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UN/GREEN Exhibition is a part of the EMAP —
European Media Art Platform project supported
by EU Programme Creative Europe.

EMAP/EMARE programme is created to enable
European artists to collaborate on projects and
consequently to create closer bonds between
European media organisations. EMAP mem-
bers are Ars Electronica (Linz), Bandits-Mages
(Bourges), FACT (Liverpool), Impakt (Utrecht),
Kontejner (Zagreb), LABoral Centro de Arte y
Creacién Industrial (Gijén), m-cult (Helsinki),
Onassis Cultural Centre (OCC) (Athens), RIXC
(Riga), Werkleitz Gesellschaft (Halle), WRO
Center for Media Art Foundation (Wroctaw). Next
to the EMAP Members there are several partner
institutions outside of Europe with which the net-
work cooperates closely. This offers a unique
chance for even further cultural exchange for
artists within but also outside of Europe.
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Izstade “Zal§ / Atmaskots” norisinds projekta “Ei-
ropas Mediju makslas platforma EMAP” ietvaros
ar ES programmas “Radosa Eiropa” atbalstu.

EMAP/EMARE programma ir radita, lai eiropas
maksliniekiem nodrosinatu platformu sadarbi-
bas projektu veidosanai, tadéjadi veidojot ciesa-
kas saiknes Eiropas mediju makslas organizaciju
starpd. EMAP projekta partneri ir Ars Electronica
(Linca), Bandits-Mages (Burza), FACT (Liverpa-
le), Impakt (Utrehta), Industrialas makslas centrs
LABoral (Hihona), Kontejner (Zagreba), Kultdras
centrs Onassis (Aténas), m-cult (Helsinki), RIXC
(Riga), Werkleitz Gesellschaft (Halle), WRO Mediju
makslas fonds (Vroclava). Papildus minétajiem
EMAP sadarbibas partneru loka ietilpst art vaira-
kas institlcijas arpus Eiropas, nodrosinot unikdlu
iespéju vél plasakai makslinieku sadarbibai.
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UN/GREEN

06.07.—22.09.2019
Latvian National Museum of Art

Curators:
Jens HAUSER (DE/FR)
Rasa SMITE and Raitis SMITS (RIXC, LV)

Exhibition artists:

Agnes MEYER-BRANDIS (DE)
Rebekah BLESING (US)
Karine BONNEVAL (FR)

Adam W. BROWN (US)

Santa FRANCE (LV)

HeHe (FR/DE/UK)

Robert HENGEVELD (CA)
Voldemars JOHANSONS (LV)
lodine Dynamics (NL/FR/US/UK)
Eva-Maria LOPEZ (DE/FR)
Francisco LOPEZ (ES)
AnneMarie MAES (BE)

Joana MOLL (ES/DE)
Quimera Rosa (ES/AR/FR)
Jan-Peter E.R. SONNTAG (DE)
Taavi SUISALU (EE)

Rihards VITOLS (LV)

Opening performance:
Florent DI BARTOLO (FR)

UN/GREEN Exhibition Opening:
05.07.2019, 18.00

The exhibition takes place in the framework of
RIXC Art Science Festival and it is thematically
connected to the 4th Open Fields conference —
“Un/Green, Com/Post/Human, and N/AI", taking
place in Riga, from 04.07.—06.07.2019, in the
Latvian National Museum of Art and Art Academy
of Latvia.

Produced by RIXC Center for New Media Culture

Exhibition and Festival producers:

Daina Silina, Agnese Baranova;

Assistants: Anna Laganovska, Liga Vélina
Visual concept and design: Martin$ Ratniks

ZALS / ATMASKOTS

06.07.—22.09.2019
Latvijas Nacionalais makslas muzejs

Kuratori:
Jenss HAUZERS (DE/FR)
Rasa SMITE un Raitis SMITS (RIXC, LV)

Izstades makslinieki:

Agnese MEIJERE-BRANDISA (DE)
Rebeka BLESINGA (ASV)

Karine BONNEVALA (FR)

Adams V. BRAUNS (ASV)

Santa FRANCE (LV)

HeHe (FR/DE/UK)

Roberts HENGEVELDS (CA)
Voldemars JOHANSONS (LV)
lodine Dynamics (NL/FR/US/UK)
Eva Marija LOPESA (DE/FR)
Francisko LOPESS (ES)
Annemarija MASA (BE)

DZoana MOLLA (ES/DE)
Quimera Rosa (ES/AR/FR)
Jans-Peters E.R. ZONNTAGS (DE)
Tavi SUISALU (EE)

Rihards VITOLS (LV)

Atklasanas performance:
Florans DI BARTOLO (FR)
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UN/GREEN

The 2019 RIXC Festival 2019 aims at complicating the pervasively employed notion
of ‘green’ by providing a cross-disciplinary platform for discussions and artistic inter-
ventions exploring one of the most paradoxical and broadest topics of our times. The
festival features the UN/GREEN exhibition at the Latvian National Museum of Art, and
the 4th Open Fields conference that aims to ‘un-green’ greenness, eco-systemically
reconnect post-human postures, and discover and unpack ‘Naturally Artificial Intelli-
gences.

Going against the grain of dominant colour symbolism, the UN/GREEN exhibition ad-
dresses ‘green’ as percept, medium, material biological agency, semantic construct,
and ideology. ‘Green’, symbolically associated with the ‘natural’ and often employed
to hyper-compensate for what humans have lost, is addressed here as the most an-
thropocentric of all colours, in its inherent ambiguity between alleged naturalness and
artificiality. We, as the human species, symbolically re-contextualize techno-scientific
tools and their related metaphors to offset what we feel we are losing in the times
labeled the Anthropocene. Are we in control of ‘green’? Despite its broadly positive
connotations, ‘green’ incrementally serves the uncritical desire of fetishistic and tech-
no-romantic naturalization in order to metaphorically hyper-compensate for material
systemic bio- and necro-politics, consisting of the increasing technical manipulation
and exploitation of living systems, ecologies, and the biosphere at large. On the one
hand, engineers brand ‘green’ chemistry or biotechnology as ecologically benign and
sustainable; on the other, climate researchers speak of the ‘greening of the earth’ to
address the alarming effect of increasing anthropogenic CO, emissions and nitro-
gen deposition, resulting in ‘global greenness trends’ and climate change. Toxic algae
blooms have done much to discredit the shallow symbol and overused association of
‘green’ with ecological sustainability, while humans are green-washing greenhouse
effects away.

At the same time, the current hype surrounding Atrtificial Intelligence and Artificial Life
based technical fixes sparks discussions about whether the largely ambiguous no-
tions of ‘intelligence’ and ‘artificiality’ are reserved for human cognition, action and
prowess, when designing regulatory systems. Beyond anthropocentric positions and
related modeling of human-like capacities and consciousness, the innate technical
capacities of non-human agents play a crucial role within a larger bio-semiotic web
of trans-species relationships, resulting in eco-systemic intelligence that might be ad-
dressed as ‘Naturally Artificial Intelligences!




Art at the threshold of the techno-sciences appears to be well suited to reveal the
contradictions and paradoxes, and to disentangle such allegedly linked notions as
‘aliveness’, ‘naturalness, and ‘greenness’. The media arts are especially well equipped
to critique and deconstruct the entanglement between symbolic green, ontological
greenness and performative greening. They stage the noxious ambivalence, percep-
tual shifts and multi-sensory alternatives to vision, trans-species encounters, tech-
nologized lawns, or the very ‘ungreen’ impact of digital technologies. The positions
presented in the UN/GREEN exhibition cover a large range of aesthetic and episte-
mological challenges: They investigate how we may technically measure, analyze and
engage with vegetation beyond the superficial layer of greenness, and explore eco-
logical, physiological and physical data in multi-modal ways, such as via sound or
pollination patterns. They question how the fear of radioactivity’s invisibility is giving
way to the nuclear industry’s discourse advertising atomic power as ‘clean and green.
They live-perform the making of seductive but highly toxic green pigment, pointing to
the paradox that despite the availability of plant-based materials, pigments stable
enough to technically fix the colour green were the most toxic in art history — how
many painters and art lovers actually died in an effort to represent ‘nature’? While
chronic drought fuels the dubious business of lawn painters, employed to maintain the
image of undisrupted individual wealth, in rich California, artists stage the problematic
fetishisation and the technical effort needed to nurture the ideal lawn. Or they draw
attention to our tendency to replace material real-world exposure to photosynthe-
sizing organisms with medial consumption, such as via large LED screens transmit-
ting images of green turf during football matches, while emphasizing that our internet
data consumption is increasingly responsible for global CO, emissions. They transfuse
and self-experiment with chlorophyll in an attempt to literally ‘become plant, or pro-
duce ice-cubes using solar power to cool down the Antarctic or Arctic seas, in times
where even ‘Greenland’ may become an advertising brand to attract farmers.

Despite their different media, UN/GREEN art employs ‘greenness’ with techno-scien-
tific awareness and criticality, and addresses the philosophical and political ‘nature
versus culture’ debates through the lens of a much-needed deep media analytical
approach.

Jens Hauser, Rasa Smite, Raitis Smits

ZALS/ATMASKOTS

2019. gada RIXC Makslas un zindtnes festivals tiecas veidot starpdisciplinaru platfor-
mu diskusijam un madkslas intervencém, komplicéti parskatot plasi izplatitos prieks-
status par “zalo” — vienu no vispretrunigakajém un daudzskautnaindkajam témam
musdiends. Festivala ietvaros norisinds izstade “Zals / Atmaskots” Latvijas Naciond-
lajad makslas muzeja, ka ari 4. “Open Fields” konference, kuras mérkis ir “atmaskot

zalo”, “ekosistematiski” no jauna savienot “posthumanos stavoklus”, atklat un atsifrét
“dabiski maksligo intelektu”.

“Zal§” simboliski tiek asociéts ar visu dabisko un izmantots, lai ar uzviju kompensétu
to, ko cilvéce ir zaudéjusi. “Zal§” ir “antropocentriskakd” no visam kradsam — tai vien-
laikus piemit dabiskums un maksligums. Neskatoties uz kopuma pozitivo nozimi, “zals”
arvien biezadk tiek nekritiski fetisizets un tehno-romantizéts. Izstade “Zals / Atmaskots”
kritiski apltko domin&joSo biopolitiku, kas vérsta uz tehnologiskdm manipulacijam
ar ekologiju, biosféru un dzivibas sisttmam. Lai, antropocéna laikd dzivojot, Skieta-
mi zaudéto atlidzinatu, ka cilvéce més no jauna simboliski konceptualizéjam tehno-
logiju un zinatnes lidzeklus, un ar tiem saistitas metaforas. Maksla, kas pietuvinata
tehnologiju un zinatnes jomam, var lidzét, atklgjot pretrunas un paradoksus, ka art
Sketinot Skietami savienotos “dzivibas”, “dabiskuma” un “zaluma” jedzienus. lepretim
pienemtajam krasu simboliskajam nozimém izstade “Zals / Atmaskots” uzliko “zalo”
ka prieksstatu kopu, mediju, biologiski matericlu mehanismu, semantisku konstrukciju
un ideologiju. Mediju maksla lieliski kalpo simboliska “zald”, ontologiska “zaluma™ un
performativas “zaloSanas” savijuma kritikai un dekonstruésanai.lzstade ieklautie darbi
uzskatami parada “zald” toksisko divpusibu, uztveres mainibu, ka ari piedava multi-
sensoras alternativas starpsugu saskarsmei, tehnologizétu zaldju risinGjumus un ana-
lizé digitalo tehnologiju ietekmi, ar “zalo” stajoties pretim klimata parmainu draudiem.

Jenss Hauzers, Rasa Smite, Raitis Smits



Agnes Mayer-Brandis (DE)

Forest Green (Sleeping and Awakening)
Beautiful Data Series: According to Pasi

2018, multi channel video installation

The point of departure of the two channel video
installations was a conversation with the forest
researcher Pasi Kolari. Being asked by the artist
if there is such a thing as beautiful data, the
scientist showed a statistical diagram that he
loved, representing the incoming and outgoing
greenness of a forest.

The left video channel shows the awakening and
the sleeping of the trees over a year by showing
a monochrome color field. The color is precisely
calculated and reveals the average colour val-
ue in RGB of a landscape captured from ten of
thousands of webcam images, generated by
tailor-made software created by Christian Dietz.
Rapidly changing glimpses reflect the colour pal-
ette of nature, of days and nights as well as the
year's cycle.

The right channel shows the immediate reality of
a boreal forest — the very one from which the RGB
data were generated from: webcam images tak-
en from scientific observation cameras of several
forest field stations in Finland over the course of
two years (2014—2016) to monitor phenomeno-
logical events during a one year period.

The sound track echoes the blinking colour nar-
ration — composed and performed by Michael
Moser.

8

Agnes Meyer-Brandis lives and works in Berlin;
she comes from a background of both sculp-
ture and new media art. Her prize-winning work,
exhibited worldwide, explores the zone between
fact and fiction — artistic research on the quest
for a degree of reality within constructions. She is
the founding director of the Researchraft FFUR —
Institute for Art and Subjective Science.

The work has been made in cooperation with:
Pasi Kolari and the SMEAR Station Hyytiald Fin-
land, University Helsinki and Climate Whirl.
Software: Christian Dietz

Sound: Michael Moser

Data: Pasi Kolari and Mikko Peltoniemi

With friendly support of: Stiftung Kunstfonds

ffur.de/forestgreen

Agnese Meijere-Brandisa (DE)

Meza zalais (miegs un atmosanas)

Skaisto datu sérija: péc Pasi

2018, daudzkandlu video instalacija

Darba aizsakums mekléjams sarund ar mezu
pétnieci Pasi Kolari. Kad maksliniece vinai jautd-
ja, vai pastav kas tads ka skaisti dati, zinatniece
vinai paradija kadu sev milu statistisku diagram-
mu. Diagramma attéloja meza iendkos$o un no ta
izejoSo zalumu.

Video kreisaja pusé redzams monohroms kra-
su laukums, kur§ atspogulo koku atmosands un
miega procesus gada griezuma. Krasa iegdta,
pielietojot programmatiru, ko seviski projektam
izstradajis Kristians Diecs. Si programma precizi
aprekina desmittikstoSu meza ainavu attélu vi-
déjas krasu RGB vértibas. Strauji mainigie kadri
atspogulo dabas krasu paleti dazddos diennakts
un gada laikos.

Labaja video pusé redzami ziemelu meza attéli —
tie pasi, no kuriem generéti kreisas puses RGB dati.
Tikla kameras attéli iegiti no zinatnisko novéroju-
mu kameram dazaddas Somijas mezu stacijas divu
gadu periodd (2014—2016), kas parrauga feno-
menologiskas norises gada laika.

Skanu celing atbalso mainigo krasu secibu, skanu
kompozicijas autors ir Maikls Mosers.

Agnese Meijere-Brandisa dzivo un strada Berling,
iepriek§ darbojusies gan télniecibd, gan jauno
mediju maksla. Vinas darbi, izstaditi un apbal-
voti visa pasaulé, apliko zonu starp faktu un
fikciju. Tie ir makslinieciski pétijumi, kuru mérkis
ir izzinat konstrukcijas ieklauto realitati. Vina ir
“Researchraft FFUR" madkslas un subjektivas zi-
natnes institata dibinataja un vaditgja.

Darbs tapis sadarbibd ar Pasi Kolari un SMEAR
staciju Hitelé, Somija, Helsinku Universitati un
“Climate Whirl”.

Progrmmatura: Kristians Diecs

Skana: Maikls Mosers

Dati: Pasi Kolari un Miko Peltoniemi

Atbalsta: Stiftung Kunstfonds

ffur.de/forestgreen



Rebekah Blesing (US)
Toys in Times of Ecological Disaster

Rebekah Blesing in collaboration with Scott Bankroff

2019, video, installation

Toys In Times of Ecological Disaster is an
on-going project focusing on nuclear ener-
gy, remediation, the climate crisis, and ma-
terial and community agency. The explosion
of the first atomic bomb at the Trinity test site
in White Sands New Mexico threw sand, earth
and plutonium into the air, raining liquid glass,
and leaving a radioactive glass lake at the
site. Survivors of Hiroshima describe shards
of glass and debris from the explosion deeply
embedded in their bodies, in some cases work-
ing its way to the surface over decades. Today,
through geomelt vitrification processes, toxic
waste is immobilized and sealed for deep earth
storage. This project presents artifacts of nu-
clear propaganda found in the family home,
while examining the process of vitrification as
the embodiment of nuclear history.

Rebekah Blesing is a visual artist and Assistant
Professor at Michigan State University. Her cur-
rent research focuses on material nuclear histo-
ry and investigates social and ecological issues
affecting communities. Her work has been pre-
sented as part of the Dlectricity Light Festival,
ISEA Vancouver, A Ship in the Woods Festival San
Diego, and recently as part of Deep Media: New
State of Living Conference in Perm, Russia.

Rebeka Blesinga (ASV)
Rotallietas ekologiskas katastrofas apstaklos

Rebeka Blesinga sadarbiba ar Skotu Bankrofu
2019, video, instalacija

Projekts “Rotallietas ekologiskas katastrofas
apstdklos” pievérsas kodolenergijai, vides atve-
seloSanai, klimata krizei un to materialajiem un
sabiedriskajiem aspektiem. Pirmd atombumbas
spradziena — Trinitijas izmégindjuma — laika
Ndmeksikas tuksnesi gaisa nondaca smiltis, aug-
sne un plutonijs. Sis vielas $kidra stikla veida no-
lija atpakal uz zemes, atstgjot radioaktiva stikla
ezeru. Hiro§imas spradziend izdzivojusie stasta,
ka spradziena raiditas stikla Skembas un iezi
tik dzili iespiedusies vinu miesas, ka dazkart tie
izspraucas uz adas virsmas pat péc gadu des-
mitiem. Masdiends toksiskie atkritumi tiek imo-
bilizéti parstiklosanas (vitrifikacijas) procesa un
cieSi noslégti noglabasanai dzili zem zemes.
Darbd pardaditi gimenes majas atrasti kodol-
propagandas artefakti, parstikloSanas procesu
uzlukojot ka kodolvestures liecibu.

Rebeka Blesinga ir maksliniece un Mic¢iganas
Stata Universitates docente. Patlaban vinas pét-
niecibas intereSu centrd ir kodolvéstures mate-
rialie aspekti, socidlo un ekologisko problému
izpéte. Makslinieces darbi tikusi ieklauti “Dlec-
tricity Light Festival”, “ISEA Vancouver”, “A Ship
in the Woods Festival San Diego”, ka ari “Deep
Media: New State of Living Conference” Perma,
Krievija.



Karine Bonneval (FR)

Dendromacy, in Intimacy with Trees

2017, 10 min 22 s, a digital cooled thermal lens camera movie

Umarmen

2019, photographs of an ephemeral outdoor installation made for Cahors-Juin-Jardins in 2017

Tropiques Domestiques

2015, wearable outfit, woolly yarn nettle, PMMA dome, plants, hydrophilic gel

The Dendromacy project, in intimacy with the
trees, is a work carried out in collaboration with
Claire Damesin, ecophysiologist in ecology,
systematics and evolution at the University of
Paris-Orsay. Together, they imagined a movie
where a human and a tree exchange their
breaths. A room of intimacy, built around a
tree trunk, allows an unprecedented meeting.
In a transparent geodetic structure the human
breath can be intimately mixed with the tree’s.
A new protocol has been developed to visual-
ize these crossed breaths, materialized by CO2
flows. An infrared camera with a cooled lens,
used for the detection of gas leaks in industry,
has been diverted here from its original appli-
cation, in order to capture the lightness of the
“breath” of the tree, very tenuous compared
to that of humans, in a fleeting visualization.
Made in collaboration with Claire Damesin (eco-
physiologist). Original soundtrack by Jean-Michel
Ponty; editing by Gabrielle Reiner; and Atelier
105: Light Cone production.

Umarmen means to kiss, to surround with one’s
arms in German: it is a piece to find an intimate
connection with the tree next to home: the one
in the square, the one in the city. Seen from the
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outside, one becomes half tree, half human. Ma-
terials of the pieces: metal structure, crate wood,
inner tube, horticultural felt.

Tropiques Domestiques (domestic tropics) offers
a minimalist solution to any urban human being
who wants to keep in touch with nature. Every-
one can breathe, touch and see real living plants
without leaving home. An ironic view of our need
for normalized, domesticated nature.

How to regain empathy towards the non-human?
Karine Bonneval’s work focuses on the otherness
of plants, and the complex and specific interac-
tions that link humans and plants. In her projects,
she is also interested in the way in which plant or
human forms constitute a repertoire of referenc-
es of all times used by artists.

She was born in 1970 in La Rochelle, and lives in
Jalognes, France. Since 2014, she has worked in
collaboration with teams of scientists in the field
of plant ecology.

karinebonneval.com

Karine Bonnevala (FR)

Dendromacy, tuviba ar kokiem

2017, 10 min 22 s, digitala infrasarkanas
termalds kameras filma

Umarmen

2019, fotografijas, kuras dokumentéta instalacija
Cahors-Juin-Jardins ietvaros 2017. gada

Tropiques domestiques

2015, valkajams térps, vilnas un natru dzija,
organiska stikla kupols, augi, hidrofils gels

Projekts “Dendromacy, tuviba ar kokiem” veidots
sadarbibd ar Parizes-Orsé Universitates ekofizio-
logi ekologijas, sistematikas un evolicijas joma
Kléru Damesenu. Kopdarba radita filma, kura
starp cilvéku un koku notiek elpas apmaina. Tu-
vibas telpa, kas uzbivéta ap koka stumbru, ir vél
nepieredzétas tik§ands vieta. Caurspidigaja geo-
déziskaja struktara cilvéka elpa var intima veida
sajaukties ar koka elpu. Sis krustotas elpas, kas
materializétas CO2 plismads, vizualizétas 1pasa
veida. Lai notvertu koka “elpas” vieglumu, kas
salidzingjuma ar cilvéka elpu ir |oti retinata, tiek
pielietota infrasarkand kamera. Sadas kameras
parasti izmantotas gazu noplizu konstatésanai
rpnieciba, bet $aja darbd ta izmantota neieras-
ta veidd, gaistosas vizualizacijas radisanad.
Darbs tapis sadarbiba ar ekofiziologi Kléru Da-
mesenu. Skanu celina autors Zans Misels Pontf;
montdza — Gabriela Reinere; “Atelier 105: Light
Cone”".

“Umarmen” tulkojuma no vacu valodas nozimé
maigi apskaut. Redzamais objekts ir pielietojams
intimas saiknes veidoSanai ar piemajas koku: lau-
kuma, pilseta. No arpuses raugoties, cilvéks klast
pa pusei koks. Darbs veidots no metala struktd-
ras, koka, iek§éjas caurules, darzkopibas filca.
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Tropiques domestiques (mdju tropi) piedava mi-
nimalistisku risindjumu saiknes saglabasanai ar
dabu cilvékiem, kas mit urbana vide. lkvienam
sniegta iespéja ieelpot, aptaustit un redzét Tstus,
dzivus augus, neizejot no majam. Darbad ironiski
uzltkota mums piemito§a nepiecieSamiba péc
normalizétas, pieradinatas dabas.

Ka no jauna rast empatiju pret to, kas nav cil-
vécisks? Karines Bonnevdlas darbibd centrala ir
augu “citadiba”, ka ari kompleksa un zinatniska
mijiedarbiba cilvéku un augu starpad. Vinas pro-
jektos izpauzas ari interese par veidiem, kados
augu vai cilvéku formas veido visparéju, visos lai-
kos makslinieku pielietotu atsaucu repertuaru.
Maksliniece dzimusi 1970. gada Laroselas pilséta
Francija, paslaik dzivo Zaloni. Kop$ 2014. gada
vina sadarbojas ar zinatniekiem augu ekologijas
joma.

karinebonneval.com



Adam W. Brown (US)
Shadows from the Walls of Death

2019, performance and installation

The performance Shadows from the Walls of
Death draws its inspiration from MSU Professor of
Chemistry, Dr. Robert Kedzie, who in 1874 wrote
a book of the same title in an effort to raise pub-
lic awareness about the dangers of arsenic-pig-
mented wallpaper. The human drive to recreate
greenness within urban settings led to a series of
paradoxes and contradictions. The very chemical
processes artificially employed to bring green-
ness back into people’s lives helped to contribute
to the Anthropogenic destruction of the environ-
ment. Mass-produced toxic pigments were used
to reproduce decorative patterns attempting to
replace the “nature” that the Industrial Revolution
was eroding. We recreate Paris Green and the
deadly wallpaper in a chemically safe and con-
trolled environment, re-establishing our material
connection to the color green.

Adam Brown (US) is an internationally recog-
nized artist, scholar and educator whose work
incorporates art and science hybrids including
living and biological systems. Brown has ex-
hibited in international venues including the
Kapelica Gallery in Ljubljana, Slovenia; ZKM, the
Center for Art and Media, Karlsruhe; Ars Elec-
tronica, Linz; Synth-ethic, Vienna. His work has
been written about widely in publications such
as the New York Times, Wired, Nature, Sculpture
Magazine, Washington Post, Forbes, PNAS, and
Discover. Brown is currently an Associate Profes-
sor at Michigan State University, where he directs
the BRIDGE Artist in Residency.

adamwbrown.net

Adams V. Brauns (ASV)

Enas no naves siendm

2019, performance un instalacija

Performance “Enas no naves siendm” veidota,
ietekméjoties no Mi€iganas Stata Universitates
kimijas profesora Dr. Roberta Kendzija 1874.
gada tapat nosauktas gramatas, kas publiska-
ja telpa aktualizéjusi tapesu razoSana pielieto-
to arséna pigmentu bistamibu. Cilvéka tieksme
pilsétas dzivé radit zalumu novedusi pie dau-
dzam pretrundm un paradoksiem. Pasi kimiskie
procesi, kas pielietoti zaluma ienesanai atpakal
cilvéku dzivés, ir veicingjusi antropogéno vides
iznicibu. Masveida razoti, toksiski pigmenti tika
izmantoti dekorativu rakstu reproducésana,
méginot aizvietot to “dabu”, ko atnémusi indus-
triala revollcija. Performancé makslinieks at-
kartoti radis navejosas tapetes ar “Parizes zalo”
droda un kontroléta vidé, atjaunojot materidlo
piesaisti zalajai krasai.

Adams Brauns ir starptautiski atzits makslinieks,
zinatnieks un pedagogs, kura darbi apvieno
makslu un zinatni, ieklaujot dzivas un biologiskas
sistémas. Brauna darbi tikusi izstaditi tadas vie-
tas ka galerija Kapelica Lubland, ZKM makslas
un mediju centra Karlsrie, “Ars Electronica”
Lincd, “Synth-ethic” Viné. Makslinieka darbiba
aplikota dazadas publikacijas izdevumos ka
“New York Times”, “Wired”, “Nature”, “Sculpture
Magazine”, “Washington Post”, “Forbes”, “PNAS”
un “Discover”. Paslaik Brauns ir Mi¢iganas Stata
Universitates docents un “BRIDGE” makslinieku
rezidences vaditdjs.

adamwbrown.net



Santa France (LV)
Snakes and Adders

2019, digital print

An illustration composed of living organisms
deceptively disguised between an array of oth-
er visually similar man-made objects. The ani-
mals and plants depicted are modeled solely
after watercolor illustrations found on a set of
old postcards portraying endangered species
of the former Soviet Union. After individually re-
searching the contents of each postcard online,
the latest extinction status of some of the spe-
cies remained unknown — the information about
the subject being hidden within an oversatura-
tion of similar, yet not completely accurate data.
The resulting composition was created by im-
agining a future where these species have gone
completely extinct and the only evidence of their
existence is buried under a mass of mislead-
ing information. The artificial counterparts for
disguising these organisms were selected and
modelled by feeding the original illustrations
to a reverse image search engine as well as by
making personal associations.

Santa France was born in 1993 and lives and
works in Riga. She is a Latvian digital artist
mainly focusing on exploring the potential of
3D software and its usage in creating web-col-
lages, videos, animated .GIF images and digital
illustrations that deal with the themes of self-re-
flection, solitude, nostalgia and internet culture.

santafrance.info

Santa France (LV)
Ciskas un papildinataji

2019, digitala druka

llustrativa kompozicija, kurad apkopotie dzivie
organismi tiek maldinosi slépti starp citiem vi-
zuadli lidzigiem, cilvéka raditiem objektiem. Ka
vienigais atsauces materials attéloto augu un
dzivnieku modelésand ir izmantotas akvarelu
ilustracijas, kas atrastas veca, informativa past-
karSu komplektd par apdraudétajam sugam
bijusds Padomju Savienibas teritorija. Indivi-
duadli pétot katras pastkartes saturu tiessaiste,
vairaku sugu pasreizéjais apdraudétibas statuss
joprojam palika neskaidrs — informacijai par
mekléto subjektu esot pasléptai lidzigu, bet ne
[idz galam pareizu datu parsatingjuma. Radita
ilustracija tika veidota iztélojoties nakotni, kurd
§is sugas ir pilntbd izmirusas, un vienigas liecibas
par to eksistenci ir apraktas zem maldinosas in-
formacijas masas. Mdksligie objektu lidzinieki,
kas kompozicija apslépj dzivos organismus, tika
izveleti, ievietojot originalas ilustracijas atgrie-
zeniska attélu meklétajprogramma, ka ari vei-
dojot personiskas asociacijas.

Santa France (1993, dzivo un stradda Rigad) ir
latvieSu digitala mdaksliniece, kuras darbiba
lielakoties ir saistita ar 3D programmaturas
pieddvatajam iespé&jam un to pielietojumu web
koldzu, video, animétu .GIF attélu un digitalo
ilustraciju veidoSana. Vinas darbus tematiski
ietekmeé interneta kultira — sevis refleksija, nos-
talgija un vientuliba, kas saistita ar makslas ra-
diSanu un publicésanu tiessaiste.

santafrance.info



HeHe (FR/DE/UK)

Toy Emissions (My friends all drive Porsches)

2007, video 3min 8 s

Performance with a miniature Porsche Cayenne
driving through the streets of Manhattan. Our first
impression of New York was the unstoppable traf-
fic and the daily spectacle of enormous 4x4s; the
Porsche Cayenne was the most sleek and em-
blematic of these. By changing the scale the eye
focuses on the little car. The toy was modified to
release smoke in yellow, pink, green, blue or pur-
ple which surprised passersby who can be heard
laughing and commenting on the performance.
The toy Porsche has everything the bigger ones
have, as well as more beautiful clouds of colour-
ed emissions.

HeHe, Helen Evans (FR & UK, 1972) and Heiko
Hansen (Germany, 1970), are an artist duo
based in Le Havre, France. Using humour, roman-
ticism and ingenuity, their work explores poetic
paradoxes and alternatives to the narrative of
ecology versus industry.

hehe.org

HeHe (FR/DE/UK)
Rotallietu emisijas (Visi mani draugi brauc ar Porsche)

2007, video 3min 8 s

Video darbda dokumentéta performance, kura
Manhetenas ielas starp masinam parvietojas mi-
niatdrs auto Porsche Cayenne. Misu pirmie Nu-
jorkas iespaidi saistiti ar nepartraukto satiksmi un
milzu Cetrritenu piedzinas auto izradi, kuru loka
ka smalkakais un simboliskakais izcélas Porsche
Cayenne. Mainoties mérogam, acs pieversas
mazajai masinai. Rotallieta tika parveidota, lai
braucot raditu dzeltenus, roza, zalus, zilus un
violetus dumus, kas padrsteidza gardmejosos cil-
vékus. Fona dzirdami garamgadjéju smiekli un ko-
mentari. Porsche rotallietai piemit viss, kas piemit
tas lielajai versijai, turklat ta veido skaistakus kra-
sainu izmesu makonus.

HeHe ir makslinieku duo no Havras pilsétas Fran-
cija, ko veido Heléena Evansa (Francija, Anglija,
1972) un Heiko Hansens (Vacija, 1970). Vinu dar-
bi caur humoru, romantismu un aspratibu izzina
poétiskus paradoksus un alternativas narativam,
kas ekologiju pretnostata rdpniecibai.

hehe.org



Robert Hengeveld (CA)
Kentucky Perfect

2009/201 2, robotic sculpture

A short tract of turf stretches out over a narrow
aluminum structure. Continually drifting over the
grass is the scanning motion of a wheeled light
assembly. This operation is occasionally inter-
rupted by the abrupt entrance of a reel mow-
er that cuts back any growth of the last twenty
minutes. The light again returns to its methodical
sweeping. A watering-boom periodically drops
down and enters onto the stage. Collectively,
these components are engaged in the elaborate
effort of maintaining the ideal lawn. The ambition
of the project — the nurture and maintenance of
the ideal lawn — is often met with the reality of
its failure as the turf beings to die back despite
the excessive technical efforts and unceasing
laborious care. The project — in all its technical
workings and continuous endeavor to nurture the
ideal lawn specimen — reflects and amplifies the
reality of our culture’s interest in controlling and
shaping the natural environments around us, and
more. The work further explores our culturally re-
inforced perceptions of beauty and the societal
pressures to conform to these inset aesthetics.
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Hengeveld is an artist whose work explores the
boundaries between reality and fiction. He now
lives in Newfoundland where he teaches at Me-
morial University. His research has been pre-
sented across Canada and internationally. Past
exhibitions include Hallwalls Contemporary Arts
Center (Buffalo US), Art Athina (Athens, GC),
Powerplant (Toronto, ON), Mercer Union (Toronto,
ON), Mulherin New York (NYC, US), and Opinion
Makers (London UK).

roberthengeveld.com

Robert Hengeveld is represented by Katharine
Mulherin

Supported by Canada Council for the Arts and
ArtsNL — Newfoundland and Labrador Arts
Council

Roberts Hengevelds (CA)
Perfektais maurins

2009/2012, robotiska skulptara

Darbu veido neliela velénas josla, kas novietota
uz Sauras aluminija strukttras. Pari zalajam, to
skengjot, Iéni parvietojas gaismas iekarta. Lai-
ku pa laikam §i kustiba tiek apturéta, un zales
plavéjs nogriez pédéjo divdesmit minasu laika
ataugudo zdles dalu, péc ka atkal tiek atsakta
metodiskd parbaudes kustiba. Periodiski par
zalaju tiek izsmidzinats Gdens. Sada veida norit
centieni maurinu uzturét ideald stavokli. Projek-
ta mérkis — idedld maurina audzésana un uztu-
réSana — biezi atduras pret neveiksmi, jo zaldjs,
neskatoties uz parmerigajiem tehniskajiem cen-
tieniem un nepartrauktajam rapém, sak atmirt.
Projekts, ta tehniskais veikums un nerimstosie
megindjumi uzturét perfektd maurina eksem-
plaru, atspogulo un izcel cilvéku tieksmi veidot
un kontrolét dabisko vidi sev apkart. Darba tiek
pétiti kultdra izplatitie prieksstati par skaisto, ka
ari socidlais spiediens Sai estétikai pielagoties.
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Roberts Hengevelds ir makslinieks, kura dar-
bos tiek pétitas robezas starp realitati un fikciju.
Vin§ paslaik dzivo Nufaundlendd un pasniedz
Ndfaundlendas Memoridlaja Universitaté. Vina
pétijumi prezentéti gan Kanada, gan starptau-
tiska vide. Hengevelds veidojis izstades Hallwalls
Laikmetigas makslas centra (Bufalo, ASV), “Art
Athina” (Aténas, Griekija), galerija “Powerplant”
(Toronto, Kanada), makslas centra “Mercer
Union” (Toronto, Kanada), galerija “Mulherin”
(Nujorka, ASV) un “Opinion Makers” (Londona,
Lielbritanija).

roberthengeveld.com
Robertu Hengeveldu parstav Katrina Mulerina

Atbalsta: Kanadas Makslas padome un ArtsNL -
Nafaundlendas un Labradoras Makslas padome



Voldemars Johansons (LV)

Uncertainty Drive

2017, sound sculpture (steel, concrete, electronics)

Uncertainty Drive is a sonic environment. At the
heart of its real-time composition lies a natural
source of constrained randomness that is pre-
sented via a computational process to render
results as a sound composition. The artwork illus-
trates the emission of ionised particles by means
of sonification. The fluctuating element of ran-
domness within this construction is a delta time
interval between two consecutive impulses which
cannot be precisely predicted. The detected im-
pulses serve as input data to a complex network
of signal functions that form an analog comput-
er designed to render results as an audible rep-
resentation of the emissions.

In contrast to the rigid design within most of
man-made systems, characterised by straight
lines, right angles and regular pulses of rhythms,
an order of a different kind can be encoun-
tered within the natural world. These phenome-
na are governed by an organisation that is not
linear and can exhibit chaotic qualities. As llya
Prigogine (1989), physical chemist and Nobel
laureate, famously put it “instability and creativity
are inherent to our world [..] In an unstable world,
absolute control and precise forecasting are not
possible.” We can identify the driving forces, but
never calculate the exact result. Precisely these
properties make the observation of physical sys-
tems valuable for art and design practice. By
observing the physical world one might find that
a constant state is as unlikely as is a large jump
in value. Although there is constant change, it
cannot be predicted precisely and it is also not
completely random. At the same time, we can
perceive that the physical and organic systems
are fluctuating in a state of dynamic equilibrium.

22

The work of Voldemars Johansons merges his
interests in visuality, sound and science and ex-
plores the perception and nature of experience
in visible and audible domains. He creates exper-
imental projects that synthesize art, science and
technology to explore diverse phenomena and
represent the experience through environments
assembled from the visual, acoustic and spatial
structures. His research interests address the or-
ganic combination of acoustic information and
spatial forms in the creation of sonic environ-
ments and sculptures, examining the joint mor-
phology of acoustic, visual and spatial domains.
In his work, the borders between the perception
of the visible, the invisible and the audible dis-
solve to create a unified perceptual situation. “Art
has the privilege of being able to reflect about
the unproven, the unrecognized, thus broadening
the horizons of thinking,” comments the author.
Johanson’s work has been presented interna-
tionally at diverse events and venues: the Venice
biennial of Architecture, Ars Electronica Center
(Linz), BOZAR (Brussels), Ruhrtriennale (de), To-
daysArt Festival (The Hague), STEIM (Amster-
dam), Sound Forest (Riga), Unsound Festival
(Krakow), CAC Vilnius, Concertgebouw Brugge,
WRO Media art biennale (Wroclaw), LISTE art fair
(Basel), the Latvian National Opera and else-
where.

johansons.info

Supported by Erica Synths

Voldemars Johansons (LV)

Nenoteiktibas dzingjs

2017, skanas skulptira (metdls, betons, elektronika)

“Nenoteiktibas dzingjs” ir skanas vide. Tas pa-
matd ir dabisks ierobezotas nejausibas avots,
kas skaitloSanas procesa parvérsts par skanas
kompoziciju. Mdkslas darbs skanas veida ilustré
jonizétu dalinu emisijas. Nejausibas mainigais
elements $aja konstrukcija ir delta laika intervals
divu secigu impulsu starpa. Sie impulsi ir kom-
pleksa signala funkciju tikla — analoga datora,
kas emisijas renderé reprezentdcijai dzirdama
veidda — ievaddati.

Pretéji vairuma cilvéku radito sistému, ko rak-
sturo stingrs dizains — taisnas linijas, taisni lenki
un regulari pulsaciju ritmi —, dabiskaja pasaulé
novérojama cita veida kartiba. Sos fenomenus
raksturo nelinedrs un pat haotisks organizaci-
jas veids. Ka teicis kimikis un Nobela prémijas
laureats llja Prigozins: “masu pasauli raksturo
nestabilitate un radosums [..] Nestabild pasau-
|& absollta kontrole un precizas prognozes nav
iespéjamas.” Varam identificét dzinejspékus, bet
nevaram aprékindt precizus rezultatus. Tiesi $is
ipasibas fizikalu sisttmu novérojumus dara no-
derigus makslas un zinatnes praksé. Fizikalas
pasaules novérojumu laika var secinat, ka kon-
stants stavoklis ir tik pat neiespéjams ka péksns
vértibu pieaugums. Pastavoso konstanto maini-
bu nevar nedz precizi paredzét, nedz ta ir pilnigi
nejausa. Fizikalas un organiskas sistémas atro-
das svarstiga un dinamiska lidzsvara stavokli.
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Voldemara Johansona darbos savienojas intere-
se par vizudlo, par skanu un par zinatni — tajos
vizudld un audiala veidd tiek izzindta uztvere un
pieredzéjumu daba. Vins veido eksperimentalus
projektus, kas sintezé makslu, zinatni un tehnolo-
gijas, pétot dazadas paradibas un attélojot piere-
dzi vides, ko veido vizudlas, akustiskas un telpiskas
struktras. Vina pétniecibas intereSu loka ietilpst
akustiskas informacijas un telpisko formu organis-
ka savienoSana, radot skanas vides un skulptiras
un peétot akustisko, vizudlo un telpisko sféru mor-
fologiju. Johansona darbos tiek sapludinatas ro-
bezas starp redzamo, neredzamo un sadzirdamo.
“Makslas prieksrociba ir spéja reflektét par nepie-
radito, neatzito, tadéjadi paplasinot domasanas
horizontus,” komenté autors. Johansona darbi iz-
staditi starptautiski dazados pasakumos un vietas:
Venécijas Arhitekttras biennalé, “Ars Electronica”
centrd Linca, “BOZAR” Brisele, “Ruhrtriennale”
Vacija, “TodaysArt” festivala Haga, “STEIM” Ams-
terdama, festivala “Skanu mezs” Rigd, “Unsound”
festivala Krakova, Vilnas Laikmetigds makslas
centrd, Briges koncertzalé, WRO mediju makslas
biennalé Vroclava, LISTE madkslas mesé Bazelé,
Latvijas Naciondlaja operd un citviet.

johansons.info

Atbalsta “Erica Synths”
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lodine Dynamics (NL/FR/US/UK)
What Remains

2019, installation

What Remains is an 8-bit interactive fiction and
adventure video game about environmental is-
sues, the manipulation of public opinion, and
whistleblowing. It is distributed on recycled video
game cartridges for the original 1985 NES. The
game story is based on two years of research
which sought to identify strategies used to delay
industry regulation and manipulate public opin-
ion during the 80s. More specifically, we explored
ways to show the strategies used by the oil and
tobacco industries and others to spread false in-
formation and doubt, influencing public opinion
in order to delay new regulations to protect the
public and the environment. These same strate-
gies are still used today by industries and gov-
ernments, creating a huge obstacle to effective
action on the threat of global warming.

24

lodine Dynamics has an extraordinary creative
team of programmers, designers, writers and
crypto-furbies who seamlessly combine ad-
vanced analytical thinking with bold 80s engi-
neering and boots-in-the-mud practicality. We
pride ourselves in building games that both break
and work in the real world. lodine Dynamics is
represented by Arnaud Guillon, Chun Lee, Dustin
Long, Aymeric Mansoux and Marloes de Valk.

iodinedynamics.com
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lodine Dynamics (NL/FR/US/UK)
Kas atlicis

2019, instalacija

“Kas atlicis” ir 8 bitu interaktiva videospéle par
vides problemam, sabiedriska viedokla manipu-
laciju, un zinoSanu. Ta tiek izplatita parstradatas
videospélu kasetnés, kas paredzéti origindla-
jai 1985. gada Nintendo spélu sistemai. Spéles
stasts balstits divu gadu gaita veikta petijuma,
kurd autori centusies identificét stratégijas, kas
tikusas izmantotas, lai novilcinatu industrijas re-
guléjumus un manipulétu ar sabiedrisko viedokli
astondesmitajos gados. Precizak, tika pétiti veidi,
kados citu starpa naftas un tabakas industrijas
izplatija viltus informaciju un Saubas, ietekméjot
sabiedribas viedokli, lai noildzinatu jauno sa-
biedribas un vides aizsardzibai paredzéto re-
gulu izstradi. Tadas padas stratégijas industrijas
un valdibas pielieto ari masdiends, radot milzu
skerslus efektivai cinai pret globalas sasilsanas
draudiem.
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lodine Dynamics ir neparasta rados$a komanda,
kurd ietilpst programmétdji, dizaineri, rakstnieki
un kriptoferbiji, kas apvieno advancétu analitisko
domasanu, spilgtu astondesmito gadu inzenieri-
ju un praktisku pielietojumu. Més lepojamies, ka
radam spéles, kas ne vien ir aktudlas redlaja pa-
saulé, bet ari to maina.

Makslinieku kolektiva ietilpst Arno Gijons, Cuns
L1, Dastins Longs, Ajmeriks Manst un Marlusa de
Valka.

iodinedynamics.com



Eva-Maria Lopez (DE/FR)
WOHNZIMMERGRUN (Livingroomgreen)

2012—-2016, photography

| Never Promised You a Green Garden

2019, photography, inkjet print

During important football matches there is a
special atmosphere in the streets. Towns usu-
ally turn into ghost towns. | have always liked
such evenings, enjoying the somehow deserted
atmosphere. During football matches | walked
through the streets in the evening and saw the
colour green. The LED screens indicate if people
in their houses are watching football matches
because the grass of the playing field illuminates
their living room with its colour. During Europe-
an Championships or World Cups, | have been
wandering in the streets prospecting for green
windows.

WOHNZIMMERGRUN is also an exploration of the
urban space: different houses and social classes
connected by the green colour. The intention was
to illuminate the topic of football from a different
angle: the distant view of a dramatic event — the
contrast between the colour of hope on the quiet
facades and possible abysses behind the WOHN-
ZIMMERGRUN.

“I Never Promised You a Green Garden” takes a
look at the back of the agrochemical business.
It consists of several ornaments with decorative
motifs similar to those folk art and mandalas.
The ornaments look quite harmless and deco-
rative until you find out that each motif consists
of logos from companies that produce or sell
glyphosate or GM plants. The logos of the global
players, mostly floral motifs, reinforce the mottos
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for growth and a better world. Glyphosate is a re-
curring symbol of the agricultural business and of
the fragile ecological situation today. For me as
an artist, it is important to find a completely dif-
ferent point of view by transforming the scientific
way of considering the issue into a strong visual
message. The title takes up this contradiction: The
garden as a symbol of nature and recreation and
green, the colour of ecology. The promise of her-
bicides, however, is a “clean” garden.

Eva-Maria Lopez is a multidisciplinary artist
based in Karlsruhe, Germany and Paris, France.
After receiving a master's degree in Agriculture,
she studied Art at the Academy of Fine Art in
Karlsruhe, Germany. Due to this background, is-
sues relating to nature, society and the environ-
ment have an important impact on her artwork.
In addition to photography as the main medium,
she has been transforming her projects as Land
Art since 2018. Her works explore the means of
conveying these issues visually. Merging realities
or history together into one picture or graphic
and reframing themes are the central aims of
her projects. Research is also an integral part of
her work. By the interplay of keywords, titles and
slogans, Lopez’s attempt is to arouse question-
ing in the audience.

eva-lopez.de

Eva Marija Lopesa (DE/FR)

WOHNZIMMERGRUN
(Viesistabzals)

2012-2016, fotografijas

Es nesoliju tev zalu darzu

2019, fotografijas

Nozimigu futbola spélu laika ields valda seviska
atmosféra. Pilsétas parvérsas “spoku pilsétas”.
Man vienmeér patikusi $adi vakari un to neapdzi-
vota atmosféra. Futbola spélu vakaros es stai-
gdju pa ielam un ievéroju zalo krasu. LED ekrani
norada, ka cilveki madjas skatas futbola spéles,
jo futbola laukuma zalais maurin$ izgaismo vinu
viesistabas $aja krasa. Eiropas Cempiondtu un
Pasaules Kausu laika es klistu cauri pilsétai, mek-
|jot zalos logus.

WOHNZIMMERGRUN ir ari urbanas telpas izpéte:
zala krasa vieno dazadakas majas un socidlos
slanus. So fotografiju mérkis ir izgaismot futbola
tému no cita lenka: attalinati uzlikots drama-
tisks notikums, kontrasts starp ceribas krasu uz
klusajam eku fasadém un iesp&jamo haosu aiz
VIESISTABZALA.

“Es nesoliju tev zalu darzu” uzliko agrokimijas
biznesa énas puses. To veido ornamenti, kas lidzi-
nas tautiskds makslas motiviem un mandalam.
Ornamenti izskatas gana nekaitigi un dekorativi,
kolidz uzzini, ka katru motivu veido kompaniju lo-
gotipi, kas razo un izplata glifosatu vai genétis-
ki modificétus augus. Globalo spélétdju logotipi
parasti satur augu motivus un pauz devizes par
augsanu un labdku pasauli. Glifosats ir lauksaim-
niecibas biznesa un trauslas musdienu ekologis-
kas sistemas simbols. Man ka mdksliniecei ir bu-
tiski rast jaunu skatijumu, transforméjot veidu, ka
probléma tiek uzlikota zinatniski, spéciga vizuala
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I Never Promised You a Green Garden.

véstjuma. Nosaukuma ir atspogulota 81 pretruna:
darzs ir simboliski sasaistits ar dabu, rekredciju
un zalo, ekologijas krasu. Turpretim herbicidi sola
“tiru” darzu.

Eva Marija Lopesa ir starpdisciplinara makslinie-
ce, kas dzivo Karlsraé, Vacija, un Parize, Francija.
Péc magistra grada ieglsanas lauksaimniecibd,
vina studéja Karlsriies Makslas akadémija. Sadu
priek$zindsanu dé| vinas darbos butiska loma ir
dabas, sabiedribas un vides problémam. Vinas
darbos tiek pétiti veidi, ka par §im problemam
runat ar vizudliem [idzekliem. Kaut ari fotografija
ir mdkslinieces pamata medijs, kops 2018. gada
vina veido lendarta projektus. Centralie mérki
Lopesas projektos ir savienot attélos vai grafikas
dazadas realitates vai véstures. Ari pétniecibai ir
seviska nozime vinas darbibd. Rotalgjoties ar at-
slégvardiem, nosaukumiem un saukliem, Lopesa
cen3as mudindt skatitdju uzdot jaunus jautdjumus.

eva-lopez.de



Francisco Lopez (ES)

Hyper-Rainforest

2011, immersive sound installation, 70 min (continuous looped playback)

Rainforests are natural acousmatic environ-
ments: whereas they typically manifest an as-
tonishing sonic variety and complexity, the
sources of all those sounds are overwhelmingly
invisible. Hyper-Rainforest is an immersive sound
work, presented in an installation form, that has
been created from original environmental re-
cordings carried out by the artist, along with an
extensive and intensive experience of profound
field listening, during a twenty-year period, in
rainforests all over the world.

None of the sounds that can be heard in this
work — even the most surprising and outlandish —
have been processed or transformed. In stark
contrast with most traditional approaches of
so-called field recordings, however, this work
does not aim at reproducing or simulating any
natural “reality” of those original locations. In-
stead, with a forceful compositional character,
this work develops an elaborated and subtle
form of hyperreality that strives to generate a
self-sufficient sonic virtual world, solely created
from those original recordings, with no transfor-
mation and with no added sounds, instrumental
or otherwise.
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Francisco Lopez is internationally recognized as
one of the main figures in the realm of sound art
and experimental music. His experience in the
field of sound creation and work with environ-
mental recordings covers a period of forty years,
during which he has developed an impressive
sound universe that is completely personal and
iconoclastic, and based on profound listening to
the world.

franciscolopez.net

Francisko Lopess (ES)
Hiper-lietusmezs

2011, imersiva skanas instalacija, 70 min (skanas cilpa)

Lietus mezi ir dabiski akusmatiskas vides: kaut
ari tajas parasti sastopama parsteidzosa skanu
dazadiba un komplicétiba, visu $o skanu avoti ir
pilnigi neredzami. “Hiper-lietusmezs” ir skanu
darbs, kas izstadits instalacijas forma. Tas radits
no originaliem vidé veiktiem ierakstiem, ka ari
no ekstensivas un intensivas padzilinatas klausi-
$ands, ko makslinieks divdesmit gadu periodd ir
veicis lietusmezos visa pasaulé.

Neviena no skandm $aja darbd — pat ne vispar-
steidzosaka un svesdka — nav apstradata vai
parveidota. Pretéji vairumam tradiciondlo pieeju
ta sauktajiem “lauka-ierakstiem” $is darbs netie-
cas reproducét vai simulét jebkadu So origindlo
lokaciju dabisko “realitati”. Ta vietd ar spécigu
kompozicionalitati darbs attista komplicétu un
izsmalcinatu hiperrealitates formu, kas tiecas
radit paspietiekamu skanas virtudlo pasauli no
tiriem originalajiem ierakstiem, bez transforma-
cijam, bez pievienotam skanam — instrumenta-
|am vai citam.
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Francisko Lopess starptautiski plasi pazistams
skanu makslas un eksperimentalas mdazikas
joma. Vina pieredze skanu radiSanas joma un
darbs ar vides ierakstiem aptver Cetrdesmit
gadu ilgu darbibas periodu, kura laikad maksli-
nieks ir attistijis iespaidigu skanu visumu — pilnigi
personigu, ikonoklastisku un balstitu pamatiga
pasaules klausisands procesa.

franciscolopez.net



AnneMarie Maes (BE)

Bee Agency

(a dynamic system of interdependent processes)

The Intelligent Guerrilla Beehive (sculpture)
Sensorial Skin (R&D experiments)
Variation Games (video)

Alchimia Nova (video 10 min 37 s)
2016—-2019

BEE AGENCY is a dynamic project of interrelated
organic and bio-technological processes and
experiments. Created with honeybees, micro-or-
ganisms and bacteria it is a system developing
in harmony with its environment. The departure
point is the endangerment of honeybee colonies.
These ‘intelligent super-organisms’ are environ-
mental bio indicators.

The Intelligent Guerrilla Beehive supports the
bees by implementing research results from ma-
terial science. It is a bio-art project developed
in collaboration with biologists and engineers,
manufactured from microbial skin and bacte-
ria that register environmental influences and
respond to it. The video Variation Games con-
denses one year of audio-visual observation
which was made with an infrared camera and
contact microphones in a beehive. The images
show us that the bees’ coexistence is based on
‘decision-making, networking, collaboration and
collective intelligence’. The video Alchimia Nova,
filmed in the studio and open air laboratory of
AnneMarie Maes, gives an overview of the differ-
ent elements of the Sensorial Skin-research.
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AnneMarie Maes is an artist who has been stud-
ying the close interactions and co-evolutions
within urban ecosystems. Her research practice
combines art and science, with a keen interest in
DIY technologies and biotechnology. She works
with a range of biological, digital and traditional
media, including live organisms. On the rooftop
of her studio in Brussels she has created a(n)
(open-air) lab and experimental garden where
she runs her experiments with honeybees and
bacteria.

https://annemariemaes.net

Annemarija Masa (BE)

BiSu agentura

(dinamiska savstarpéji atkarigu procesu sistema)

Sapratigais partizanu bisu strops (skulptdra)
Sensoriska ada (pétnieciski eksperimenti)
Variaciju spéles (video)

Alchimia Nova (video 10 min 37 s)
2016—-2019

“BiSu agentara” ir dinamisks savstarpégji saistitu
organisku un biotehnologisku procesu, un ek-
sperimentu projekts. Sistéma, ko veido medus
bites, mikroorganismi un baktérijas, attistas har-
monija ar vidi. Projekta izejas punkts ir medus
biu koloniju apdraudéjums. Sie ‘“inteligentie
superorganismi” ir vides bioindikatori.
“Sapratigais partizanu biSu strops” uztur bites,
liekot lieta materialzinatnes pétijumu rezultatus.
Tas ir biomakslas projekts, kas tapis sadarbiba ar
biologiem un inZenieriem, veidots no bakterialas
adas un baktérijam, kuras reagé uz vides ietek-
mi. Video darbs “Variaciju spéles” koncentré
gada laika veiktus audiovizualus novérojumus,
kas veikti biSu stropa ar infrasarkano kameru un
kontaktmikrofoniem. Novérojumi parada, ka bisu
kopdzive ir balstita “léEmumu pienem8ana, tiklo-
§ana, sadarbiba un kolektivaja inteligencé”. Savu-
kart otrs video darbs “Alchimia Nova”, kas filméts
makslinieces darbnica un brivdabas laboratorija,
sniedz ieskatu dazados sensoriskas adas pétiju-
mu aspektos.
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Annemarija Masa ir maksliniece, kas péta mij-
iedarbibas un lidzas pastavo$as evolUcijas ur-
banas ekosistémas. Vinas pétniecibas prakse
apvieno makslu un zinatni, ar seviSku interesi DIY
tehnologijas un biotehnologijas. Vina strada ar
biologiskiem, digitaliem un tradicionaliem me-
dijiem, ietverot ari dzivus organismus. Uz savas
darbnicas jumta Briselé maksliniece ir izveidojusi
(brivdabas) laboratoriju un eksperimentalu darzu,
kur vina veic eksperimentus ar medus bitém un
baktérijam.

annemariemaes.net



GOOGLE.COM EMITTED 12638.43 KG OF CO2 SINCE YOU OPENED THIS PAGE

Joana Moll (ES/DE)

CO2GLE

2014, browser-based installation

CO2GLE is a real-time, net-based installation
that displays the amount of CO, emitted each
second thanks to global visits to Google.com.
What is the material impact of communications
through the Internet? | often ask this question
of my friends and colleagues, and | rarely get
a reply. Indeed, almost nobody recalls that the
Internet is made up of interconnected physical
infrastructure which consume natural resourc-
es. How can such an evident fact become so
blurred in the social imagination? This project
was created from an urge to highlight the mas-
sive environmental impact of digital communi-
cations technologies. Forty percent of the In-
ternet’s total carbon footprint may be attributed
to the design of a web site. In 2008 the Internet
was already responsible for 2% of CO, of global
emissions, more than that of the aviation indus-
try and the amount of data produced ever since
has increased at a whooping pace. On average,
the production of 1 kWh emits 544 gr of CO,. It
takes 13 kWh to transmit 1GB of information, the
equivalent of 7,07 kg of CO,.

Due to the complex set of actors involved in the
configuration and operation of the Internet, it is
impossible to determine the exact amount of its
CO; emissions, so the data | present here is ap-
proximate. Therefore, CO2GLE acts as a symbolic
agent which seeks to reveal the link between our
actions and their material impact on the physical
world, and aims at creating a mechanism that
may trigger thoughts and actions that stimulate
and re-appropriate subjectivity. | believe that
this is an essential process in the generation of
critical thought about the true nature of technol-
ogy, and in the imagination of alternative tech-
no-paradigms which may coherently respond to
our environmental and human conditions.
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DEFOOOOOOOOOOOOREST

2016, browser-based installation

DEFOOOOOOOOOOOOREST shows the amount
of trees needed to absorb the amount of CO,
generated by the global visits to google.com
every second. Google is the most visited site on
the Internet. The site has an average of 52,000
visits per second and weighs around 2MB, result-
ing into an estimated amount of 500kg of CO,
emissions every second. On average a tree can
absorb 21,77kg of CO, per year. Thus, in order to
counteract the amount of CO, emissions derived
by the global visits to google.com, every second,
we would need an approximate amount of 23
trees/second. This project has been created with
the aim to highlight the massive environmental
impact of ICT. In our contemporary algorithmic
decision-making society, ecosystems are being
increasingly considered as mere economic ex-
ternalities, thus it is urgent to generate critical
thought about the true nature of technology in
order to imagine alternative techno-paradigms
which may coherently respond to our environ-
mental and human conditions.

Joana Moll is a Barcelona/Berlin based artist and
researcher. Her work critically explores the way
post-capitalist narratives affect the alphabetiza-
tion of machines, humans and ecosystems. Her
main research topics include Internet materiality,
surveillance, social profiling and interfaces. She
has presented her work in different museums,
universities, festivals and publications around the
world. She is the co-founder of the Critical Inter-
face Politics Research Group at HANGAR and is
currently a visiting lecturer at Universit&t Potsdam.

janavirgin.com
Joana Moll is Impakt EMAP/EMARE 2019 Resi-

dency artist with support of the Creative Europe
Culture Programme of the European Union.
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Dzoana Molla (ES/DE)

CO2GLE

2014, parlukprogramma balstita instalacija

CO2GLE ir tiessaistes interneta instalacija, kura
paradits oglskabas gazes daudzums, kas ik se-
kundi sarazots vietnes Google.com apmekl&jumu
dél. Kada ir interneta sazinas materiald ietekme?
So jautdjumu es biezi uzdodu draugiem un kolé-
giem, tomeér reti gustu atbildi. Turklat teju neviens
neatminas, ka internetu nodrosina fiziska infra-
struktdra, kas patéré dabas resursus. Ka gan tik
acimredzams fakts var sabiedriskaja iztelé but
tik aizmiglots? Sis darbs tapis centienos izgais-
mot to, cik batisku ietekmi digitalas komunikaciju
tehnologijas atstdj uz vidi. 40% interneta raditas
oglekla dioksida pédas saistami ar majaslapu
dizainu. Jau 2008. gada interneta radito oglekla
dioksida emisiju apjoms sasniedzis 2% no kopé-
ja: tas ir vairak neka aviacijas industrijas raditais,
turklat sarazoto datu apjoms kops §i laika ir ievé-
rojami pieaudzis. 1 kWh sarazosanas laikd gaisa
nondk vidéji 544 g oglekla dioksida. Lai nosutitu
1 GB informacijas, nepieciesami 13 kWh, kas lidz-
vertigi 7,07 kg oglekla dioksida.

Interneta darbibas un konfiguracijas nodrosind-
$anad iesaistito pusu tikls ir komplicéts, un precizu
CO, izmesu daudzumu noteikt ir neiespéjami, ta-
déjadi darba uzraditie dati ir tikai aptuveni. Lidz
ar to CO2GLE darbojas ka simbolisks riks, kas
savieno musu darbibas un to materidlo ietekmi
fiziskaja pasaulé, ka ari tiecas raisit pardomas un
veicindt rictbu, stimulé&jot un (no jauna) pielietojot
subjektivitati. Es uzskatu, ka Sis process ir batisks
kritiskas domas veicind$ana par tehnologiju pa-
tieso dabu, ka ari alternativu tehno-paradigmu
izveidé, kas sasauktos ar vides un cilvéku nosa-
cljumiem.
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ATMEZOOOOO0000000T

2016, parlakprogramma balstita instalacija

“ATMEZOOOOOOO0000O0O0T" uzrada koku
daudzumu, kas ik sekundi nepieciesams, lai
absorbétu Google.com apmekléjumu raditos
oglekla dioksida izmesus. Google ir pasaulé
visvairdk apmekléta interneta vietne. Vidéjais
vietnes apmekléjumu skaits sekundes laika ir
52 000, kas lidzvertigs 2 MB datu apjomam, lidz
ar to sekundes laika tiek sarazots apméram 500
kg oglekla dioksida. Koks vidéji absorbé 21,77 kg
oglekla dioksida gada. Tadéjadi, lai izlidzinatu
vienas sekundes laikd Google.com apmekléju-
mu radito CO, izmesu daudzumu, nepiecieSams
23 koku sekundé. ST projekta mérkis ir izgaismot
interneta un komunikacijas tehnologiju ietekmi
uz vidi. Maslaiku sabiedribd, kur [Emumi tiek pie-
nemti algoritmiski, ekosistemas jo vairak tiek uz-
|Gkotas ka vienkarsi aréjie faktori, tadél ir batiski
attistit kritisku skatijumu uz tehnologiju dabu un
veicinat alternativas tehnologiju paradigmas,
kas atbilstu vides un cilvéku nosacijumiem.

DZoana Molla ir Barselonda un Berliné dzivojosa
maksliniece un pétniece. Vinas darbos kritiski uz-
|Gkota postkapitalisma narativu ietekme uz iekar-
tu, cilveéku un ekosistéemu alfabetizaciju. Galvends
pétniecibas témas ieklauj interneta materialitati,
kontroli, socidlo profiléesanu un interfeisus. Vinas
darbi raditi dazados muzejos, universitates, fes-
tivalos un publikacijas visa pasaulé. Vina ir “Kri-
tiskas interfeisa politikas pétniecibas grupas”
lidzdibinataja makslas centrad “HANGAR”, ka ari
lektore Potsdamas Universitate.

janavirgin.com

DZoanna Molla ir Impakt EMAP/EMARE 2019 re-
zidences maksliniece, kuras dalibu izstadé lidzfi-
nansé Eiropas Savienibas programma “Rado$a
Eiropa”
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Quimera Rosa (ES/AR/FR)

Trans*Plant: an OncoMouse™

2019, installation mix media

journey

(video, prints, lights, material remains from biomedical research and performance)

This installation puts into dialogue two central
routes of the Trans*Plant project, which aims to
experiment with a process that engages a body
towards a human/plant hybridization. The first
one is biomedical research in order to replicate
PhotoDynamic Therapy. PDT is based on an in-
travenous photosensitive molecule used to de-
stroy malignant cells. The second route of that
molecular journey of self-experimentation, was a
performance based onchlorophyll IV. An almost
invisible performance, where light is no longer a
visual representation but destructive energy for
non-photosynthetic beings.

> [blue for human eyes] Hangar, Barcelona 2017.
Photosensitive molecule 6-ALA under a wave-
length of 460 nm.

> [green for human eyes] Kapelica Gallery, Ljubl-
jana 2017. Chlorin E6 photosensitive molecule
under a LED with a length of 525 nm.
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Quimera Rosa is a nomadic lab created in Bar-
celona in 2008 that researches and experiments
on body, technoscience and identities. Aware of
transfeminist and post-identitary discourses, they
seek to experiment with hybrid and flexible iden-
tities able to blur the frontiers of the binomials of
modern Western thought. Most of their work is
done in a collaborative way, always free of pro-
prietary codes.

quimerarosa.net/transplant

Quimera Rosa is Ars Electronica EMAP/EMARE
2019 Residency artists with support of the Crea-
tive Europe Culture Programme of the European
Union.

Quimera Rosa (ES/AR/FR)
Trans*Plant: OnkoMouse™ celojums

2019, jauktu mediju instalacija

(video, druka, gaisma, biomedicinisku pétijumu un performances materiali)

Instalacija apvienotas divas centrdlas Trans*Plant
projekta dalas, kas tiecas eksperimentala cela
attistit cilvéeka un auga hibrida iespéjas. Pirmda
dala ir biomedicinisks pétijums, kura meérkis ir
replicét Fotodinamisko terapiju. Fotodinamis-
ka terapija ir saistita ar intravenozu gaismjutigu
molekulu, kas iznicina laundabigds Sunas. Otra
eksperimentald molekulara celojuma dala ir
performance, kas balstita hlorofila IV. Gandriz
neredzama performance, kurd gaisma no vizu-
alas reprezentacijas klust par destruktivu energiju
batném, kuras nenorit fotosintézes procesi.

> [zilais cilvéeka acim] makslas centrs “Hangar”,
Barselona, 2017. gads. Gaismjutiga molekula
8-ALA, vilnu garums 460 nm.

> [zalais cilvéka acim] “Kepelica” Galerija,
Lublana, 2019. Gaismjutiga molekula Chlorin E6,
LED vilnu garums 525 nm.
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Quimera Rosa ir nomadiska laboratorija, kas
radita 2008. gadd Barselond un kas péta un ek-
sperimenté ar kermeni, tehnozinatni un identitda-
tém. Transfeminisma un postidentitates diskursu
ietekmé tiek mekléti veidi, ka eksperimentét ar
hibridam un fleksiblam identitatém, tiecoties
izpludindt modernds Rietumu domadsanas bi-
nominalds robezas. Quimera Rosa galvenokart
darbojas sadarbibas veida.

quimerarosa.net/transplant

Quimera Rosa ir Ars Electronica EMAP/EMARE
2019 rezidences maksliniece, kuras dalibu izsta-
dé hdzfinansé Eiropas Savienibas programma
“Radosa Eiropa”



Jan-Peter E.R. Sonntag (DE)
X from the GAMMAvert cycle

2019 (GAMMAvert 2006—2019), installation (monochrome plasma light, photo prints, video)

“Have you sometimes observed the sun set over
the sea? Have you watched it until the upper rim
of its disc, skimming the surface of the water, is
just about to disappear? Very likely you have: but
did you notice the phenomenon that occurs at
the very instant the heavenly body sends forth its
last ray, which, if the sky be cloudless, is of un-
paralleled beauty? No, perhaps not. Well, the
first time you have the opportunity of making this
observation, and it happens but rarely, it will not
be, as one might think, a crimson ray that falls
upon the retina. It will be green, a most wonder-
ful green, a green that no artist could ever obtain
on his palette, a green the likes of which neither
the varied tints of vegetation nor the shades of
the most limpid sea could ever produce!” (Jules
Verne “The Green Ray")
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Jan-Peter E.R. Sonntag is an artist, composer &
researcher. He studied fine arts, art history, music
theory, composition, philosophy and cognitive
science. His mostly spatial works are shown and
performed worldwide. Since 2013 his one of the
editors of Friedrich Kittler's Gesammelte Schrif-
ten. In 2015 he was invited for his midcareer ret-
rospective Rauschen at the Wirttembergischer
Kunstverein in Stuttgart. In 2017 Rundfunk Ae-
terna — a radio opera was commissioned by the
documenta 14.

Jans Peters E.R. Zonntdags (DE)
X no cikla GAMMAvert

2019 (GAMMAvert 2006—2019), instalacija (monohroma plazmas gaisma, foto druka, video)

“Vai esi kadreiz pie juras vérojis saules rietu? Vai
esi vérojis to lidz pat bridim, kad saules diska
aug$éja mala par ddens virsmu ir teju izzudu-
si? Drosi vien esi. Bet vai esi ievérojis paradibu,
ja debesis ir skaidras — neparspé&jami skaistu,
kas redzama bridi, kad spozais debesu kerme-
nis raida pédéjos starus? Drosi vien neesi. Lik,
pirmaja reizé, kad tev izdosies to novérot — un
tas notiek, bet reti — pretéji tam, ko varétu gai-
dit, stars, kas nondk lidz acim, nebls sarkans.
Tas bls zals. Tas bas visbriniskigak zalais: tads
zalais, ko neviens makslinieks nebutu spéjigs uz-
jaukt; zalais, kas nav rodams nedz augu pasau-
les nokrasds, nedz visdzidrakas juaras niansés!”
(Zils Verns “Zalais stars”)
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Jans-Peters E. R. Zonntags ir makslinieks, kompo-
nists un pétnieks. Vins ir studéjis vizualo makslu,
makslas vésturi, mazikas teoriju, kompoziciju, fi-
losofiju un kognitivo zinatni. Vina telpiskie darbi
tikusi izstadi visa pasaulé. Kops 2013. gada ving
ir viens no Friedrich Kittler's Gesammelte Schrif-
ten redaktoriem. 2015. gada Wiirttembergischer
Kunstverein Stutgarté tika veidota retrospektiva
makslinieka darbu izstade “Rauschen”. 2017.
gadd documenta 14 ietvaros Zonntags veidoja
radio operu “Rundfunk Aeterna”.



Taavi Suisalu (EE)
Waiting for the Light

2018, installation

Intercontinental communication is carried by
threads of light as thin as a tenth of a human hair
while being as essential to technological soci-
eties as the sun is for the plants. We are hang-
ing by a thread while artificial sun rays plunge
through the oceans and light up our faces via
bright screens.

Waiting for the light introduces baits into these
networks and lures in threads of light from differ-
ent parts of the globe. The Wardian cases func-
tion as miniature closed ecosystems and also
as islands in this vast network between things.
Any object connected to it becomes a target for
automated processes — bots — whose motives
are mostly unknown. Each plant then becomes
an object of interest to these robots whose com-
municative acts, streams of light, once passed
across the floors of oceans, are lit back into our
environment as bursts of growth light, giving
them an agenda they are unaware of.
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Taavi Suisalu works in the contexts of technolo-
gy, sound and performance, mixing traditional
and contemporary sensibilities and activating
peripheral spaces for imaginative encounters.
His practice is informed by the phenomena of
contemporary society and its relations to and use
of technologies. He applies subjective research
methods to study socio-cultural phenomena, be-
ing interested in the behaviour, perception and
thinking of social beings.

taavisuisalu.ee

The work was realised within the framework of the
European Media Art Platforms EMARE program
at WRO with support of the Creative Europe Cul-
ture Programme of the European Union. Support-
ed by Cultural Endowment of Estonia and Outset
Estonia.

Tavi Suisalu (EE)
Gaidot gaismu

2018, instalacija

Starpkontinentu komunikdciju nodrosina gais-
mas vitnes — tik smalkas ka desmita dala cilve-
ka mata —, un ta ir tikpat batiska tehnologisko
sabiedribu nodrosinaSanai ka augiem saule.
Més kardjamies mata gala, kamér maksli-
gi saules stari iznirst cauri okeaniem, nondakot
spozajos datoru ekranos, caur kuriem izgaismo
masu sejas.

“Gaidot gaismu” Sajos tiklos izliek &smu un pievili-
na gaismas vitnes no dazadam pasaules vietam.
“Wardian” gadijumi kalpo par miniataram, sleég-
tam ekosisttmam un salam lielaja savienojumu
tikla. Jebkur$ objekts, kas ar to savienots, klust
par automatizétu procesu — robotu — mérki, kuru
motivi ir galvenokart neskaidri. Katrs augs klast
par $o robotu intereses objektu. Robotu gaismas
pliasmas, kas reiz SkérsojuSas okedanu gultnes,
atspid vidé no jauna ka gaismas augSanas no-
drosindsanai, rezultatd sniedzot tiem neapzindtu
uzdevumu.
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Tavi Suisalu strada tehnologiju, skanas un perfor-
mances kontekstos, jaucot tradicionalo un laik-
metigo uztveri un aktivéjot periferialas radosas
telpas. Vina praksé batisku lomu spélé laikmetiga
sabiedriba un tas saiknes ar tehnologijam, ka art
to pielietojums. Vin§ pielieto subjektivas pétnie-
cibas metodes, lai pétitu socidlos un kultdras fe-
nomenus. Mdkslinieku seviski interesé sabiedrisku
batnu uzvediba, uztvere un domasana.

taavisuisalu.ee

Darbs tapis Eiropas Mediju makslas platformas
EMARE programmas ietvaros WRO centrd, kuru
[idzfinansé Eiropas Savienibas programma “Ra-
dosa Eiropa”, Igaunijas Kultdrkapitala fonds, Out-
set Estonia.



ANMNIL

Rihards Vitols (LV)
Anniu

2018, object, poster

Anniu is a ship that produces ice cubes approx-
imately 2.5 cm in size (standard ice cube size).
The ice cubes produced are dropped into water.
The surface of the ship is covered with solar cells
which power it. For creating more energy there
are 2 wind generators that are powered not only
by the surrounding winds but as well by a cooling
system used to freeze the water. The ship will drift
around Antarctica where it will drop ice cubes
into the water to slow down ice sheet melting and
the rise of global water levels.

Anniu — Any kind of snow intended for melting
into water for drinking or cooking.
“Encyclopedia Arctica Volume 1: Geology and
Allied Subjects (1947-51)"
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Rihards Vitols is a PhD student at DXARTS at the
University of Washington (USA). In 2015 he ob-
tained a masters degree in New Media Art from
Liepaja University (LV). In 2017 he finished Diplo-
ma Il at the Academy of Media Arts in Cologne
(DE). His work has been shown: 2017—2018 The
Exhibition Hall Arsenals of the Latvian Nation-
al Museum of Art; Daugavpils Mark Rothko Art
Centre; 2016 RIXC Exhibition space; Italy 2014
Venice Architecture Biennial; Netherlands 2017
Dutch Design Week.

vitols.xyz

Rihards Vitols (LV)
Anniu

2018, objekts, plakats

“Anniu” ir kugis, kas razo standarta izméra —
apméram 2,5 cm — ledus kubinus. Sarazotie
ledus kubini tiek iemesti Gdent. Kuga virsmu klgj
saules paneli, kas to darbina. Papildus energi-
jas radisanai pievienoti ari divi véja generato-
ri, kurus darbina ne vien apkartéjie véji, bet ari
Udens dzesésanas iekarta, kas tiek lietota ddens
sasaldésanai. Kugis dreifés ap Antarktiku, dde-
ni izmetot ledus kubinus, lai paléninatu leddju
kusanas procesus un globdala tdens limena pa-
augstinddanos.

Anniu — Sniegs, kas paredzéts kauséSanai tudent
dzérienos vai kulinarija.

“Arktikas Enciklopédija, 1. dala: Geologija un
radniecigie subjekti (1947-51)"
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Rihards Vitols ir Vasingtonas Universitates (ASV)
DXARTS doktoranturas students. 2015. gada vins
ieguva magistra gradu Liepdjas Universitates
Jauno mediju makslas programma. 2017. gada
vin$ absolvéja Kelnes Mediju makslas akadémiju
(Vacija). Makslinieka darbi tikusi raditi 2017. —
2018. gada Latvijas Naciondld makslas muzeja
Izstazu zalée “Arsendls”, Daugavpils Marka Rotko
Makslas centrd; 2016. gada RIXC galerija; 2014.
gada Venécijas Arhitektaras biennalé, Italija, ka
ari Niderlandes Dizaina nedéla 2017.

vitols.xyz



Florent Di Bartolo (FR)
Solar Flares

2019, audiovisual performance

Solar flares is an audiovisual performance with
real-time graphics and ambient music made
with modular synthesisers. It uses data about so-
lar activities to generate sound waves and ani-
mate particle systems.

The data being used relates more specifically to
the solar magnetic activity cycle: a nearly period-
ic 11-year change in the Sun's activity and ap-
pearance. They include changes in the levels of
solar radiation and changes in the number and
size of flares. Solar cycles have been observed
for centuries by changes in the sun’s appearance
and by changes seen on Earth’s surface, such as
auroras.

The performance does not give access to a de-
tailed picture of the solar cycle. It sheds light on
its existence and stages the disruptive effects its
manifestations can have on our communication
systems.
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Florent Di Bartolo is an artist and researcher
based in Paris. His work includes audiovisual per-
formances, installations and interactive data vis-
ualisations. His artistic practice revolves around
the notion of data poetics in the context of ubig-
uitous computing and explore alternative ways of
representing and accessing data using sensors
and custom written software.

http://www.webodrome.fr

The work was realised within the framework of the
European Media Art Platforms EMARE program
at RIXC with support of the Creative Europe Cul-
ture Programme of the European Union.

Florans Di Bartolo (FR)

Saules uzliesmojumi

2019, audiovizudla performance

Audiovizudlaja performancé “Saules uzliesmoju-
mi” apvienotas redllaika raditas grafikas un am-
bienta modularo sintezatoru mazika. Skanas un
attéla — dalinu sistémas — generésanai izman-
toti saules aktivitates dati.

Dati atspogulo saules magnétiskas aktivitates
ciklu, aptverot 11 gadu laika notiekoSas perio-
diskas parmainas: Saules radiacijas limenu iz-
mainas, ka art saules uzliesmojumu biezumu un
apmeérus. Solaro ciklu novérojumi veikti jau dau-
dzus gadu simtus, vérojot Saules vizualas ipasi-
bas, ka ari citas zemes paradibas, pieméram,
polarblazmas.

Performance nesniedz detalizétu prieksstatu par
saules ciklu, bet ta izgaismo 31 cikla eksistenci un
to, cik spécigi tas var ietekmét komunikaciju sis-
temas.
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Florans Di Bartolo ir makslinieks-pétnieks no
Parizes. Vina darbu loka ietilpst audiovizua-
las performances, instaldcijas un interaktivas
datu vizualizacijas. Vina makslinieciska prakse
saistita ar ideju par datu poétiku visaptverosas
datorizacijas kontekstd, ka ari alternativu datu
reprezentdcijas un pieejamibas formu izzinu,
pielietojot sensorus un specializétas program-
matdras.

http://www.webodrome.fr

Darbs tapis Eiropas Mediju makslas platformas
EMARE programmas ietvaros RIXC centrd, kuru
[idzfinansé Eiropas Savienibas programma “Ra-
dosa Eiropa”.
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XENOFEMINIST
ECOLOGIES
(REPRODUCING
FUTURES WITHOUT
REPRODUCTIVE
FUTURITY

BY HELEN HESTER wsoms cusones philosopher

he subject of xenofeminism is neither woman

nor human, if these terms are understood as
suggesting discrete entities snipped from the wid-
er fabric of technomaterial existence. Instead, xe-
nofeminism is interested in the assemblages within
which social agents are embedded. This is evident
throughout our recent manifesto, “Xenofeminism: A
Politics for Alienation” — a text that seeks to be
very much alive to the entanglement and co-consti-
tution of silicon-based and carbon-based actors. It
makes frequent r
conditions, from online solidarity networks, to the

to current

hyperstitional phenomenon of the stock market, to
suggestive but embryonic advances in open source
medicine. In so doing, the manifesto points to some
of the many ways in which technological alteration
might generate forms of radical alterity. ‘Nature’,
meanwhile, emerges as a recurrent force in the text
— not as a naturalizing or essentializing underpin-
ning for gender and eco politics, but as an always
already
fundamentally shapes lived experiences.

hnol

ized space of ion that
‘Nature’
(not least as it is manifested in gendered embod-
iment) is viewed as a space of experimentation —
not a fact to be accepted but a terrain of negotia-
fion to be actively contested for. This is captured in
the manifesto’s ultimate call to action: ‘In the name
of feminism, ‘Nature’ shall no longer be a refuge
of injustice [...] If nature is unjust, change nature!’
(Laboria Cuboniks, 2015: n.p.). | am starting with
this outline both in order to emphasize the position
from which | am arficulating my ideas, and because
a lot of what | want to discuss here takes this posi-
fion as an implicit reference point.

Xenofeminism, as a political and theoretical proj-
ect, is dlsnncfly future-oriented, tracing emerging

in hnol and the post-h

in order to imagine a world beyond current un-

derstandings of gender, race, and class. However,
aside from our (relatively brief) reflections upon
globalized technocultures, our work has yet to real-
ly engage with the Anthropocene. To put it another
way, we have been theorising the future (not to
mention various senses of thure) without reflect-
ing on the upon
which any future-oriented project would obviously
depend. With this paper, | want to start to rectify
this framing our queer, technomaterialist transfemi-

for

nism in terms of ecology and debates about human
population. The points 'm making here are intend-
ed to be provocative rather than prescriptive, and
they are certainly looser and more gestural than
| would like. However, the ideas contained here
mark an early gesture in a commitment to a lon-
ger-term project — one that | hope will be viewed
as an invitation to discuss, engage, and construct a
better xenofeminism.

The title of this piece is ‘(Re) producing Futures
Without Reproductive Futurity’. It takes as its start-
ing point the work of the queer theorist Lee Edel-
man who, in his 2004 book No Future: Queer Theory
and the Death Drive, famously takes issue with ‘the
future’ as a heteronormative construct. I'm going
to be using Edelman’s work to point to the limits
of some of the discourses that most commonly cir-
culate around climate change activism — namely,

that the focus of said activism should be preserving
things for future generations, and that it should be
framed primarily as an effort to protect ‘our’ chil-
dren’s rightful inheritance. For Edelman, the contem-
porary world is characterised by a reproductive
futurism in which the ‘Child remains the perpetual
horizon of every acknowledged politics, the fan-
tasmatic beneficiary of every political intervention’
(2004: p. 3). As he puts it, we encounter ‘the disci-
plinary image of the Child [...] on every side as the
lives, the speech, and the freedoms of adults face
constant threat of legal curtailment out of defer-
ence to imaginary Children whose futures, as if they
were permitted to have them except as they con-
sist in the prospect of passing them on to Children
of their own, are construed as endangered by the
social disease as which queer sexudlities register’
(Edelman, 2004: p. 19). The needs of adults — par-
ticularly non-reproductive adults — are constantly
subordinated to those of children, as bearers of the
idea of the future. Edelman’s primary examples of

perversity — and compellingly, charmingly, spiteful.
It also alerts those of us with an interest in eco-
queer perspectives to some of the risks inherent
in framing the future. Think of the imagery used
to promote the People’s Climate March in London,
New York, Paris and elsewhere. On posters spread
across urban transit networks, we encounter an
ethereal nymph-child, clutching a toy windmill whilst
staring wide-eyed into the future. In positioning
what we do as agitating on behalf of generations
to come, we may unwittingly participate in the cult
of the Child that is so central in determining which
lives are prioritized and whose needs are seen to
matter. However, the limitations of the argument for
refusal and withdrawal sketched out in No Future
are quite clear. What does it mean to cede the
entire territory of politics to ‘family values'? What
are the implications of celebrating ‘the act of re-
sisting enslavement to the future in the name of
having a life’ (Edelman, 2004: p. 30)2 Living for the

now and saying ‘fuck the fu\‘ure hardly seems like
I

this phenomenon are rampant cultural homophok
and so-called ‘pro-life’ activism.

When we think the future, which is largely the ter-
rain of politics, he feels that we inevitably perpet-
vate a culture laudatory of the child, and therefore
supportive of ideologies of the family that are both
hetero- and homonormative. Whilst heterosexual
sex or the dyadic r form
are socially sanctioned via the ‘alibi’ of biological
and social reproduction, the queer comes to rep-
resent the ‘violent undoing of meaning, the loss of
identity and coherence, the unnatural access to jou-
issance’ (Edelman, 2004: p. 132). It is the irredeem-
able, unrecoverable other. The only proportionate
response to this state of affairs is, for Edelman,
refusal — the refusal of politics, the refusal of the
future, the refusal of the Child. Those beyond the
sanctified confines of heteronormativity are, accord-
ing to his analysis, to embrace the death drive and
to become what reproductive futurism has already
decided that they are — just a bunch of selfish
queers.

Edelman’s work is quite clearly a polemic, gleefully
spooking the straights and denouncing the ‘fascism
of the baby’s face’ (2004: p. 75). As such it is per-
versely seductive — not to mention seductive in its
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an apt response tfo i | disaster —
and indeed, the fact that Edelman’s analysis largely
proceeds via queer readings of classic Hollywood
cinema suggests that such crises are not really within
his purview. He’s not actually considering the brute
reality of the contemporary Anthropocene here, so
perhaps it is unfair to frame his argument in these
terms; and yet, the undesirable implications of No
Future remain.

Nina Power is amongst those who have sketched out
objections to this account of reproductive futurity.
She points out some of the ways in which Edel-
man’s seemingly radical position plays into existing
structures of neoliberalism, remcrkmg that ‘capital-
of in

d I "

ism dep upon the repi
the guise of difference, the idea that there is no
alternative, and [that] no future (in the sense of
new ways of living) is possible’ (2009: p. 2). She
also that Edell 's of politics-
with-the-future-with-the-child does not hold in ev-
ery situation: ‘the question of a “queer” (that is,
non-futural) resistance to communal relations has in
fact been an issue for various twentieth century po-
litical movements. There have been various kinds

of ‘queer’ resistance to the organising principle
ity, which have at the same time
been explicitly political projects’ (2009: p. 8). Pow-

of heteronormati
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IS THERE ANY
WORLD TO COME?

BY DEBORAH DANOWSKI & EDUARDO VIVEIROS
DE CASTRO anthropologist

he problem of the end of the world is always

formulated as a separation or divergence, a
divorce or orphaning resulting from the disap-
pearance of one pole in the duality of world and
inhabitant—the beings whose world it is. In our
metaphysical tradition, this being tends to be the
“human,” whether called Homo sapiens or Dasein.
The disappearance may be due to either physical
extinction or one pole’s absorption by the other,
which leads to a change in the persisting one. We
could schematically present this as an opposition
between a “world without us,” that is, a world after
the end of the human species, and an “us without
world,” a humanity bereft of world or environment,
a persistence of some form of humanity or subjec-
tivity after the end of the world.
But to think the future disjunction of world and in-
habitant inevitably evokes the origin of its present,
precarious conjunction. The end of the world proj-
ects backward a beginning of the world; the future
fate of humankind transports us to its emergence.
The existence of a world before us, although re-
garded as a philosophical challenge by some (if
Meillassoux’s subtle argument is to be believed
(1), seems easy enough for the average person to
imagine. The possibility of an us before the world,
on the other hand, is less familiar to the West's
mythological repertoire.
Yet it is a hypothesis explored in several Amerin-
dian cosmogonies. It finds itself conveniently sum-
marized in the commentary that opens a myth of
the Yawanawa, a people of Pano-speakers from
the western Amazon: “The myth’s action takes place
in a time in which ‘nothing yet was, but people
already existed.” (2) The variation of the Aike-
wara, a Tupian-speaking people who live at the
other end of the Amazon, adds a curious exception:
“When the sky was still very close to the Earth,
there was nothing in the world except people—and
tortoises!”
At first, then, everything was originally human, or
rather, nothing was not human (except for tortoises,
of course, according to the Aikewara). A consid-
erable number of Amerindian myths—as well as
some from other ethnographic regions—imagine
the existence of a primordial humankind, whether
fabricated by a demiurge or simply presupposed
as the only substance or matter out of which the
world could have come to be formed.
These are narratives about a time before the be-
ginning of time, an era or eon that we could call
“pre-cosmological.” (4) These primordial people
were not fully human in the sense that we are, since,
despite having the same mental faculties as us, they
possessed great anatomic plasticity and a certain
penchant for immoral conduct (incest, cannibalism).
After a series of exploits, some groups of this pri-
mordial humankind progressively morphed—either
spontaneously or due to the action of a demiurge—
into the biological species, geographical features,
meteorological phenomena, and celestial bodies
that comprise the present cosmos. The part that did
not change s the historical, or contemporary, hu-
mankind. (5)
One of the best illustrations of this general type
of cosmology is described in great detail in the
autobiography of Yanomami shaman and political
leader Davi Kopenawa. (6) We could also recall
ideas from the Ashaninka (Campa), an Arawak
people both geographically and culturally distant
from the Yanomami:
Campa mythology is largely the story of how, one
by one, the primal Campa became irreversibly
transformed into the first representatives of various
species of animals and plants, as well as astro-
nomical bodies or features of the terrain ... The
development of the universe, then, has been pri-
marily a process of diversification, with mankind

Dogon drawing (after Marcel Griaule
& Ogotommeli, Le renard pdle, 1951).
Drawing of the Sirus system sketched
on the sand by Ogotommeli with:

(A) Sirus,

(B) Sirus B (with two positions),

(O Sirus C,

(D) Nommo,

(€) Yourougou,

(F) the star of women,

(G) the sign of women,

(H) the sex of women.

as the primal substance out of which many if not
all of the categories of beings and things in the
universe arose, the Campa of today being the de-
scendants of those ancestral Campa who escaped
being transformed. (7)

We could also mention the cosmogony of the Lu-
isefio from California, evoked in The Jealous Potter
by Claude Lévi-Strauss, in which the cultural hero

er to our own. The world as we know it, or rather
the world as the indigenous knew it, is the present
world that exists (or existed) in the interval between
the time of origins and the end of times—the in-
tercalary time that we could call the “ethnograph-
ic present” or the present of ethnos, as opposed
to the “historical present” of the nation-state. Our
present world that exists is conceived in some Am-

erindian logies as the epoch that began when

Wyiot differentiates the originary human ity
into the various species of currently existing beings.

pre-cosmological beings suspended their ceaseless

(8) The theme is also found in some
cultures: for example, the Kaluli from Papuu New

indian i ther (erratic phoses,
plasticity, “unorganized” corporeality) in favor of
[] greater logical uni lity. (12)

Guinea recount that “at that [p
time, according to the prevailing story, there were
no trees or animals or streams or sago or food. The
Earth was covered entirely by people.” (9) A man
of authority (a big man) then decided to transform
the different groups of people into different spe-
cies and other natural phenomena: “those who were
left aside became the ancestors of human beings.”

We can see how, in Amerindian thought (and some
others), humankind or personhood is both the seed
and the primordial ground, or background, of the
world. (10) Homo sapiens is not the character who
comes to crown the Great Chain of Being by add-
ing a new ontological layer (spiritual or “cognitive,”
in modern parlance) on top of a previously existing
organic layer that would, in turn, have emerged
out of a substrate of “dead” matter. In the West's
mythophilosophical tradition, we tend to conceive
animality and nature in general as referring es-
sentially to the past. Animals are living arche-fos-
sils, not only because beasts roamed the Earth long
before we did (and because these archaic beasts
were like magnified versions of present animals),
but because the human species has its origin in spe-
cies that are closer to pure animality the more we
recede in time. (11)

Putting an end to the “time of transformations”™—a
common expression among Amazonian cultures—
those unstable anthropomorphs who lived at the
origins took on the forms and bodily dispositions
of those animals, plants, rivers, and mountains that
they would eventually come to be. This was, in
fact, already prefigured in the names they bore
in the absolute past; thus, for example, the Pecca-
ry Yanomami—the tribe of originary people who
had the name “Peccary” [queixada]—became the
term “peccary,” that is, the wild pigs that we hunt
and eat today (Yanomani means “people” in their
language). The whole world (though again, per-
haps not the tortoise or some other oddity) is vir-
tually included in this originary proto-humankind;
the pre-cosmological situation might thus be indif-
ferently described as a still worldless humankind
or as a world in human form, an anthropomorphic
multiverse that gives way to a world conceived as
the result of the (never quite finished) stabilization
of the infinite potential for transformation contained
in humankind as universal substance, or rather uni-
versal “actance,” both originary and persistent. (13)
We thus see a multiple inversion of the cannibal-
istic or zombie-apocalypse scenarios that figure in
Cormac McCarthy’s The Road and similar narra-

By virtue of a felicitous i bipedali:

neoteny, cooperation—the Great Wa'chmaker,
whether blindly or omnisciently, conferred upon us
a capacity that made us into more-than-organic be-
ings (in the sense of Alfred Kroeber’s “superorgan-
ic”), endowed with that spiritual supplement that is
“proper to man”: the species’ precious private prop-
erty. Human ptionali: in short: | la-
bor, law, desire; time, world, death. Culture. Histo-
ry. Future. Humans belong to the future like animals
belong to the past—our past, since animals them-
selves are, as far as we are concerned, trapped in-
side an exiguous world within an immobile present.
Yet that is not, as we can see, how things go as far
as these other humans who are the Amerindians and
other dern h kinds are c i. One
of the things that make them other consists precisely
in the fact that their concepts of the human are oth-

tives: in indi hology, human food consists
of humans who morphed into animals and plants;
humankind is the active principle at the origin of
the proliferation of living forms in a rich, plural
world. But the indigenous scheme is also an inver-
sion of the Garden of Eden myth: in the Amerindian
case, humans are the first to come, and the rest
of creation proceeds from them. It is as if what
comes from Adam’s rib is much more than his fe-
male complement—rather it is the whole world, the
entire infinite rest of it. And names, in their infinite
variety, existed, as we have seen, before-alongside
things (the Pecari Yanonami, the Jaguar People, the
Canoe People ... ); things did not wait for a hu-
man arche-namegiver to tell them what they were.
Everything was first human, but every?hlng was not
one. H kind was a polynomi ltitude; it ap-
peared from the start in the form of an internal
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06.07.—22.09.2019
Latvian National Museum of Art

Working hours:

Mon. Closed

Tue., Wed., Thu. 10.00 — 18.00
Fri. 10.00 — 20.00

Sat., Sun. 10.00 — 17.00

Admission:
Great Exhibition Hall 3,50 EUR / 2,00 EUR
(for students and seniors)

Contacts:
rixc@rixc.org
+371 67228478

ZALS / ATMASKOTS
06.07.-22.09.2019
Latvijas Naciondlais mdkslas muzejs

Darba laiks:

P.slegts

0o, T.,C.10.00 — 18.00
P.10.00 — 20.00

S., Sv. 10.00 — 17.00

leejas maksa:
Lield izstazu zale 3,50 EUR / 2,00 EUR
(studentiem un pensiondriem)

Kontakti:
rixc@rixc.org
+371 67228478



