 2006) and RozSirené
spbsoby divdckej recepcie digitdineho
umenia (Expanded Forms of Audience
Reception of Digital Art, 2011]; two an-
thologies edited by Katarina Rusnakova
Vtoku pohyblivych obrazov. Antoldgia tex-
tov o elektronickam a digitdlnoam umeni
v kontexte vizudlnej kultdry (Maving Pic-
tures Flux. An Anthology of Writing about
Electronic and Digital Art in the Context
of Visual Culture, 2005) and Michal Murin
and Jozef Cseres Od analégoveho k digi-
talnemu. Nové pohlady na nové umenia
v audiovizudlnam veku (From Analogue
to Digital: New Views on New Media in an
Audiavisual Era, 2010].

Note: The full version of the interview can
be found on the Monoskop website:
http://www.monoskaop.org.
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V Diane McCarty sa prirodzene stretava kultura, technoldgie a femlnlzmus v rizéme, ktora-este viac pDSIinUJBJeJ

kdzelnu osobnost. Znama kyberfemlnlstka a kultdrna agentka dnes pracuje v berlinskom nezavislom radiu Reboot.fm

a okrem neho stala s Pitom Schultzom prl zrode miestneho centra sietovej kultury Bootlabu. Vrozhovore sa vracia do polovice

90. rokov a rozprava o ohjavovani Webu a dvoch coming of age udalostiach eurdpskej sietovej kultury: budapestianskej

konferencii MetaForum a zalozeni mallmg ||Stu Nettlme

TEXT — DUSAN BAROK /

DB: Zaciatkom 90. rokov si sa presta-
hovala zo Spojenych Stdatov do Budapes-
ti. Akd tam panovala atmosféra? Co kul-

turny Sok?

[BIYA Pochadzam z Nového Mexika a chce-
la som odist na rok do Eurdpy, do Anglic-
ka, Spanielska, atd. Podla povodného pla-
nu som mala skontit v Turecku. Kedze
som nemala dost penazi, zmenila som to
na Prahu. ESte v Amerike som u zubara
v Cakarni natrafila na tasopisovy clanok
o americkej kultirnej scéne v Prahe a po-
myslela si, ,0K, do Prahy nejdes, musi to
tam hyt strasné”. Nakoniec som sa roz-
hodla, Ze Budapest bude cez zimu sprav-
nym miestom. Nevedela som o nej vela,
okrem toho, ze maju dobru kinematogra-
fiu. A to bolo to, toho som chcela byt su-
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¢astou. Do Budapesti som prisla v oktobri
1993. Nikoho som tam nepoznala. Mala
som knihu s frazami v réznych jazykoch,
okrem madarginy, skratka som prisla Gplne
naprazdno. Ale mala som Stastie. Cez spo-
lubyvajicu na hosteli som sa zoznamila
s neterou Gyorgya Petera, vyznamného
madarského medialneho tearetika. Napoji-
la som sa na madarsku intelektualnu sce-
nu. Prostrednictvom tohto dievcata, ktore
sa vratilo z Kanady a malo madarskych ro-
di¢ov, som sa zoznamila s vela ludmi, kto-
rych by som pravdepodobne stretla tak i

tak, ale trvalo by to ovela dihsie.

DB: Stretla sisa aj s ludmi z okruhu Béla
Baldzs Studia?

BIYH Ano, no... Travila som vela gasu v mes-

TRANSLATED BY — LLUCIA UDVARDYOVA

te. Bol oktdber. Vela dymu, smogu, aut, naj-
ma trabantov a par novych aut. Budovy sa
renovovali, mesto ocividne prechadzalo ra-
nym procesom transformacie. V jednom
univerzitnom bare v centre som sa zozna-
mila s divadelnitkou, vdaka ktorej som po-
tom zacala pracovat na prvom madarskom
gay a leshickom filmovom festivale, ktary
organizovalo filmové Studio Béla Balazs
Studio (BBS]. Festival sa konal uz zaciat-
kom novembra, vSetko Slo velmi rychle.
Rohila som dobrovolnitku. To mi otvorilo
dvere na madarsku scénu. Vdaka festiva-
lu som sa zoznamila s Janosom Sugarom,
jednym z jeho organizatorov, ktory bol aj
v rade BBS. Spolupracoval s Katedrou in-
termédii na Akadémii vytvarnych umeni
abol sti¢astou Media Research Foundation.

Niektori festival kritizovali pre absenciu vy-



Diana has a talent for |nterweavmg the culture, technology, and feminismin an organic rhizome whlch furthers her charming
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personallty Cyberfemmlst and cultural agent, today she works at the Berlin's |ndependent radio Reboot fm and earlier together

conference and the foundlng of Nettlme mailing list.

DB: In the early 90s you moved from the
States to Budapest. Can you describe the
atmaosphere in the city? Did you experi-

ence any culture shock?

PIYH 'm from New Mexico and | planned to
leave for ayear-long trip to Europe. England,
Spainand so on. The planwas toend upin
Turkey. I didn’t have enough maney, so | later
planned on Prague. Thenin my dentist’s of-
fice in the US there was a magazine about
the American culture scene in Prague which
made me think “OK, don’t go to Prague, it
must be horrible.” Later | decided that Bu-
dapest would be a good place for the winter.
| knew not so much, but | knew they had
a good film scene. And that’s actually what
| wanted to get involved in. | arrived in Oc-
tober '93. | didn’t know anybody there. | had

a European language book with phrases
and it had every language except Hungar-
ian, so | really arrived with nothing. But | got
very lucky. | stayed in a hostel for a few days
as a tourist and through my roommate
| met a girl who was a niece of Gyorgy Pe-
ter, who's very important media theorist
in Hungary. Important point of that is that
| got connected with Hungarian intellec-
tual scene. Through this young girl who'd
come back from Canada with Hungarian
parents | somehow met loads of people
that | probably would have met but it would

have taken a lot longer.

DB: Did you meet people from Béla Ba-

ldzs Studio?

PIXH Yeah. Well. | was hanging around

in the city. It's October. It's kinda smoky,
smaoggy, lots of cars like Trabants and just
very few new cars. Buildings getting ren-
ovated, the city is clearly going through
the early process of transformation. And
then there was a bar, a part of the Univer-
sity downtown where | met a woman from
atheatre and through her I started towork
on the first Hungarian gay and leshian film
festival that was organized by Béla Balazs
film studio (BBS]. The festival happened
in the first days of November, it was very
quick. | volunteered and ran around and
did things. And that was my entry into the
Hungarian scene. Through this festival
| met Janos Sugar who was one of the
organizers, and who was on the board in
BBS. He worked with the Intermedia De-
partment of the Academy of Fine Arts and



chodeurapskych filmov. On na to reagoval
v zmysle, Ze aj vo vychodnej Eurdpe sa ro-
bia filmu s gay a leshickou tematikou, no
ta je viac medzi riadkami a je lepSie pred-
stavit otvorenejsie filmy. Pri jednom dlh-
Som rozhovore mi pontkal, aby som s nim
a Geertom Lovinkom pracovala na konfe-
rencii Metaforum. VSetko to iSlo velmi pri-
rodzene. Stacilo chodit do kaviarni alebo
kin a debatovat s umelcami a intelektualmi.

DB: Stretdvala si vel'a cudzincov?

IBITA Nebolo ich malo, ale ovela menej
ako povedzme v Prahe. Ludia prichadza-
li a odchadzali a vela cudzincov balo in-
tegrovanych v scéne, aj ked ta baola koniec
koncov vzdy madarska. Mnohi z umenia
a kultury z Vychodu prichadzali do Bu-
dapesti len na stretnutia, stretavala som
ich v baroch. Taktiez prichadzalo vela ludi
z Juhoslavie kvoli vajne.

DB: Prvd konferencia Metaforum sa ko-
nala v roku 1994. Ako vznikla?

XA Myslienka vziéla od Geerta a Jano-
sa. Holandsko-madarska kulturna vyme-
na mala silne zazemie a oni dvaja predtym
spolu organizovali sympdzium The Media
Are With Us o Ulohe televizie v kontexte ru-
munskej revolicie (1990]. Tato akcia mala
stasti zasluhu na zalozeni Media Research
Foundation, ktoré fungovalo ako umelecka
skupina. Janas Sugar, Katalin Timar, Suzy
Meszoly, Miklds Peternak, aj Gabor Bora st
vSetci osobnostami madarskej umeleckej
sceny. V jej stopach pokratovalo Metafo-
rum s myslienkou sustredit sa na CD-ROMy.
Nemali sme eSte nazov, iba predstavu
o tom, ze usporiadame konferenciu o mul-
timédiach. Pripravné debaty bali neformal-
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ne, ja som dostala na starosti organizacnu
rolu, fundraising, atd. V priebehu niekal-
kych mesiacav sme fungovali ako tim. Ne-
bolo to tak, ze by som nemala akékolvek
skusenasti. Uz v Amerike som pracovala
s filmom, v Novom Mexiku som viedla kina.
Spominam to, lebo cudzinci, ktori prisli na
Vychod, su tasto ohvinovani z toho, Ze ne-
maju ¢o ponuknut a malilen Stastie. To ne-
bol méj pripad. V minulosti som rohila via-
ceré kultirne programy, nebalo to pre mna
ni¢ nove. TakZe sme robili vyskum, zhanali
informacie. Zoznamila som sa s tlovekom,
ktory vytvoril CD-ROM o znamom madar-
skom hasnikovi Attilovi Joszefovi v sied-
mich jazykoch. Bol to taky ¢udak, ¢o zil so
svojou matkou a mackami v dome zakry-
tom tenkou féliou, s vela pocitacmi. Bolo
to v obdobi transformacie, ked' si Zapad
a Vychod boli k sebe toraz blizsie, takze
niekedy pre mna bolo jednoduchsie najst
si k ludom cestu prave vdaka vzajomnym
rozdielom. Janos bol v Madarsku dost zna-
my a tento ¢lovek by s nim asi jednal Gplne
inak. TakZe timava spolupraca fungovala
vyborne. Vytvorili sme zoznam ludi, s kto-
rymi sme sa mali stretntt a kontaktovali
ich. Zacali sme spolupracovat s prvym ma-
darskym CD-ROM ¢asopisom ABCD, ktary
vznikal na pode Katedry socioldgie Madar-
skej technickej univerzity. Z Gahora Kele-
mena a Andrasa Nyir6 sa v Madarsku ne-

skar stali internetovi experti.

V roku 1994 sme na Metaforum pozvali He-
iko Idensena. Nemahol prist, ale zmienil
sa o Warld Wide Webe, ktory sme s Gaho-
rom Kelemenom zacali skimat. Ja som
mala nakaniec na starosti programova-
nie webu Metafora, Gabor vytvoril vizualy.
Bola to celkom vtipna spolupraca, predtym
som s pacitacom nikdy nerobila. V obdobi

1993/94 existovala len akademicka siet.
Media Research nemal vlastné priesto-
ry, takZe sme pracovali z kancelarie Béla
Balazs Studio a Katedry intermedii a ne-
skorisocioldgie, pretoze sme tam mali pri-
stup na internet. Neexistovalo dial-up pri-
pojenie, len univerzitny pristup. Cez ABCD
som ziskala povolenie vyuzivat kancelariu
v noci. Katedru zatvarali o piatej, vSetci Sli
domay, ja som prisla na internet. No a tak
som chadila po webstrankach, hladala veci,
tokolvek, o tam bolo.

V roku 1994 sme mali celkom produktivny
konflikt s firmou MATAV, ktora nezakon-
ne predavala internetove pripojenie. To, o
rohili, bolo verejnym tajomstvom. Vedeli
o tom len [udia, ¢o sa zaujimali o inter-
net. Mali dve vizitky s dvami réznymi tele-
fannymi ¢islami, ale rovnakou kancelariou.
Pozvali sme ich hovorit. Viacmenej sme
to odhalili a nasledovala velmi zaujimava,

odusevnend debata.

TakZe v noci som chodievala do Technickej
univerzity, kde som mohla vyuzivat inter-
net, pretoZze vtedy nebola Sanca mat pri-
pojenie doma. Mali tam obrovske pocitace
Silicon Graphics, ale bez softvéru — vlast-
ne typicke pre cely Vychod. Pracovala som
na jednom takomto stroji a musim pove-
dat, ze to bolo Uzasné ohdohie. Metaforum
bolo Ciasto¢ne financované cez Autumn
Festival, ktory bol pozostatkom kulttrneho
festivalu este z ias pred palitickymi zme-
nami. Organizoval ho Peter Mate prostred-
nictvom kulturneho centra v Bude. Zo za-
tiatku som mohla pouzivat ich kancelariu.
Bolo to skvelé, bola tam kopirka zamknuté
zamrezami a ked som nieco fotila, musela
som spravit dalSiu kopiu pre ich zaznamy.
Skaoro by som na to zabudla. Su to take tie



he was also part of the Media Research
Foundation. There was a criticism that
there were no East European gay or les-
bian films in a program. He made a com-
ment that “of course you could say that
some films coming out of Eastern Europe
were gay and leshian, but it was so much
between the lines that we felt it's bet-
ter to introduce a proper gay and leshian
film program.” We had a long chat and he
asked me to work on Metaforum confer-
ence with him and Geert Lovink. Things
were very easy in a way. You hung around
in these cafés or cinemas and had dis-

cussion with artists and intellectuals.

DB: Were there very few non-Hungar-
ians around?

MNotveryfew, but if people think about
Prague and this whole takeover thing, it
was not like that either. There were a lot of
folks coming in and out and around, and
lots of foreigners in the city. There was
definitely the overlap, but it was still the
Hungarian scene. And in a way many peo-
ple from art and cultural scene across the
East were just coming to Budapest for their
meetings. | met a lot of those people at
night in bars. Lots of people were coming

from Yugoslavia because of the war.

DB: The first Metaforum conference took
place in 1994. How did it happen? Where

did the idea come from?

XA The idea developed between Geert
and Janaos. There was a strong connec-
tion to a lot of Dutch-Hungarian cultural
exchange and they already worked to-
gether on The Media Are With Us sym-
posium about the role of television in
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Romanian revolution (1990]. That event
was partly where the Media Research Fo-
undation came about and which was ran
as an artists group. Janos Sugar, Katalin
Timar, Suzy Meszoly, Miklgs Peternak, and
Gabor Bora are all Hungarian art figures.
Metaforum was its follow-up and the idea
was to look at the CD-ROMs. We didn't
have a name, only an idea to do a confer-
ence on multimedia. It came to a very in-
formal discussion and | was asked to take
an organizational role, do fundraising and
so on. Within a few months we worked to-
gether as a team. | didn’t come in with
totally no experience, | warked through
film collectors and ran a cinema in New
Mexico. | mention it because foreigners
coming to the East were sometimes ac-
cused they had nothing to offer and then
just got lucky. That was not my problem.
I've done a lot of cultural programs be-
fore so it wasn’t new to me. Anyhow, we
slowly looked around and began do-
ing research. Later | got into touch with
a guy who did the CD-ROM about a fa-
mous Hungarian poet Jozsef Attila
in seven languages. Total weirdo liv-
ing with his mother and many cats in
a house covered with a thin film and lots
of computers. It was the transforma-
tion period, the East and West coming
together, so sometimes it was easier
for me to talk with people exactly be-
cause of this mutual difference. Janos
was a fairly well-know artist in Hun-
gary and this guy would have probably
done with him very differently. So we
worked very well as a team. We made

a list of people to talk to, talked to them.
We started working with ABCD, which
came out of the Sociology Department
of the Hungarian Technical Universi-

ty and was the first Hungarian CD-ROM
magazine. There were Gabor Kelemen
and Andras Nyiré who became one of the
internet experts in Hungary.

In '94 we invited Heiko Idensen for Meta-
forum. He couldn’t come but told us about
the Waorld Wide Web. And so with Gabor
Kelemen we started researching what this
was. | ended up doing most of the pro-
gramming for the Metaforum website, he
did the imagery. That was a very funny
collaboration because before that | didn't
work with computers at all. In '93-94 there
was only this academic network. Media Re-
search didn’t have an office, so we worked
out of the Béla Balazs Studio office, out of
the Intermedia Department and then also
out of the Sociology Department because
that’s where we had Internet. There were
no dial up connections and only the Uni-
versity had access. Through ABCD | had
a permission to use the office at night. So
when the Sociology Department closed at
five, everyone went home, | went in. And
| was doing, you know, web pages, search-

ing around, finding whatever was there.

And in '94 we had a quite good, productive
canflict with MATAV which was illegally re-
selling Internet. It was an open secret what
they were doing, only people who cared
about the Internet knew about this. There
were two business cards, with two differ-
ent phone numbers but the same office.
We invited them to speak. And we sort of
uncovered that and there was a very nice,
very heated debate.

So | would go at night into the Technical
University and have my internet there.
That's how we’ve done with it. There was
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no chance to have a dial up connection at
home. And | think it’s typical throughout
the East in this time — there were really
massive Silicon Graphics machines but no
software. | was waorking on one of these
gigantic machines and | have to say it was
avery amazing time. Metaforum was part-
ly financed through the Autumn Festival
organized by Peter Mate, which was kind
of leftover cultural festival from before
the political changes, arganized through
a cultural center in Buda. | could use that
office in the beginning. And it was great.
There was still this copy machine locked
in a cage room and if | made a copy | had
to leave a copy of what | copied for the re-
cards. This was a fascinating thing for me,
| almost forgot about it. It’s like looking at
how you’ve done with what kind of tech-
nology. | was using Intermedia for faxing,
BBS office for copies, and Sociology for
Internet. Getting the enormous stuff done
going throughout from Pest to Buda to the
other side of Buda. You had to go through
the whole city to take care of all these dif-
ferent communication media.

DB: There was a Nettime meeting in
spring '95 in Venice and there were Geert,
Pit and Nils bringing people there. It laid
o foundation for a mailing list which was
to become a ground for network culture
and net criticism. Was there anyone from
Budapest coming?

DIMH Yeah, me. There was a plan that more
of us would go. When we finished the first
Metaforumin '94, and the illegal monopoly
on the Internet by MATAV and reselling of
the University networks was exposed, for
us it was completely clear that the next
conference would be about the internet.

ul
~I

36

We started Kdzhely, a public meeting point,
which was modeled on XS4All. The idea
was to start a nonprofit internet provider. It
failed miserahly, although it was still a very
productive time. Then Geert and | drove to
Venice for the meeting.

DB: What did you think of the Venice
meeting?

BIMH Well, the Venice meeting was ex-
tremely important. After being hosted by
the Next 5 Minutes conference in Amster-
dam it was the second Nettime meeting.
This is where the name “Nettime” emerged.
The meeting was really amazing. You know,
three days of very lightly pre-configured
discussions. There were teams but it was
very open, people bringing ideas, books,
things to the table. Metaphorically and
physically to share. Lots of magazines.
There was a hig Italian participation, the
Strano Network, Tommaso Tozzi, Federico
Bucalossi. Those are people that | still have
contact with here and there. The very im-
portant thing is that there was the first
crossover with Paul Garrin and a moderate
clash of European and American media list
posters. There was a really beautiful mo-
ment when Paul Garrin was just talking too
fast and he would not let the Italian guys
with their extremely awful English speak.
He spoke way too quickly for anybody
who's not a native speaker to understand
and Nils Roeller just started speaking Ital-
ian. He switched the discussion language
into Italian. It was one of the most beauti-
ful gestures I've ever seen in terms of how
a small group of people communicate with
each other. I've found that my notebook on
the Nettime meeting was scribbled down
with the ideas.

We talked a lot about hypertext. Lot of
literary things and then looking at what
could the Internet culture be, the palitics
of Internet, how then net would be gen-
trified at some point and what could be
positive form of gentrification. | think that
was my point actually. Gentrification. You
can have different sort of interests merg-
ing together to create something better.
What was interesting is that we really de-
scribed what in fact did happen. Whole
commercialization of the Internet space,
how it would be an alternative zone for
a little while, how to define that, and at
least make an analysis so something
could remain afterwards.

The meeting laid a base for Metaforum, for
dealing with other events, and far creating
this little space for important discussions.
It remains with me, the idea that you have
three days for intensive discussions with-
out a puhlic. That gets lost, but it’s a very
important space to have.

The Nettime list resulted out of it which
Pit Schultz started on his own little weird
computer in his room with some weird
Internet connection. We used it as a pre-
channel for Metaforum in '95 and | think
we were the first conference to do that.
Everybody had access to the texts of the
others, so each next real life meeting had
much more focused discussion.

DB: Do you remember any particular talk
or discussion that somehow stuck in your
mind, or some particular ideas?

EIMH Well, the whole thing was. | didn’t
sleep for those three days. | met nearly
everybaody | still know in Berlin at that time.
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spomienky na zazitky, ako sa Clovek vy-
sporiada s ktorou technoldgiou. Katedru
intermedii som mala na paosielanie faxov,
BBS na kopirovanie, Katedru socioldgie
na internet. Chodila som z Pesti do Budy,
azas na opaénu stranu Budy. Clovek musel
prejst celé mesto, aby mohol pouzZit rozne
komunikacné media.

DB: Najar v roku 1995 v Bendtkach pre-
behlo stretnutie Nettime, na ktoré Geert,
Pit a Nils pozvali réznych l'udi. PolozZilo zd-
klad pre mailing list, ktory sa stal zivhou
pddou pre sietovu kultdru a jej kritiku. Bol
tam aj niekto z Budapesti?

[EITH Ja. Aj ked pévodne bolo v plane, Ze
nas pojde viac. Po prvom Metafare v roku
1994, ked' sa prevalil nezakonny interne-
tovy monopol MATAVu a predaj univer-
zitnych sieti, bolo nam Uplne jasne, ze
dalSia kanferencia musi byt o internete.
Zalozili sme Kdzhely, verejne pristupny
priestor pre diskusie podla holandske-
ho modelu XS4All. Ideou bolo zaloZit ne-
ziskoveho poskytovatela internetového
pripojenia. Skancilo to fiaskom, ale prisli
sme na nove veci. S Geertom som po-

tom Sla do Benatok.
DB: Aky si mala zo stretnutia pocit?

EIYH Malo nesmierny vyznam. Po hos-
tovani na kanferencii Next 5 Minutes
v Amsterdame Slo de facto o druhé
Nettime stretnutie, kde vznikaol aj sa-
motny nazov. Miting bol skvely. Tri dni sa
diskutovalo vtimoch, ktoré boli otvorene,
[udia prichadzali s novymi napadmi, kni-
hami, kopou tasopisov. Talianska parti-
cipacia bola znacna — Strano Network,
Tommaso Tozzi, Federico Bucalossi,
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s ktorymi som stéle v kontakte. Klu¢ove
bolo, Ze nastala prva konfrontéacia s Pau-
lom Garrinom a tiez mensi konflikt medzi
eurgpskymi a americkymi prispievatelmi
na mailing list. Bal tam krasny moment,
ked Paul Garrin hovoril velmi rychle a ne-
dovalil tak Talianom s ich slabou anglicti-
nou, aby sa dostali k reci. Nils Roeller zra-
zu zacal rozpravat po taliansky a prepol
celu diskusiu do talianciny. Bolo to jedno
z najkrajsich gest, ake som videla v komu-
nikacii v rémci malej skupiny.

Vela sa hovorilo o hypertexte, literature,
0 tom, ¢o by mohla byt internetova kultu-
ra, politike internetu, o jeho pripadnej gen-
trifikacii, a aka by bola jej pozitivna forma.
S gentrifikaciou som, myslim, prisla ja. M6-
ze$§ mat viaceré zaujmy, ktoré prichadzaju
do kontaktu, aby vytvarili nieco lepsie. Zau-
jimavé je, Ze to, ¢o sme vtedy popisovali, sa
neskor stalo skuto¢nostou. Komercionali-
zaciu internetu, ako bude doctasne alter-
nativnou zoénou, ako ju definovat a analy-

zovat aspon na to, aby po nej nieco zostalo.

Podujatie poloZilo zaklady pre Metaforum
i realizaciu inych akcii a vytvorilo priestor
pre doélezité diskusie. Myslienka, Ze mas tri
dni intenzivnych diskusii bez pristupu ve-
rejnosti, je stale so mnou. Ten priestor sa
strati, no pritom je zasadny.

Zo stretnutia vziSiel Nettime mailing list,
ktory spustil Pit Schultz zo svojho malého
podivného pocitaca u seba doma s pada-
jucim internetovym pripojenim. Pouzivali
sme ho ako pripravny kanal na Metaforum
v 1995 a mam pacit, Ze sme boli prva kon-
ferencia, ktora to urobila. VSetci mali pri-
stup k textom ostatnych, takZze kazdé na-
sledné stretnutie ,naZivo” $lo hned k veci.

DB: Zaujala ta nejokd konkrétna disku-
sia, myslienka?

BIH Celé to bolo zaujimaveé. Tri dni som
prakticky nespala. Spoznala som tam
vela ludi, ktorych stale stretavam v Ber-
line. Bali tam vsSetci z umeleckej skupiny
Botschaft. Zaujali ma diskusie o vytvara-
ni diskurzu a o tom, ktory diskurz by mal
byt relevantny, i ked sme tento termin
vtedy nepouzivali. Ako néjst svoj ,.kmen”,
ako zistit, kto robi na podobnych veciach,
a ako to zdielat, ako vytvarit priestor, kto-
ry moze byt zdielany a ako udrzat Uroven.
K tymto témam mozZu byt namietky, no
myslim si, Ze su dolezité.

Tiez sme riesili, ako vytvorit kultdru, ktora
by prezila napor kapitalistického rozpre-
daja, ktorého nastrojom sainternet neskor
mal stat. Pozoruhodné je, kolko z nasich
predpokladov sa nakoniec ukazalo prav-
divych. Hovorili sme o net arte, aj ked sa
eSte vtedy tak nevolal. Kathy Huffman roz-
pravala o Upadku videa spdsoheného jeho
nedostatocnou distriblciou. Internet mal
svoje vlastneé distribucné kanaly. Distribu-
cia ako taka existovala, ale bolo potreh-
né identifikovat jej slabiny a mozny vyvoj.
No musim povedat, Ze sa nam nepodari-
lo vypichnut vSetky potencionéalne problé-
my. Nettime stéle funguje, ale je Uplne iny.
Dnes je skor spravodajskym médiom nez
priestorom na zdielanie idei.

Uloha pripravného, pred-publikagné-
ho kanalu, bala klt¢ava. Nettime mal byt
miestom, kde ste mohli publikovat svoje
myslienky v rdmci komunity so zdielany-
mi zaujmami a dostat spatnu vazbu, kri-
tiku, na zaklade ktorej ste ich maohli pre-

formulovat a znovu zverejnit. Samozrejme,



All the Botschaft people were there. Dis-
cussions that were interesting for me were
about how do you create the discourse and
what would be a relevant discourse, but we
didn’t use this term. How to find our tribe,
how do you find out who else is doing stuff,
and how do you share that, how do you
create the space within that can be shared,
and then how do you keep the level high.
These were things that can be criticized

but | think they are important.

And then how do you build up a culture
that can exist or survive the onslaught of
capitalist selling that the Internet would

become. What's interesting now is how
much we really saw what would happen.
Net art got discussed, it just wasn’t called

net art yet. Kathy Huffman told about how
video had been killed by its lack of distribu-
tion means. So Internet would have its own

distribution, like net art or even texts, you

already had the distribution covered, but
you have to look for the weak points and

what can come. But | would say we kind of
failed in having identified all the potential

problems. Nettime still exists, but it be-
came a totally different thing. It's a good

newspaper. But it’s not a space for sharing

ideas and so on.

Pre-publishing channel was very impor-
tant. To have Nettime as a place where you
can put the ideas out within a commu-
nity of shared interests and intellectuals,
get feedback, have them criticized, refor-
mulate them, put them out again. Yeah,
it cost lots of flame wars and arguments
at that time but it also opened up an in-
credibly interesting space of ideas and
| think that’s what people really appreci-
ated that were participating in that, like
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Brian Holmes, Steve Kurtz. That part of
Nettime was the most beautiful thing
that came out of the Venice meeting. You
didn’t just send the finished text there, but
you were really participating in a broader
discussion, in a discourse zone. That was
a main point of being different from The
Well. | still think that you can say that’s
an American culture. There is not proper
discussion aon a level that could be called
discourse. Nettime had a few years of
adiscourse zone and it was extremely rich
in its ideas in a way that ideas got better
through sharing of them.

DB: Do you remember what books were
read at that time, what kind of literature
was discussed on Nettime, in Budapest?

MThat‘s a good question. There were
mostly articles. We were reading Wired,
Mediamatic, and following up. Laszld
Tolgyes in Budapest was editing the
Gondolat-Jel journal with Agnes Ivacs
and she’s also one of the editors of
Buldozer. Then they did the special is-
sue on new media. | remember we were
translating Donna Harraway, and that
was really terrible. So Donna Harraway
was read. It's funny because | thought
it was completely boring and | didn’t
understand a thing. Now as | read it | find
her very funny and interesting. | would
say that Mille Plateaux was the most
important book that was discussed.
Flusser was definitely important. There
had been the Flusser conferences in
Prague and in Budapest. Bifo was im-
portant, although he was not part of the
netwark. McLuhan was discussed, but
not in a big way, more criticized. Like
we were not McLuhanians. That was an

important thing that we were not a bunch
of mad McLuhanians.

DB: Was Richard Barbrook already writ-
ing at that time?

DM: He had written the Californian Ideo-
logy, a very important text. In '96 we had
Richard Barbrook and Manuel DelLanda.
And | would say that was me putting them
together and sending them each other’s
texts, so they were really very well pre-
pared for their fight. And they had really
brilliant exchange.

DB: Why did you do it?

I Because in the end | like Richard’s
conclusionsin Californian Ideology. In gen-
eral | like the conclusions that he comes

up with although he’s a very dry academic.
Manuel DeLanda is a self-trained academ-
ic and | really love his way of writing and

I love the way he thinks, but | don’t like his

conclusions. To put these two people to-
gether just made sense. They had a really
brilliant exchange and their talks are well

documented.

DB: What was the atmosphere of the dis-
cussions at Metaforum '95 if you compare
it to Venice a couple of months befare?

I We went to all the different confer-
ences, some of us were for example at Ars
Electronica in '95 when they did their Wel-
come to the Wired World sympasium. We
could see what was happening, not hap-
pening, not getting discussed and follow
up on it, take that opposite theme. In '95
we had JP Barlow and Hakim Bey dis-
cussed things, Matt Fuller, Marleen Stikker,
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stoji to vela flejmov a ostrejSich vymen, no
zaroven to otvara neuveritelne zaujima-
vy priestar pre myslienky. Myslim, Ze ludia
ako Brian Holmes, Steve Kurtz a dalSi oce-
novali hlavne tento aspekt. Tento aspekt
Nettimu bol tym najlepsim, ¢o vzislo z be-
natskeho stretnutia. Neslo o to poslat ho-
tovy text, ale skutocne participovat v Sirsej
diskusii, v diskurznej zane. To nas odlisSo-
valo od projektu The Well. Myslim, Ze pri
nom sa da stale povedat, Ze ide o americ-
ku kultdru. Neexistuje tam diskusia, ktora
by prebiehala na trovni diskurzu. V ramci
Nettime niekol'ko rokov fungovala diskurz-
na zona, ktora bola nesmierne bohata na
idey v zmysle toho, Ze myslienky sa vylep-

Sovali ich zdielanim.

DB: Ake knihy sa vtedy Citali, o akej litera-
ture sa hovarilo na Nettime, v Budapesti?

IBIYH Dobra otazka. Vaésinou $lo o &lanky.
Citali sme Wired, Mediamatic, atd. Laszl6
Tolgyes v Budapesti editoval Zurnal Gondo-
lat-Jel spolu s Agnes Ivacs, ktora bola jed-
nou z editoriek Buldozeru. Vydali Special-
ne cislo o novych mediach. Prekladali sme
Donnu Harraway, bolo to strasné. Takze sa
titala Donna Harraway. Vtipné bolg, ze som
vtedy jej texty pokladala za velmi nudné,
nerozumela som ani slovu. Ked ich €itam
teraz, pridu mi velmi vtipné a zaujimave.
Najvacsi ohlas mala Mille Plateaux (Tisic
plo&in]. Tiez Flusser. V Prahe a Budapesti
sa 0 nom konali kanferencie. Bifo bol tiez
dolezity, aj ked nebol stcastou siete. Dis-
kutovalo sa o McLuhanovi, ale skar kriticky.
Neboli sme McLuhanisti. To bolo dolezite,

ze nie sme partia trafenych McLuhanistov.

DB: Publikoval uz v tej dobe Richard
Barbrook?
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[YIYH Napisal klatovy text Californian Ide-
ology. V roku 1996 sme hostili Richarda
Barbrooka a Manuela DeLandu. Dala som
ich dokopy ja, posielala somim ¢lanky toho
druhého, bali na svoj suboj dobre priprave-
ni. A bola to nezabudnutelna vymena.

DB: Preco si to robila?

DIYH Pati sa mi Richardov zaver v Califor-
nian Ideology. Mam rada zavery, ku ktorym
prichadza, aj ked' je suchy akademik. Ma-
nuel DelLanda je zas akademicky samao-
uk. Milujem jeho Styl pisania a myslenia,
ale nepacia sa mijeho zavery. Bolo logické
spojit tieto dve osohbnosti. Ich konfronta-
cia bola Uzasna a ich vystupenia su dobre
zdokumentavane.

DB: Akd atmosféra panovala pocas de-
bdt na Matafore v roku 1995 v parovnani
s Bendtkami?

[BIYH Chodili sme na rozne konferencie, na-
priklad na Ars Electronicu v roku 1995, ked'
organizovali sympozium Welcome to the
Wired World. Videli sme, Co sa deje, co nie,
¢o sa nediskutuje a ohchadza a inSpirova-
li sa tym, zaujali opacny postoj. V 95-tom
sme pozvali JP Barlowa a Hakima Beya,
Matta Fullera, Marleen Stikker a viacero
osobnosti z Holandska. Rok 1995 bol ne-
uveritelne intenzivny. TieZ sme hostovali
dalSie stretnutie Nettime. Ludia z EastEd-
ge sa pohadali s ludmi z Digital Szigetu
z Budapesti, ¢o zas suviselo s Koézhely.
Existovalo vela takychto malych interne-
tovych skupiniek. Neviem, ¢&i ich nazyvat
aktivistami, ale boli to aktivne skupiny, kto-
ré vyuzivali internet a nieco vytvarali. Me-
dzi Szigetom a jednou budapestianskou
skupinou vypukla takmer virtualna vajna

a na Matafore sme ich potom spriatelili,
to bolo fajn.

Temou Matafora v roku 1995 bol ,,Pristup
vSade” - od ,,Pristupu pre vSetkych” [Ac-
cess for all, XS4AIl) k ,,Pristupu vSade”
(Access to all], ¢o suviselo s gentrifika-
ciou internetu. Na nasej akcii prebehla prva
verejna ukazka internetu v Madarsku. Mali
sme niekolko terminalov, ktoré fungovali.
Bali pomalg, ale fungavali. Mnohi si mys-
lia, Ze to bolo na akcii Butterfly Effect za-
tiatkom roku 1996, ale neholo to tak. Mali
sme prvy verejne pristupny internet, ktory

si ludia maohli sami vyskusat.

Riesili sme aj autorské pravo. Prisli ludia
z Fido-Netu, ktori ¢elili policajnym razi-
am. Fido bala alternativna siet, este pred
WWW. V Taliansku bola prave pri moci prva
Berlusconiho vlada, ktora skonfiSkovala
pocitace so systémom BBS, pretoze po-
skytovali priestor informéaciam, ktoré po-
vazovala za nezakonné. Autocenzura bola
velmi bezna, pretoZe ziskat zhabany po-
titac spat bolo velmi tazkeé. Ludia radsej
sami vymazavali informécie. Existoval aj
shareware. Slapic (Krisztian Czakd] upo-
zornil na velmi délezitd vec, Ze palicia ne-
vedela, ako ma kantrolovat internet. Bol
to priestor, v ktorom kapitalisticka forma
vlastnictva nefungovala tak, ako predtym.
Policia nieGomu takému, ako je shareware
nerozumela, takZe im to vSetko pripadalo
nelegéalne. Vyskytli sa prve pripady zhaba-
nia BBS serverov v Madarsku. Rozobera-
li sme, s akymi novymi farmami kontraly
méame do tinenia. Slo o velmi skoré disku-
sie o autorskom préave a vlastnictve, eko-
nomii a open source. Niektoreé terminy vte-
dy eSte neexistovali, ale o tychto témach
sa diskutovalo.



lots of Dutch. '95 was extremely intense,

there was also another Nettime meeting
there. The guys from EastEdge had a fight
with the guys from Digital Sziget in Buda-
pest, which was also somehow connected
with Kozhely. There were all these different
little groups of the Internet. | don’t know
if to call them activists, they were people
that were active and using Internet and
setting things up. There was almost a cy-
ber war between the Sziget guys and one
Budapest cell and we made them make

friends at Metaforum, that was nice.
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The topic of Metaforum '95 was “Access
to all”, from “Access for all” [XS4All] to
“Access to all”. What it meant had a lot
to do with gentrification in the Internet.
Our event was the first place which had
a public demonstration of Internet in Hun-
gary. We had little terminals that did work,
they were very slow, but they waorked. A lot
of people think it was the Butterfly Effect
event, which was organized in early '96,
but we were the first with public Internet.
People came in, get on the computers and
looked at the Internet.

We talked about copyright, there were the
Fido-Net people who had palice raids. Fido
was the alternative network before the
World Wide Weh. Alsg, Italy had the first
round of Berlusconi government which
confiscated computers running BBSs be-
cause they were hosting the information
that they considered illegal. There was
a lot of self-censorship going on, be-
cause it was such a pain in the ass to get
your computer back. People would rath-
er take down the information posted on
the Fido network themselves. There was
also shareware. Slapic (Krisztian Czako)
brought up very important point that the
police didn’t understand how to control
Internet. The place where the capitalist
forms of ownership didn’t function like

before. Paolice didn't understand some-
thing like shareware, so all of that seemed

illegal to them and there were already the

first cases of police seizures of BBS host-
ing computers in Hungary. We looked at

how new forms of control were coming

into place. These were very early dis-
cussions of copyright and ownership, of

economy and open source. Some terms

didn’t exist yet and were not in use but

these discussions were there.

It already came up in '94. We had a very
funny fight between two CD-ROM camps.
Jozo Attila was very concerned about the
copyright and what kind of problems
they would have if they would want to
sell their COs in other countries. ABCD
guys said the copyright is not impor-
tant, so in Hungary we’re gonna copy
everything. And my joke in '95 was that
there’s ane copy of Windows '95 reg-

istered to Hungary. In '95 there was
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Zaoberali sme sa tym uz v roku 1994 pri
usmevnom konflikte dvoch CD-ROM tabo-
rov. Jozo Attila bol znepokojeny autorskym

pravom a problémami, ktoré by mohli mat,
keby chceli svoje CD predavat v zahranici.
ABCD tvrdilo, Ze copyright nie je délezity
a Ze v Madarsku sa bude kopirovat vset-
ko. Zvykla som Zartovat, Ze v Madarsku

je registrovana jedina kopia Windows 95.
V rovnakom ¢ase mal Microsoft kampan

0 tom, Ze ludia majui moralnu povinnost

hlasit suseday, ak pouzivaju piratske kdpie

Windows 95. Alex Shulgin napriklad v roku

1995 vystavoval svoj piratsky softvérovy

trh ako umelecky projekt, takze uz vte-
dy sme sa venovali témam aka piratstvo

a autorske pravo.

NerozliSovali sme medzi obecenstvom
a prednasajucimi. Tiviacmenej iba nasta-
vovali urgité témy. Rok 1995 bol skvely,
boli sme nabiti energiou, pocitom spo-
|upatricnosti. Do Budapesti vtedy prudili
[udia z celého sveta, Olia Lialina, Alexei
Shulgin, Rachel Baker. Definovala sa net-

artova scéna.

DB: Zucastnili sa aj Studenti z Katedry
intermédii Miklésa Peterndka?

EIH Ziadna madarska netartova scé-
na nakoniec nevznikla. Existovala ale
velmi silna sietova kultdra, ktora vznik-
la ovela skor a bola silnejSia nez v nie-
ktarych inych krajinach, stale je silna.
Boli sme v kontakte s Akadémiou vy-
tvarnych umeni, hostovali konferenciu.
Organizovali sme ju z kancelarie Kated-
ry intermédii a iste, Studenti tam boli.
Z tych, ¢o sa pohybovali v okruhu Ka-
tedry intermédii v tom Case vyrastla
velmi Uspesna generacia madarskych
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umelcov. Hajnal Nemeth, Tamas Komo-
réczky, ktory uz vtedy bol umelcom, Little
Warsaw to sledovali a neskar robili vlast-
né projekty. Boli pritomni, a nepovedali ani
slovo. Povedala by som, ze je to typicke...
Madarski Studenti vo vSeobecnasti velmi
nekladu otazky.

DB: To sa tyka celého Vychodu...

[IYA Vvéimla som si to. Nerada zovéeobec-
nujem, ale rada by som videla, ako sa ma-
darsky Student na nieco pyta. Ale Studen-
ti tam vtedy bali a ob¢as néam pomahali.
Vzdy sme sa snazili zapojit mladych ludi
do nasich aktivit.

DB: Bolitam aj ludia z lotySského E-Labu
[neskér RIXCu)?

DIYA Ano, v roku 1995 boli v Budapesti.

DB: 0 nieco neskér zacali pracovat na
streamovacom projekte.

EI'H v 95-tom priéla Rasa autobusom
z Rigy. Rok nato som $la vlakom do Rigy ja.
Cesta trvala tri dni na vlastnoruéne vyro-
benom listku...

DB: Interrail...

BIYH v Madarsku bolo vela zaujimavych
medialnych projektov, ale nebali to vy-
slovene internetove projekty. Zahfnali in-
ternet, ale nebolo to internetove umenie,
resp. net art. Niekto vyrobil vlakove listky
a tak som mohla cestovat po celej Euro-
pe za 100 nemeckych mariek. Nikto nemal
peniaze. Ale tieto veci Slo robit aj bez pe-
nazi. Napriklad, ked'si iel do Linzu, jeden

tlovek mal rezervovanu hotelovt izbu, ale

spala ich tam osem. To boli pekné ludské
gesta. Ludia zdielali vSetko, ¢o mali, infor-

macie aj zdroje.

DB: Ako si vnimala zvukovu scénu, kto-
rej sucastou bol aj E-Lab a ktord sa su-
stred'ovala okolo siete Xchange? Ciastod-
ne sa prelinala s Nettime, no Sla vlastnou

cestou...

[BIYA Pokratovali sme v medialnom vysku-
me, organizovali workshopy a mali celo-
roény program. Cast aktivit bola zamera-
na na zvuk. ParaRadio, ktore stale existuje,
vzniklo z Matafora a fungovalo prostred-
nictvom C3. Prisiel sem aj Erik Davis, ktory
bol v Rotterdame, Linzi, Budapesti a po-
tom Rige. V Budapesti mal prednéasku, kto-
ra bola streamovana do Rigy, a v Rige zas
prednasal o ,akustickom priestore”. Tato
prednaska vyrazne ovplyvnila RIXC. Hovo-
ril o zdielani a priestore, ktory vznika pro-
strednictvom zvuku cez siete. Velmi mclu-
hanovske, ale Erik je taky skvely hipisak, ze
to vSetko dava zmysel. Je skutocne bystry
a ma velmi osobity Styl myslenia.
Poznamka: PInt verziu rozhovoru najdete

na strankach http://www.monoskop.org.



a Microsoft campaign to have a moral duty
to inform on your neighbors if they were
illegally using pirate copies of Windows
'95. Alex Shulgin had presented his pirate
software market as an art projectin '95 so
we were already looking at issues of piracy
and copyright.

We didn’t make a distinction between the
speakers and the audience. Speakers were
more like in a way to put some themes out.
'95 was amazing. There was super intense
energy. Very strong feeling of coming to-
gether. Lots of people came to Budapest,
from all over. Olia Lialina, Alex Shulgin, Ra-
chel Baker. Net art scene got defined.

DB: Were there any students from Miklds
Peterndk’s Intermedia Department pre-
sent?

DI in the end no real Hungarian net art
ever came out. What you did have was
a very strong Hungarian net culture,
which is very early and much stronger
than in lots of other places and is still
very strong. We were having the con-
tacts in the Academy of Fine Arts, the
canference took place there. We organ-
ized it out of the office of Intermedia De-
partment and students were certainly all
there. People that were in and around
the Intermedia Department at that time
became a very successful generation
of Hungarian artists. Hajnal Nemeth,
Tamas Komoroczky was already artist,
Little Warsaw, they were certainly fol-
lowing these things and then making
their own wark. They were there, they
didn’t say a thing. | would say it’s typi-
cal... | mean Hungarian students are
not really asking lots of questions.
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DB: It's also something about the East..

PBIXH | mean, sorry. | did notice this. | don’t
like making generalizations but | have yet
to see a Hungarian student to ask a ques-
tion. So they were actually there. Some-
times really helping out with the confer-
ence and stuff. We were always getting
young people to help out doing things.

DB: Where there people from E-Lab [early
RIXC] attending?

IYH Yeah, they were in Budapest. In 95,

DB: They were about to start the stream-
ing project later aon.

EIMH In '95 Rasa came by bus from Riga.
In'96 I went to Riga. By train. It was a three
day train trip with a self made train ticket
So...

DB: Interrail...

m There were really nice media pro-
jects in Hungary but there weren’t In-
ternet-specific things. Really interesting
happenings with Internet but not Internet
art and net art. | mean, we were ahle to
travel because someone made their own

artificial train tickets. So | could travel all

over the Europe for 100 Deutsche Marks.
DIY tickets. Nobody had any money. But
you could still do these things without
much money. You went to Linz and one

person had a hotel room and 8 people

slept there. Those were the nice human

gestures at that time. People shared eve-
rything they had, information and the re-
sources, very nicely shared.

DB: How did you perceive the mareless
sound scene RIXC has been part of and
which gathered around Xchange network?
It was slightly overlapping with Nettime
but still went its own direction.

PIMA We continued doing media research,
different workshops and program through-
out all year. Some of them were for the
sound. ParaRadio came out of Metaforum
and ran through the C3. And it still exists.
And that was a bunch of the Szeged guys
moving to Budapest. Erik Davis came and
he was in Rotterdam, Linz, Budapest and
then Riga. And he gave a talk in Budapest
which was streamed to Riga, and then in
Riga he gave the "acoustic space” talk
which had been transcribed and which be-
came very influential for RIXC. He mapped
out the way of how things get shared, what
kind of space gets created through sound,
through the netwarks. Very McLuhan but
he’s such a brilliant hippie that it makes
sense. | mean he’s really smart, he has ave-
ry special way of thinking things through.
Note: The full version of the interview can
be found on the Monoskop website:

http://www.monoskap.org .
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Rasa Smite a Raitis Smits su dnes uz pioniermi sietovej kultury v polovm 90. rokov zaali pracovat so zvukom na mternete <

spolu s umelcamina celom kontmente, z ¢toho vziSiel streamingovy projekt Xchange. Stale aktivni v centre RIXC v domovskej

T T T

Rige nadalej kazdorotne organizuju festival Art and Communication ktory za posledne roky hostoval umelcov skUmachich

objavovani elektronickej kultury.

TEXT — DUSAN BAROK /

DB: V roku 1996 ste spolu s Janisom Ga-
rancsom v Rige spustili centrum elektro-
nického umenia a médii e-lab. Odkial sa
vzala tato myslienka a preco bola pre vds
osobne délezitd? Ako ste sa dostali k praci
smédiami, respektive zacali,,mysliet medi-
dlne”? Spomeniete si na svoj prvy kontakt

s internetom alebo dokonca pocitacom?

Raitis Smits:

V tej dobe som pracoval spoloéne s Rasou,
rohili sme inStalacie a pracovali s videom.
Potom sa to stalo velmi nahle, internet
sme ohjavili vdaka ndSmu zamestnaniu.
Pracoval som vo verejnopravne;j televizii
a Rasa v novinach, kde sme mali pristup
k pocitacom. Zucastnili sme sa konferen-
cie Interstanding, ktoru v Tallinne poriada-
lo miestne Sorosovo centrum sucasného
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TRANSLATED BY —

umenia. Myslienky, s ktorymi sme sa tam
stretli, nam otvorili kompletne novy pohlad

na umenie a kultdru.

Rasa Smite:

Na kanferencii Interstanding sme po prvy
raz poculinieco viac o internete, i o tom, Ze
umenie sa da rohit tieZ online. Po ukonée-
ni Studia na LotySskej akadémii umeni za-
¢iatkom 90. rokov, ktora nam dala velmi
tradicné vzdelanie, sme chceli opak, boli
sme velmi otvoreni experimentom s rozlic-
nymi novymi formami, ideami, materialmi,
meédiami. Ako uz povedal Raitis, zacali sme
pripravovat vystavy, instalacie atd. v kon-
texte sucasneho umenia. Vonkoncom nas
to ale neuspokojovalo, pretoZze scéna su-
tasneho umenia baola v LotySsku, podob-
ne ako v inych krajinach vychodnej Euro-

JURAJ GIGAC

elektromagnetickeé polia, politiku frekvenéného spektra ZdI’DJB energie a transhiotiku. V kratkom rozhovore sa bavime 0 |ch

py, uvedena do Zivota Sorosovou nadaciou

a jej strategiou, a tiez preto, ze tu domi-

novali kuratorske praktiky vyberu umel-

cov, no a po tretie, pretoze svetu sucas-
ného umenia chybal komunikacny aspekt,
vsetci umelci totiz pracavali individualne,
¢i skar izolovane. Tallinnska konferencia
bola ozajstnym zlomom v naSom mysleni
a avplyvnila nase neskorsie aktivity — zis-
tili sme, ze tieto noveé média skryvaju prave
tie moznosti tvarivého prejavuy, ktoré sme

v nasej tvorbe hladali. Jednak pontkali novy

— neohjaveny, imaginarny, bezhraniény — ¢

priestar, v ktorom mohli umelci pracovat,
komunikovat a experimentaovat s novymi
umeleckymi formami. Druhou podstatnou
strankou bola moznost komunikacie a vy-
meny informécii — po Zivote v informac-
nom vakuu sovietskych déh sme konecne

s_Alksnis



L,

Cnmmunity Radio

..d!iu-—-— .
RADIO_100

ORKSPACE RADIO

g pleneers of network culture In the m|d 90s they began waorking with sound over internet
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¥the continent, which gave rise to the Xchange streamlng project. Still active in the RIXC centre
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- hey annuaIIy erganlse the Art and Cemmunlca ion festlval which in the recent years hosted artists
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interview we talk about their dlseevery of electronlc culture. |

e electromagnetic fields, polltlcs of frequency spectrum, future of terrestrial energy or transbletlcs In a short
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DB: In 1996 together with Jaanis Ga-

rancs you started the electronic arts and

- media centre e-lab in Riga. Can you de-

scribe where did the idea came from and

why it was important for you personally?

How did you happen to work with media
(or rather, “think media”], maybe coming

back to your first contacts with internet,

and even with a computer?

By that time me and Rasa had waorked
together making installations and video.
Then it happened almost at once, we dis-
covered the internet thanks to our jobs. At
that time | was working in national televi-
sion and Rasa — in newspaper and there
was access to computers and we attended
the conference Interstanding conference
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in Tallinn organized by Soros Contempo-
rary Art center in Tallinn. Ideas we heard
there opened a completely new perspec-

tive in arts and culture at large.

Rasa Smite:

Interstanding conference in Tallinn was the
first time when we heard something mare
about the internet, also that it is possible
to make art online. After graduating Latvian
Arts Academy in the beginning of the 90s,
where we've got very traditional education,
contrary to it, we were very open to experi-
ment with different new forms, ideas, ma-
terials, media. Like Raitis said, we started
to make exhibitions, installations, etc., in
the context of contemporary arts. But as
contempaorary arts scene in Latvia, like in
other Eastern European countries, was

natkos

“-{‘_q—l_ u

brought in by Soros Foundation and their
policy, also because there was dominating
curators’ practice — to choose artists, and
third, because contemporary arts waorld
lacked the communication aspect, all art-
ists were warking individually, rather iso-
lated, — it didn’t satisfy us at all. Tallinn’s
canference was a big turn in our thinking
and it influenced our later activities — we
learned there that that new media contain
that potential for creative self-expression
which we were looking for in our creative
work. First of all, it offered new space —

unexplored, imaginary, without boundaries

— for artists to work, communicate and ex-

periment with new forms in arts. Second
important facet was communication and
information exchange — after living in
information vacuum in Soviet period, we

-
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dokazali ziskavat informacie o aktivitach
a udalostiach, na ktarych sme mali zaujem
sa Ucastnit, napriklad o festivaloch medi-
alneho umenia, a tak isto sme tam mobhli
stretn(t podobne mysliacich ludi a spolu-
pracaovat s nimi. Internet umaoznil iniciovat
nove spoluprace medzi umelcami zo za-
padnej a vychodnej Eurdpy, ¢o je tiez velmi
dolezity aspekt.

Tallinnska konferencia Understanding In-
teractivity tak otvorila nase mysle a my
sme sa ihned potom rozhodli v Rige za-
lozit labaratérium elektronického umenia.

Raitis Smits:

Ludia, ktorych sme na tejto konferen-
cii stretli, sa neskér stali nasimi dobrymi
priatelmi, poradcami a spolupracavnikmi.
Medzi inymi Geert Lovink, Eric Kluitenberg,
Alexej Shulgin, Richard Barbrook, Heath

Bunting. Toto podujatie bolo natolko in-

. tenzivne a inSpirativne, Ze uz cestou spat

z Tallinnu nam bolo jasné, Ze Riga potre-
buje vlastny medialab a Ze ho zriadime my.

Zaujimave a priznacne je tiez to, aka sme
spoznali Janisa Garancsa, ktory je tre-
tim klt¢ovym ¢lenom e-labu. V tom case
$tudoval v Stokholme a véetko, 8o sme
o nom vedeli, bolo jeho meno a to, Ze je
jedinym loty$skym umelcom pracujicim
spocitatmi.Kontaktovalismehoe-mailom
a nastastie ho nas napad vytvorit medi-
alne laboratorium zaujal. Prvykrat sme
sa s nim v redlnom Zivote stretli az po pol
roku nasej spoluprace. Bol to pomerne
priznacny a zasadne novy sp6sob spolu-
prace, kedy sa s osohou, s ktorou spolu-

pracuje$ po sieti, niekedy stretnes$ aZ po

- dlhSom case.
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Networking a spolupraca baoli dvoma za-
sadnymi faktormi, ktoré vytvorili zaklad
pre e-lab a naSe dalSie projekty. Zaca-
li sme spolupracovat na viacerych urov-
niach, medzinarodne sme boli samozrejme
slcastou novej sietovej kultlry s tcastou
na mnohych podujatiach a projektoch za-
meranych na medialne umenie, lokalne
sme nadviazali spolupracu s individual-
nymi umelcami, ktorych sme zapogjili do
e-labu, a tiez sme zacali prednasat a po-
zyvat hostujucich vyuéujicich na Lotyssku
akadémiu umeni.

Na sieti nas fascinovalo mnoho veci, baol
to autonémny priestor pre vyjadrenie sa,
aisnim spojene nove nastroje a moznaos-
ti mali vplyv na estetiku umeleckej tvorhy.
Poskytoval tiez moznost vytvorit si vlastnu
infrastruktdru (e-lab poskytoval priestor
na serveri a e-mailove Ucty pre miestnych
umelcov a tiez pristup k internetu v budo-
ve umeleckého zvazu, kde sa nachadzalo

aj nase laboratdrium).

DB: Mohli by ste nacrtnut situdciu ,me-
didlnej kultary” v Rige a LotySsku v polo-
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vici 90. rokov? Mali ste pocit, ze ,prekla-
ddate” medzindrodny vyvaj do lokdIneho
kontextu, Ze opdt pripdjate Rigu do kul-
turnej siete, alebo na druhej strane jestvo-
valo historické povedomie a suvislosti, na
ktorych ste mohli stavat? Existovalo u vds
povedomie o skorSich experimentoch
s povedzme strojmi, pocitacmi, teleko-
munikdciami, zvukom, elektroakustikou?
Alebo tieto suvislosti vyvstali neskér?

Raitis Smits:

Ovladlo nés ozajstné nadsenie z objavova-
nia novych digitalnych medii a potencialu
obsiahnutého v internete, zacali sme ich
vyuzivat v praxi a coskoro sa z nich stal
viac nez obycajny nastroj, povedal by som,
Ze sa z istého pohladu stali nasim spo-
sobom Zivota. Vacsinu ¢asu sme stravili
v medialabe vymyslanim a zoznamavanim
sa s novymi nastrojmi, zacal nas viac zau-
jimat proces ako taky viac nez tvarba veci.
Myslim, Ze to tiez objasnuje, preco sme za-
ctali pracovat s vysielanim v realnom case
[streaming] a internetovym radiom. Vdaka
horizontalnej Struktdre internetu sme sa
ako umelci uz nemuseli nachadzat v met-
ropolach, aby sme ziskali medzinarodné
uznanie a mali moZnost spolupracovat.
V ranom ohdobi internetovej kultdry boli
[udia z periférii dokonca aktivnejsi nez ti
z metropol. Pit Schultz nazval Rigu hlav-

nym mestom sietového radia (net radia).

Za savietskych déb boli vsetky formy ume-
nia mimo takzvaneho socialistického rea-
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finally could obtain information about ac-
tivities and events, which we are interested
totake part, like media art festivals, as well
as to meet other similary thinking people
and to work together with them. Establish-
ing new collaborations between Western
and other Eastern European artists, which
now was paossible due internet, was very
important facet too.

Thus Tallinn’s conference Understanding
Interactivity opened up our minds, and we
straight away decided to found an elec-

tronic arts laboratory in Riga.

Raitis Smits:

People we met at that conference later
become our good friends, advisers and
collaborators, amaong them Geert Lovink,
Eric Kluitenberg, Alexei Shulgin, Richard
Barbrook, Heath Bunting. This event was
so intense and influential that on the way
back from Tallinn we already knew that
there has to be media lab in Riga and we
are going to establish it.

Also what is interesting and significant is
how we met with Janis Garancs, who is the
third key member of e-lab. At that time
he was studying in Stockholm and all we
knew was his name and that he is the only
Latvian artist who works with computers.
We contacted him via e-mail and luckily
he was interested in our idea to estahlish
amedia lab. For the first time in real life we
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met with him only after half a year working
together. This was quite significant and
very new way of collabaration and working
together when sometimes you meet the
person you have been working together over
the net just after a longer period of time.

Networking and collaboration were those
two factars which built the foundation for
e-lab and our future projects. We started
to collaborate on many levels, internation-
ally of course we were part of the new net-
work culture participating in many media
art events and projects, locally we started
to collaborate with individual artists by
involving them in e-lab as well as giving
lectures and inviting guest lecturers in
Latvian Academy of Arts.

Many things were fascinating with the net,
it was autonomous space for self expres-
sion, completely new tools and possibili-
ties also made impact on aesthetics of the
art process, possibility to create one’s own
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infrastructure (e-lab was providing server
space and e-mail accounts for local art-
ists as well as internet access in artists

union building where was located our lah].

DB: Can you talk a little about the “me-
dia culture” situation in Riga and Latvia
in mid-1990s? Did you feel like you are
“translating” international developments
to the local context, re-connecting Riga
to the network culture, or on the other
hand — was there any historical aware-
ness which you could be building on? Was
there an awareness of earlier experiments
with let’s say machines, computers, tele-
communications, sound, electroacoustics,
or they were revealed later?

Smits:

| think because we had real keenness in
exploring new digital media and potentials
of the internet we started to use it in our
practice and it quickly become more than
just toals, | would say that it become also
our way of life in a certain aspect. Most of
our time we spent in the media lab devel-
oping ideas and learning new tools and we
got interested in the process itself rather
than only making things. | think that also
explains why we started to work with re-
altime streaming and internet radio. Be-

cause of the horizontal structure of the
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internet for us as artists there was no need A
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undergroundovy status, napriek tomu sme
v 80-tych rokoch u nas mali skupinu umel-
cav NSRD, ktoru tvorili dvaja lotySski umel-
ci — Juris Boiko a Hardijs Ledins. Obaja su
tieZ znédmi ako jedni zo zakladatelov elek-
tronickej hudobnej scény a tiez video artu

v LotysSsku.

Rasa Smite:

My sme vSak spociatku neodkazovali na
tuto scenu z 80-tych rokov [Boiko, Le-
dins] priamo, odkazy na ich pracu sme
boli schopni vytvarat az ovela neskér. Za-
¢tiatok 90. rokov bola doba, kedy sme kon-
cili Akadémiu umeni a mali skér tradicny
umelecky background. Vacsina modernej-
Sich, sucasnejsich umeleckych aktivit sa
sustredila takmer vyhradne okolo Soroso-
vej nadacie a jej Centra sucasneho ume-
nia. VSetky predoslé systémy, ¢i uz paolitic-
ky, ekanomicky, umelecky alebo kulturny,
sa kompletne zrutil. V meste v podstate
neexistoval spolocensky Zivot, ludia ne-
mali peniaze a nechadili von. Riga vyvola-
vala dojem puste, prazdnoty — a to bola
doba, kedy na miestnej umeleckej scéne
kone&ne zacali byt aktivne a dokonca vidi-
telné iniciativy na grass-roots Uravni. Za-
tial €o za déb ZSSR tu na umeleckej scé-
ne existovala jedina umelecka organizacia,
Zvaz umelcoy, v polovici 90. rokov zacali
rézne mensSie samoorganizovane skupiny

3/4 FEMIKEe
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umelcov a dalSich kreativnych ludi zakla-

dat vlastné nevladne organizacie. E-lab sa
v roku 1996 stal jednou z prvych takychto

iniciativ (s legalnym Statttom).

V polovici 90-tych rokov tiez prisli nové
tendencie ovplyvnené glohalnymi subkul-
turami, ako boli napriklad techno hudba
a DJ-i. VSetko uviedli do pohybu Kaspars
Vanags a llze Black, ich Open projects boli
velkoformatovymi hybridnymi manifesta-
ciami su¢asného umenia a techno hudhy
v Rige v roku 1995. Neslo o komeréné ra-
veoveé podujatia, aké sa ohjavili neskér kon-
com 90-tych rokav, ale akao ich opisal Eric
Kluitenberg, neslo ani o ,,subkultdru®, ale
0 ,manifestaciu fundamentalnych zmien
v spolognosti”. Nebol na nich vSak este
pritomny internet. V tomto zmysle baol
e-lab priekopnickou umeleckou skupinou,
ktora v roku 1996 uviedla nové meédia na
novy kulturnu scénu Rigy. O nieco neskor,
v druhej polovici 90-tych rokov, sa vynarilo
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celé mnozZstvo dalSich grass-roots inicia-
tiv, previazanych s klubovou kulttrou a tiez
s internetom, multimediami a VJ-ingom.
Vtedy tiez prvykrat zacali spolupracovat
mladi tvorivi ludia ruského a lotySského
poévodu, azda sa tak podarilo premostit AAEENNNN

priepast medzi tymito dvoma komunitami,

i vdaka tomu, Ze tato nova kultira nema- o~

tt\\\\\

la historické korene, pretoze vznikala pod \_\,\\E\QQ

. . , N SN\

vplyvom globalnych trendov, su¢asného :\\E\

] v N

. . Vi N N NN\

umenia, novych médii, DJ-ov a elektronic- NNRNCNNNN

N NN\ N

kej hudhy — ¢iZe oblasti, ktoré nepotrebo-
vali jazyk, ktory tak prestal byt prekazkou.
Tato scéna preto zacala v Rige velmi rychlo
rést a stala sa obzvlast silnou a zaujima-
vou. Zrodila sa ,medialna kultdra”, my sme
ju presnejsie zvykli nazyvat ,sucasna a di-
gitalna [medialna] kultira” Rigy.

A to sa tyka ,prekladania®, éng, je to tak.
To je to, Co stale robime v ramci centra
RIXC, snazime sa priniest medzinarodny
vyvoj na domaécu scénu, pre ktord je velmi
tazke osvajit si tento vyvoj, pretoze vsetky

nové technoldgie [nakolko ich u nas ani

nevymyslame ani neprodukujeme] poso-
hia cudzo a nepriatelsky. Preto to bola pre ;‘g :
nas samotnych odjakziva vyzva zostat zit i
a pracovat v Rige a vyvijat miestnu ,novo-
medialnu kultdrnu” scénu a zaroven pra-

covat v medzinarodnych kontextoch.

DB: Priznacnou pre tu dobu bola vina ky-
berpunkovej literatiry spojend so snami
o rozplynuti sa vo ,virtudlnej realite”
a, kyberpriestore”. Aké knihy ste citali, o
vds indpirovalo, o com ste debatovali nad
Sdlkou kavy?
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to be located in the metropolesin order to
getinternational recognition and ability to
callaborate. During the early period of net
culture people in the periphery were even
more active than in metropales. Pit Schultz
called Riga the capital of net radio.

In Soviet times all other artforms outside
of so called social realism were not recog-
nized and had a kind of underground sta-
tus, however in the 80s there was artists
group called NSRD established by two Lat-
vian artists Juris Boiko and Hardijs Ledins.
They are also known as one of the found-
ers of the electronic music scene and also
video art in Latvia.

Rasa Smite:

But we didn’t refer to this scene of the
80s (Boiko, Ledins] directly, we only could
make references to their work much later.
In the beginning of the 1990s we finished
Arts Academy with rather traditional fine
arts background. Main more contempo-
rary activities in arts field happened only
around Soros Foundation and its contem-
porary arts center. All previous system —
political, economical, arts and culture, was
completely broken down. There was no so-
cial life in the city either, people didn’t have
money, and they didn’t go out. Riga had
a feeling of desert, of emptiness, and this
was the time when finally grass-roots level
and self-initiatives in local culture scene
became active, and even visible. If in So-

viet time, in art scene, there was just one
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artists organization — Artists Union, then
in the mid-1990s various smaller self-or-
ganized groups of artists and other crea-
tive people started to establish their own
NGOs, E-Lab in 1996 was one of the first
such (legally founded] initiatives.

In the mid-1990s, there also new ten-
dencies emerged that were influenced by
global subcultures, such as techno music
and DJs. It started with Kaspars Vanags
and llze Black and their Open projects —
large scale contemporary art and tech-
nomusic hybrid manifestations in Riga in
1995. These were not commercial raves
(these appeared in the late 90s], but
how Eric Kluitenberg has described them,
they were not anymore “subculture”, but
rather events “manifestating fundamen-
tal changes in society”. But there was not
yet internet. In this sense e-lab was pio-
neering artists group, who in 1996 brought
new media into Riga’s new cultural scene.
Alittle bit later, second half of 0ties, huge
devision of other small scale grass-roots
initiatives emerged, around club and DJ
cultures, as well as internet, multimeda
and VJ initiatives. Also for the first time,

both young Russian and Latvian creative
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people were collaborating, this gap (be-
tween these two communtiies) perhaps
was bridged, due the reason that this new
culture didn’t have historical roots, as it
was influenced by global trends, contem-
porary art, new media, DJ and electronic
music — the fields, which didn’t need the
language, it was not anymore a barrier.
So very soon this scene in Riga started
to grow and became very strong and in-
teresting. It was the beginning of “media
culture”, however more precisly how we
were calling — “contemparary and digital
[media] culture” of Riga.

And what refers to “translation” is very ¥

right, this is what we still keep doing with 2

74

RIXC, trying to bring international develop- i
ments to local scene, for which it is very
difficult to adapt them, as still all new
technologies [as we don’t invent them
here, neither produce] seem rather alien
and hostile. Therefore it always has been
a challenge for us ourselves to live and
work in Riga, and to develop “new media
culture” scene there, and at the same time

to work in international contexts.

BRI N NN AN NN N NN NNANANSEIN NNRNN N

DB: There was a big wave of cyberpunk
literature, along with the dreams about

NNANNN

immersion in “virtual reality” and “cyber-

R

X

space”. What books did you read at that
time, what inspired you, what was dis-
cussed aver o coffee table?
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Raitis Smits:

V Uplnych zatiatkoch nasho zaujmu o no-
ve média sme zacali poriadat pravidelne
stretnutia mladych umelcov, spisovate-
[ov a hudohnikov. Myslim, Ze sme sa na-
vzajom ovplyviovali vecami, ktoré kazdy
z nas robil. Konali sa polnocné jam se-
ssions s myslienkou otvoreného hudohb-
neho Studia v pozadi, ¢o bol napad, s kto-
rym prisiel hudobnik Ugis Vitins. Kazdy sa
snazil hrat na nejakom nastroji a do toho
¢itali mladi basnici svoje verse.

Samozrejme ma ovplyvnili taktiez ruski
sci-fi autori ako napriklad bratia Strugacki
a ich roman Piknik pri ceste, ktory neskér
sfilmoval Tarkovskij pod nazvom Stalker,
no tital som ho omnoho skar.

V polovici 80-tych rokov som tiez mal ka-
marata, ktory mal pristup k pocitacom v kan-
celéarii jednej spolocnosti. Nepamatam si
ako sa volala, ale mal jednoducho pristup
a tak sme tam po nociach chodievali hra-

vat pocitacové hry. Tiez si spominam, na

ihlickovd tlaciaren, rohili sme priblblé kres-
bicky a potom ich na nej tlacili. V tych do-
bach to pre mna bolo ¢osi skutotne mi-

moriadne.

Nebali to knihy, €o nas vtedy inSpirovali. Na
prvam mieste to bol internet ako taky, pre
nas absolutne nové médium umoznuju-
ce nam komunikovat s podobne zmysla-
jucimi ludmi v zahranici, médium, ktoré

3/4 FeMake

SSLLL LS SLLs S S S SSS S SSSSSSSSSSSS
SSOLL Sy SSSSSSSSSSSSSSSSSSSSS
S SLLL S S S SS
SSLLLS S SSSLLL S S S SSS S SSSSSSSSSSSS
SIS LSS LSS S S S
LSS S S S
LSS S S S SSS S SSSSSSSSSSSSSSSSSSSS
LSS S S S S S S S SSSSSSSSSSSSSS
LSS LSS LSS S
LSS S S S SSSSSSSSSSSSSSSSSSSSSSSSS
LSS LSS LSS S S S S
S SSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSS
SIS S S S
LSS S S S SSSSSSSSSSSSSSSSSSSS
LSS LSS LSS S S S S S S S S
S LSS S S S S S S
LSS LSS S S S S
LSS S S S S S S S SSS
LSS LSS S S SSSSSSSSSSSSSSSSSSSSS
LSS LSS S S S SSSSSSSSSSSSSSSSSSSSSSS
LSS S S S S S S
LSS LSS S S S SSSSSSSSSSSSSSSSSSSSS
LS LSS LSS S
LSS LLL S S S S SSSSSSSSSSSSSSSSSSSSS

nam pomoahlo prekonat ohdohie soviet-
skej izolacie a informacné vakuum, kto-
remu sme bali predtym vystaveni. Okrem
toho sme boli umelcami v zmysle skutoc-
nych remeselnikov, vo svojich pracach sme
necitovali literaturu, verili sme, Ze umenie
dokaze komunikavat, vytvarat autonémne
priestory, Ze umenie ako prakticka tvarba
je popredu pred akoukolvek tedriou, aspon
¢o sa tyka objavavania a konceptualiza-
cie novych priestorav, akym bal internet.
Takze pri experimentoch s internetovym
radiom, ktore sme realizovali v 90-tych
rokoch, sme sa riadili vlastnym umelec-
kym citenim, intuiciou, tuZbou odhalovat
a budovat novy (virtualny a kanceptualny)
priestor. Nanestastie sme prili$ dobre ne-
poznali kontext, v ktorom v zapadnej kultu-
re vznikol internet, nepoznali sme ani kni-
hy, ktarée sme vtedy mali &itat, ani histariu
medialneho umenia (keby sme vedeli, Ze
v minulosti sa vyskytli iné sietové radiove
projekty ako napriklad mini FM v Japonsku
v 80-tych rokoch, mozno by nas projekt

X-change nikdy nevznikol].

Avsak, ako sme uz spominali, pre nas Spe-

cificka a nova bola v polovici 90-tych rokav
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nova hudba — elektronicka, ambient, DJ
mixy. Nepotrebovala slova, burala jazyko-
vU bariéru, a zaroven bola akymsi kadom
globalnej subkultury, v désledku coho sa
z nej stal kIt¢ pre medzinarodnu spolupra-
cu a networking. Pre nas, s backgroundom
vizualneho umenia, sa zdala byt moznost
prace so zvukom v kyberpriestore dosta-
tocne abstraktnym a imaginativnym spo-
sobom prejavu a moznostou komunikéacie
a networkingu s inymi kreativnymi fudmi,
ktori pracovali so zvukom na internete.
A tu sa vynara nas hlavny zdroj inSpira-
cie, ktorym bola vlastne tedria. Jednalo sa
0 McLuhanov pojem ,akustického priesto-
ru”, ktory v Rige predstavil Erik Daves vo
svojej prednaske na festivale Art+Comu-
nication v roku 1997, ked na koncepciu
»akustického priestoru” nazeral z perspek-
tivy internetu a elektronickej hudby. Bolo to
po prvy raz, kedy nas tedria, o ktarej sme
poculi, inSpirovala natolko dramaticky, Ze
sa stala hlavhym zdrojom inSpiracie pre
nase aktivity na niekalko rokav. Otvorila o€i
nasej predstavivosti, a pracovali sme s fiou
nie priamo, ale metaforicky, pri vybudova-
ni Xchange ako autonémneho priestoru.
Dokonca i dnes, kedy uz mame iny pohlad
a stihli sme precitat viac knih medialnej
literatury, pre nas zostava pojem akustic-
kého priestoru nadalej v mysli.
Poznamka: PIna verzia rozhovoru bude
uverejnena na strankach Monoskopu:

http://www.maonoskaop.org.
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At the very beginning when we got involved
with new media we started to organize
regular gatherings of young artists, writ-
ers and musicians and | think we got in-
fluenced by the things each other is doing.
There were midnight jam sessions with the
open music studio idea behind which was
introduced by a musician Ugis Vitins. Eve-
ryone was trying to play some instrument
and on the top of that young poets were

reading their poetry.

Of course | was also inspired by the Russian
science-fiction authors such as Strugatsky
brothers and their novel Roadside Picnic
later filmed by Tarkovsky as Stalker, but

that was much earlier when | read the novel.

| also had a friend in the mid-80s who
had access to the computers in the of-
fice of one company. | don’t remember
what company it was, but he had access
and we were going there to play computer
games at night. | also remember there
was a dot matrix printer, we were mak-
ing some silly drawings and printing them
out. That was really something special for

me at that time.

Rasa Smite:

These were not really books that inspired
us that time. Foremost it was internet it-

self, for us a completely new medium with
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which to communicate to similarly think-
ing people outside of our country, a medi-
um which helped to overcome Saoviet time
isolation and information vacuum that ex-
isted before. Besides that, we were artists,
in terms of that we were really practition-
ers, we didn't make references to literature
in our creative works, we believed, that art
can communicate, that it can build auton-
omous spaces, that art as a practice, is
far ahead any theory, especially, at least if
it refers to exploring and conceptualizing
new spaces such as internet. Thus internet
radio experiments we mainly did in the 90s
were created by following our artistic feel-
ing, initution, desire to reveal and build up
new (virtual and conceptual] space. Un-
fortunately we didn’t know so well the con-
text within which the internet emerged in
the Western culture, neither books which
we should have been reading, neither his-
tory of media art (if we would knew that
there has been already other networked
radio initatives before, like mini FM in Ja-
panin the 80s, X—change would probably

never happen).
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But as we have already mentioned, what
was special and new for us in the mid-390s
was a new music — electronic, ambient,
DJ mixes. It didn’t need wards, there was
also no language barrier through this mu-
sic, and at the same time, it was also kind
of a code of a global subculture, thus it was
also a key for international collaborations
and netwarking. For us, having visual arts
background, possihility to work with the
sound in the cyberspace, seemed enough
abstract and imaginative way for our self-
expression, as well as for communication
and networking with other creative peaple,
who were working with the sound on the
internet. And here comes our main inspira-
tion source, which was a theary, in fact. It
was McLuhan’s notion of “acoustic space”
— which was introduced by Erik Davis lec-
ture in Riga Art+Comunication festival in
1997, where he looked at “acoustic space”
concept from internet and electronic mu-
sic perspective. This was for the first time
when something of the theories we've
heard inspired us so dramatically, that it
became a leading inspiration source for our
activities for many years. It opened up our
imagination, and was not taken directly, but
metaphorically, for building up X—change
as an autonomous space. Even today when
we have a different view and also read more
media literature, the notion of acoustic
space is always somewhere in mind.
Note: Full interview is to be published on
Monoskop website:

http://www.monoskop.org.
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TEXT —— MARGRET ELISABET OLAFSDOTTIR / TRANSLATED BY —— ZUZANA KRAJCIKOVA

Pocas sedemdesiatych rokov sa video spominalo

During the 1970’s video is mentioned on different

pri roznych prilezitostiach ako suc¢ast vtedajsSej ume- occasion in writings as being part of actual art practice,

leckej praxe. Zdalo sa v8ak, Ze na Islande s nim nikto but nobody seemed to be doing any in Iceland. | wanted
nepracoval. Chcela som pochopit tento zdanlivy roz- | tounderstand what seemed like a discrepancy between
por medzi rozpravou a praxou. Objavila som tak krajinu, discourse and practice and discovered a landscape very
velmi odli$nd od Spojenych Statov, kde sa islandska different from that in the United States where an Ice-
huslistka Steina stala jednou z priekopnicok videoartu. landic vialinist, called Steina, came one of the pioneers
Steina a jej manzel Woody Vasulka stravili rok na Islande, of video art. Before moving to New York in 1965, Steina
kde si uvedomili, ze tu ako umelci nemaju buddcnost, and her husband Woody Vasulka spent a year in Iceland
zvlast nie Woody ako filmar. V roku 1965 sa preto pre- | where they realized they had no future as artists — es-
stahovali do New Yarku. pecially not Woody who was a filmmaker. In the 60’s
V Sestdesiatych rokoch filmarske umenie takmer film making was close to non-existing and the visual
neexistovalo. Ak vezmeme do Uvahy atmosféru avant- | arts were not exactly sparkling with avant-garde at-
gardy, revoluéné mysSlienky o umeni ¢i spolotnosti, mosphere or revolutionary ideas about art and society
ani vizualne umenie prave neziarilo. To sa vSak malo — even though that was just about to change. But the
uz toskaro zmenit, aj ked nastavajica zmena nemala change didn’t have much to do with video. It was about
s videom vela spolo¢ného. conceptual art and accepting the non-specificity of any

Tykala sa konceptualneho umenia a akceptovania

|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
|
} medium that was to be considered a secondary asset to
|

neSpecifickosti kazdého media, ktoré bolo popri ume- | the artistic idea. Of course this is a summarized descrip-
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leckej idee povazovane za druhotnud poloZzku. Zjedno- |
duSene povedane, mladi umelci, lakani konceptualnym }
umenim, zvrhli viadu povojnovej abstraktnej malby. Ta }
dominovala na miestnej scéne uz od roku 1945. Vroku |
1969 si tito umelci otvorili Galériu SUM, co znamenalo }
obrat v dejinach islandského umenia. Nasledujuce de- }
satrocie je charakteristické experimentovanim so zmie- |
Sanymi meédiami, performance, fotografiou a filmom. }
V roku 1975 tento novy duch viedol k zaloZeniu odboru }
experimentalneho umenia na Umelecko-priemyselnej |
Skole. Ten baol neskér premenovany na oddelenie No- }
vého umenia. }

Znamenalo to zaCiatok dejin videa na Islande, |
i ked na pociatku bez videa. Pocas nasledujucich piatich }
rokov Studenti vSemozne experimentovali s prostredim, }
happeningami a performance. 8mm film a fotografia |
im sluzili na dokumentaciu. Prva skolska kamera bola }
zakupenéa az v roku 1979 a aj ta sa pouzivala len na }
\

dokumentaciu performance.

padadabara, N Bobababi b
ARANARANANANRNRNA
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tion but the young artists that managed to subvert the
reign of post-war abstract painting that had dominated
the local art scene since 1945 were drawn to conceptual
art. These artists opened Gallery SUM in 1969 which
marked a turning pointin Icelandic art history. The next
decade was characterized by experimentations with
mixed media, performances, photography and film. The
new spirit led to the foundation of an experimental art
department at the School of Arts and Crafts in 1975
that was later renamed the New Art department. This
is where the history of video begins — but without the
video at first. During the next five years, students did
all kind of experimentations, with environments, hap-
penings, and performances and used 8 mm films and
photography for documentation. The first video camera
wasn’t bought by the school until 1979 and mostly used
for the same purpose; to document performances.

But befare | continue with the art, | would like tao
take you back to the early days of Icelandic Television



[ No skér, nez budem pokracovat o umeni, rada by
som vas zaviedla do ranych dob islandskej televizie. De-
jiny videa a televizie su tu navzajom prepojené. Pred
patdesiatimi rokmi, za Usvitu Islandskej narodne;j te-
levizie, sa na Islande strhla hadka ohladom takzvanej
.Yankeeskej TV“. Jej oficidlny nazov znel ,Rozhlasové
a televizne sluzby ozbrojenych sil”. Prevadzkovali ju
Spojené staty americké z Vojenskej zékladne NATO
v Keflaviku, na polostrove Reykjanes, asi 50 kilometrov
od hlavného mesta. Hadka zacala po tom, ¢o americka
armada ziadala od vlady zvySené dodavky elektriny na
zlepSenie kvality vysielania. Tato poZiadavka vyplavila
na povrch uz existujuce obavy, Ze ,Yankeeska televi-
zia" by mohla mat negativny dopad na ,duchovny Zivot
a kultdru islandského naroda“. Mnoho politikov bolo
proti tejto cudzej televizii a teraz si mysleli, Ze viac elek-
triny by pre armadu znamenalo moznost rozsirit zénu
vysielania. Tym by sa zvysilo riziko takzvanej ,kultdrnej
kontaminéacie”. Roku 1955 arméada dostala od vlady
povalenie na vysielanie pod jednou podmienkou: mu-
sela ohmedzit vysielanie na oblast vojenskej zaklad-
ne. Tuto poziadavku v skutoénaosti nebolo mozné spinit,
ale nakaniec boli dodavky elektriny predsa len zvySené.
To znamenalo kvalitnejsie vysielanie a lepSi prijem pre
islandskych oh&anov zZijucich mimo dosahu vysielacej
zany, vratane Reykjaviku, kde stale viac domacnosti
vlastnilo televizny prijimac.

[0 Ak sa pozrieme na situdciu detailnejsie, musime
vziat do Uvahy, Ze tato udalost sa odohravala uprostred
studenej vojny. Stali tu oproti sebe komunisti a ti pro-
americky orientovani. Treba si tiez uvedomit, Ze v roku
1962 baol Island velmi mladou republikou s kolonialnou
minulostou. Z tohto uhla pohladu roztrzka o armad-
nej televizii iha odzrkadlovala vtedajsie presvedcenie
mnohych Islandanov. Bolo pre nich délezité zachovavat
a chranit kultdrnu identitu a jazyk krajiny pred cudzi-
mi vplyvmi. Tento strach pochadzal zo skutotnosti, ze
Island prisiel o svoju nezavislost v trindstom storoti.
Stal sa danskou koldniou a znovu ziskal suverenitu az
v roku 1944. Boj o nezavislost zacal v 19. storoti a bol
podnecovany rasticim vedomim narodnej identity. Vy-
znamnu rolu v tom zohraval jazyk, kedZe island¢ina sa
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as the history of video art and television are not totally
unrelated. 50 years ago, at the dawn of Icelandic na-
tional television, a quarrel arouse in Iceland about the so
called “Yankee’s TV” which official name was the Armed
Forces Radio and Television Service. It was run by the
US army at the NATO Military Base in Keflavik, situated
on Reykjanes Peninsula, about 50 km from the capital.
The dispute started after the US army required more
energy supply from the government for better quality
broadcasting. The demand brought to mind an already
existing fear that the Yankee’s TV might have a negative
effect on the “spiritual life and culture of the Icelandic
nation’. A number of politicians had been against this
foreign television and now they thought that amplified
energy meant that the army would be able to extend
its zone of transmission and with it increase the risk of
what we can call a “cultural contamination”. — The army
had gotten a broadcasting licence from the government
in 1955 but on one condition: it would have to restrict
the broadcasting to the military base. This had never
been actually feasible, but to cut the story short, in the
end more energy supply was granted. This meant better
quality transmission and better reception for Icelandic
citizens living inside the range of the transmission zone
including Reykjavik where more and maore households
owned a television set.

If we take a still closer look at the situation, this
was of course in the middle of the cold war that op-
posed pro-Americans and communists. But we also
have to remember thatin 1962 Iceland was a very young
Republic with a colonial past. From that point of view
the quarrel about the army’s television reflected the
conviction of many Icelanders at the time that it was
important to preserve and protect the countries cultural
identity and language from foreign influences. This fear
came from the fact that Iceland had lost its independ-
ence in the 13th century to become a Danish colony
and had only regained sovereignty in 1944. The struggle
for independence started in the 19h century and had
been nourished by a growing conscience of the nation’s
identity to which language played an important role as
Icelandic could be distinguished from Danish. So the
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odliSuje od danciny. Potreba zachovat si Cisty a nekon-
taminovany jazyk Zivila rasticu nevélu voci armadou

need for preservation of a pure and uncontaminated
language alimented a growing uneasiness toward the

T~=rararararararc

tom ohyvatelov, cbmedzenymi technickymi znalastami,
bez vyskumu, s nestalou ekonomikou, vysokou inflaciou
a kalisavou menou. Ekanomické podmienky prinutili via-
du obmedzit import. Zhorsili sa tak podmienky pre na-
kup a dovoz technickych zariadeni. Pre obchod nebol
dovoz ziskavy, ak tovar nepritahoval bezného zakaznika.
[ Umelci tu mali z tychto dévodov obmedzeny, alebo
Ziadny pristup k technike. Tieto vonkajSie podmienky
mali dopad na film, ako aj na narodnd televiziu. V ranom
Stadiu svojho vzniku bola vybavena uboho. Oneskorili tiez
prichod videa na Island az o desatrocie potom, €o videoart
prepukal v Eurépe a Amerike. Ak na Island vébec dorazil
Portapak, do ruk vizualnych umelcov sa nikdy nedostal.

and 60’s. It was a developing country with few inhabit-
ants and limited technological knowledge, no research
industry and unstable economy with heavy inflation
and fluctuating currency. The economic factors made
the government put restrictions on impaortations that
limited the possihility to buy and import technological
devices. And for the commerce import was not profit-
able unless the goods attracted the general consumer.

Soin a country with a small population, econamic
instability and non-existing technological industry art-
ists had limited or no access to technological devices.
Those external conditions had impact on both cinema

- |
- I |
- vysielanym televiznym programom v anglickom jazyku. : English language TV programs sent out by the US Army. }
- Tuto nespokaojnost navySe podciarkovala skutocnost, | Mareover this uneasiness was accentuated by the fact |
/ :: ze v roku 1962 neexistovala na Islande Ziadna vlastna : that in 1862 there was no native television in Iceland. }
/[L,:,:: televizia. Tato mlada repuhlika si az priliS dobre uve- : The young repuhblic was only too aware of its limited }
A domovala svoje obmedzené kapacity na zapojenie sa | capacity to engage in television broadcasting which at |
I do televizneho vysielania, ktoré zaroven bolo uz ne- : the same time was inevitable. Eventually the quarrel }
2222222 vyhnutnym. Nakoniec tato hadka urychlila zaloZenie : accelerated the foundation of the Icelandic National }
e Islandskych narodnych vysielacich sluzieb. Po prvykrat | Broadcasting Service which first broadcasting was on |
“<——— vysielali 30. septembra v roku 1966. Narodna televizia : September 30th 1966. The national television was part }
L:;, bola su¢astou madernizacie krajiny, ale tieZ cbrannym : of modernization the country but no less an act of cul- }
\L[ = ¢inom kultary. Hlavnym zamerom narodnej televizie bolo | tural defence as the national TV's main aim was to pro- \
}[f totiz tvorit programy v islandskam jazyku. : duce programs in Icelandic. }
—— . Vnucuje sa otazka, preco by zalozenie narodnej | Now, the question is: Why should the foundation }
~ televizie malo suvisiet s dejinami videoartu. Anekdo- : of the National Television matter to the history of vid- \
~__ _ __ _  tao zaloZeni nérodnej televizie na Islande nech je pri- : eo art? The anecdote of the establishment of the Na- }
—====== pomienkou suvislosti medzi umenim a technolégiami. | tional TV is a reminder of the connection between art }
Rozvoj novych médii v umeni je podmieneny pristupom : and technology. The development of new media art is }
k technoldgiam, ktoré profiluju pracu s umeleckymime- | conditioned by access to technology that outlines the |
7777777 diami. Spatne tento pristup ovplyviuje ekonomika, ktora : artistic media practice. This access is in return affected }
777777777 vplyva na kulturnu realitu a stratégie. V ranych Sestde- : by economics that shape both cultural practice and }
siatych rokoch by prevadzka televizie pre mlady narod | policymaking. In the early sixties the cost of running |
\\\\\\ s 180 000 chyvatelmi bola privelkou zatazou. Debata : a TV was a hindrance for a young nation with a popula- }
\\\\ o0 zaloZeni narodnej televizie trvala desat rokov. Pribliz- : tion of 180.000 and it took ten years of discussion to J
\l\\ ne v rovnakej dobe sa jedna spolo¢nost snazila zalozit | decide if a national Television should be founded. During ;
//“i\ filmovy priemysel, ktory vSak zlyhal. Ked' si predstavite : approximately the same period, a company had tried }
//// N Island patdesiatych a Sestdesiatych rokov, nie je to pre- : to estahblish a cinematographic industry that failed. |
44 kvapujuce. Bola to rozvijajuca sa krajina s malym po¢- | Thisis not surprising when you think of Iceland in 1950’ }
| |
I
|
|
I
|
|
I
|
|
I
|
|
I
|
|
I
|
|
I
|

and national television that was poorly equipped in its
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Narodna televizia od zaciatku kladla déraz na Islandske
kultdrne programy, ¢o bolo povzbudzujice, ale zaroven
to mala byt odpoved na vsetky ,problémy”. Inymi slovami,
dostala vSetky produkcne zdroje. Pre film a video zostal
len maly priestor. Nakoniec mala televizia na islandskeé
video predsa len pozitivny dopad, i ked az ovela neskor.
[ Ked' sa pokusim zhrnut, ¢o sa v sedemdesiatych
rokoch udialo vo vizualnom umeni, bola to prinajmen-
Som revolucia. Galéria SUM a oddelenie nového ume-
nia na Umelecko-priemyselnej Skole vytvarili priestor
pre realizaciu zmiesanych médii, vratane zvuku a filmu.
Tym v nej zohrali vyznamnu ulohu. Galéria SUM coskoro
ukontila svoje posohenie, ale roku 1977 hnutie Nove
umenie podnietilo zaloZenie dalSej galérie umenia na-
zvanej Sudurgata 7 (Juzna Ulica 7). Pravidelne sa v nej
premietali 8mm experimentalne filmy. Rok nato bola
zalozena Spolocnost Umelcov a rozbehla Mdzeum Zi-
vého umenia. Fungovalo ako galéria a coskoro sa stalo
hlavnym vystavnym priestorom pre progresivne umenie
islandskych, ale aj vyznamnych zahranicnych umelcov.
V roku 1981 Mizeum ziveho umenia uviedlo svoju prvu
vystavu zameranu na performance a video. Podla zo-
znamu vystavenych videi vSak Ziadne z nich nebolo vy-
tvorené Islandanom.

[ Ked savratime k Steine a Woodymu Vasulkovym, po-
lozime si otazku, Civ tychto dejinach zohrali vabec nejaku
Ulohu. Prvou znamkou zaujmu Islandanaov o ich pracu bol
maly novinovy clanok vydany roku 1972. Spomina uspes-
nu vystavu videoartu v novozalozenom Studiu Kitchen,
v New Yorku. O sedem rokov neskor ich vystava v Al-
bert Knox Gallery pritiahne pozornost reportéra, ktory
napise dlhy clanok o pionierskych video pracach Va-
sulkovcov. Islandska verejnost si vSak musela pockat
az do roku 1984, kym diela Steiny uvidela v Reykjaviku.
Bolo to na vystave, ktorl organizoval Reykjavik Art Fes-
tival. Ugasti Steiny sa vtedy dostalo znatnej pozornos-
ti. Vystavovala niekaolko pasok a inStalaciu West, ktora
mohla trvat len 3 dni. Na jej realizaciu bolo potrebnych
aspon desat monitorov, ktoré sa museli zapozi¢at od
roznych majitelov. Po otvaracom vikende si ich Ziadali
vratit spat. Velka pozornost, ktora sa Steine dostala,
sa tykala technickych aspektov jej prace a podivnosti

early days and delayed the arrival of video to Iceland in
the decade following the explosion of video art in Europe
and the United States. If the Portapak ever arrived to
Iceland it never got into the hands of visual artists. When
it comes to national television it did from the beginning
put the emphasis on Icelandic cultural programs, which
was encouraging, but at the same time, it was supposed
be an answer to all “problems”. In other words, it got all
the production funding, which left little space for films
orvideo. But in the end the television did have a positive
impact on Icelandic video art, only much later.

If | try to summarize what happened in the vis-
ual arts in the seventies it was nothing less than an
artistic revolution were Gallery SUM and the New Art
department in the School of Arts and Crafts played
a major role as it made space for mixed media practice,
including sound and film. Gallery SUM soon ceased its
activitiesin butin 1977 the New Art movement inspired
the funding of another artist run gallery called Sudur-
gata 7 (South Street 7] where 8 mm experimental films
were shown on regular bases. Thenin 1978 a society of
artists was founded to estahblish the Living Art Museum
that was run like a gallery and soon became the main
exhibition space for progressive art of both Icelandic
and renowned fareign artists. In 1981 the Living Art
Museum organized its first performance and video ex-
hibition, but according to a list of videos shown none of
them were made by Icelanders.

If we go back to Steina and Woody Vasulka, and ask
if they didn’t play any role in this history, the first sign of
Icelander’s showing interest in their work goes back to
a small newspaper article published in 1972 mention-
ing a successful video art exhibition in New York, at the
newly established Kitchen. Seven years later, their exhi-
bition at the Albert Knox Gallery, draws the attention of
areporter that writes along article about the pioneering
video work of the Vasulkas. But the Icelandic public still
had to wait until 1984 to see Steina’s videos shown in
Reykjavik. It was at an exhihition organized by Reykja-
vik Art Festival where Steina’s participation got quite
an attention. She did show few tapes and the installa-
tion West, that could only be presented for three days.



videoartu. Pre kritikav i novinarov bolo problematicke
ho vysvetlit. Recenziu na Steinine prace nakoniec na-
pisal zo vSetkych kritikov len jeden, Valtyr Stefansson.
Bol tieZ maliarom a Uprimne v recenzii priznal, Ze pracu
Steiny nemo6ze zhodnotit a Ze mu chybaju vedomosti
0 tejto novej umeleckej forme. Iny novinar zas pisal, Ze
Steinina inStalacia mala obrovsky Uspech, ale mysli si,
e je to vdaka tomu, Ze Islandanaov lahko ocaria nové
technoldgie bez obsahu.

[ V osemdesiatych rokoch sa na miestnej umeleckej
scéne udial dalsi obrat. Bolo nim Nové umenie s dora-
zom na performance. Film a video bali na Ustupe. Video
takmer zmizlo z umeleckej scény, na vystavach ho baolo
mozné vidiet len vynimotgne. Po prvy raz sa predmetom
sporu stal odbor Nového Umenia umelecko-priemyslo-
vej Skoly. Ked' svoj post opustila riaditelka, ktora oddele-
nie zalozila, jej nastupca sa ho pokusil zrusit. Studenti
protestovali a oddelenie pokracovalo vo svojej innosti
este rok ¢i dva. Potom sa novou madnou umeleckou
formou stala Nova malba. Nova malba mala prelomovd
vystavu nazvanu ,Dych Zlatej Plgze" v roku 1983. Po-
¢as nasledujucich rokav Studenti ani umelci nevenovali
mnoho pozornasti filmu ¢i videu. Video sa vyutovalo
na umeleckej Skole v ramci kratkych dvodnych kurzay,
ale zda sa, Ze sa na toto meédium nikto neSpecializaval.
Ciastoéne to mohlo byt spdsobené tym, Ze praca s vi-
deom bola finan€ne narocna a zlozity bol tiez pristup
k technickému vybaveniu.

[ Napriek nelrodnej pode zazilo video v osemde-
siatych rokoch vzostup, aj ked pomaly. Hfstka umelcay,
ktori absolvovali odbor Nového Umenia v rokoch 1979
a 1983, odisla na postgradualne studium na Akadémiu
Jan van Eyck v Maastrichte. Bali nimi: bar Elis Palsson,
Asta Olafsdottir a Finnbogi Pétursson, ktory sa toskoro
obratil videu chrbtom a zasvatil svoju kariéru elektronic-
kemu zvuku. Stal sa tak priekopnikom v soundarte. Na
tejto akadémii sa Thor Elis Palsson stal video Specialis-
tom a Asta Olafsdéttir vytvorila par videi, ktoré putovali
po eurépskych festivaloch. Stvrtym islandskym umel-
com Studujucim v Holandsku bol Sigran Hardardattir,
maliar, ktory odiSiel na Rijksakademie van Beeldende
Kunsten v Amsterdame.
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It needed at least ten monitors that had to be borrowed
from different owners and they wanted them back after
the opening week-end. Lot of the attention Steina got
was focus on the technical aspect of her work and the
strangeness of video art that both critics and report-
ers found difficult to explain. No art critic gave a review
on Steina work, except Valtyr Stefansson who was also
a painter and wrote that he couldn’t judge it and honest-
ly admitting that he lacked knowledge about this new art
form. Then a journalist wrote that Steina’s installation
had had huge success but thinks it’s because Icelanders
are so easily seduced by new technaology suggesting it
leaves out the content.

Inthe 80’s the was another conversionin the local art
scene, were New Art with its emphasis on performances,
film and eventually video had a drawback. Video was only
occasionally seen at exhibitions and almost eclipsed
from the art scene. First of all the New Art department
had been a subject of dispute both inside and outside
of the School of Arts and Handicrafts. When the director
that estahlished the department left her pasition, her
successor tried to shut it down. Student’s protested and
the department continued its activities but only a year
later orin 1982 the New painting became the new hot art
form. The New Painting had its breakthrough exhihition
The Breath of the Golden Beach in 1983 and in the fol-
lowing years neither art students nor artists gave much
attention to films or video. Video was thought in a short
introduction courses at the art school but nobody seem
to been on specializing in that media. This may partly be
due to the fact that warking in video was difficult both
financially, and in term of access to equipment.

Despite this unfertile ground video had a very
slow ascension as an artistic medium during the 80’s.
A handful of artists that had graduated from the New
Art department between 1979 and 1983, left for Hal-
land were they continued as postgraduate students at
Janvan Eyck Academy in Maastricht. They were: bor Elis
Palsson, Asta Olafsdéttir and Finnbogi Pétursson that
soon turned his back on video and has dedicated his
carrier on electronic sound and thus became a pioneer
in sound art. At Jan van Eyck Thor Elis Palsson became




[ Kazdy z tychto umelcov, okrem Finnbogiho, mal
na Islande medzi rokmi 1982 a 1987 jednu az dve vy-
stavy. Premietali sa nich ich videa. bor Elis Palsson pev-
ne veril v budtcnost videoartu a hral vyznamnt ulohu
v jeho propagacii. Po absolvovani v roku 1982 sa vratil
na Island, kde boli jeho technicke schopnosti Ziadané.
Stal sa zamestnancom novej produkénej spolo¢nosti
a neskér producentom v Islandskej narodne;j televizii.
Sigrun Hardardattir mal na Islande dve vystavy v rokoch
1986 a 1987. Na prvej vystavil v exterieri tri maonitory.
Podla miestnych novin udalost pritiahla 300 divakaov.
Naopak, Asta Olafsdéttir, ktora vystavovala v roku 1985
v MUzeu zivého umenia, nebola ani spomenuta vo velmi
pozitivnej recenzii islandskeho kritika o Jonasovej vide-
ach. Asta znova zahrnula videa do svojej sélo vystavy
v roku 1986. T4 si vysluzila zmiesane kritiky. Odzrkad-
lovali neistotu kritiky vogi videu, napriek tomu, ze v jgj
praci poznali istd kvalitu.

[ Napriek tomu, Ze potas tychto rokov boli videé pri-
lezitostne prezentovane, holi zriedkavé a niekedy osta-
vali nepovSimnuté. Nezalezalo na tom, Ze exteriérova
show Sigruna pritiahla 300 divakov — jeho pracu jedno-
ducho umelecky svet nebral vazne. Nemalo by byt preto
prekvapenim, Ze v roku 1987 mlady filmar odpovedal na
otazku ohladne budtcnosti videa: ,Nemyslim si, ze by
malo video na Islande nejakd budtcnost”. O pat rokov
neskadr vSak video prerazilo. boér Elis Palsson dostal od
Narodnej televizie povolenie vyrohit Styri umeleckeé videa,
nazvané ,0 obrazoch”, vysielané v ranych mesiacoch
v roku 1992. V tom ¢ase hol bdr Elis presvedceny, 7e
televizia je tym pravym priestorom na prezentovanie
videoartu. Povalal k projektu svojich starych spoluZziakov
Finnbogiho a Astu, spolu s Thorvaldurom Thorsteinsso-
nom, ktory prave ahsolvoval Skolu Jan van Eyck a Aldu
Loa Leifsdottira, ktory s nim na programe spolupracoval.
[ V ranych 90. rokoch si Umelecko-priemyselna
Skola najala prvého kompetentného ucitela videa. Bol
nim americky umelec John Hopkins, ktory tu ugil me-
dzi rokmi 1990 a 1995. Jeho cielom bolo rozsirit pracu
s videom a fotografiou, ktora tu podla neho v tej dobe
prakticky neexistovala. Jeho snaha urcite pripravila
podu pre udalost v Mlzeu zivého umenia, kde sa v juni
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“I don’t think video has any future in Iceland.” But five

avideo specialist and Asta Olafsdéttir made few videos

that toured festivals in Europe. A fourth Icelandic artists

studying in Holland at that time was Sigriin Hardardot-

tir, a painter that went to Rijksakademie van Beeldende

Kunsten in Amsterdam.

All of the artists, except Finnbaogi, had one or two
exhibitions each inIceland between 1982 and 1987 were
they showed videos. bor Elis Palsson believed firmly in
the future of video art and played a major role its promo-
tion. He had returned to Iceland after graduation in 1982
where his technical skills were demanded. He became
an employee of a new production company and then
a producer at the Icelandic National Television. Sigrun
Hardardottir had two exhibitionsin Iceland in 1986 and
1987. The 1986 exhibition was an event where three
monitors were put on display outdoors, and attracted
300 spectators according to a local newspaper. But Asta
Olafsdottir who had shown her videos at the Living Art
Museum with Joan Jonas in 1985 didn’t get mentioned
by a very pasitive review written on Jonas videos by an
Icelandic art critic. Asta included videos again in her solo
exhibition in 1986 that got mixed reviews reflecting the
critic’s insecurity toward the videos even though they
recognize they might have a certain quality.

So even though videos were shown on few occa-
sions during those years, they were rare and sometimes
went unnoticed. It didn’t matter all that much that Si-
grun’s outdoor show had attracted 300 spectators; the

work was simply not taken seriously by the art world. So

it shouldn’t come as surprise if in 1987 a young film-

maker, when asked about the future of video answers:

years later, video art had its breakthrough when baér

Elis Palsson got permission fram the National Televi-

sion to produce artistic videos shown in four episodes

called “About Images” broadcasted in the early months
of 1992. At that time bor Elis believe television was the

right platform to show video art, and called up his old

schoolmates, Finnbogi and Asta, along with Thorvaldur
Thorsteinsson that had newly graduated from Jan van
Eyck and Alda Loa Leifsddttir, who collaborated with him
on the program.



v roku 1993 znova razantne ohjavilo video. Tento nahly
vybuch m6Zeme vnimat ako priamy désledok ohrovske-
ho Uspechu Steininej druhej vystavy na Islande, hned po
jej otvoreni v maji roku 1993. Tentokrat Steina predvied-
la v Narodnej galérii inStalaciu Borealis, ktort vychvalili
v&etci islandski kritici. Spolu s Woodym sa tiez zucast-
nila na festivale Miizea Zivého Umenia. Nasledujtice roky
predstavovalo pre video zivnu podu. V roku 1994 mlada
umelkyna Kristrdn Gunnarsdottir, ktora sa po Studiach
v Spojenych Statoch prave vratila na Island, zorganizo-
vala v Reykjaviku prvy Specializavany festival videoartu
a jeho aktéri sa stali predmetom dalsieho televizneho
programu, ktory produkaoval a uvadzal bar Elis Palsson.
Tentokrat vyrabil Sest dielov, ktaré uvadzaliislandskych
aj zahranictnych umelcov, vratane Steiny a Vasulku.
V roku 1995 Kristrun zorganizovala svoj druhy a po-
sledny videoart festival. Toho istého roku John Hop-
kins zorganizoval videoartovy program v spolupraci
s Americkym kultirnym institdtom v Reykjaviku, Ume-
lecko-priemyselnou Skolou a Electronic Arts Intermix
v New Yorku. V roku 1996 baol videoart znova uvedeny
v televizii ako stcast Reykjavickeho umeleckeho fes-
tivalu, tentokrat s videami z Electronic Arts Intermix.
V tenisty rok skupina hyvalych Studentiek Johna Hopkin-
sa, nazyvajuca sa Islandské zdruzenie lasky, predviedla
svoju prvu performance v Narodne;j televizii. Navzajom
sa v nej bozkavali a potom bozkali obrazovku, alebo
Lcely narod”, ako sami vraveli. Performance islandského
Zdruzenia lasky mézeme povazovat za symbolicky za-
Ciatok novej éry v histdrii islandského videoartu. Video
sa odvtedy stalo délezitou sucastou jeho prace. Stalo
sa lahko dostupnym a tym aj realnou moZnostou volhy
pre umelcov Zijucich a pracujucich na Islande.
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In the early 1990’s the School of Arts and Crafts,
had hired its first skilled video teacher, an American art-
ist named John Hopkins, which taught there between
1990 and 1995. His goal was to expand the practice
of both video and photography that at that time was
close to nonexistent according to him. This certainly
prepared the ground for an event at the Living Art Mu-
seum where video appeared again with a blast in July
1993. This sudden explosion can be seen as direct con-
sequence of a huge success Steina’s secand exhibition
in Iceland immediately had when opened in May 1993.
This time Steina shows an installation called Borealis,
at the National Gallery of Iceland which is acclaimed by
all the Icelandic critics and both she and Woody par-
ticipate in the Living Art Museum’s festival. The next
few years lay a favorable ground for video. In 1994,
a young artist named Kristrdn Gunnarsdottir, who had
recently moved back to Iceland after studying in the
United States, organizes the first specialized video art
festival in Reykjavik. The festival and its artists became
suhbject of another television program produced and
presented by bor Elis Palsson. This time he produced
six episodes that introduces both Icelandic and foreign
artists, including Steina and Woody Vasulka. Then again
in 1995, Kristrin’s organized her second and last video
art festival and the same year, John Hopkins organized
avideo art program in collaboration with the American
Cultural Institution in Reykjavik, the School of Arts and
Crafts, and Electronic Arts Intermix in New York. In 1996
video art was shown once again on national television as
part of the Reykjavik Art Festival, this time with videos
from Electronic Art Intermix. The same year a group of
four girls, all former students of John Hopkins ,calling
themselves The Icelandic Love Corporation, had their
first live performance on National Television were they
kissed each other and then the screen or “the whale
nation” as they said themselves. The performance of
the Icelandic Love Corporation can be considered the
symbolic beginning of a new era in the history of Icelan-
dic video art as video has since been an important part
of their practice. Video had become easily accessible
and a real choice for artists living and working in Iceland.
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nastrojd. Steina a Woaody Vasulkovi [publ. NAMU a JSAF / Mezinarodni festival dokumentarnich filmd Jihlava, 2011]

se zameéruje na vztah Vasulkovych a filmard Paula Sharitse a Tonyho Conrada, v sedmdesatych letech minulého

stoleti jejich kolegll na univerzité v Buffalu, stejné jako na ,dialog” a pfibuznost videa a filma. *+

L

TEXT — LENKA DOLANOVA / TRANSLATED BY —— LLENKA DOLANQVA

CENTRUM MEDIA STUDY

Zakladatel katedry Media Study Gerald O0’Grady je
vedec Sirokeho zaheéru, jehoz zajmy zahrnuji lingvistiku,
filozofii a teorii médii, ale i vyzkum sn( ¢&i afroameric-
kych film(. Dilo Steiny a Woodyho Vasulkovych sleduje
jiz od roku 1972, kdy se s nimi v New Yorku seznamil.
Svou vyzkumnou metodu definuje jako , sférické védéni®,
zahrnujici vesSkeré smysly a vyuzivajici znalosti z rozlic-
nych oblasti, a pfirovnava ji k vystielu z pistole, po némz
nasleduje exploze a roztfisteni fragmentd, jeZ je tfeba
preskupit a dale rozvijet.?

Historickemu obdobhi buffalského Media Study,
které v dobovém tisku nazvali ,jednim z nejpromysle-
néjsich a nejkamplexngjsich medialnich programt na
svété"?, byla vénované vystava MindFrames, kterou Va-
sulkovi spole¢né s Peterem Weibelem a dalSimi spolu-
pracovniky pripravili pro ZKM v Karlsruhe na pfelomu
let 2006 — 2007. Rozsahla audiovizualni prehlidka se
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MEDIA STUDY CENTRE

Gerald O’'Grady, the founder of the Media Study depart-
ment at the State University of New York in Buffalo, is
a scientist with a large scope, his interests include lin-
guistics, philosophy and media theory, but he also re-
searches dreams or Afro-American mavies. 0'Grady has
followed the work of Steina and Woody Vasulkas since
1972 when he met them in New York City. He defines
his research method as a “spherical knowing”, which
includes all the senses and implements knowledge from
various spheres. He compares it to a gunshot thatis fol-
lowed by an explosion, shattering the fragments, which
should then be rearanged and further developed.?

The historical period of Media Study Buffalo, which
was called “one of the most elaborate and comprehen-
sive media programs in the world”2 in one article then,
was the subject of the MindFrames exhibition, prepared

by The Vasulkas together with Peter Weibel and another
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vénovala obdohbi 1973 — 1990, kdy v Buffalu plsobili
filmari strukturalisté Paul Sharits a Hollis Frampton,

dokumentarista James Blue, hudebnik a filmar Tony
Conrad a pozdéji Peter Weibel, ktery vystfidal v profesor-
ske pozici Woodyho. Roku 2008 vysel k vystave katalog,
shromazdujici texty zacastnénych tvurcl; neéktere zde
byly publikované vibec poprvé.

Na podzim roku 1973, tedy po osmi letech, opou-
Steji Vasulkovi New York a odjizdgji do Buffala, industri-
alniho mésta na vychodnim pobfezi jezera Erie neda-
leko Niagarskych vodopad(, kde Woody ziskava praci
na univerzite. K univerzité bylo pfidruzené komunitni
centrum, které poskytovalo technické vybaveni, pora-
dalo koncerty a projekce filmu a videi a letni dilny pro
mlade lidi ze statu New Yark, ktefi zde studavali video,
fotografii, holografii, elektronickou hudbu Ci pocitacove
zobrazovani. Nékteré z dilen vedla i Steina, ktera zaroven

pomahala Woodymu s prednasenim. Buffalské obdabi



bylo pro tvorbu Vasulkavych dilezité, jelikoz meli na-
hle vice ¢asu a prostfedkd na rozpracovani myslenek
z pfedchozich let. Mnoho z jejich videi ma proto datum
vzniku prvniho roku, ktery zde stravili. Zejména od roku
1974 zacinaji také sestiihavat a uspofadavat sve starsi
dilo, pficemzZ z plvodnich ,hrubych pasek” (Raw Tapes],
které zahrnuji vice nez 300 hodin videa z let 1969 —
1978, vyhiraji takzvané , pasky v distribuci” (Tapes in Dis-
tribution], tedy ty, které se rozhodli prezentovat verejne.
V tomto obdobi se také postupné zacina jejich tvor-
ba rozdélovat. Zatimco Steina se vice soustfedi na vy-
tvareni instalaci, ktereé se zabyvaji fenomeény prostoru
a ¢asu a ,strojovym vidénim®, kdy umistuje kamery na
motaricky ovladaneé stativy Ci objekty, a performancemi,
pfi nichz vyuziva hry na housle (zejména v cyklu Vialin
Power - Houslové mac), Woody se zahloubava do tearie
a praxe elektronického ohrazu a vytvaii didakticka dila
~prakticke filozofie”. Na druhou stranu, ackaliv oba tvrdi,
ze od roku 1975 pracuji vyhradné samostatng, nadale
sdili pracovni i Zivotni prostor a sveé nastroje.

.PRAKTICKA FILOZOFIE”

[ Snaha o teoretické shrnuti dosavadnich zku-
Senosti s elektronickym materialem je zdokumento-
vana take v prepisu prednasek, které Woody pronesl
v prabéhu péti kvétnovych vecerd roku 1976. Plivodni
nahravky jsou ulozené v nadaci Langlois v Montrealu,
k dispozici je prepis, ktery vytvofil John Minkowsky.
.Cokaliv feknu, mlZete zpochybnit, ale poslechneé-
te si to,” prohlasil na zacatku Woody Vasulka a chtél
tim zrejmeé naznactit, ze bude prezentovat mysSlenky
v okamzicich zrodu a objasnovat tak vlastni tvurci pro-
ces. Jeho zameérem bylo nalézt novy jazyk pro rozhor
elektronického obrazu. Poté, co skoncilo obdohi prvot-
niho experimentovani, bylo nutné nové promyslet a de-
finovat zakladni predpoklady tviréiho procesu. Kyber-
neticke pojeti pozorovani procesu vlastniho vyvoje pfi
praci s technologii formovalo tyto pokusy o ,,praktickou
filozofii” elektronického obrazu. Ve shodé s endofyzic-
kym konceptem vytvareni model(l pro pozorovani po-
zorovani (jednotlivel €i strojd] si Vasulkovi pohravali
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phy, halography, electronic music or computer imagery.
Some of the workshops were tought by Steina who also
helped Woody with lecturing. The Buffalo period was
important for Vasulkas work, because suddenly they
had more time and resources for developing the ideas
from the previous years. Many of their works thus have
as the date of creation the first year they spent there.
Especially from 1974 they began to edit and structure
their older works, while they choose the “Tapes in Dis-
tribution” for public presentation from the original “Raw
Tapes”, including more than 300 hours of video from
1969 — 1978. Also in this period their work begins to
separate. Steina concentrates more on creating the in-
stallations dealing with space and time phenomena and
“machine vision”, when she posits the camera on motor
driven tripods or objects, and performances involving
violin play (especially Violin Power cycle], while Woody
plunges into theory and praxis of electronic image and
creates didactic works of “practical philosophy”. On the
other hand, although they both claim they have worked
apart since 1975, they keep sharing their working and
living environment as well as their toals.

“PRACTICAL PHILOSOPHY”

An endeavor to summarize the up to now experi-
ences with electronic material is documented also in the
transcript of the lectures, which Woody delivered dur-
ing five May evenings in 1976.4 The original recordings
are kept in Langlois Foundation in Montreal, available
is the transcript created by John Minkowsky. “What-
ever | say you can doubt, but listen to it,” proclaimed
Woody Vasulka at the beginning and perhaps wanted
to suggest that he would present the ideas in the mo-
ments of its birth, illuminating thus his own creative
process. His aim was to find a new language for ana-
lysing the electronic image. After the period of innitial
experimenting, it was necessary to rethink and rede-
fine the basic postulates of the creative process. The
attempts at a “practical philosophy” were formed by
a cybernetic-like observing of the process of your own
development while working with technology. The Vasul-



s myslenkou ziskani nastroje pro vSe-vidouci model
prostoru, s nimz by mohli své elektronické kormidlo
fidit do oceant odliSného vedomi.

nicky ohraz chape jako rozsiteni filmu, existujici v od-
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Jak jiz bylo naznateno, Woody Vasulka elektro- |
\
\
liSné casove oblasti, kde je nutné vzit v Gvahu proces }

kas — in accordance with the endophysical concept of
creating the models for observing the observance [in-
dividuals or machines) — played with the idea of acquir-
ing the tool for an all-seeing model of the space, which
would enable them to navigate their electronic steering
wheel into the oceans of a different cansciousness.

Steina a Gerald 0'Grady pfipfednasce na SUNY v Buffalu / fijen 1975 / Archiv Vasulkovych. Steina and Gerald 0'Grady during a lecture at

SUNY in Buffalo / October 1975/ Vasulkas-Archive.

synchronizace coby podminku existence obrazu. Film, |
stejne jako elektronicky obraz, zahrnuje proces vytvare- }
ni ramce, avsak zatimco ve filmu je ramec v zasade }
statickou udalosti, v pfipade elektronickeho obrazu |
je generovany zvnitrku a ma specialni vztah k ¢asove }
strukture. Zatimco ve filmu dochazi k paralelnimu pro- }
cesu expozice, v pripade elektronického ohrazu ramec |
vznikd z neustale probihajicich sekvenci obrazovych }
fadek, a z tohoto ddvodu je s elektronickym obrazem }
mozné pracovat takovym ,interaktivnim” zplsobem, |
jaky film neumoznuje. ° }

Vztah elektronického obrazu k experimentalni- }
mu filmu je vysvétlovan zejmeéna poukazy k dilu Paula |
Sharitse a britskeho avantgardniho filmafe Malcolma }
LeGrice, ktefi experimentovali s opétovnym nahravanim }
\

filmovych pasd promitanych v rdznych rychlostech
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As it was already implicated, Woaody Vasulka un-
derstands electranic image as.an enlargement of film,
existing in a different time sphere, where the synchro-
nization process as a condition of the image existence
has to be taken into account. Film as well as electronic
image involves the process of frame forming, but while
in case of film the frame is basically a static even, in
case of electronic image it is generated from within
and has a special relation to the time structure. While
in film the parallel process of exposition takes place, in
case of electronic image the frame emerges from con-
tinuously proceeding sequences of image scan lines.
That is why electronic image can be treated in such an
“interactive” way, which in film is impossible.’

The relation of electronic image and experimental

filmis explained especially by pointing out to the work by



v touze po osvobozeni se od pravidelnosti nasledné sek-
vence filmovych okenek. Zajimavy je napiiklad Woodyho
postreh, Ze asociace vyvolané ,cistym” acetatem, tedy
filmovym pasem bez zaznamenaného obrazu, nejsou
vice materialistické ¢i neiluzionistickeé nez jiné a filmova

udalost neni takto nutné demystifikavana, jak se do- |

mnivali nékteri teoretici materialistického ¢i struktu-
ralistického filmu. Film, i kdyz ,prazdny”, tedy i kdyz se

jedna o Cisty filmovy pés, stale obsahuje ramec, ktery

\\\\\\\
\\\\\\

Paul Sharits and British avant-garde filmmaker Malcolm
LeGrice, who both experimented with recurrent record-
ing of the film stripes projected in various speeds in their
desire to.emancipate themselves from the regularity of
sequentiality of film frames. For example Woody per-
ceived that associations evoked by the “pure” acetate,
meaning the film stripe without the image recorded, are
not more materialist or non-illusionistic that others, and
the filmevent is not necessary demystifyed by this, as

Woody a Steina pred instalaci z cyklu Machine Vision / Galerie Albright-Knox / Archiv Vasulkovych. Woody and Steina in front of the

installation from the Machine Vision cycle / Albright-Knox Gallery / Vasulkas Archive.

je pfi projekci presne lokalizovan. Lze vést paralely mezi
~arganizovanim® filmu a elektronického ohrazu: zatimco
ve filmu se jedna o ,otisk Ci fixovaneé modulovane vy-
jadreni sveételného prostoru pred kamerou®, v pfipade
videa je to ,modulace Ci energeticky obsah elektronic-
kého ohrazu”.® Radikalnim pfikladem takového , prazd-
neho” filmu je Zen for Film (Zen pro film) Nam June Paika
(z roku 1962]: Eisty, neexponavany filmovy pas slepeny
do kruhu byl promitan ve smycce stale dokola. Pfi opa-
kovanych promitéanich ziskaval postupné svuj ,,0bhsah”
v podobeé usazenéhao prachu a dalSich stop predeslych
projekci. Vypovidal tedy také o rozhrani mezi sdélenim
na filmovem pasu a samotnym faktem projekce.
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some of the theoreticians of materialist or structuralist
film presupposed. Film, even when “empty”, thus even if
it is a pure film stripe, still contains the frame, which is
precisely localized during the projection. We could make
parallels between the “organizing” of film and electronic
image: while in film itis the “imprint or fixed modulated
expression of light-space in front of the.camera”, in
case of video we deal with the “modulation, or energy
content of electronicimage”.® A radical example of such
an “empty” film is Zen for Film by Nam June Paik (from
1962]: clear, not exposed film stripe stuck together into
a circle was projected in loop again and again. During

the repeated projections it was gradually receiving its



[ Prostredi buffalské univerzity nahizelo pro dia-
log filmard a videoumelcd Zivnou pldu. Atkaliv podle
Geralda 0’Gradyho zde pdvodneé ze strany filmar( pa-
novala neddvéra vQci pfijeti videoumeélcl za ¢tleny ka-
tedry, jelikoZ nikdo z nich se o video zprvu pfilis ne-
zajimal a ani pozdegji neexistoval v tomto spolecenstvi
vyhranénych individualit néjaky spolecny program ci
intenzivnejsi dialog, jista spfiznénost zde nepochybng
existovala. Hollis Frampton se zahyval digitalni tvorbou,
a dokonce spolecné s Woodym vedl digitalni workshop,
coz souviselo s jeho celozivotnim zajmem o védu a vy-
uziti programovatelnosti v umeni. S Paulem Sharitsem
zase spojovala Woodyho posedlost hledanim zakladnich
jednotek, ,esence” [kinematografického) média a Usili
o0 vytvoieni sohéstacneé reality, nezavislé na kopirovani
okolniho svéta. V programovém prohlaseni z festivalu
experimentalnich filmd v Knokke-Le-Zoute roku 1967
Sharits sdéluje, Ze chce zrusit ,imitaci a iluzi” a vstoupit
,pfimo do vetsiho dramatu: celuloidu, dvoudimenzio-
nalnich pasd; jednotlivych pravouhlych palicek; povahy
perforace a emulze; fungovani projektoru; tfidimenzi-
onalniho reflexivniho povrchu platna; sitnicoveho plat-
na; zrakového nervu a individualnich psycho-fyzickych
subjektivit vedomi“. Zdlraznuje vyuZiti svétla jakozto
energie k vytvareni virtualnich forem a také zapojeni
aktualniho pohybu, prostoru a casu.”

[ Hlavnimi objekty filmového vidéni se u Sharitse
stavaji materialni aspekty média, pfi projekci bézne
neviditelné: filmova perforace, ploSnost platna, jed-
notliva filmova politka. Svlj zplsoh prace nazval ,ab-
straktni narativita“, a Ize ji pfirovnat k Woodyho ,,pfi-
behu jednoho snimku”. Paul Sharits je povaZzovan za
klicového zastupce tzv. ,flicker filmu“, ktery vyuziva
serie opakujicich se filmavych policek, vytvarejicich
mihotani v rdznych rytmech a intenzité. Filmovou
strukturu zviditelfiuje Sharits také v cyklech static-
kych obrazkd: naptiklad Frozen Film Frames (Zmraze-
nd filmovd okénka) z 60. a 70. let tvofi série ,zmraze-
nych” filmovych okének. Inspirovan Sharitsovym dilem
a v touze po vytvoreni jeho analogie v digitalni oblas-
ti, se Woody pokusil zkonstruovat pfistroj pro zacha-
zeni s barevnymi palicky, ktery by mohl Paul Sharits
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content” in the form of acumullated dust, and another
marks of previous projections. It thus testified also about
the interface between the statement on the film stripe
and the fact of projection itself.

Buffalo university milieu offered a breeding-ground
for the dialogue of filmers and video makers. Although,
according to Gerald 0'Grady, there was a scepticism
towards accepting the video artists as members of the
department from the side of filmers, because none of
them was interested much about videa initially, and even
later there was not a common program or more inten-
sive dialog in this community of distinctive individuali-
ties. However, a certain kindship certainly existed there.
Hollis Frapton dealt with the digital creation, and even
together with Woody led a digital workshop, which was
related to his life-long interest in science and the use of
programability in the arts. On the other hand it was an
obsession to search for some base units, an “essence”
of (cinematographic) media, and an effort to create
a self-contained reality, independent on the surrounding
world, which connected Woody with Paul Sharits. In the
program statement from the festival of experimental
filmmakers in Knokke-Le-Zoute in 1967 Sharits notes,
that he wants to abandon “imitation and illusion” and
enter “directly into the higher drama of: celluloid, two
dimensional strips; individual rectangular frames; the
nature of sprockets and emulsion; projector operations;
the three dimensional reflective screen surface; the reti-
nal screen; optic nerve and indivudual psycho-physical
subjectivities of consciousness.”. He stresses the use of
light as energy for creating virtual forms and involve-
ment of actual movement, space and time.”

In case of Sharits, the main object of film vision
became the material aspects of media, narmally hid-
den during the projection: film perforation, flatness of
the screen, single film frames. He called his warking
method “abstract narrativity”, and it can be compared
to Woody's “one scan journey”. Paul Sharits is consid-
ered a key proponent of the so called “flicker film”, which
uses the series of repeated film frames generating the
flickersin various rhythms and intensities. Sharits also
visualizes film structure in his static images series: for



vyuzit. Na skladce ve méste Horseheads ve staté New
York nalezl ¢asavaci zafizeni [time setting machine],
jehoz soucasti byl stroboskop; z néj sestavil pfistroj
umoznujici spoustet barvy z RGB filtru a vytvaret
z nich sekvence. Algoritmicky program pfistroje vy-
tvofil dalsi ¢len buffalské skupiny Tony Conrad. Podle
Woodyho vSak Sharits o pfistroj nejevil zajem, jeli-
koz upfednostioval ruéni vytvareni barevnych parti-
tur pomoci kulickoveého pera, na jejichz zakladé potom
tvoril své filmy.2 Woody se k myslence pfistroje vratil
v pribehu pripravy vystavy v ZKM v Karlsruhe, kdy s po-
moci Roberta 0’Kanea® pfipravil program ke genero-
vani barev na zakladé pracovni metody Paula Sharit-
se. Otazka ,co se déje mezi okénky” fascinovala tedy
Woodyho stejné jako strukturalni filmare: zatimco ti
se pohybovali v oblasti filmovych okének, v pfipadeé vi-
dea se tématem stéava flexibilni formovani jednotlivych
pllsnimkd; zplGsoh pfemysleni je v lecéems analogicky
a napfiklad vySe zminéné dilo Vasulkovych Noisefields
(1974] Ize povazovat za videem vytvofenou analogii
flicker filmu.

[ Spriznénost by se asi dala nalézt i s dilem Tonyho
Conrada. Skladatel elektronické hudhy, zvukovy umeélec
a strukturalisticky filmar jako jediny z buffalskeé katedry
pUsobiv Buffalu doposud, na katedfe medialnich studii.
Jeho rana minimalisticka tvorba byla ovlivnéna mj. dilem
La Monte Younga, Conrad byl ¢lenem seskupeni Theatre
of Eternal Music, pozdgji prejmenovaného na The Dre-
am Syndicate [soucasne s Johnem Calem, Angusem
MacLisem, La Monte Youngem a Marianem Zazeelou]:
pro jejich ,snovou hudbu” (dream music] jsou typic-
ké harmonicky provazang, prolongovane tény se sou-
zvuky vychéazejicimi z experimentd s ¢istym ladénim.?
Conraduv rany film Flicker (z roku 1966] je povaZzovan
za jedno ze zakladajicich dél strukturalistickeho hnuti.
Tricetiminutovy film tvofi vyhradné cerneé a bilé plochy
nerespektujici omezeni aktualnich filmovych okének,
jejichz algaritmicke usporadani vyvolava halucinatorni
dojem. Zvukova stopa byla vytvofena na podomacku
vyrobeném elektronickém nastroji generujicim konti-
nualni rozsah kliknuti podobnych zvuku metronomu
a pracuje se vztahy rytmu a vysky. Rytmické struktury
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example Frozen Film Frames from the 1960s and 1970s
consist of the series of “frozen” film frames. Inspired
by Sharits' work and in the desire to create its analogy
in the digital sphere, Woody attempted to construct
a machine for dealing with the coloured frames that
could be used by Paul Sharits. He found a time setting
machine at the Horseheads, New York, dum, the part
of which was a stroboscope; he made a machine out
of it enabling to launch colors from RGB filter and cre-
ate sequences from them. The algorithmical program
was created by another member of Buffalo group Tony
Conrad. According to Woaody, Sharits was uniterested in
the machine, because he prefered hand-making of the
coloured scores with the ball-point pen, as a base for
creating the films.8 Woody came back to the idea of the
machine during preparation of the exhibition in ZKM in
Karlsruhe, where with the help of Robert 0'Kane?® pre-
pared the program for generating the colors based on
the Paul Sharits' working method. The question “what
happens in between the frames” fascinated Woody as
well as structural filmmakers: while these were operat-
ing in the area of film frames, in case of video the flex-
ible formation of single frames becomes the suhbject;
the way of thinking is in many ways analogical and for
example the above mentioned Noisefields (1974] by
Vasulkas can be considered as an analogy of flicker film
created in video.

An alliance could be also found also with the waork
of Tony Conrad. The electronic music composer, sound
artist and structuralist filmmaker is as the only one
from the Buffalo group still employed in Buffalo, at the
media studies department. His early minimalistic work
was influenced e. g. by the work of La Maonte Young, Con-
rad was the member of Theatre of Eternal Music, later
renamed to The Dream Syndicate [together with John
Cale, Angus Maclise, La Monte Young and Mariane Za-
zeela): harmanically linked, prolongated tones are typi-
cal for their dream music, with the consonanses based
on the experiments with just intonation.1® Conrad's ear-
ly movie Flicker (from 1966] is considered as one of the
founding works of structuralist film movement. Thirty
minute long film is created purely by planes of black



filmu vychazeji ze zakladniho rytmu projekéni frekven-
ce.!! Vizualni struktura je analogicka hudhé, kazdy vzo-
rec naznacuje ,akord” tif spfiznénych frekvenci, takze se
jedna o rozsifeni principu harmonie do vizualni oblasti,
analogii ,vizualni hudby”. Flicker film je pro Tonyho Con-
rada zpUsab, jak prekonat omezeni kinematografického
aparatu. Podobné jako u dalSich zastupcd struktural-
niho filmu je zde pfitomen kontrast celkove vypacitane

and white non respecting the limitations of actual film
frames, while its algoritmic ordering evokes a hallucina-
tory impression. The audio track was created on.a home
made electronic tool, generating continuous scope of
clicks'similarto metronome sound, and dealing with the
relations of rhythms and tone pitches. The rhytmical

film structures evolve from the basic rhythm of the pro-

jection frequency.tt The visual structure.is analogical to

Buffalsky ateliér Vasulkavych / Archiv Vasulkavych. Vasulkas Buffalo studio / Vasulkas Archive.

struktury a jejiho aktualniho rozvinuti v pribéhu pro-
jekce.*® Tvorbu strukturélnich filmard Ize tedy vnimat
jako paralelni a pfibuznou ranému videoartu, tyto dve
oblasti maji k sohé — navzdory odliSnému médiu — bli-
Ze, nez se zda. Teorie a praxe strukturalniho filmu do
znacné miry ovlivnila zp(soh, jakym Woody Vasulka
0 SVé praci premyslel.
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music, each pattern'suggest an“accord” of three allied
frequencies, so that it is an extension of the harmony
principle inta visual sphere, an analogy of “visual music”.
Flicker film is for Tony Conrad a way how to overcome
the limits of the cinematographic apparatus. Similarly
asin case of another representatives of structural film
there is a contrast of an averall calculated structure and
its actual unfoldment during the projection.12 The work
by structuralist filmmakers can thus be perceived as in
parallel and allied to the early video art, these two areas
are — despite of the different medium — closer than it
might seem. The theory and praxis of structuralist film
was to a large extend influencing the way how Woody
Vasulka reflected about his work.



POZNAMKY

1 7 rozhovoru autorky s Geraldem O’Gradym, ktery probéhl 12. fijna 2005
v Bostonu.

Maooney, Karen. Gerald O’Grady: The Perspective from Buffalo. Videoscop.
1977, roc. 1, €. 2.

Vasulka, Woody; Weibel, Peter (eds.]. Buffalo Heads: Media Study, Media
Practice, Media Pioneers, 1973-1990. The MIT Press, 2008. Unikatni rys
vystavy spocival v tom, Ze veSkeré audiavizualni materialy byly pousténe
z jednoho fidiciho serveru; Vasulkovi zde testovali novy zplisob ,distan¢-
niho” vystavovani.

Jiz roku 1974 mél Woody sérii prednasek pro vefejnost - zachovala se
pozvanka s nazvem Three Lectures by Woody Vasulka - €lenénou do casti
Electrons: The Art Material, Time Structure of Electronic Image, The Te-
levision Myth; neni mi ovSem znamo, zdali se zachoval zaznam C€i pfepis.
[online]. Dostupny z <http://vasulka.org/>.

Five Lectures. In: Vasulka,Woody; Weibel, Peter (viz pozn. 3).

Tamtéz.

Sharits, Paul. Notes on Films/1966-1968. Film Culture. 1969, ¢. 47, s.13.

Z rozhovoru autorky s Woodym Vasulkou. Anglicka verze rozhovoru je
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From the interview of the author with Gerald 0’Grady, October 12, 2005 in
Boston.

Moaney, Karen. Gerald 0’'Grady: The Perspective from Buffalo. Videoscop
1977, Vol. 1, No. 2.

Vasulka, Woody; Weibel, Peter (eds.]). Buffalo Heads: Media Study, Media
Practice, Media Pioneers, 1973-1990. The MIT Pres

s, 2008. The unique

feature of the exhibition was the fact that all the audiovisual materials
were projected from one control server; The Vasulkas tested here a new
way of a “distance” exhibiting

Already in 1974 Woody had a series of public lectures - an invitation titled
Three Lectures by Woody Vasulka is preserved - divided into parts Elec-
trons: The Art Material, Time Structure of Electronic Image, The Television
Myth; it is not known to me if some record or transcription exists. [online]
Available from <http://vasulka.org/>.

Five Lectures. In: Vasulka,Woody; Weibel, Peter [see note 3].

Ibid.

Sharits, Paul. Notes on Films/1966-1968. Film Culture. 1969, ¢. 47, s.13

From the interview of the author with Woody Vasulka. The English version
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Cyklus Descriptions W. Vasulky. Galerie Albright-Knox v Buffalu / Archiv Vasulkovych.

publikovana v dizertacni praci. Dolanova, Lenka. Woody Vasulka. Dialog
s démony nastrojd. Dizertaéni prace. FAMU, 20089.

Robert 0’Kane pfichazi také z buffalského okruhu: na univerzité zde stu-
doval nejprve elektrické inZenyrstvi, poté medialni studia a hudbu.

Ciste (i pfirozene) ladéni pouziva intervaly vyjadfitelné jako pomery celych
tisel.

Je to jakysi zasobnik rGznych vzorct flickeru: Conrad, ktery plvodné stu-
doval matematiku, uvazuje napfiklad o poctu mihnuti a okének v cyklu ¢&i
poctu zablesku za vtefinu. Zatimco bézné jsou filmy promitané v rychlosti
24 okének za vtefinu, pro efekty mihotani je optimalni 6-16 zableskd.
Mozkovy alfa rytmus lezi pfitom v rozsahu 8-16 cyklu: filmy proto mohou
zpUsobit napfiklad epileptické zachvaty, proto se na zacatku Flickeru ohje-
vuje upozorneni, ze autofi se zfikaji zodpovednosti za fyzickou ¢i mentalni
ujmu zptsobenou filmem.

V knize Beyond the Dream Syndicate: Tony Conrad and the Arts after Cage
Brandena W. Josepha [The MIT Press, 2008] je jedna kapitola vénovana

filmu The Flicker.
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Medialne umenie na Ukrajine odStartoval vide- }
oart. Formovala ho pritomnost televizie (Vasil Tsago- |
lov, Andriy Kazandzhiy, Glib Katchuk, llya Chichkan]

a postmoderné citacie odkazu nemeho filmu (Alexan-
dra Roytburda, Gliba Katchuka, Gliba a Olgy Kashymbek,
llyu Chichkana a Kirilag Protsenka). Vyznamnou témou
bola telesnost [Alexander Hnilitsky, Natalia Filonen-
ko, Alexander Roitburd, Anna Artemenko, Ivan Tsupka],
simulakrum a iluzdrnost objektivneho sveta (llya Isu-

pov, Alexander Gnilitsky, Lesie Zaiats], a napriklad vo

ho skimania postavenie handicapovanych ludi v ukra-
jinskej spolo¢nosti. Specialne miesto v histérii ukrajin-
ského videoartu dnes patri projektu Art in Space [1993],
umeleckej skupiny Masoch Fund. Je to jedno z prvych
umeleckych diel nezavislej Ukrajiny, ktoré bolo uvede-
ne na Bienale umenia v Sao Paule v roku 1994. Video
prezentovalo dokumentaciu rovhomenného projektu,

\
|
\
|
\
|
\
|
\
|
\
|
\
|
videach Gliba a Olgy Kashymbek je ohjektom umeleckeé- |
|
\
|
\
|
\
|
\
|
\
|
\
ktory sa uskutocnil 25. januara 1993: na palube rus- 1
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TEXT — IANINA PRUDENKO / TRANSLATED BY —— ZDENKA PEPELOVA

Media art in Ukraine begun with video art. It was
formed by the presence of TV (Vasil Tsagolov, Andriy
Kazandzhiy, Glib Katchuk, llya Chichkan] and by post-
modernist quotations of heritage of silent films [Al-
exander Roytburd, Glib Katchuk, Glib and Olga Kashy-
mbekava, llya Chichkan and Kirilo Protsenko]. Anather
important theme was corporeality (Alexander Hnilitsky,
Natalia Filonenko, Alexander Roitburd, Anna Artemenko
and Ivan Tsupka), simulacrum and illusory of the mate-
rial world (llya Isupav, Alexander Gnilitsky, Lesia Zaiats],
and for more example, situation of disabled people in
Ukrainian society is an object of art investigation in vid-
eos of Glib and Olga Kashymbekaova. A special place in
the history of Ukrainian video art belongs to project of

the independent art company Fund of Masoch called

“Art in Space” [1993]. It belongs to one of the first art

works of the independent Ukraine, which was present-
ed at the Biennale of Art in Sao Paulo [Brazil] in 1994.

The video depicts a documentation of a project of the
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lanina Prudenka is an associate professor of the Department of Cultural Studies on the National Pedagogical

University in Kiev, curator of media arts forum New Media 2011 and also curator of unconventional educational

program m “Curves Mirror: History of Ukrainian media art in words and moving pictures”. She briefly described

actual topics and problems of young Ukrainian art in her text for Media Art Biennale WR0-2011. We present the

Slovak version of this article in the magazine 3/4.

kej vesmirnej stanice Mir ukazovali kozmaonauti Sergei
Avdeev a Andrey Soloviev grafické prace autora lgora
Podaolchaka. Koncept projektu spacival vo vyneseni nie-
len technologickej, ale aj umeleckej a kulttirnej hodnoty,
z ludského priestoru do vesmiru.

[ Existencia interaktivneho umenia méa na Ukrajine
tiez velmi zaujimavd historiu. Je spojena najma s akti-
vitami Sorosovho centra pre sucasné umenie a nemec-
kého Goethe Institutu v Kyjeve. V roku 1997 Goethe in-
Stitut pozval do Kyjeva riaditela EMAF (Electronic Media
Art Festival) Noeringa Hermanna z Osnabrucku. Okrem
jeho prednasky sa tu vtedy uskutocnili i seminare poci-
taCovej animacie, prezentacia nemeckého medialneho
umenia a vystava Video socha v Nemecku. Vysledkom
tejto navstevy bolo zaloZenie ukrajinskych instittcii pre
medialne umenie — Info Media Bank a festivalu KIMAF
(Kyjevsky medzinaradny festival medialneho umenia].
Vdaka nim sa na Ukrajine abjavili medialni umelci, ako
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same name that took place on 25 January 1993, when,
for the first time in outer space, the astronauts Sergei
Avdeev and Andrey Saoloviev displayed graphic works
of lgor Podolchak on the board of the Russian space
station Mir. Concept of this project was to bring to the
outer space not only technological, but also artistic
value of humanity.

Existence of the interactive art in Ukraine has
avery interesting history associated with the activities
of Soros Center for Contemporary Art in Kyiv and Ger-
man cultural center “Goethe Institute” in Kyiv. In 1997
they invited Noering Hermann, the Director of EMAF
(Electronic Media Art Festival] from Osnabruck, to
Kyiv. Besides his lecture, seminars on computer ani-
mation took place, as well as presentation of waorks
of German new media art and the exhibition “Video
sculpture in Germany”. This visit resulted in establish-
ment of Ukrainian institutions of media art - Info Media

-
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napriklad Natalia Holibroda, lliya Isupov, Olga Kashym-
bek, Glib Katchuk, Anna Artemenko, Alexander Veresh-
chak, Margarita Zinets, Kirilo Protsenka. Vznikal tu tiez
LInstitut nestalych myslienok” (Institution of Unstahle
Thoughts].

[ Jednym zo zasadnych predstavitelov ukrajinského
net.artu je skupina Akuvido. Tvaria ju Victor Dovhalyuk
a Hanny Kutz, ktori Studium umenia zacali na Akadémii
umeniv Lvove a pokracovali na L4 Institute pre nove me-
dia (Berlin, Nemecka]. Ich prvym interaktivnym dielom,
ktory prezentovali v Berline, bol Esse (1998]. Neskor to
boli net.artoveé projekty City_interactive, Stand sound
station, Decode, Jokande XP, Web Wuerfel Werkstatt, Are
you net-vayeur? VSetky su dostupné na www.akuvido.de.
Akuvido su pravdepodobne najznamejsimi ukrajinskymi
medialnymi umelcami. P6sobia v§ak mimo Ukrajiny.
[0 Prvym net.art dielom vytvorenym fyzicky na Ukra-
jine bol projekt BABY (2002), autorov Yurija Kruchaka
a Julie Kostyeryeva. V Case vzniku ich projektu bola na
Ukrajine vy$Sia umrtnost nez pérodnost. Autori pre-
to vytvorili internetovu stranku, na ktorej maohal kazdy
stvorit vlastné dieta a devat mesiacov ho podporovat
a rozvijat.

[V roku 2007 vznikol net.artovy projekt Cha-
zarsky slovnik alebo requiem pre divadlo reZisérky
Anny Aleksandrovich. Bolo to prvé divadelné predsta-
venie na Ukrajine, ktoré bolo streamované na stranke
www.hazary.com.ua. Hypertext Milorada Pavica bol po-
cas predstavenia doplfiovany komentarmi publika, ktoré
boli premietané na prednu stenu divadelnej saly. Je-
den z divakov dokonca prisiel do divadla s notebookom,
takze bol zaroven skutotnym i virtualnym divakom. Her-
ci mohli pouzit notebook, ktory bol na scene a viest on-
line chat s publikom, ktory sa tiez premietal na stenu.
[0 Mladé umelkyna Masha Shuhina vytvarila net.
artovy projekt Digital narcissism [2007], v ktorom si
na prezentovanie vlastnej tvorby vybrala internetove
zoznamky. Zaujimalo ju kambinovanie tradicnej malby
a multimedii. Jej cielom bolo stretnut sa takto s ku-
ratormi, vlastnikmi galérii a riaditelmi muzei. Odpove-
dal jej len jeden kurator z Australie, vSetci muzi a zeny
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Bank and the festival KIMAF (Kyiv International Media
Art Festival]. Thanks to this institution and the festi-
val, new media artists, such as Natalia Holibroda, Iliya
Isupov, Olga Kashymbekava, Glib Katchuk, Anna Arte-
menko, Alexander Vereshchak, Margarita Zinets, Kirilo
Protsenko, appeared in Ukraine. “Institution of Unsta-
ble Thoughts” was created here as well.

One of the most crucial representatives of Ukrain-
ian net.artis the group Akuvido. It consists of two artists
— Victor Dovhalyuk and Hanna Kutz, who began their art
studies in Lviv Academy of Art (Ukraine] and continued
in L4 Institut fuer Neue Medien [Berlin, Germany]. Their
first interactive project was Esse [1998], presented in
Berlin. Later on, there were net.art projects City_inter-
active, Stand sound station, Decode, Jokonde XP, Web
Wuerfel Werkstatt, Are you net-vayeur? All the works
are availahle on the site www.akuvido.de. Akuvido are
probahly the world's most famous Ukrainian media art-
ists, although they operate outside the Ukraine.

The first net.art project, which was created directly
in Ukraine, is the project BABY [2002] by Yuri Kruchak
and Julia Kostyeryeva. the time of its creation the mor-
tality rate in Ukraine was prevailing over the birth rate.
Therefore the authors developed a web site, where any-
one could “give birth” to their own child and support it
and develop it for a period of 9 months.

In 2007 the net.art project “The of the Khazars,
or requiem for the theater” was created by the direc-
tor Anna Aleksandravich. It was a first theatre perfor-
mance in Ukraine, which was broadcasted online on
the web site www.hazary.com.ua. During the perfor-
mance, hypertext of Milorad Pavich was amended by
comments of the audience, which were projected on
the front wall of the theater hall. One of the specta-
tors even came to the theatre with a notebook, so he
became both areal and a virtual spectator at the same
time. Besides that, all actors could use a notebook set
on the stage to chat online with the audience, what was
also displayed on the wall.

Young Ukrainian artist Masha Shuhina created
a net.art project Digital narcissism [2007]), where in
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reagovali intimnymi navrhmi. Mashinym paralelnym cie-
lom bolo propagovat svoju tvorbu v rozliénych €astiach
sveta a zatat kamunikovat s publikom. Komunikovala
s kazdym, kto jej napisal a videl jej obrazy v galériach.
Digital narcissism sa da najst online i dnes, pévodne
vznikol pre vystavu v tradicnom galerijnom priesto-
re. Bol prezentovany na Ukrajine v Pinchuk Art Centre,
v galeriach v Rusku, Nemecku, Taliansku a Velkej Britanii.
[ Na festivale NonStopMedia v Charkove hol v roku
2008 prezentovany umelecky projekt Mobile loneliness
Hamleta Zinkivskyho a Romana Minina. Pozostaval
z sms.artu Minina a 15 malieb Zinkivskyho, ktoreé zobra-
zovali ludi telefonujucich z maobilného telefénu.

[0 V tych najzlozitejsich zanroch stcasného ukrajin-
ského medialneho umenia dnes p6sohia najméa mladi
umelci z Lvova. Je to mozné najma vdaka vymennym
stazam na polskych medialnych instituciach. Pocas Bie-
nale medialneho umenia 2010 v Poznani predstavila
svoj projekt Representation mlada umelkyna Tamara
Hridyayeva. Divak bol pocas sledovania jej interaktiv-
neho diela identifikovany Sipkou, ktora nanho reagovala
tym, Zze nadobudala gigantické rozmery. Na vroclavskom
Bienale medialneho umenia WRO 2011 sa zucastnil na-
priklad Sergiy Petlyuk, a na festivale ,Mindware. Tech-
nologies of Dialogue” V Lubline dalsi ukrajinsky medi-
alny umelec z Lvava, Andriy Linik. Jeho intermedialne
dielo Aiolos by sa vdaka malému mnoZstvu institdcii,
nedostatku financii a neochote galérii pracovat s tymto
typom sucasného umenia, realizovalo na Ukrajine len
velmi tazko.

[ Dnes na Ukrajine nendjdete Ziadnu vyprofilovanu
instituciu, ktora by sa zaoherala vzdelavanim a pod-
porou mladych medialnych umelcov. Existuje tu vSak
mnozstvo festivalov zameranych na medialne umenie
— NonStopMedia (Charkov], Terra Futura (Khersan], Tyz-
den sucasného umenia (Lvov]. V roku 2011 sa pri pri-
lezitosti dvadsiateho vyrocia ukrajinského medialneho
umenia konalo v Kyjeve férum medialneho umenia New
Media Ukraine. Aktivity v oblasti ¢eského a slovenskeé-
ho medialneho umenia tu predstavila Barbora Sediva
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order to present her artworks, she chose internet dat-
ing sites. She was interested in combining traditional
painting and multimedia. Her goal was to meet curators,
gallery owners, and museum directors thereby. But the
only one, who responded, was a curator from Australia,
most of the men and women responded with intimate
suggestions. Masha’s parallel goal was to also pro-
mote her art in various parts of the world, establishing
communication with the audience. She communicated
with anyone who wrote her and saw her paintings at
galleries. Digital narcissisms can be still found today,
originally it was created for an exhibition in a tradi-
tional exhibition space. It was presented in Ukraine in
the Pinchuk Art Centre, in galleries in Russia, Germany,
Italy and Great Britain.

In Kharkiv festival NonStopMedia in 2008, the pro-
ject “Mobhile loneliness” of the artists Hamlet Zinkivsky
and Roman Minin was presented. The project consisted
of the sms-art of Minin and 15 paintings of Zinkivsky,
which portrayed people talking on mobile phone.

The most difficult genres of new media art in
Ukraine are nowadays occupied maostly by young art-
ists from Lvov. It is possible mostly thanks to intern-
shipsin Polish media institutions. At Biennale of Media
Arts in Poznan 2010 the young artist Tamara Hridyaye-
va presented her project Representation. During the
perception of this interactive work, the recipient was
identified with an arrow that responded to the viewer
by gaining gigantic dimensions. The Biennale of Media
Artsin Wroclaw year on WRO was attended for example
by Sergey Petlyuk; while another Ukrainian media artist
from Lvov Andriy Linik presented himself at the festival

“Mindware. Technologies of Dialogue” in Poland [Lub-

lin). His intermediary work Aiolos would be very hard ta
create in Ukraine due to lack of media art institutions
in the country, lack of finances and the unwillingness
of galleries and art centers to work with such kind of
contemporary art.

In Ukraine today, there is no profiled institution
that would deal with education and support for young



(Ddm umeni mesta Brna]. NajdélezitejSim vysledkom
tohto stretnutia bola moznost uverejhovat informa-
cie o ukrajinskom medialnom umeni prostrednictvom
kolaborativneho vyskumneho projektu a internetovej
databazy Monoskop.

Napriek spominanym prohlémom existuje na
Ukrajine nova generacia medialnych umelcoy, ktori vy-
rastali pri pocitacovych obrazovkach. A nechybaju tu ani
mladi kuratori a teoretici, ktori st pripraveni venovat sa
interpretacii ich tvorhy.

media artists. However, there is a number of festivals
focusing on media art - NonStopMedia (Kharkaov], Terra
Futura (Khersan), Week of Contempaorary Art (Lvav]. In
2011, to celebrate the twentieth anniversary of media
art in Ukraine, a media art forum New Media Ukraine
took place in Kyiv. Activities of Czech and Slovak me-
dia art were presented by Barbora Sediva (DGm uméni
mesta Brna]. The most impaortant result of this meet-
ing was the possibility to publish information about the
Ukrainian media art through the collabaorative research
project and internet database Monaoskaop.

Despite all these problems today, a new genera-
tion of young media artists who grew up on a computer
keyboard warks in Ukraine. And there are also young

curators and art theoreticians ready to interpret such

a modern art form.

http://wro2011.wrocenter.pl/site/en/wroreader/reader_prudenko

http://www.burundi.sk/monoskop/index.php/Kiev
http://shubinamasha.com/project-mydearcurator.php

http://mininsms.blogspot.com
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A Throw

of the Dice

will Never
Abolish
Chance

The Unwritten
Novel

arranged by
An Mertens

FOREWORD
//Based on Mallarmé's foreword to A Throw of the Dice will never
Abolish Chance//

I would prefer you didn’t read this note, or that once read, you
would forget about it. The habitual Reader will learn not more than
the context the prosaic poem is set in. It might trouble to the
ingenuous soul to know that this combination of words, in which
each frame is a conceptual element in a time line, finds its roots in a
practise of homages and resistances, or if you want, fittings and non-
fittings.

Reading and writing are acts of homages and resistances in
themselves. Commuting by train can be an act of resistance today in
a country like Belgium. Travelling in the mind through observing the
other passengers is an hommage to all creators that lived, live and
will ever live. Being aware of the different perspectives the train and
the minds offer and spending time, energy and material on finding
the right form to express this, connects us to the Masters in a modest
action of hommage and an arrogant action of renewal by resisting
oblivion.

This work is an hommage to Stéphane Mallarmé (material),
Marcel Broodthaers (form) and Virginia Woolf (content). The frame -
namely the white paper - intervenes each time an image ends or
enters, accepting the succession of the series. The literary advantage,
if I may say so, of the copied distance that mentally separates the
(groups of) words, sometimes seems to accelerate and slow down the
movement, scanning it, turning the page into a unit rather than the
paragraph or the line.

Everything passes through abbreviation into a hypothesis; one
avoids the story. This naked use of the thought, enriched with
withdrawals, extensions and leaks, results in a score for those who
would like to perform it.
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INGREDIENTS

— any organic high quality nutrient you can find : organic can be a
work that is published under a free license and/or a work that is
freely available to humankind due to the expiration of copyright
protection terms on works produced by authors who died several
decades earlier. Every year on New Year’s Day, thousands of
works enter the public domain — that is, their content is no longer
owned or managed by anyone, but it becomes a common treasure,
available for anyone to use freely for any purpose. This year we
welcome the works of a.o. Virginia Woolf, James Joyce,
Rabindranath Tagore, Henri Bergson, Marina Ivanovna Cvetaeva,
Robert Baden-Powell and Georges Minne. One can work with the
text file but it is great to be able to work with the scans of an
original book (see TooLs, Funzie Fonzie Reading machine)

— Virginia Woolf, The Unwritten Novel:
http://www.gutenberg.org/ebooks/29220;

— Stéphane Mallarmé, Un Coup de dé jamais n’abolira le
hasard: http://writing.upenn.edu/library/Mallarme-
Stephen_Coup_1914.pdf;

— VJ12 publication (released under a Free Art License):
http://vj12.constantvzw.org.

— one or more flavors:

— the voice of Liz Mourant, the woman reading Virginia
Woolf's The Unwritten Novel in a recording on
http://librivox.org ;

— the hypothesis that the code to unravel Mallarmé’s poem is
707, the amount of words he used in the text, or following
my association, the linux permission code for all reading/
writing/executing rights by the user and all others; and
none by the members of the user’s group (Quentin
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Pixacao graffiti on abandoned building in Belo

Horizonte, Brasil, June 2011.

Meillassoux, Le Nombre et la Siréne, Fayard, 2011,
http://bibliobs.nouvelobs.com/essais/20110928.0B51316/le-coup-
de-des-enfin-decode.html)

— A personal train journey, at some time of the year, which
was, I forget now, early or late (picture);

— Chief cook Bram Goots who explained to me the
composition of the dim sum dip sauces during New Year’s
Eve dinner ; knowing the exquisite combination he
intuitively came up with heightened my eating experience.

— one or more sauces:

— pixacao is a font realized by the working group of John
Haltiwanger, Evan Roth and Muharrem Yildirim during
VJ13. Inspired by the pixacao graffiti tradition of Brasil,
they used a picture of the internet to feed it into Fonzie
(see ToOLs) and generate the open pixacao-font;

— you can also play around with one of the many beautiful
open fonts at the foundry of the Open Source Publishing
collective : http://ospublish.constantvzw.org/foundry.

RECIPE

— Use NLTK or any other tool and mix, let evaporate, mix again (3x)
Virginia Woolf’s The Unwritten Novel;

— Prepare the recipient confirmed by Marcel Broodthaers’ Un Coup
de dé jamais n’abolira le hasard:
http://vispoets.com/index.php ?showtopic=16889;

— Poor the essence of Virginia Woolf’s The Unwritten Novel into
Marcel Broodthaers” Un Coup de dé jamais n’abolira le hasard.

— Rearrange till it feels right to serve



VJ13 - Presentation of the scanbot by Michael

Korntheuer

TOOLS

The Funzie Fonzie Readingmachine, created for and tested during
VJ13, the two yearly meeting days of Constant, in December 2011.
Initiated by Michael Korntheuer, an automatic bookscanner was
constructed in Hackerspace Brussels in such a way that every handy
person could build one herself in her kitchen or garage. The scans
were operated through Fonzie, a compiled software developed by
Pierre Marchand, that converts human to machine reading in an
open way. The reading process of the machine can be watched,
understood, read, rewritten, changed and endlessly executed. During
a work session the participants explored the artistic potential of the
different elements in the transformation from the physical book to
the digital object: the code, the fonts, the training data, the book and
the digitally born text.

Scanbot
Documentation, pictures & development of the p1y Scanbot of the
Brussels Hackerspace : https://hackerspace.be/ScanBot.

The book sits in an adjustable cradle and this cradle can slide
left and right easily. Page turning is done by a transparent plexiglass
box which can be pulled vacuum by a household vacuum cleaner. A
windscreen wiper motor lifts this vacuum box. The weight of the
box is compensated by a counter weight in the form of a soda bottle
filled with steel bolts. The bottom edge of the vacuum box has small
holes to create the vacuum that makes the pages stick to the box. A
small servo motor moves a finger that actually flips the pages when
the vacuum box is lifted. Lights are installed at a right distance and
angle to give the book light without reflecting into the cameras. Two
UsB operated cameras take images of the pages through the vacuum
box. An Arduino controls the vacuum, turning motor and finger
Servo.



extra paramecers

Fonzie interface

Fonzie the optical character recognition interface
After feeding an image into Fonzie (jpg/png) one can watch the
reading process of the machine, that as a results offers a pdf of the
converted text as well as the extracted font. By adding parameters
for scaling, height and potrace, one can adjust for a different quality
of conversion. Fonzie defines the x, y position of each character on
the surface and compares its content to other contents in the image
and to the training data it works with.
— You find a guide for training data here:
http://code.google.com/p/tesseract-ocr/wiki/Training Tesseract3;
— You will find an overview of the experiments and samples of
the worksession here : http://www.adashboard.org

Current tools for Debian & Ubuntu :
— pdftk, pdftotext;
— Imagemagick .
— OpenOffice, GIMP, Inkscape ;
— Natural Language Toolkit: I used this Python-script for text
analysis written by Nicolas Malevé :
http://www.adashboard.org/python/nltk-1.py



AFTERWORD

The choice for beautiful organic books is also an act of resistance.
The large digitilisation front of Google Books and the illusory
accessibility of their archive cause discomfort today. The uniformity
of the books being printed by the Espresso Book Machine or other
formatting PoD tools are more often a source of disappointment
than excitement. Being used to the presence of an e-reader

I experience the price of an e-book as theft and the exclusive
download-per-machine-strategy of Kindle as a crime against my
human right to share my love for books with my friends. Therefore I
feel great enthousiasm for free culture, accessibility of works in the
public domain and all kind of tools that allow mobility and sharing
of goods. This text is embedded in the realm of the activities of
Constant, an artist run organisation for arts and media in Brussels.

An Mertens is writer, storyteller, artist and member of Constant
http://www.constantvzw.org. Constant is a non-profit association,
an interdisciplinary arts-lab based and active in Brussels since 1997.
Constant works in-between media and art and is interested in

the culture and ethics of the World Wide Web. The artistic practice
of Constant is inspired by the way that technological infrastructures,
data-exchange and software determine our daily life. Free software,
copyright alternatives and (cyber)feminism are important threads
running through the activities of Constant. Constant organizes
workshops, print-parties, performances, walks and ‘Verbindingen/
Jonctions’-meetings on a regular basis for a public that’s into
experiments, discussions and all kinds of exchanges.

Many thanks to Catherine Lenoble & Stéphanie Villayphiou.
An Mertens, 2012. Copyleft: This is a free work, you can copy, distribute,
and modify it under the terms of the Free Art License http://artlibre.org
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REMAKE:
SKETCHBOOK

07 /03 -15/ 04 / 2012, BRNO

(Mista / Venues).

Dim panﬂ z Kunstaty (The House of Lords of Kunstqt)’
Galerie G99 (699 Callery) Dominikanska 9
4 AM / querie qrchitektu ry (4AM / Gallery of Architecture)’

Starobrnénska 18

(Kuratofi projektu / Project curators).
*

Dusan Barok GK/ND, Katarina Gatialova (2,
Maria Riskova K, FrantiSek Kowolowski 2,
Slavo Krekovig 6K, Catherine Lenoble (FR),
Istvan Szakats ®9), Barbora Sediva 2,
Alexander Zaklynsky (9, Rarita Zbranca ®9,

(Na vystavé spolupracuji / Cooperating organisations)s

D&m uméni mésta Brna (2, Atrakt Art K, Alt Art <f°>,
Ping R, Multiplace €%, The Lost Horse Gallery (%), Ustav
hudebni védy - Teorie interaktivnich médit MUNI (2,
Muzeum uménit Olomouc (Czi, CIANT 2, 4AM Forum pro
architekturu a média €2, VSVU 6K q dalsT.
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REMAKE: REthinking Media Arts in
C(K)ollaborative Environments je mezindrodni
umélecky projekt, ktery probihd od cervna 2010
do kvétna 2012. Jeho cilem je iniciovat tvorbu
a prezentaci soucasnych dél inspirovanych
historii medidlniho uméni. Zavrs$enim projektu
je mezindrodni putovni vystava, kterd bude

k vidéni v Domé panli z Kun$tatu od 7. 3.

do 15. 4. 2012. SpisSe nez o statickou vystavu
v tradiénim smyslu slova plUjde o dynamickou
socidlni akci, kterd prinese sérii

uméleckych uddlosti prezentujicich jak nova,
tak i vybrand prikopnickd dila medidlniho

uméni. =

b@i- ?“’ @x ﬁ...
REMAKE: REthinking Media Arts in
C(K)ollaborative Environments is
an international art project taking place
between June 2010 and May 2012. Its aim
is to foster creation and presentation of
contemporary works inspired by the history
of media arts. The project’s final part
is an international touring exhibition
which will be shown at DUm pdnd z Kundtdatu
(The Brno House of Arts) from 7 March until
15 April 2012. More than a static exhibition
and a traditional approach, it will be rather
a dynamic social happening featuring a series

of artistic events presenting new, as well as
selected pioneering media art pieces. =



http://sites.google.com/site/richardloskot/ (Galerie G99)

Richard Loskot (¢2:
ZAZNAMY PRITOMNOSTI
LOGGING THE PRESENT

Instalace Zaznamy pritomnosti odkazuje

k tvorbé vyznamného polského autora konkrétni
poezie Stanislawa Drdzdze (19%8-2009)  pfedevdim
k jeho dilu Bez ndzvu (hodiny) [Bez tytuiu

(zegary), 19781 ném Dr6zdz vytvoril vlastni
systém, kterym ovladd nastaveni jednotlivych
hodin. Jeho koncept vychdzejici z kombinaci
hodinovych rucicek, které ve vysledku vytvari
svlj vlastni &as, inspiroval mladého Eeského
autora Richarda Loskota k vytvoreni 12
systéml, z kterych kazdy méri svij ¢as na
zdkladé odlidnych déju. Autor s nadsdzkou
nabizi odlisné modely méreni casu vychdzejici
z kapdani vody, rlistu rostliny nebo otdaceni
gramofonové desky. V druhé casti jeho
instalace je divdk sdm komponovdan do obrazu,
ktery ma pouze doCasnou podobu.

»VZdy jsme usuzovali z pFirodnich dé&ji néjaké
Casové déleni. Nejprirozenéjsi a v nécem pro
nds absolutni je stridani dne a noci, ale jak
vime, ani to neni Gplné pravidelné. Empiricky
jsme nasli zatim nejdokonalejs$i dil casu,
rytmus, kterym miuZeme mérit vesSkeré déni.
PoloCas rozpadu cesia je periodou, kterou

se ridi atomové hodiny. KdyZz zrychlime film,
na kterém vidime rostlinu, jeji pohyby se

nam zdaji naprosto Zivé. Nechme ji proto

jeji Cas. Kazdy toéon v melodii prichdazi také
po jisté dobé. V bézném zivoté se obvykle
neptdme, ale podivame se na hodinky: cas je
pro nds néco, co se poCitd a méri. Toto dnes
nejb&znéjsi pojeti pochdzi od Aristotela: Cas
je pocitany pohyb vzhledem k ,pred‘ a ,po‘.*
(Richard Loskot) m
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The installation Logging the Present draws

on the work of the eminent Polish author of
concrete poetry Stanistaw Drozdz (1939-2009),

in particular his piece Untitled (Clocks)

[Bez tytulu (zegary), 1978] = Tpn this work, Drézdz
developed his own system which allowed him

to control clocks. His concept, based on
combining clock hands that engender their own
time, inspired the young Czech author Richard
Loskot to produce 12 systems in which each
measures its own time upon different actions.
Hyperbolically speaking, the author offers
various time measuring models based on water
dripping, plant growth or rotation of the
gramophone record. In the second part of this
installation, the viewer is incorporated into
the temporary image.

»We have always derived certain temporal
divisions from a natural course of events.

The alternation between day and night is

the most natural and in a way absolute for us,
but as we know, even this is not thoroughly
regular. Empirically, we have found the most
accurate part of time, the rhythm which lets
us measure all happenings. The atomic clock
time, for instance, is based on the caesium
half-1life. When we fast-forward a film with

a plant in it, its motion might appear
entirely alive and we should not interfere
with its own time. Every tone of a melody also
appears after a certain time. In everyday
life, we usually do not ask but rather look

at our watch: for us, the time is something to
count and measure. The most common conception
of time originates from Aristotle: Time is

a measured movement with regard to ,before‘
and ,after‘.“ (Richard Loskot) =
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Venter Institute creates. the first synthetic bacterial cell....Vjing-real time visual performance by 375
wikipedians...CriticAtac e-magazine Bucharest...2011 Transmediale 11 Berlin Response ability...Festival
Coded Cultures takes place for the 4th time in Vienna...Alessandro Ludovico, Paolocirio face to facebook...
Solaris Project and google earth... (accidentel, action, all over, anti-art, blow-up, cadre, citation, conceptual
art, corps, ecriture, letter, event, espace, graffiti happening, hazard, immateriel in -situ, installation,
intermedia,language, machine, mail art, minimal art, mouvement, multiples, performance, photogramme, photo
montage, postmoderne, process art, ready-made, reel, serie, sujet, titre...Data Flow 2, ed. Gestalten...Catherine
Lenoble Semantic Cartography (with Thomas Bernardi) in Media Labs in Europe Mapping Places and Networks

MCD review ...Julie Morel, le virus s'appelait | love you...Dominique Moulon, Art contemporain nouveaux médias,
ed Scala...The Global Contemporary Art Worlds after 1989, ZKM "

eresearch draft...based on my subjective art history from modernism today...Lia’'s research (1990-2004) and
Catherine's theoretical interest and knowledge in the field (reNUM.net)...Using different sources as Internet,
Wikipedia, media art projects, books, reviews, exhibitions (artists and theoreticians)...Nantes 2011...Catherine
Lenoble and Lia Perjovschi...collaboration ...residence...with the support of PiING Nantes and ICR Romania...
in the frame of the REMAKE project: Rethinking Media ArtsWorks in C(K)ollborative Environment



* residency @ PiNG Nantes WORK

in the frame of the REMAKE @2
project. (from 3rd to

16th October 2011)

Short dictionary of basic terms...Media art - “art works created with new media technologies,(digital art,
computer graphics, computer animation, virtual art, Internet art, interactive art, computer robotics,
hiotechnology, video, computer, mobile devices, Internet, software, code, computer games, streaming, GPS,
sound, light production devices, or robotics”...."art as research". (Stephen Wilson) ..."Addressing social,
political, cultural, and contemporary issues”...“The theories developed around hypertext, databases, and
networks...non-linear and interactive narratives, “computer art, collaboration, identity, appropriation, open
sourcing, telepresence, surveillance, corporate parody, hacktivism.( Maurizio Bolognini - 1) the art system, 2)
scientific and industrial research, and 3) politico-cultural media activism.) ...? -“Visual views of databases.
artistic computer game modification, Bio art, Computer art, Digital art, Electronic art, Evolutionary art, fax art,
Generative art, Hacktivism, Hypertext, Information art, Interactive art, Internet art, Motion graphics, Net art,
Performance art, Radio art, Robotic art, Software art, Sound art, Light art, Systems art, Telematic art, Video art,
Virtual art”...Art ="is the product or process of deliberately arranging items,... influences and affects one or
more of the senses, emotions, and intellect... It encompasses a diverse range of human activities, creations,
and modes of expression”...Media - “in (arts), - materials and techniques used by an artist to produce a work
or may refer to - Communications, Computing, tools used to store and deliver information or data, advertising
content, communication networks, hypermedia (hyperlinks), mass media, multimedia (multiple forms of
information content and processing), new media traditional media with interactive power, news media, print
media, published media available to the public, social media”

From 2004 to 2011, would you give us a clue, which event or art work that has touched you the most ? | Hﬂ,r

I am impressed by discoveries in science LHC (Large Hadron Collider) for example (recent subatomic particles heave
beaten the speed of light (?) and Mapping the Human Genom, | am impressed by the revolutions in the Arab Word
(finally the mobile phone was useful) (I hope that this events will bring more good thinks that bad) in art | am impress
by low budget projects, people looking for new possibilities, collaborating. ..

From 2004 to 2011, would you give us a clue, which event or art work that has touched you the most ? CITH 1A NE

The way we have moved from a passive way to consume and ‘make’ the medias (tv, radio, press) to an interactive,
networked and collaborative one, is quite fascinating and meantime shaking. It completely inverses the way we share
and learn, the way we exhibit, not to say broadcast, ourselves and the world that surrounds us. Fram 2004, we have
seen almost every year appearing new 'services' from facebook (2004) to youtube (2005) to twitter (2006) that have
brought new 'rules’ in socializing as well as producing and disseminating contents. Intimacy/extimacy, local/global, we
navigate from private life infos to images of catastrophy : tsunami indonesia (2004), Katrina hurricane (2005), Haiti
earthquake (2010), Fukushima (2011), we accumulate data, our attention is 'hyper assailed' and we even loose it
without notice it. Strangely (?) one of the artwork that comes to my mind is about work and working conditions. It is
called 'The Trainee', from Pilvi Takala. The finnish artist did a one-month fake intervention as a trainee in a big
company, her process reveals how 'non-doingness' is a threat of order... in an immediacy society.



www.delezu.net

Zuzana Husarova
— Lubomir Pandak K

| : * TTTER

I : * ttter je multimedidlni umélecky
projekt zalozeny na 3D senzoru Kinect. Tato
interaktivni instalace pracuje s principem
remaku dvojim zpusobem: ve vrstvé textové

- v interakci s vyznamnymi dily svétového
Net. Artu a ve vrstvé zvukové - v odkazu

k podstaté hudebniho nastroje theremin.

Diky senzoru mUzZeme pomoci pohybu ruky
jednoduse prochdazet, mazat a mixovat

dialog pripominajici f(eniire) komunikaci osob/
stroji. Text na promitaci plose je remixovan
z vybranych textovych fragment( dél evropského
Net.Artu (My Boyfriend Came Back From the

War autorky Olie Lialiny, This Morning a IBM
Alexeia Shulgina, zkp3.21 Vuka Cosica, 100cc

a g33con umélecké skupiny JODI, Irational
Heatha Buntinga, City Markéty Bankové,

four. Values Perfokarty, Falling Times Michala
Bielického, Koniec swiata wg Emeryka Radoslawa
Nowakowského a AE Roberta Szczerbowskeho).
Pomoci virtudlni antény ovladame i vySku tonu
oscilatoru a diky moznosti aktivovat kreslici
mgd miZeme do dél vstupovat i vlastni kresbou.
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I
project based on the Kinect 3D sensor.

* ttter is a multimedia artistic

This interactive installation utilises the
,remake principle‘ in two ways: a textual
level - interacting with leading works of
international Net.Art and a sonic level

- in relation to the fundamentals of the
theremin.

Thanks to the sensors, we can - thanks

to hand s movement - easily browse, erase

or mix dialogues that resemble (oniine)
communication of persons/machines. The text
on the projection screen is remixed from
selected textual fragments of European

Net. Art (My Boyfriend Came Back From the
War by Olia Lialina, This Morning and IBM

by Alexei Shulgin, zkp3.21 by Vuk Cosic,
100cc and g33con by the art collective JODI,
Irational by Heath Bunting, City by Markéta
Bankova, four. Values by Perfokarta, Falling
Times by Michal Bielicky, Koniec swiata wg by
Emeryk Radoslaw Nowakowsky and AE by Robert
Szczerbowsky). Through a virtual cerial,

we will also control the oscillator pitch
and thanks to the possibility to activate

a drawing mode, we can ,enter‘ the individual
pieces with our own drawings. =



Andrej Boleslavsky

& The Vasulkas (¢Z/Us),
HI WOODY

Hi Woody je interaktivni instalace, ktera

vzdava hold uméleckym pracim Woodyho a Steiny
Vasulkovych. Dilo vzniklo ve spolupraci

s Woodym Vasulkou béhem jeho navstévy Prahy
v roce 2011 v produkci mezindarodniho centra
pro uméni a nové technologie CIANT. Reaguje
na estetiku ranych videoartovych dél,

kterd vznikala s pouzitim syntezatoru
Rutt-Etra v ateliéru elektronickych médii
The Kitchen v New Yorku. Autor Andrej
Boleslavsky se pokous$i vyvolat podobny
vizudlni dojem prostrednictvim nejnovéjsich

technologii - vykonné digitdalni grafické
karty, prostorového senzoru Kinect

a stereoskopické obrazovky. Vznikda tak
abstraktni a imerzni obraz generovany

v redlném cCase, pravé pro tento moment,

ve kterém ma navstévnik moznost interagovat se
svoji digitdlni replikou. Atmosféra dnesniho
svéta medidlniho uméni v mnohém pripomina
atmosféru v ateliéru The Kitchen - radost

z novych moznosti, technooptimismus a ochota
sdilet. Autori proto nabizi software tohoto
dila volné k dispozici na adrese
http://id144.0org/hi_woody/. ®
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Hi Woody is an interactive installation that
pays homage to the artworks of Woody and
Steina Vasulka. The art piece was created

in cooperation with Woody Vasulka during

his visit of Prague in 2011 and was produced
by the International Centre for Art and New
Technologies (N, It is inspired by the
aesthetics of the early video art works
created on the Rutt-Etra synthesizer in the
Electronic Media Atelier at The Kitchen in New
York. The author, Andrej Boleslavsky, attempts
to invoke similar visual impressions with
state-of-the-art technologies - high-powered
digital graphic cards, the Kinect sensor and
stereoscopic screens conjuring an abstract

and immersive image generated in real time.

In this moment the visitor has an opportunity
to interact with his own digital replica.

The atmosphere of today‘s media art scene
closely resembles The Kitchen studio - elated
by new possibilities, techno-optimism and the
will to share. This is the reason why the
authors decided to offer the software used for
this piece available for a free download

at http://id144.0org/hi_woody/. =



http://hirszalex.art.pl

Aleksandra Hirszfeld (b
INFOTAINMENT

Zvukova instalace Infotainment nabizi
znepokojivou zkusSenost konfrontace s obrovskym
mnozstvem dat a informaci, které popisuji
souasny svét poznamenany zdbavnim pruimyslem

a vSudypritomnymi masmédii. Infotainment

je pokusem zopakovat a revidovat postupy
francouzského spisovatele, filmare

a zakladatel uméleckych smé&r( lettrismu

a situacionismu Guy Deborda (1931-1984)

Aleksandra Hirszfeld reaguje na jeho film
Spolecnost spektdklu (Lo Société du spectacle, 1973) g jeho
Mlada polska
autorka ve svém remaku premy$§li o moZnostech

stejnojmennou knihu z roku 1967.

recyklovat Debordovy mysSlenky v dobé, ve které
se vzory socidlni a kulturni politiky zdasadné
proménily.

»T0, co bylo v minulosti povaZovdno za dnik
pred systémem, ztrdci dnes svij kriticky
dosah a je pohlcovdano systémem samotnym.
Kritické my$Sleni se méni na akceptovany

a konzumni Zivotni styl a stavad se dalsSim
obchodnim artiklem. Vyporadat se s témito
novymi podminkami soucasné kritiky je mozné
jediné prostrednictvim nového, uzavreného

a autonomniho prostoru, ktery bude slouzit
jako platforma pro nezavislé komentare
reality. Tento postup fungoval v dobé Guy
Deborda, a je mozné ho zopakovat i dnes.“
(Aleksandra Hirzfeld) ®

The sound installation Infotainment delivers
a disturbing experience in which we are
confronted with enormous amounts of data and
information that describe the world we live in
affected by showbusiness and the omnipresent
mass media. Infotainment is an attempt to
repeat and revise the methods of the French
writer, filmmaker and founder of Lettrism and
Situationism Guy Debord (1931-1%94) = Aleksandra
Hirszfeld draws on his film The Society

O'F -the Spec'tocle (La Société du spectacle, 1973) ond -the
eponymous book (%7, In her rework, the young
Polish author contemplates the possibilities
of recontextualising Debord’s ideas at a time
when patterns of social and cultural policies
have been radically altered.

sWhat in the past was considered an escape
from the system, today loses its critical
impact and is absorbed by the system itself.
Critical thinking has been transformed into
accepted and consumerist lifestyle and becomes
just another commodity. Coming to terms

with these new conditions of contemporary
criticism is only possible through a new,
closed and autonomous space that will serve
as a platform for independent observations of
reality. This principle worked in times of
Guy Debord and can be also reinstated today.*“
(Aleksandra Hirzfeld) =
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www.pingbase.net

Julien Bellanger — Guillaume

Brunet — Cédric Doutriaux

— Catherine Lenoble R
RECYSP1

ReCYSP1 je remake prvni autonomni kybernetické

sochy CYSP1 francouzského autora Nicolase
Schoffera (1912-1992)  ReCYSP1 vznikl v listopadu
2011, béhem tritydenniho workshopu v media
labu organizace PiNG. Kolaborativnim pristupem
a pouzitim soucasnych technologii se jeho
autori J. Bellanger, G. Brunet, C. Doutriaux,
C. Lenoble pokousi reinterpretovat tvorbu
tohoto prukopnického autora evropského
medidlniho uméni. Zkoumaji tak umélecky
potencidl digitdlni vyroby a moZnosti

znovupouziti materidld urcéenych pro recyklaci.
| |
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ReCYSP1 is a remake of the first autonomous
cybernetic sculpture called CYSP1 created

by the French artist Nicolas Schoffer (1912-1992)
ReCYSP1 was developed in October 2011 during
a three-week workshop at the PiNG Media Lab.
Through a collaborative approach and latest
technologies, its authors J. Bellanger,

G. Brunet, C. Doutriaux, C. Lenoble try to
reinterpret the work of this pioneering author
of European media art. Thus, they examine

the artistic potential of digital production
and the possibilities of reusing materials
intended for recycling. =



http://aprior.net

Andrew Prior, David Strang %
[Spoluprdce/In cooperation with Miroslav Toth (SK)]:

DISTRIBUTED PRESENCE

Instalace Distributed presence se vraci

k tvorbé skladatele Jozefa Malovce

a upozornuje na zlaty vék elektroakustické
hudby na Slovensku v 60. a 70. letech

dvacdtého stoleti. Jozef Malovec ve spolupraci

se zvukovym inZenyrem Petrem Janikem tehdy
vytvoril v Experimentdlnim studiu Slovenského
rozhlasu nadcasovou elektroakustickou skladbu
Orthogenesis (1%%) v niZ prfi organizaci
hudebniho procesu vyuzil princip ndhody.
Interaktivni audiovizudlni instalace britské
autorské dvojice Prior - Strang spojuje
fyzickou i virtudlni pritomnost, a umoZnuje
tak znovu pozndvat a rozpracovavat Malovcovu
skladbu. Jejich dilo kombinuje dva zplsoby
manipulace plUvodniho materidlu. Snimani
pohybu v galerii nahrazuje cCasovy prvek dila
prostorovym, a tim podporuje pocit objevovani
a fyzické interakce. Zvuky z galerie jsou
prendsené online prostrednictvim programu
MaxMSP, ktery zaroven umoZnuje lidem mixovat
a manipulovat tentyZz materidl a kombinovat

ho se zvuky v galerii. Vysledky jsou potom
prenesené zpét do galerie, kde touto
spolupraci ,naslepo“ vznikd spolec¢nd odpoveéd
na zvuk puvodniho archivniho materidlu. ®

TN

Distributed presence is an installation that
turns back to composer Jozef Malovec and
highlights the ‘golden age‘ of the Slovak
electroacoustic music in 196@0s and 70@s.
Malovec together with a sound engineer

Peter Janik created in Experimental Studio

in Slovak Radio the timeless electroacoustic
composition Orthogenesis (1% in which he used
stochastic principle for organising musical
material.

This interactive sound and image installation
brings together presence and tele-presence,
to explore and re-work composition of
aseminal Slovakian artist Jozef Malovec.

It combines motion-tracking control of this
material through granular synthesis within
the gallery, with DJing processes of mixing,
looping, slicing and manipulation online

(thus ‘WebJaying’) = Within the gallery space, the use
of motion tracking replaces the time domain
of these archival materials with a spatial
dimension, encouraging a sense of exploration
and physical interaction. The sounds produced
in the gallery are streamed online through
use of a downloadable MaxMSP application,

and in turn this application allows people

to mix and manipulate material, in response
to these sounds, the results of which are
then streamed back into the gallery space to
produce a distributed collaborative response
to the sounds of the archival material. =
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http://www.burundi.sk/monoskop/index.php/Jdn_éicko

Jan Sicko %

[Spoluprdace /In cooperation with Maria Riskova].

HIT BONACIC

Instalace se vraci k ranym objektdm
chorvatského matematika a kybernetika
Vladimira Bonacice, ktery byl autorem

hnu-ti NOVé tendence (mezindrodni sit s centrem v Zdahiebu,
vénovand propojovani uméni a védy, 1961-1973) . Podle umélce

a teoretika Darka Fritze ,Bonac¢ié¢ kritizoval
vyuzivani ndhodnosti v pocéitacovém uméni,
protoze clovék je podle ného zkratka lepsi
ve vytvareni ,estetického programu‘ urceného
lidskym bytostem«.
(http://darkofritz.net/text/bonacic.html)
Tato kritika ndhodnosti, vytvareni
,estetického programu‘, ale i dal$i mysSlenky
tohoto autora nas inspirovaly k 2D parafrazi
tzv. dynamickych objektl Vladimira Bonadice
z prelomu 68. a 70. let. Slo o svételné
kinetické instalace, které byly priakopniky
interaktivity v pocitacovém uméni, byly
naprogramovany tak, aby divak/uzivatel

mél moznost ovladat urcité vlastnosti

(rytmus, zvuk) -V instalaci Hit Bonadié mize

divak také vstupovat do pripravené sekvence
a ,naprogramovat“ svuj kéd. V kontrastu

k delikdatni manipulaci s technickym zarizenim
se nase instalace ov1add razantnimi udery do
stolu, které umoznuji vlozit vlastni sekvenci

instrukci vytvarejicich patterny - vzory. =

Our installation refers to the early objects
of Croatian mathematician and cybernetician
Vladimir Bonacié, who was a prominent member
of the New tendencies movement (internotional network
dedicated to the interconnection between art and science, based in Zagreb
between 1961 and 1973) = According to the artist and
theoretician Darko Fritz “Bonaci¢ criticised
the use of randomness in computer-based art,
as he considers humans to be simply better
in “making the ‘aesthetic program’ relevant
for human beings”.

(http://darkofritz.net/text/bonacic.html)

The critique of randomness, making of
‘aesthetic program’ but also other thoughts
of this author inspired us to make a 2D
paraphrase of the so called dynamic objects
Vladimir Bonacié created in the late

1960s and 1970s. They were kinetic light
installations pioneering interactivity in
the computer-based art, programmed in a way
that the viewer/user could control several
parameters (rhythm sound) = Tn the installation
Hit Bonacié, the viewer can also intervene
into the prepared sequence and “program”
his/ her own code. In contrast to the usually
delicate manipulation of technical devices,
our installation is controlled by energetic
hitting on the table, which enables the
visitor to enter his/her own sequence
ofinstructions that create patterns. =
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www.standuino.eu (4AM / Golerie architektury)

Vaclav Pelousek,
Ondrej Merta ©2;
STANDUINO

4AM / Galerie architektury bude slouzit
jako vystavni prostor i medidlni laborator,

ve které bude predstavena lokalni podoba i
Do It Yourself scény - origindlni studentska
platforma Standuino. Tu k jejim aktivitdam
inspirovala tvorba hudebnika a pedagoga

FaVU Stanislava Filipa a specificky fenomén
domaci vyroby, tzv. bastleni. Vaclav PelousSek

a Ondrej Merta ve vystavé predstavi remake

instalace Stanislava Filipa UzZzivatelsky
interface, povedou workshopy na vyrobu
vlastnich zvukovych /video syntezdatoru
a spolu se Stanislavem Filipem workshop
na téma odpalovani tranzistord a daldich

elektronickych soucastek a fyzikalita téchto
jevid. Soucdsti jejich autorské prezentace
budou i intervence do verejného prostoru,
spusténi piratského televizniho vysilani, fr" - -
nebo také zarizeni, které bude vysilat do
vesmiru tzv. katalogové listy (datasheety)
platformy Standuino pomoci pulzl fotonu

o vlnové délce 650 nanometrd.

»Vytvorime a odprezentujeme tu prototypy \h
zarizeni, které umozZnuji analyticky

pohlizet na jejich digitdlni a elektronickou

podstatu v modernistickém smyslu slova,

jako napriklad vztah nosice (elektroniky)

a esence (digitality) ¢i treba analyza

gest umélce-bastlire. Na$i vizi ndm pomdha

naplnovat Standa Filip, ktery je v nasem

prostredi jedinecny tim, Ze diky studiu fyziky T
a zkuSenosti se stavbou hudebnich ndastroju
rozumi podstaté elektroniky a soucasné o ni
dokadze prirozené premysSlet v uméleckém
kontextu.“ (Vaclav Pelousek, Ondrej Merta) =
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4AM / Gallery of Architecture will serve as

an exhibition venue and media laboratory where
the local DIY scene will be presented through
the original student platform Standuino, which
has been inspired by the works of the musician
and FaVU lecturer Stanislav Filip and the
phenomenon of kludging. In the exhibition,
Vaclav Pelousek and Ondrej Merta present

a remake of Stanislav Filip’s installation
User Interface (Uzivatelsky interface),

lead a DIY workshop where participants can
create their own sound / video synthesizers
and together with Stanislav Filip, conduct

a workshop focused on blasting off

transistors and other electronic components
and the physicality of these occurrences.
Their presentation will also encompass
interventions in public space, launch of

a pirate television broadcast or a device
emitting Standuino datasheets into universe
through photon pulses with a wave length of
650 nanometres.

sWe will construct and introduce prototypes
of devices that will allow an analytical
observation of their digital and electronic
principles in the modernistic sense of the
word, such as the relation between the carrier
(electronics) and the essence (digitality)

or the analysis of gestures of an artist-
kludger . Standa Filip has been helping us
actualize this vision. He is a remarkable
personality in our country because he studied
physics and has experience with constructing
music instruments. Therefore he is able to
understand the nature of electronics and

at the same time, think about it within

an artistic context.“ (Vaclav Pelousek,
Ondrej Merta) m



In 2010 Cyprislandia began as a pilot project for a
larger initiative of drawing peripheral areas of
contemporary art and culture into focus. It is an
exploration, an initiative to develop new pathways
for the development and documentation of culture.
The Focus here is shifted from the center and
mainstream to border lands in contemporary
culture in flux and transformation.

Where is this transformation? In what forms does it
manifest and how is it useful in understanding the
character of our society. These are central questions
in our efforts to ascertain the dynamic of these
transforming areas of creativity. Artists are generally
good critiques of there societies and in these
critiques we aim to develop a new understanding of
societal transformations taking place.

Cyprislandia is a reconfiguration of existing maps
to describe a new landscape of art where the used
elements, or building blocks, are notions and
actions, instead of the traditional methodical
names and connections. Born out of curiosity and
dissatisfaction of the existing links between entities
in the art world, where most dependencies were
aiming towards the nucleus of art organizations
and money, a necessity of redefining this rigid
existing vista became paramount. Namely the prior
established cities in the western world* were
claiming the rights of producing and consuming
contemporary art while instantly absorbing a
multitude of financial supports above all were
generating and educating a plethora of art
audiences mainly local. But the world as we know it,
is rapidly changing and developing. New actors are
shifting and transforming physical and mental
borders resulting with inevitable speculations of
where the “new” art centers of the future will

logical consequence of this new freedom -- creates a

different relation between town and settlement. With no

timetable to respect, with no fixed abode, the human
being will of necessity become acquainted with a

nomadic way of life in an artificial, wholly ‘constructed'

environment.”
(Written by Constant, for the exhibition catalogue

published by the Haags Gemeentemuseum, The Hague,

1974.)

“Mobility, the incessant fluctuation of the population --a

solidify. These questions are considered already
outdated to us. Through Cyprislandia we aim at a
decentralized world where events will be linked to
institutes and people, where mobility is essential,
where cross breeding between a plethora of
national cultural qualities can be experienced and
understood. There is an educational aspect form
where these new definitions will be accessible to a
wider globalized audience. These shifting grounds
should be initiated by people but the result should
conduct targeting notions, concepts and method-
ologies. In order to support these changes, financial
flows should be reconsidered. Small young
initiatives are more likely to entail experiments and
are more flexible to explore new notions and are
therefore key to generate diversification. At the
moment big institutes, like museums, biennials,
national galleries etc. are predominantly draining
existing money channels, and reducing the
likeliness of survival of necessary independent small
initiatives which are required to guarantee the
future of art development and cultural progress. The
world is getting more globalized and bringing small
cultural production to a hold will eventually margin-
alize national identity. The latter needs to be
redefined as well, but only a form of national pride
will keep a majority of people at local condition
together as a constructive and productive group.
This might be important. Losing the cohesion in a
nation's society will result on an individual level of
being lost and dissatisfied which in the end might
lead to revolt and might even escalate into chaos
and war.

*The West here is described as in “Huntington, S. P. (2011). The Clash of
Civilizations and the Remaking of World Order. Simon & Schuster.”
Where he explains the world post 1990 in terms of Civilizations. An
exception in our story might be Japan, who is a major player in art for
quite some time. -Co-written by Tony Masli¢ and Alexander Zaklynsky



The Lost Horse Gallery
Remake Project Titled :

Lucid Light Comp.#2

A dynamic instalation created through the collaboration of
artists as an explorative remake of aesthetics and ideas
exhibited by Bulat Galeyev and the Prometei Institute in
Kazan, Russia.

- Galeyev researched “synaesthesia and its manifestations
in art, arguing and defending the opinion that it is not the
mind anomaly but a norm of human psychics (perception,
imagination, creativity). He considers it as a specific
manifestation of non-verbal thinking, realized by either
involuntary or purposeful comparison of the impressions
of different modalities, on the basis of structural or seman-
tic and, most of all, emotional similarity. On his opinion,
synaesthesia is social, cultural, but not biological phenom-
enon. It is exactly language and art that serve as the
"testing areas" where synaesthesia is formed and most
actively cultivated.”

(Translated by V.Skorokhodov, V.Chudnovsky)
(Published in "Leonardo Electronic Almanac", v.7, 1999, N 6)

< Elvar Mar Kjartansson (1982). Q ) @

Based in Reykjavik and Seydisfjordur, Iceland. <Alexander Zaklynsky (1978)
Elvar has been working with electronic music for -Founder of Lost Horse Gallery
over ten years as Auxpan and has participated in Based in Reykjavik, Iceland.

® numerous projects in Iceland and abroad. Graduated Sculpture at R.L.S.D. in
Working with sound , light and different fields 2000. Currently developing
including performance. Elvar is currently various projects and works for
working towards opening up a Center for sound exhibition . Focus on painting,
art and experimental music in Seydisfjordur, audio/visual manipulations and
Iceland, which will open in 2012. And working sculpture.

on other projects and commissioned work.

< Unnur Andrea Einarsdottir (1981)
< Joseph Marzolla (1972) %

W.AMB.LES

water AirMetal Body. Light. Earth Sound

< Tony Masli¢ (1970) NL/RS

Everything moves in and out of visible reality.
Light is only perceived so far. Gravity is earth
claiming its belongings. Our cells are watery
sound censors. Metallic resonances and beauti-
fully coordinated minerals. Planetary circulations
and orbital disco. Science is a search for
understanding the fabric. The fabric extends and
folds upon itself, forever transforming. The
W.AM.B.LES production is an eclectic
experiment existing on the alternative octaves
of life.

<Leo Stefansson (1984) IIJ
-Main interest is the connection between sound
and sight, particularly in regards to psychologi-
cal perception and brain function. By synchro-
nizing audio, video and bodily stimuli - the brain
can be tuned to a certain frequency resulting in
enhanced perception and a unified sensory
experience.

Founder of the underground
network NOCIF  (1996-2006)
Independent ~ Curator  and
Political Artist, Interested in the
Social tissues of Unstable
Societies prior, during or after a
war experience.  Builder of
informal cultural cross-border
networks. Current lecturer at the
University of Nicosia, Cyprus.







