KA ATMEST RAIZES UN MILET DATORU
HOW TO STOP WORRYING AND LOVE

THE COMPUTER

PriekSvards izstadei “Esmu tavs kalps, esmu tavs stradnieks”

The Amie and Tony James Gallery Nujorka /

Work-in-progress: Introduction to the exhibition I am your servant, | am your worker for the

Amie and Tony James Gallery, New York

Alise Tifentale
Makslas zinatniece / Art historian

Izstade “Esmu tavs kalps, esmu tavs stradnieks” vésti par cilvéka un
masinas attiecibam 21. gadsimta makslinieciskaja jaunradé. Ar “masi-
nu” $aja gadijuma domata datoraparaturas, programmattras un tiklu
sistéma, ka ari dazadas digitalu attélu radiSanas iekartas un attélu
koplietosanas platformas. Sadas ierices ir 21. gadsimta “rlipnicas’,
universalas masinas darbam un valas briziem, patérétaju iekares ob-
jekti un vienlaikus galvenie ekspluatacijas, kontroles un uzraudzibas
riki. lzstade eksponéti darbi, kas raditi peéc 2000. gada, liekot lieta
datorprogrammaturu, aparattru un tiklus.

“Esmu tavs kalps, esmu tavs stradnieks” atgriezas pagatné pie
padomju Krievijas avangarda, kura revolucionaro potencialu, mark-
sisma-leninisma ideju interpretaciju un ne mazak revolucionaro es-
tétiku projicé uz musdienu datorizétas makslas fona, lai piedavatu
jaunu skatijumu un iztirzatu jaunu véstijumu makslas vésturé. Kreisa
politiska domasana visureso$o occupy kustibu gaisotné ir iederiga
un vienmér aktuala tapat ka zinatnieku debates par postinterneta
makslu, digitalo ekonomiku un digitalajam humanitarajam zinatnem.

Peédéjos gados makslas vésturnieki un kuratori pievérsusies
vésturiskiem sizetiem par cilvéka un masinas attiecibam maksla, pie-
méram, Masimiliano Dzoni veidojis izstadi "Régi masina” (Ghosts in
the Machine) Nujorkas Jaunaja muzeja (2012). Sperti ari dazi soli vir-
ziena, kas nedaudz atgadina produktivistu domasanu, pieméram,
izstade "Derigas makslas muzejs” (The Museum of Arte Util) Nider-
landes pilsétas Eindhovenas muzeja Van Abbemuseum (2013-2014),
kuras kurators bija Carlzs Ede (Charles Esche). Saikne starp produkti-
vistu saukli “No molberta pie masinas” un musdienu masinizéto
makslu joprojam nav lidz galam izpétita, un sniegt ieguldijumu $ada
izpété ir izstades “Esmu tavs kalps, esmu tavs stradnieks” mérkis.

Izstade parada musdienu datorizétas makslas prakses vésturis-
ko genealogiju un stasta par teorétisku viedoklu apmainu tadas témas
ka makslas loma un funkcijas digitalaja ekonomika un kolektivaja jaun-
rade. Ekspozicijas vesturiska dala, izmantojot elektroniskas muzikas
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The exhibition | am your servant, | am your worker addresses the re-
lationship between man and machine in the artistic production of the
21st century. In this exhibition, ‘machine’is understood as a system of
computer hardware, software and networks as well as a variety of
digital image-making devices and image-sharing platforms. Such de-
vices are the ‘factories’ of the 21st century, universal labour-leisure
machines, objects of consumer desire and at the same time ultimate
instruments of exploitation, control and surveillance. I am your serv-
ant, | am your worker presents a selection of works made after 2000
that are based on computer software, hardware and networks.

I 'am your servant, | am your worker revisits the legacy of the
Soviet Russian avant-garde and projects its revolutionary potential,
its interpretation of Marxist-Leninist ideas and its no less revolution-
ary aesthetics onto contemporary computer-based artistic practices
in order to offer new insights and discuss a new art historical narra-
tive. Leftist political thinking in the light of the ubiquitous ‘Occupy’
movements is relevant and ever-present, as are academic debates
about post-Internet art, the digital economy and digital humanities.
Art historians and curators in the past few years have made attempts
to provide historical narratives of the man-machine relationship in
art, for example, Ghosts in the Machine curated by Massimiliano
Gioni at the New Museum, New York (2012). There have been some
advances in the direction that somewhat echoes Productivist think-
ing, such as The Museum of Arte Util initiated by Charles Esche at
Van Abbemuseum in Eindhoven, The Netherlands (2013-2014). The
connection between the Productivist slogan “From the easel to the
machine” and today’s machine-based artistic production, however,
still remains largely unexplored, and to contribute to such explora-
tion is the aim of the proposed exhibit and related programming.

The exhibition proposes a historical genealogy of present-day
computer-based artistic practices and theoretical debates sur-
rounding issues such as the role and functions of art in the digital
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Cilvékveidigi roboti atdarina Kraftwerk dalibniekus, elektroniskas mazikas celmlauzus /
Humanoid robots representing the members of Kraftwerk, pioneers of electronic music
1977

Foto no publicitates materialiem / Publicity photo

pirmatklajeju 1970. gada Diseldorfa dibinatas grupas Kraftwerk kon-
certu novatorisko vizualo noforméjumu, sasaista dazas 20. gadsimta
20. gadu padomju Krievijas produktivistu idejas ar musdienu praksi.
Kraftwerk audiovizualas performances un musdienu darbu izlase
tiek pasniegtas ka atskirigas, tacu pamatotas atbildes uz revolucio-
naro saukli “No molberta pie masinas” — ta saucas 1923. gada izdota
gramata, ko sarakstijis viens no krievu produktivisma teorétikiem Ni-
kolajs Tarabukins.

Musdienu darbi sagrupéti tris tematiskas kopas, kas piedava ne-
linearu stastijumu, pievérsoties cilvéka un masinas mijiedarbibai no
dazadiem skatpunktiem. Sadala “Gaistosais kermenis” (The Vanishing
body) atseviski cilvéka kermena veidoli izztd, dodot vietu vienkopu
téliem, kuros jausami laika un telpa dominéjosie modeli. “Masinre-
dze" (The Machine vision) péti dazus automatiskas attéla pazisanas
un novérosanas sistému aspektus, betizstades dala “Cilvéciskais pie-
skariens” (The Human touch) atklaj tieSu un fizisku mijiedarbibu starp
skatitajiem un masinam, ko vini iedarbina.

Makslinieki, kuru darbi skatami izstadé:

Vésturiska dala

Gustavs Klucis (1895 Latvija — 1938 Krievija)

Lubova Popova (1889 Krievija — 1924 Krievija)

Aleksandrs Rodcenko (1891 Krievija — 1956 Krievija)

Varvara Stepanova (1894 Krievija — 1958 Krievija)

Kraftwerk (Diseldorfas elektroniskas muzikas grupa, dibinata 1970. gada)

“"Gaistosais kermenis”

Dzeisons Selavons (Jason Salavon, dz. 1970, dzivo un strada Cikaga)
United Visual Artists (Londonas makslas un dizaina grupa, dibinata
2000. gada)
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Leningradas Elektronikas institdits, PSRS. Zurnals Life /
Leningrad Electronical Institute, USSR. Life Magazine
1959

Foto no publicitates materialiem / Publicity photo

economy and collective artistic production. The historical part of
the show connects some of the Soviet Russian Productivist ideas of
the 1920s to contemporary practices through the groundbreaking
designs, performances and stage-sets of Kraftwerk, those pioneers
of electronic music founded in Dusseldorf in 1970. The title of the
exhibition is borrowed from the single Die Roboter (The Robots)
from Kraftwerk's aloum Die Mensch-Maschine (The Man-Machine,
1978). The screening of audiovisual performances by Kraftwerk and
the selection of contemporary works in the exhibition are presented
as diverse but valid responses to the revolutionary call From the Ea-
sel to the Machine, the title of a book by one of the theorists of Rus-
sian Productivism, Nikolai Tarabukin, published in 1923.

The contemporary works in the exhibition are grouped in three
thematic clusters that offer a non-linear narrative focusing on the
interaction between man and machine from different perspectives.
In “The vanishing body”, individual images of the human body dis-
appear to give place to aggregate images showing over-arching
patterns through space and time. “The machine vision” explores
some of the aspects of automated image recognition and surveil-
lance systems. Works in “The human touch” address direct and
physical interaction between spectators and the machines that they
activate.

List of participating artists:

Historical part

Gustavs Klutsis (1895, Latvia — 1938, Russia)

Liubov Popova (1889, Russia — 1924, Russia)

Aleksandr Rodchenko (1891, Russia — 1956, Russia)

Varvara Stepanova (1894, Russia — 1958, Russia)

Kraftwerk (DUsseldorf-based electronic music group, founded in 1970)
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Rodzers Liks Djuboiss. Skapsts. Video /
Roger Luke DuBois. Kiss. Video
2010

Foto no publicit: liem / Publicity photo
Pateiciba maks




“Masinredze”

Rodzers Luks Djuboiss (R. Luke DuBois, dz. 1975, dzivo un strada
Nujorka)

Deivids Rokebijs (David Rokeby, dz. 1960, dzivo un strada Toronto)

“Cilveciskais pieskariens”

Nova DZanga (Nova Jiang, dz. 1985, dzivo un strada Losandzelosa)
Rafaels Losano-Hemmers (Rafael Lozano-Hemmer, dz. 1967, dzivo
un strada Monreala).

Kapéec miléet datoru?
Makslas pasaule gan agrak nelabprat atzina, gan joprojam negribigi
pienem datorizéto jaunradi. Agrinie makslinieciskie eksperimenti ar
lieldatoriem 20. gs. 50. un 60. gados, ka novérojis makslas véstur-
nieks Grants Teilors (Grant Taylor), "izraisija noliedzosu, bailpilnu vai
vienaldzigu reakciju”, un tos “noraidija ka aukstus un bezdvéselis-
kus"! Debates, kas turpinajas nakamajos gadu desmitos, loti atgadi-
na tikpat skeptisko un negativo reakciju uz fotografijas izgudroSanu
19. gadsimta — masinradita maksla nekadi nav uzskatama par istu
makslu, un mums jaaizstav makslas joma pret mehaniskam ietaisém,
kas tiecas aizstat makslinieka géniju. Lai gan paris pédéjas desmitga-
dés visas vadosas makslas institGcijas un visi muzeji ir méginajusi
mainit $o paradigmu, izdomu un Saubu éna joprojam paliek.? Dau-
dzas no izstades "Esmu tavs kalps, esmu tavs stradnieks” sniegtajam
makslinieciskajam un teorétiskajam pieejam biezi tiek atstumtas
mala, dévéjot tas par “jaunajiem medijiem” vai “elektronisko makslu”,
tadéjadi tas pastav gandriz vienigi specializétu festivalu, biennalu un
galeriju aprité®. Sada atstumtiba ierobezo skatitaju loku un titad ari
kritisko diskusiju lidz Saurai specialistu un piederigo grupai, izvairo-
ties no domu apmainas ar makslas vésturniekiem, makslas kritikiem,
kuratoriem, ka ar1 ar jauno, lai gan dazbrid neskaidro digitalo huma-
nitaro zinatnu jomu. Siizstade tiecas nodrosinat vietu un laiku $adai
mijiedarbibai.

|zstades nosaukums aizguts no vacu elektroniskas muzikas pa-
matlicéju Kraftwerk 1978. gada ietekmiga albuma “Cilvékmasina”
(Die Mensch-Maschine) singla "Roboti” (Die Roboter). "Robotos” $is
rindas deklamé datormodificéta balss krievu valoda: A tBovi cayra, 5
TBOV paboTHMK.* Tas stasta par robotu ka cilvéka kalpu, masinu, kas
ir programmeéta veikt cilvéka uzdotos uzdevumus; tomér vienlaikus
Sai masinai pieskirta varéSana, personiba, ego no pirmas personas
skatpunkta, kas liek noprast, ka tai piemit zinamas prata sp€jas un
emociju limenis, lai vismaz atdarinatu cilvéka pratu. Kraftwerk dalib-
niekus biezi attélo ka cilvékveida robotus — masinas, kuras imitéts
cilvéka kermenis. Turklat citétas rindas atgadina par 20. gs. 20. gadu
padomju Krievijas avangarda makslu, it ipasi produktivismu, kas
ieverojami ietekméjis vizualas izteiksmes formas, kuras Kraftwerk iz-
véléjusies savu albumu vakiem un performancem.

“Esmu tavs kalps, esmu tavs stradnieks” pieversas cilvéka un masi-
nas attiecibam datorizétaja maksla kop$ 2000. gada. Izraudzitie makslas
darbi jaskata ka tieSa vai netieSa reakcija uz krievu produktivisma
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The Vanishing body

Jason Salavon (b.1970, lives and works in Chicago)

United Visual Artists (London-based art and design group, founded
in 2000)

The Machine vision
R. Luke DuBois (b.1975, lives and works in New York)
David Rokeby (b. 1960, lives and works in Toronto)

The Human touch
Nova Jiang (b. 1985, lives and works in Los Angeles)
Rafael Lozano-Hemmer (b. 1967, lives and works in Montreal)

Why love the computer?

The art world has been and still is reluctant to embrace comput-
er-based artistic practices. The early artistic experiments with main-
frame computers in the 1950s and 1960s “elicited a negative, fearful
or indifferent response” and were “dismissed as cold and soulless”,
as art historian Grant Taylor has observed.! The ensuing debates in
the upcoming decades very much recalled similarly sceptical and
negative responses to the invention of photography in the middle of
the 19th century — machine-made art can in no way be considered
real art, and we have to protect the realm of art from mechanical
apparatuses striving to replace the genius of the artist. Even though
during the last couple of decades paradigm-shifting advances have
been made by all leading art institutions and museums, an air of sus-
picion and doubt still lingers.> Many of the artistic and theoretic ap-
proaches that this exhibition introduces are often marginalised as
‘new media’ or ‘electronic art’" and thus exist almost exclusively
within a circuit of specialised festivals, biennales and galleries.® This
marginalisation tends to limit the audience and therefore the critical
debate to a narrow group of specialists and insiders, escaping inter-
action with art historians, art critics and curators as well as the
emerging, if sometimes vague, field of digital humanities. The exhi-
bition | am your servant, | am your worker aims to provide a place
and time for such interaction.

The title of the exhibition is borrowed from the single Die Ro-
boter by the German pioneers of electronic music Kraftwerk from
their highly influential album Die Mensch-Maschine (1978). In Die
Roboter, these lines are recited by a computer-modified voice in
Russian: “S Teowi cnyra, 51 TBovi paboTHmK" (Ya tvoi sluga, Ya tvoi
rabotnik).* These lines refer to a robot as a servant of man, a ma-
chine thatis programmed to perform tasks that man has assigned to
it, yet at the same time they give this very machine an agency, a
personality, an ego via the first-person perspective, implying a cer-
tain level of mental-emotional capacity to at least mimic the human
mind. The members of Kraftwerk themselves often are represented
by humanoid robots — machines that mimic the human body. In ad-
dition, these lines suggest a reference to the legacy of the Soviet
Russian avant-garde of the 1920s, Productivism in particular, that
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Kraftwerk. Albumu vaki /
Kraftwerk. Selected album covers

Foto no publicitates materialiem / Publicity photos

teorétiku un makslinieku revolucionarajam idejam - So modeli
Kraftwerk piedavaja 20. gs. 70. un 80. gados. Ekspozicijas konteksta
masina ir datoraparaturas, programmatdras un tikli, ka ari dazadu di-
gitalu attélu radisanas iekartu un attélu koplietoSanas platformu sis-
témas. Sadas ierices ir 21. gadsimta “ripnicas’, universalas masinas
darbam un valas briziem, patérétaju iekares objekti un vienlaikus gal-
venie ekspluatacijas, kontroles un novérosanas riki. Izstade iepazisti-
na ar maksliniecisko praksi, kam, Skiet, ir vairak kopiga ar zinatnisko
pétniecibu, masinblvi, programmeésanu, datu analizi, zurnalistiku vai
komunikacijas studijam neka ar mums pazistamo makslas radisanu
makslinieka darbnica.

Dazas cilveka un masinas attiecibu Skautnes, ko rosina izstades
makslinieki, apstrid vai apstiprina noteiktus darba modelus digitalaja
ekonomika, datu ieguves un novérosanas tehnologiju izmantosana,
algoritmu procesu, datorredzes un automatizétas attéla analizes un
pazisanas programmaturu lietojuma. Galvena veériba veltita tam, ko
kadreizéjie industrialas makslas parstavji drosi vien batu dévéjusi par
makslas “radiSanas un izplatiSanas mehanizétiem un kolektiviem vei-
diem™. Izradas, ka daudzas padomju Krievijas makslas vésturnieka
un teorétika Nikolaja Tarabukina idejas, kuras izklastitas produktivis-
ma manifesta “No molberta pie masinas”, divaini atbalsojas musdie-
nu makslas prakseé un domu apmaina, kas saistas ar makslas radiSanu
digitalaja ekonomika. Savulaik produktivisma makslinieki un teoreétiki
polemiz€ja, aizstavot jaunu dailrades veidu, kad japamet molberts
un jakeras pie masinas. Vini vienigi nevaréja paredzet, ka tiesi péc
2000. gada cilvéks mijiedarbosies ar masinu, proti, ka cilvéka veikto
datu ievadi analizés, sintezés un citadi apstradas datora programma-
tara un / vai izplatis datortiklos.

Saja ievada dazi visbutiskakie cilvéka un maginas attiecibu aspekti
musdienu datorizétaja maksla ir izklastiti no makslas véstures stastiju-
ma viedokla, kas nedaudz atskiras no Rietumu macibu gramatu kano-
niem. Kop$ 2000. gada atseviski elementi plasaka diskusija par cilvéka
un masinas attiecibam ir iztirzati zinatniskos rakstos, konferencés un
muzeju izstadés, tacu Sie elementi vél nav sapludusi kopa, lai veidotu
skaidru vésturisku stastjumu, kas sasaistitu datorizétas makslas praksi
ar agrina 20. gadsimta vésturiskajiem avangarda virzieniem.
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has greatly influenced the forms of visual expression chosen by
Kraftwerk for their album covers, stage designs and visual compo-
nents of their live performances.

I am your servant, | am your worker addresses the man-ma-
chine relationship in computer-based art made since 2000. The se-
lected artworks are viewed as a direct or indirect response to the
revolutionary ideas of the Russian Productivist theorists and artists
as well as a continuation or development of the complex model of
such a relationship proposed by Kraftwerk in the 1970s and 1980s. In
the context of this exhibition, the machine is understood as a system
of computer hardware, software and networks as well as a variety of
digital image-making devices and image-sharing platforms. Such
devices are the ‘factories’ of the 21st century, universal labour-lei-
sure machines, objects of consumer desire and at the same time
ultimate instruments of exploitation, control and surveillance. The
exhibition introduces artistic practices that seemingly have more in
common with scientific research, engineering, programming, data
analysis, journalism or communication studies than the studio art
practice as we know it.

Some aspects of the relationship between man and machine
that artists participating in I am your servant, | am your worker are
activating include questioning or affirming certain models of labour
in the digital economy, use of data mining and surveillance technol-
ogies, application of algorithmic processes, computer vision and
automated image analysis and recognition software. The exhibition
focuses on what the historical Productivists perhaps would have
called "mechanised and collective forms of production and distribu-
tion” of art.® It turns out that many of the ideas that the Soviet Rus-
sian art historian and theorist Nikolai Tarabukin mapped out in the
manifesto of Productivism From the Easel to the Machine (1923) are
eerily echoed in present-day artistic practices and debates sur-
rounding artistic production within the digital economy. The histor-
ical Productivists argued for a new mode of artistic production, for
the abandonment of the easel in favor of the machine. But they
could not foresee the exact ways in which man would interact with
the machine after 2000, i.e. the ways in which human input is ana-
lysed, synthesised and otherwise processed by computer software
and/or distributed via computer networks.

This introduction maps out some of the most relevant aspects
of the man-machine relationship in contemporary computer-based
art from a perspective of an art historical narrative that slightly differs
from the Western textbook canon. Separate elements of a broader
discussion regarding the relationship between man and machine
have been addressed in scholarly writing, conferences and museum
exhibits since 2000, but these elements have not yet come together
in the shape of a distinct historical narrative connecting meaningful-
ly the contemporary computer-based artistic practices with the his-
torical avant-gardes of the early 20th century.

For instance, there is an ever-presentinterest in the artistic pro-
duction of post-revolutionary Russia. Constructivist and Productivist
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Skats no izstades Kraftwerk — Retrospective 12 34 56 7 8 MoMA 2012. gada 10.-17. aprili /
View from the Kraftwerk — Retrospective 1 2 34 5 6 7 8 exhibition at MOMA, April 10-17,
2012

Foto / Photo: Alise Tifentéle
Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekiem un MoMA / Courtesy of the artists and MoMa

Pieméram, joprojam nezud interese par pécrevollcijas Krievijas mak-
slu. Konstruktivistu un produktivistu darbiem nepartraukti pievérsas
Eiropas un ASV makslas muzejos, un tie ir redzami plasas grupu eks-
pozicijas un parskata izstadés. Tomér Siem darbiem piemitosais re-
volucionarais potencials un politiskas idejas nav dzilak pétitas. No
$ada viedokla "Esmu tavs kalps, esmu tavs stradnieks” vélreiz atgrie-
zas pie ST mantojuma, lai to retrospektivi skatitu caur masdienu social-
ekonomisko procesu objektivu un raudzitos, ka agrina 20. gadsimta
marksisma-leninisma politiskas idejas var savietot ar musdienu no-
risém, lai rastu jaunas atklasmes un izdaritu jégpilnus secinajumus.
Viens no neseniem paraugiem ir izstade “Rodcenko un Popova:
definéjot konstruktivismu” (Rodchenko & Popova: Defining Con-
structivism), kas notika Tate Modern Londona (2009. gada 12. feb-
ruaris — 17. maijs).®
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works in general are constantly revisited in art museums in Europe
and the U.S., and their work is visible in large group exhibits and sur-
vey shows. The revolutionary potential and political ideas inherent
in these works, however, largely remain unexplored. | am your serv-
ant, | am your worker in this aspect aims to revisit this heritage once
again, to view it retrospectively through the lens of today’s socioec-
onomic developments and see how the Marxist-Leninist political
ideas of the early 20th century can be projected onto contemporary
processes in order to find new insights and make meaningful con-
nections. One of the recent examples was the large-scale exhibition
Rodchenko & Popova: Defining Constructivism at Tate Modern,
London (February 12 — May 17, 2009).6

The heritage of Productivism was explored in a seminar titled
The New Productivisms, organised by the Barcelona Museum of
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Kraftwerk. Skats no performances /
Live performance shoot

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekiem / Courtesy of the artists

Produktivisma mantojums tika pétits seminara “Jaunie produktivis-
mi” (The New Productivisms) Barselonas Modernas makslas muzeja
(MACBA, 2009. gada 27.-28. marts), un péc tam iznaca zinatnisku
rakstu krajums.” Saja seminara makslinieki, kultras teorétiki, kinore-
zisori, politiskie aktivisti un makslas vésturnieki sprieda par produkti-
visma vésturisko mantojumu. Dalibnieku vidu bija Devins Fors (Devin
Fore), Kristina Kaiere (Christina Kiaer), Dmitrijs Vilenskis (Amutpusi
Bunerckwii), Makrolab un Hito Steierla (Hito Steyerl). Turklat produk-
tivistu iedvesmota teorétiska doma paradas filosofa Geralda Rauniga
(Gerald Raunig) un makslas vésturnieka Dzona Robertsa (John Ro-
berts) darbos.® Digitalas ekonomikas tehnologiskais aspekts un
makslinieka loma un funkcijas taja ir iztirzati teorétiskos rakstos, un
tiem pievérSas makslas prakse, ko dazreiz dévé par postinterneta
makslu vai postinterneta kultdru. Sie ir noderigi termini, lai gan to
neskaidriba biezi ierobezo domu apmainu timekla lietosanas Sauraja
laucina. Sada nepilniba liecina par to, ka makslas véstures joma trikst
labaka, piemérotaka vardu krajuma, lai kritiski un razigi diskutétu par
musdienu datorizéto makslu. Viens no postinterneta diskusijas izci-
lakajiem dalibniekiem ir makslinieks Artijs Virkants (Artie Vierkant),
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Contemporary Art (MACBA, March 27 — 28, 2009), which resulted in
a publication of scholarly articles.” This seminar involved artists, cul-
tural theorists, filmmakers, political activists and art historians debat-
ing the political and aesthetic legacy of Productivism; among the
participants were Devin Fore, Cristina Kiaer, Dmitry Vilensky, Makro-
lab and Hito Steyerl. Furthermore, Productivist-inspired theoretical
thinking is present in recent writings by philosopher Gerald Raunig
and art historian John Roberts.® The technological aspect of the dig-
ital economy and the artist’s role and functions within it have been
addressed in theoretical writings and actual artistic practices that
sometimes are referred to as Post-Internet art or Post-Internet cul-
ture. These are useful terms, although their vagueness often limits
discussions to a narrow field of web-based practices. Such a short-
coming points to a lack of better, more suitable art historical vocab-
ulary for a critical and productive debate about contemporary com-
puter-based artistic practices. One of the most prominent voices in
the Post-Internet debate is artist Artie Vierkant, whose theoretical
article The Image Object Post-Internet (2010) has been widely dis-
cussed.’ An emerging and energetic voice belongs to Omar Kholeif,
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Kraftwerk. Skats no performances /
Live performance shoot

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekiem / Courtesy of the artists

kura teorétiskais raksts “Téla objekts pécinterneta laikmeta” (The
Image Object Post-Internet, 2010) ir plasi apspriests.® Kluvusi dzirda-
ma Vél kada energiska balss — tas ir Londonas VaitCepelas galerijas
makslinieks un kurators Omars Holeifs (Omar Kholeif), kura redakci-
ja izdotais krajums “JUs esat Seit: maksla péc interneta” (You Are
Here: Art After the Internet, 2014) piedava daudz jaunu iespéju tala-
kai pétniecibai un domu apmainai.t°

Cilvéka un masinas attiecibu attélojumam 20. gadsimta maksla
veltitas vairakas nesenas makslas izstades. Ka jaunako no tam var mi-
nét Ricarda Hamiltona (Richard Hamilton) ekspozicijas “Cilvéks, ma-
Sina, kustiba” (Man, Machine and Motion, 1955) rekonstrukciju ICA
Londona (2014. gada 12. februaris — 6. aprilis).™* Turklat dazs kurators
izméginajis spékus virziena, kas nedaudz atgadina produktivistu do-
masanu, pieméram, Carlzs Ese istenoja jau minéto ambiciozo pro-
jektu “Derigas makslas muzejs” Van Abbemuseum Eindhovena
(2013. gada 7. decembris — 2014. gada 30. marts).?2

levérojot visas nesenas diskusijas un notikumu gaitu, izstade
“Esmu tavs kalps, esmu tavs stradnieks” ir ieceréta ka tiesa reakcija uz
Nujorkas Jauna muzeja izstadi "Régi masina” (2012. gada 18. jalijs —
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artist and curator at the Whitechapel Gallery, London, whose edited
volume You Are Here: Art after the Internet (2014) opens up numer-
ous new avenues of further research and discussion.!

The man-machine relationship in 20th-century art has been
revisited in several recent art exhibitions. The reconstruction of
Richard Hamilton's Man, Machine and Motion (1955) at ICA, London,
can be mentioned as the most recent example (February 12 — April
6, 2014).1 In addition, some speculative curatorial advances have
been made in a direction that somewhat echoes Productivist think-
ing, such as the ambitious project The Museum of Arte Util initiated
by Charles Esche at Van Abbemuseum in Eindhoven, The Nether-
lands (December 7, 2013 - March 30, 2014).1?

Considering all these recent debates and developments, | am
your servant, | am your worker is conceived as a direct response to
the recent show at the New Museum, Ghosts in the Machine (July
18 — September 30, 2012), curated by Massimiliano Gioni and Gary
Carrion-Murayari.®* Whereas Ghosts presented the man-machine
relationship in a romanticised manner, defining as a ‘machine’ virtu-
ally any mechanical device and depiction thereof from the dystopi-
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30. septembris), kuras kuratori bija Masimiliano Dzoni un Gerijs Ke-
rions-Murajari (Gary Carrion-Murayari).”* "Régi madina” atklaja cilvé-
ka un masinas attiecibas romantiska manieré, defingjot ka “masinu”
faktiski jebkuru mehanisku ierici un tas attélojumu — no distopiska
moku rika, ko Francs Kafka iztélojies isstasta “Labosanas darbu kolo-
nija" (In the Penal Colony, 1914), lidz Tomasa Bairles (Thomas Bayrle)
sietspiedes grafikam ar autodalu attélu kolazu (1989). Savukart izsta-
dé "Esmu tavs kalps, esmu tavs stradnieks” masina loti konkréti tiek
saprasta ka dators. Turklat $i izstade aicina izsekot ipasu cilvéka un
masinas attiecibu genealogiju, kas atSkiras no “Régiem masina.” Dzoni
savai izstadei izvéelgjas ortodoksalo disanisko ciltskoku:

Marsels DiSans Ric¢ards Hamiltons Haralds Scémans
“Cilveks, masina, kustiba”

(1955)

“Lielais stikls”
(1915-1923)

“Vecpuisu masinas”
(1975)

Turpretim “Esmu tavs kalps, esmu tavs stradnieks” ierosina uzzimét
ciltskoku, kurs plesas pari nedaudz paSaurajam Rietumu elitaras, ap
Disanu rotéjosas makslas véstures robezam un iesniedzas jomas, kur
maksla un jaunrade saplUst ar popularo kultdru un to, ko var saukt
par parasto ikdienas dzivi:

Tikla kamera

Nikolajs Tarabukins Kraftwerk

“No molberta "Cilvekmasina”  Instagram, novéro$anas

pie masinas” sistémas, automatiska seju

atpazisana

“Esmu tavs kalps, esmu tavs stradnieks” mérkis ir papildinat izstades
"Régi masina” perspektivu ar atskirigu redz&jumu un sniegt ieguldiju-
mu teorétiskaja diskusija, rosinot jautajumus, kam “Régos” nav pie-
vérsta uzmaniba, pieméram: cilvéka kermenis (vai ta attélojums), kas
izmantojams ka ar datoru analiz€jamu un interpretéjamu datu avots;
makslinieka - razotaja loma un funkcija digitalaja ekonomika; biezi
vien neskaidras attiecibas starp darbu un brivo laiku, razoSanu un pa-
térinu, makslu un zinatni utt.

Viens no produktivisma pamatprincipiem bija makslinieciskas
jaunrades ieklausana ikdienas dzivé, atseviskas makslas jomas likvi-
désana gan attieciba uz tas radiSanu, gan patérinu. Datorizétajiem
medijiem Tsteniba ir izdevies to likvidét vismaz tada zina, ka vienu un
to pasu aparattru biezi lieto, lai raditu un patérétu gan makslu, gan
nemakslu. Visi izstades “Esmu tavs kalps, esmu tavs stradnieks” darbi
tapusi, izmantojot tas pasas darba / atpdtas masinas (piem., pro-
grammatura, tiklam pieslégti datori un kameras), ko lieto citos razo-
Sanas veidos — tostarp filmu uznemsana, bet ne tikai —, videospéles,
popmuzikas video, novéro$anas un drosibas sistémas, veselibas aiz-
sardziba, socialajos medijos, pétnieciba un citur. Daudzos gadiju-
mos makslinieks ir tas pats inzenieris, programmétajs, datu analitikis,
un maksla biezi top, stradajot komanda. Pieméram, socialie tikli un
attélu koplietoSanas platformas kopa ar visparpieejamam attélu radi-
Sanas iericem, tadam ka viedtalruni, sekmé attélu radisanas galigo
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Kraftwerk. Skats no performance /
Live performance shoot

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekiem / Courtesy of the artists

an torture machine envisioned by Franz Kafka in the short story In
the Penal Colony (1914) to silkscreen prints by Thomas Bayrle with
collaged images of car parts (1989), | am your servant, | am your
worker focuses on a very specific understanding of a machine as a
computer. Furthermore, | am your servant, | am your worker claims
a particular genealogy for the exploration of the man-machine rela-
tionship that differs from Ghosts in the Machine. Gioni for his exhibi-
tion choose an orthodox Duchampian lineage that can be summa-
rised like this:

Marcel Duchamp Richard Hamilton Harald Szeemann
The Large Glass

(1915-1923)

Man, Machine, Motion The Bachelor Machines
(1955) (1975)

I'am your servant, | am your worker instead suggests a genealogy
that extends over the somewhat limiting boundaries of the Western,
elitist and Duchamp-centred art history and reaches into territories
where art and artistic production are merging into the popular cul-
ture and what can be called everyday life in general:

Nikolai Tarabukin
From the Easel to
the Machine

Web camera
Instagram,
face recognition and
observing system

Kraftwerk
Die Mensch-Maschine

The aim of | am your servant, | am your worker is to add a different
perspective to the one that was mapped out in Ghosts in the Machine
and to contribute to the theoretical debate by mobilising issues that
were overlooked in Ghosts, such as: the use of the human body (or
representations thereof) as a source of data to be analysed and inter-
preted by computers; the role and functions of the artist as producer*
in the digital economy; the often confused relationship between la-
bour and leisure, production and consumption, art and science, etc.
One of the basic principles of Productivism was the integration
of artistic production in real everyday life, the elimination of a sepa-
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demokratizaciju. “Pagatnes teleologiska maksla ieguva savu jégu
tad, kad to atzina individs, savukart nakotnes maksla iegus $o jégu sa-
biedribas atziniba. Demokratiska maksla visam formam jabut sociali
pamatotam,” 1923. gada rakstija Tarabukins.** Turklat vin$ uzsvéra
domu par “instalaciju”, kam jaizstaj savdabigs, vienreizigs “makslas
priekdmets”. Ka lasams makslas zinatnieces Marijas Gofas (Maria
Gough) raksta, manifests “No molberta pie masinas” “pasludina
“makslas navi, molberta formu navi”, ko aizstas mehanizétas, kolek-
tivas radisanas un izplatisanas triumfs"®. Visai paradoksali, tacu var
apgalvot, ka Sadu triumfu vismaz dazos aspektos iemieso izstadé re-
dzamie darbi.

Produktivisma piekritéju Aleksandra Rod¢enko, Varvaras Ste-
panovas, Lubovas Popovas un Gustava Kluca térpu skices, fotografi-
jas un fotomontazas iepazistina ar jauna veida cilvécisku butni — ma-
Sinai lidzigu un funkcionalu, raditu, izmantojot vienkarsotus un ne-
organiskus elementus. Sie produktivistu atveidotie kermeni kiet ka
prieksteci cilvékmasinai, kas Kraftwerk dziesma “Roboti” saka, ldk,
ko: "Més uzladéjam baterijas, un nu mums gana energijas, més esam
roboti, darbojamies automatik un dejojam mekanik.” (Originalraksti-
ba vedina domat par vienkarsotu cilvéka valodu, kas parvérsta iedo-
maté masinvaloda.)

Kraftwerk vizualais sniegums un jauninajumi muzikas joma ir
saikne starp 20. gs. 20. gadu padomju Krievijas avangardu un datori-
zétas makslas tapsanu, kas aizsakas 20. gs. 70. un 80. gados un péec
2000. gada ir kluvusi seviski acimredzama un aktuala. Budami paga-
jusa gadsimta 70. gados produktivisma iedvesmotas vizualas estéti-
kas un datorgenerétas muzikas atdzimsanas celmlauzi, Kraftwerk ari
paslaik ir ipasi rosigi un pamanami. Grupa regulari uzstajas visa pa-
saulé, un vinu koncerti tiek rikoti ari makslas muzejos - viens no iz-
cilakajiem $adiem pasakumiem bija 2012. gada retrospekcija MoMA,
veidota ka astonu secigu multimediju izrazu virkne®.

Lai cik paradoksali tas butu, nesenaja kritiskaja analizé par Kraft-
werk daudzviet iedzivinata produktivistu vizuala valoda. Kaut gan
taja nav tiesas atsauces uz krievu avangardu, $ada izteiksme atgadi-
na, ka 20. gs. 20. gados izvirzitas problémas joprojam ir aktualas un
nav atrisinatas. Teatra vésturnieks Deivids Petijs (David Pattie) raksta,
ka “tehnologijas sekmé un sakarto jauna veida attiecibas starp indivi-
du, vina vidi un citiem individiem. Tadéjadi, ka varétu apgalvot, tas
rada jaunas butnes — batnes, ko tagad pirmkart un galvenokart defi-
né atkariba no to attiecibam ar jaunajam tehnologijam. Nav ta, ka
Sajas performancés cilvéks pazustu pavisam vai tiktu pilniba piepul-
Cets jaunajiem medijiem, kas tiek izmantoti. Drizak ir pardomata sais-
tiba starp cilvéku un masinu, un no Sis mijiedarbes rodas jauni prieks-
stati par cilvécisko." Tik tiesam cilvéka un masinas attiecibas ir viens
no galvenajiem elementiem Kraftwerk jaunradé. Sada cilvéka un
masinas attiecibu “pardomasana” ir ari svarigaka doma izstadé “Esmu
tavs kalps, esmu tavs stradnieks”. Visi eksponétie darbi ta vai citadi
saistas ar cilvéka kermeni un ta sarezgitajam attiecibam ar masinu.

Turklat ideja par tikla kameru - hibridierici, kas sastav no novéro-
Sanas un viedtalruna kameras, lietojumprogrammam, attélu tiessaistes
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rate field of art both in terms of its production and consumption.
Computer-based media have virtually succeeded in such elimination
atleastin the sense that the same hardware and software is very often
used to produce and consume what might be called art as well as
non-art. All works in the exhibition | am your servant, | am your work-
er are made using the same labour-leisure machines (i.e. software,
networked computers and cameras) that are employed in other types
of production, including but not limited to fields such as filmmaking,
video games, pop music videos, surveillance and security systems,
health care, social media, marketing, scientific research, etc. In many
cases the artist equals an engineer, a software programmer, a data
analyst, etc., and often the art-making involves teamwork.

For instance, social networks and image-sharing platforms to-
gether with the general availability of image-making apparatuses
such as smartphones contribute to what can be seen as the ultimate
democratisation of image-making. “If the teleological art of the past
found its meaning in recognition by the individual, then the art of the
future will find such meaning in recognition by society. In a demo-
cratic art all form must be socially justified,” Tarabukin wrote in 1923.15
Moreover, Tarabukin emphasised the idea of ‘installation’ that will re-
place a singular, unique ‘art object’. As art historian Maria Gough has
putit, From the Easel to the Machine "is a declaration of ‘the death of
painting, the death of easel forms” and the triumph, in their place, of
mechanised and collective forms of production and distribution."
Paradoxically enough, it can be argued that such triumph, at least in
some aspects, is embodied in works presented in the exhibition.

Costume designs, photographs and photomontages by Pro-
ductivist artists such as Aleksandr Rodchenko, Varvara Stepanova,
Liubov Popova and Gustavs Klutsis introduce a new type of human
being, machine-like and functional, designed using simplified and
inorganic elements. These images of the Productivist body seem to
anticipate the man-machine that speaks in Kraftwerk's song Die Ro-
boter (1978): "We're charging our battery and now we're full of en-
ergy, we are the robots, we're functioning automatik and we are
dancing mekanik” (original spelling refers to the simplification of hu-
man language into an imagined machine language).

Kraftwerk in their visual presentation as well as in their musical
innovations present a link between the Soviet Russian avant-garde
of the 1920s and the rise of computer-based artistic production that
started in the 1970s and 1980s and has become especially visible
and relevant after 2000. Being pioneers of the revival of the Produc-
tivist-inspired visual aesthetic and computer-generated music of the
1970s, Kraftwerk are highly present and visible also today. They tour
the world on a reqular basis and their shows are staged in art muse-
ums as well (one of the most notable examples being the retrospec-
tive at MOMA in 2012, conceived as a series of eight consecutive
multimedia performances).”” Their performances continue to up-
date and revisit the legacy of the Productivists and Constructivists,
employing the latest developments in animation, 3D imaging and
stage lighting.
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koplietojuma platformam, seju atpaziSanas un attélu analizes rikiem
un interneta (intraneta) piesléguma - iepazistina mus ar jauna veida
masinu, kas vienlaikus darbojas gan ka attélu radisanas, gan to koplie-
toSanas iekarta. Var uzskatit, ka Saja iekarta istenojusas produktivistu
fantazijas, dodot ikvienam iespéju klat par vizualas informacijas radita-
ju un izplatitaju.!® Tikla kamera ir msdienu rpnicas, universalas darba
un atputas masinas, neatnemama sastavdala. Vairums darbu izstadé
saistas ar attéliem, kas nemti no Sadam kameram, kuras reala laika re-
Zima iegust attélus no apkartéjas vides.

Produktivisti pievérsas rupnicai ka galvenajai razo$anas vietai
industrialaja ekonomika. Vini neatlaidigi apgalvoja, ka $aja vieta jano-
tiek art makslinieciskajai jaunradei, jatop makslas darbiem. Musdienu
maksliniekus galvenokart saista digitalas ekonomikas rdpnicas, uni-
versalas darba un atpttas masinas, ko daudzi no mums vienmér
nésa sev lidzi. ST jauna razotne — personalais dators un lidzigas ieri-
ces — ir jauna razoSanas vieta, ekspluatacijas un novérosanas vieta.
Vienlaikus ta ir nenoskirami sapludusi ar patérina vietam, valas brizu
pavadisanas vietam un pati jauna razotne kluvusi par patérétaja vél-
mes objektu. Varétu apgalvot, ka 2014. gada laudis savus iMac, iPad
un iPhone mil daudz vairak, neka laudis 1914. gada milgja kauséja-
mas krasnis, vérpjamas masinas vai kalnrtpniecibas urbjus. Ikdienas
dzives lielaka dala mums nerdp, jo mums jau pirms kada laika ir iepa-
ticies dators. Viens no produktivisma teorétikiem krievu makslas vés-
turnieks Boriss Arvatovs (bopuc Apsatos) 1925. gada paredzéja, ka
taps jauns socialistisks objekts, kas darbosies “ka sabiedrisks darba-
spéks, darbariks un darbabiedrs™®. Mlsdienu elektroierices var defi-
nét tiesi tadiem vardiem. Vai tas nozimétu, ka més esam istie produk-
tivisti, par kadiem sapnoja 20. gs. 20. gadu krievu avangarda makslas
piekritgji? Vai cilvéka mila pret masinu ir likvidejusi atsveSinato darbu?
Vai visas teorijas, ko més radam ar datoriem ka muasu darbabiedriem,
Isteniba var atspogulot pasreizéjo lietu kartibu?

Kraftwerk: cilvéks, masina un muzika

Izstadé apmeklétajs vispirms noskatas Kraftwerk retrospekciju Mini-
mum-Maximum (2005). DVD ierakstiti grupas koncerti 2004. gada
pasaules tares laika. Vinu uzvedumi turpina aktualizét produktivistu
un konstruktivistu mantojumu un smelties iedvesmu no ta, izmanto-
jotjaunakos animacijas, trisdimensiju attéla un skatuves apgaismoju-
ma tehnologiju sasniegumus.

Cilvéka un masinas attiecibas ir viens no izskirosajiem elementiem
Kraftwerk makslinieciskaja un muzikalaja jaunradé. Vinu pasidentifi-
césanas ar masinu, kas metaforiski partulkota cilvékveida robotu té-
los, redzama visur — visas fotografijas, albumu vakos un muzikas vi-
deo, kur grupas muzikus biezi attélo ka robotus, un daudzas vinu
dzivas uzstasanas reizés, kad roboti aizstaj muzikus uz skatuves, ka-
mér skan dziesma. Vinu muzika cilvéka balsi nereti parveido masina,
un dazreiz tiek izmantota “balss”, kas pilniba generéta ar masinu. 1z-
stades uzmanibas centra ir ari jauns skatijums par cilvéka un masinas
attiecibam, jo visi darbi vai nu prasa tieSu mijiedarbibu ar cilvéka ker-
meni, vai saistas ar ta attélojumiem. Turklat izstade sakas ar Kraftwerk
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Paradoxical as it might be, much of the recent critical analysis of Kraft-
werk revitalises the visionary vocabulary of the Productivists, although
without making a direct reference to the Russian avant-garde, thus
recalling the urgency of issues that were raised in the 1920s and are
still valid and unresolved today. For instance, theater historian David
Pattie notes that "technology facilitates and structures a new set of
relations between the individual, his or her environment and other
individuals. In doing so, it creates, it might be argued, new beings,
beings who are now defined by their relationship to these new tech-
nologies first and foremost. It is not that the human being in these
performance events entirely disappears, or is entirely subsumed with-
in, the new media that the events employ; rather, it is that the relation
between the human and the machine is rethought — and from this
reworking, new ideas of the human emerge.”® Indeed, the man-ma-
chine relationship is one of the pivotal elements of Kraftwerk's artistic
and musical production. Their self-identification with a machine,
metaphorically translated into images of humanoid robots, is ubiqui-
tous in all the photographs, album covers and music videos where
they are often represented as robots and in their live performances
where robots replace the musicians onstage for the length of the per-
formance of Die Roboter. The human voice in their music is often
transformed by machine, or a completely machine-generated 'voice’
sometimes is used. This ‘rethinking’ of the man-machine relationship
is also the focus of the exhibition I am your servant, | am your worker.
All works included in the show in one way or another relate to the
human body and its complex relationship with the machine.

Furthermore, the idea of the networked camera - a hybrid ap-
paratus consisting of surveillance and smartphone cameras, soft-
ware applications, online image-sharing platforms, automated face
recognition and image analysis tools, and Internet (or intranet) con-
nection — presents a new type of machine, which operates simulta-
neously as an image-making and image-sharing device. This device
can be viewed as a materialisation of the fantasies of the Productiv-
ists, giving anyone the possibility to be a producer and distributor of
visual information.’ The networked camera is an integral part of to-
day’'s factory, the universal labour-leisure machine. Most of the
works in [ am your servant, | am your worker relate to images origi-
nating from such a camera, directly sourcing the images from the
surroundings in real time.

The Productivists focused on the factory as the major site of
production in the industrial economy. They insisted that it is also the
site where artistic production should take place. Contemporary art-
ists focus on the factory of the digital economy, the universal la-
bour-leisure machine that many of us carry with us at all times. This
new factory — the personal computer and similar devices — is the
new site of production, the site of exploitation and surveillance. At
the same time, it has seamlessly merged with the sites of consump-
tion, the sites of leisure, and the new factory itself has become an
object of consumer desire. It can be argued that people in 2014 love
their iMacs, iPads and iPhones significantly more than people in
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Deivids Rokebijs. Skirotajdémons. Interaktiva videoinstalacija /
David Rokeby. Sorting Daemon. Interactive video installation
2003

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekam / Courtesy of the artist

aritapec, ka elektroniska muzika un digitala skanas apstrade attiecas
vél uz daziem maksliniekiem, kuru darbi ieklauti ekspozicija (radosa
grupa United Visual Artists faktiski tika izveidota, lai raditu muzikas
video [anglu triphopa grupail Massive Attack; makslinieks Djdboiss
pats ir artkomponists un muzikis; Losano-Hemmers darbos izmanto
skanu, pieméram, cilvéka balss, sirdspukstu vai elpas skanu).

Gaistosais kermenis

Apmeklétajam virzoties talak, nakamais darbs, ko vins redz tiesi sev
preti, ir United Visual Artists interaktiva instalacija “Turpmak” (Hereafter,
2007). Darbs veidots ka vilcinata attéla spogulis: panelis ar nelielu
aizkavesanos atspogulo tam prieksa stavoso cilvéku, turklat sajaucot
reala laika atspulgu ar ierakstitiem to citu personu attéliem, kuras in-
stalacijas prieksa atradas agrak. “Turpmak” var parsteigt un saistit uz-
manibu, aicinot iedzilinaties paréjos izstades darbos. Instalacijai seko
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1914 loved their furnaces, spinning machines and mining drills. In
the practice of everyday life, most of us have stopped worrying and
started to love the computer already for a while. One of the Produc-
tivist theorists, Soviet Russian art historian Boris Arvatov, in 1925 en-
visioned the new socialist object, an object that functions “as a so-
cial-labouring force, as an instrument and as a co-worker."?® Our
modern electronic devices can be defined with exactly the same
words. Does that mean that we are the real Productivists about
which the Soviet Russian avant-garde of the 1920s fantasised? Has
the human love for the machine eliminated the alienated labour?
Are the theories we produce with computers as our co-workers ac-
tually capable of reflecting the current state of affairs?

Kraftwerk: man, machine and music
The visitor's experience of the exhibit starts with a screening of
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Rafaels Losano-Hemmers. Pulsa indekss. Interaktiva instalacija /
Rafael Lozano-Hemmer. Pulse Index. Interactive installation
2010

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekam / Courtesy of the artist

Dzeisona Selavona Cetru lielformata izdruku sérija “Katra Playboy
zurnala vidus atverums, desmitgades (normalizéts)” (Every Playboy
Centerfold, The Decades (normalized), 2002). Makslinieks, izmanto-
jot datu analizes metodi un programmaturu, ir ieguvis Playboy zur-
nalu vidus atvérumu apkopotu attélu, ta izsekodams i fotografijas
zanra attistibai Cetrdesmit gadu garuma. Darbs ataino, ka noteikta
veida ir evoluciongjis kads plassazinas lidzeklu un attélu tirgus seg-
ments, kas ir balstits uz (viriesa) iekari un (sievietes) darbu. Gan “Turp-
mak”, gan “Katra Playboy zurnala vidus atvérums” uzmanibas centra
ir cilvéka kermenis, un abos darbos ta klatbutne un fiziska esamiba
tiek apSaubita — atsevisks kermenis izgaist $aja attélu kopsumma.

Propagandas sienasavize (cTeHrasera)

Uz 20. gs. 20. gadu padomju Krievijas avangarda maksliniekiem un
vinu mantojuma atdzim$anu vacu elektroniskas muzikas grupas
Kraftwerk albumu vakos, performancu fotoattélos un plakatos
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Kraftwerk's retrospective DVD Minimum-Maximum (2005). The
DVD consists of live shows performed during Kraftwerk’s 2004
world tour. Their performances continue to update and revisit the
legacy of the Productivists and Constructivists, employing the latest
developments in animation, 3D imaging and stage lighting.

The man-machine relationship is one of the pivotal elements
of Kraftwerk's artistic and musical production. Their self-identifica-
tion with a machine, metaphorically translated into images of hu-
manoid robots, is ubiquitous in photographs, album covers and mu-
sic videos, where they are often represented as robots, and in many
live performances robots replace the musicians onstage for the
length of a song. The human voice in their music is transformed by
machine, and a completely machine-generated 'voice’ is some-
times used instead. A rethinking of the man-machine relationship is
also the focus of the proposed exhibition, as all works either involve
direct interaction with the human body or deal with representations
thereof. In addition, the exhibit also starts off with Kraftwerk because
electronic music and digital sound processing is relevant to several
other artists included in the show (the United Visual Artists collective
was actually founded in order to produce a music video for Massive
Attack, artist R. Luke DuBois is also a composer and music performer
himself, and artist Lozano-Hemmer's practice often revolves around
sound, like the human voice, the heartbeat and breathing).

The Vanishing body

Further on, the first work directly in front of the visitor is the interac-
tive installation Hereafter (2007) by United Visual Artists. The work
functions as a time-delay mirror: it reflects the person standing in
front of it with a slight delay, in addition mixing the real-time reflec-
tion with recorded images of other persons who were in front of the
installation earlier. This work can surprise and capture attention, in-
viting visitors to explore the rest of the exhibit. Hereafter is followed
by Jason Salavon'’s series of four large-format prints Every Playboy
Centerfold, The Decades (normalized) (2002). The artist has used
data analysis methods and computer software to obtain an aggre-
gate image of Playboy centrefolds, thus viewing this particular gen-
re of photography in development throughout four decades. The
work represents a certain evolution of a mass media and image mar-
ket segment, which is based on desire (male) and labour (female).
Both Hereafter and Every Playboy Centerfold focus on the human
body, and in both works its presence and physicality is questioned -
the individual body vanishes in these aggregate images.

Propaganda wall newspaper (stengazeta)

Pointing to the historical predecessors of present-day debates about
the man-machine relationship, a two-part montage of scanned and
printed visual materials makes a connection between the Soviet
Russian avant-garde of the 1920s and the revival of their legacy in
the album covers, performance photographs and posters by the
German electronic music group Kraftwerk (1970s-2000s).
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United Visual Artists. Turpmak. Interaktiva instalacija /
Hereafter. Interactive installation
2007

Foto no publicitates materialiem / Publicity photo
Pateiciba maksliniekiem / Courtesy of the artists

(1970-2000) jeb uz musdienu diskusijas par cilvéka un masinas at-
tiecibam vésturiskajiem priekSteciem uzmanibu vers skenétu un iz-
drukatu vizualo materialu montaza.

Krievijas makslinieki Aleksandrs Rod&enko, Varvara Stepanova,
Lubova Popova un Gustavs Klucis parstavéti ar térpu skicém, foto-
grafijam, fotomontazam un plakatiem, kuri visi saistas ar produktivis-
tu izsapnoto prieksstatu par nakotnes cilvéka kermeni, kas ieguvis
masinas 1pasibas, tiecas atdarinat masinu vai uztvert sevi ka masinu,
lai darbavieta — vai nu fabrika, vai makslinieka darbnica - klutu pro-
duktivaks.

Vésturiskais arguments galerijas telpa iegust divdaligas sienas-
avizes veidolu — pati propagandas sienasavize ir sazinas forma, ko
20. gs. 20. gados iedibinaja krievu produktivisti. Péc produktivistu
domam, makslinieciskajai jaunradei janotiek vieta, kur norit faktiska
razo$ana — rupnicas —, un cTeHraseta bija viens no panémieniem,
ka vietu un stradniekus iesaistit darbiba, savukart musu gadijuma
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Russian artists Aleksandr Rodchenko, Varvara Stepanova, Liubov
Popova and Gustavs Klutsis are represented by their costume
sketches, photographs, photomontages and posters, all revolving
around the visionary concept of the new Productivist body — a hu-
man body that has acquired machine-like qualities, a body that de-
sires to mimic a machine or identify with a machine in order to be
more productive at the site of labour, be it a factory or artist’s studio.

The historical argument in the gallery space takes the form of a
two-part propaganda wall newspaper (stengazeta in Russian), itself
a form of communication established by the Russian Productivists in
the 1920s. If, according to Productivist thinking, the artistic produc-
tion must take place on the site of actual production — in their case,
in factories — and stengazeta is one of the ways to engage the site
and the workers in such activity, then in our case this gallery space
during this exhibit also becomes a site of production of new mean-
ings and new versions of art history. The design of the two-part wall
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galerijas telpa izstades laika klUst par jaunu nozimju, jaunu makslas
véstures versiju razosanas vietu. Divdaligas sienasavizes kompozicija
aizguta no labi pazistama parauga — Stradnieku kluba, ko Aleksandrs
Rodcenko projektéja padomju paviljonam izstadé Exposition Inter-
nationale des Arts Décoratifs et Industriels Modernes Parizé (1925).

Masinredze

Nakama neliela darbu kopa ir saistita ar daziem masinredzes aspek-
tiem, pievérsoties cilveka kermenim ta, ka to “redz” un analizé masi-
na. Viena no galerijas lielajiem skatlogiem darbojas Deivida Rokebija
interaktiva instalacija “Skirotajdémons” (Sorting Daemon, 2003): uz
ielas pusi pavérsta kamera skené apkartni, un ipasi izstradata pro-
grammatura, lidziga tai, ko izmanto novéro$anas sistémas, atpazist
cilvéku kermenu apveidus. Jaukts reala laika attéls paradas vienlaikus
uz diviem LCD ekraniem (viena var skatities no ielas, otra — no gale-
rijas telpas puses), kuros programmattra saskiro nofilmétos cilvéku
augumu attélus péc apgérba krasas.

Djuboiss videodarba “Sklpsts” (Kiss, 2010) manipulé ar slavenu
filmu fragmentiem, izmantojot datorprogrammu, kas izstradata auto-
matiskai cilveku seju atraSanai. Tomér programmas ierobezojumi
ievérojami izkroplo attélu, sniedzot humoristisku (vai biedé&josu)
prieksskatijumu tam, kada varétu bat pilnigi automatizéta un necilvé-
ciska masinredze vai datorredze. Skanu celins, kas skan darba fona, ka
saka makslinieks, “sklpstu ainas paklauj skanu laika paatrinajumam,
radot atgriezenisko saisu tiklojumu, kas uzsver un stimulé télainibu”.

Cilvéciskais pieskariens

Pedeja darbu kopa ir divas interaktivas instalacijas, ko iedarbina ap-
meklétaji un kas tiesi mijiedarbojas ar vinu kermeniem. Siem darbiem
vajadzigs cilvécisks pieskariens, tas ir masinas, kas izmanto cilvéka
kermeni ka avotu un materialu, lai varétu darboties, un tad izskaitlo So
materialu ar standarta vai péc pasutijuma gatavotam lietojumprogram-
mam, kuras realizé konkrétus algoritmus. Rafaela Losano-Hemmera
instalacijas "Pulsa indekss” (Pulse Index, 2010) cilvéciskais devums ir
apmeklétaja pirkstu nospiedumu raksts un sirdspukstu ritms. Tad ma-
Sina parada neseno apmeklétaju pirkstu nospiedumus, kas “pulsé vinu
sirdspukstu ritma“, ka skaidro makslinieks. Novas Dzangas instalacija
"ldeogenétiska masina” (/deogenetic Machine, 2011) apmeklétajus
aicina pieskarties kontrolpanelim un aktivizét iebtvéto fotokameru.
Masina savac vairakus apmeklétaja uznémumus un ar algoritma pa-
lidzibu ieliek attélus komiksa, kur ziméjumus veidojis makslinieks,
bet kadru secibu noteic cits algoritms. Sos jauktos attélus projicé uz
ekrana, un apmeklétaji var ari izvéléties sanemt tos e-pasta. Ta ap-
meklétajs klust par aktieri komiksa sizeta, ko daléji izstradajusi masi-
na. Abi darbi ir atkarigi no apmeklétaju lidzdalibas vai vinu gatavibas
ar tieSu fizisku mijiedarbi tos aktivizét.

No anglu valodas tulkojusi Sarmite Lietuviete
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newspaper is borrowed from a well-known model, the Workers'
Club designed by Aleksandr Rodchenko for the Soviet pavilion at the
Art Deco exhibition (Exposition Internationale des Arts Décoratifs et
Industriels Modernes, Paris, 1925).

The Machine vision

The next mini-cluster of works relate to some of the aspects of ma-
chine vision, focusing on human bodies as ‘seen’ and analysed by
the machine. One of the gallery’s large display windows is the site
where David Rokeby's interactive installation Sorting Daemon
(2003) operates: the camera pointed outwards to the street scans
the surroundings, and the custom-made software, resembling one
that is used in surveillance systems, recognises images of human
bodies. A composite real-time image is produced simultaneously on
two LCD screens (one to be viewed from the street, the other from
inside the gallery), where the software ‘sorts’ the captured images of
human figures according to the colour of their clothing.

R. Luke DuBois in his video work Kiss (2010) manipulates frag-
ments from famous films applying computer software that is de-
signed to automatically detect human faces. The limitations of the
software, however, causes significant distortions, providing a hu-
morous (or frightening) preview of what a completely automated
and inhuman machine or computer vision might be. According to
the artist, the soundtrack that accompanies this work “subjects the
non-diegetic soundtrack of the kissing scenes to an auditory time-
lapse effect, creating a feedback network that underscores and pro-
pels the imagery”.

The Human touch

The last mini-cluster of works consists of two interactive installa-
tions that are activated by the visitors and directly involve their bod-
ies. These works need the human touch — human input — to oper-
ate; they are machines that use the human body as their source and
material and then compute this material with algorithm-based
ready-made or custom-made software applications. In Rafael Lo-
zano-Hemmer's installation Pulse Index (2010), it is the visitor's fin-
gerprint pattern and heartbeat rhythm that constitutes the human
input. The machine then displays the fingerprints of recent visitors,
each of them "palpitating to the rhythm of their heartbeats”, as the
artist explains. In Nova Jiang's installation Ideogenetic Machine
(2011), visitors are invited to touch the control panel and activate the
built-in photo camera. The machine collects several photographs of
the visitor and uses an algorithm to insert these photographs into a
narrative of a comic book whose individual frames have been drawn
by the artist but whose order of appearance is determined by anoth-
er algorithm. These composite images are projected on the screen
and visitors can also opt for receiving them via email. Thus the visitor
becomes an actor in a comic-book narrative that is partly generated
by the machine. Both of these works rely on visitors' participation, on
their willingness to activate the works by direct physical interaction.
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