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ABSTRACT

The principlc objective of this study is to examine the culture of networks that are implicated
in the production of culture, specifically as it pertains to artists’ design and use of digitally
networked information and communication technologies (ICTs) for the production of art-
works. The analysis in this study sceks to reveal a better understanding of the working prac-
tices that underpin artists’ creative engagements with new media while recognising the sig-

nificance of discursive continuities that inform such cngagements.

Theorctically, a casc is presented for combining several theoretical perspectives into a multi-
layered conceptual framework for examining the circulation of power as it relates both ro ar-
tistic creativity and to technological innovation. The former is accomplished through a critical
assessment of the production of culture theoretical tradition. In calling upon concepts of dis-
cursive conduct as a means of developing relations of power, the concept of maverickness is
proposed to understand how certain artists do not necessarily bring about change in an art
world but instead dedicatc themselves to the production of artistic creativity through a con-
tention among various conventions. The latter is problematised drawing upon theories of me-
diation to develop a model of the conversion and classification of new media standards into art
world conventions. A novel methodological approach is developed based on the development
of multiple biographical threads of an individual and of a technology within a single case study

of an art world network.

Empirically, the thesis contributes insights into the diverse and contingent collective work
practices involved in the design and use of ICT's by artists for the production of artworks. The
findings suggest that individual artists are able to develop designer roles consistent with their
situated understandings of creative conduct for modifying aspects of the ICT infrastructure
despite shifting technological and social new media standards. However, in order to coordi-
nate such roles within wider collective social structures, artists also initiate forms of media-
tion, articulation, and classification work that extend beyond the production of artworks and
into attempts at programming art world networks within which such artworks were produced

and distributed.
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Chapter 1

INTRODUCTION

1.1 An overview of the chapter

This chapter serves as an introduction to the study. In section 1.2, I present the questions and
arguments that informed the overall research, setting out some of the basic signposts that
scrved to guide my analysis throughoutand to contextualise my principle rescarch question -
How do artists design and use digital information and communication nctworks for the pro-
duction of artworks. | also address the wider implications of this study for academic rescarch
on art and new media as well as for the general public. Section 1.3 is an overview of the study,
providing the reader with a basic outline of its theoretical and empirical aims and as well as the
document’s structure. | now turn to a reflexion on two review essays dealing with literature

related to art/culture and to new media as a way of engaging the larger themes of the study.

1.2 Building a productive dichotomy between the social and the cultural

Ina 1994 review essay for the journal Sociology, Roger Silverstone considered a number of
recently published books on the topic of culture at a ime when, as he himsclf admiuced, an
“explosion of interest in matters cultural” (1gg4: 1oo1) was taking place. Within these books
and cdited volumes Silverstone identified a dichotomy in the two main approaches to the
study of culture - cultaral studics and the sociology of culture - which he described as the dif-
ference between culwral ordinary and social ordinary. He argued that the former presented
the ordinary of the cultural as fragmented, multifaceted, as the “conventional, the normal.

The natural, the everyday, the taken for granted, and the popular.” (ibid: gg4) He continued:

“The ordinary is opposed to the special and the elite. It is also, though perhaps more prob-
lematically, opposed to the general, and especially to the bland homogenisings and uni-

versalisings of standards in anthropological and sociological cultural theory.”(ibid: 994)

The latter of the two — the social ordinary, he believed, presented the ordinary as one where

“cultwral forms and products, which arc still in many cases far from ordinary (*science’, ‘art’,
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public rituals), are to be explained in terms of their production and consumption in the taken
for granted activities of daily (and institutional) life.” (ibid: 9g6). These two understandings of
ordinariness enabled the study of culture from different perspectives: from the ‘inside out” of
cultural studies, to the ‘outside in’ of the sociology of culture. Although he showed a definite
penchant for the former, Silverstone saw in this dichotomy the opportunity to identify fertile
juxtapositions of both approaches in order to gain a clearer understanding of culture. I relate
this account both 10 illustrate the principle theoretical and methodological challenge of this

* studyand to allude to apart of its solution. One arguably runs the risk, when engaging in the
study of culture, to select only one of the two approaches presented above and to pursuc its
cxtremc: to examine and analyse culture as a cacophony of the particular or as the bland exc-
cution of protocol. The solution, as Silverstone suggests in this essay, lies in the interplay be-
tween both tendencies, that is, in a deeper understanding of the social and cultural dimen-

sions of the rescarch subject.

Such a solution is important for this study because it will deal with art and new media, specifi-
cally, digitally networked information and communication technologies (ICTs) and their de-
sign and use for creating tclematic artworks. Upon reading this sentence, one might wonder:
where might one find anything ordinary in rescarch dealing with contemporary artists who
design and usc these experimental technologies? What can someone who is unfamiliar with
one or other of these secmingly esoteric, clitist and cxceptional subjects Iearn from a study of
their coming together? [ suggest that the sceds of the solution lic in a dichotomy akin to the
onc identificd by Silverstone. But before my solution can be brought to fruition, Inced to
grapple with the roots of the assumptions underlying these two questions. | address the latter

question first.

Hyperboles surface frequently in considerations of the production of cultre especially in the
context of deliberations on the ‘risc of the network society” (Castells 1996). The one that 1
address in this thesis is related to the significance given o whether and how digital informa-
tion and communication nctworks support ‘creativity’. This term can be problematic in the
context of research which deals with artists because of its Romantic baggage (Sennett 2008:
2g90) which suggests normative assumptions of creativity as necessarily positive and associ-
ated with individual genius. As applicd by those such as Charles Leadbeater in We-7hink
(2008) or Lawrcence Lessig in Remdir (2008), being creative is often presented as being syn-
onymous with producing cultural content. When ICTs are used for producing this content
the ‘network of networks’ is said 1o foster creative individuals: individuals who are able to col-
lectively produce and share cultural content. But the implied assumption — that the impetus
for the creative production of content is generated when individuals have access to ICTs -
seems simplistic and technologically deterministic. “Simplistic” because the Internet is con-
11



ceptualised as a kind of “wall without museums” to play off Malraux’s (1967) Museums With-
out Walls: cultural content flows on a seamless backdrop where all tastes can co-exist with

litde to no ideological constraints to production or appreciation.

Itis “technologically deterministic” because it suggests a correlation between the availability
of digital technologies and the desire for cultural work. Such an assumption brings to mind
Calhoun’s (1998) critique of rescarch on how digital information and communication net-
works foster community. He suggests that researchers who choose network technology as
their starting point are likely to find groups of users who employ the rhetoric of community,
thereby confirming the researchers” intuition that ICTs foster the creation of community
(Calhoun 1998: 379-385). This approach, he argues, too casily glosses over how community
itsclf is defined through practices that do not need any technological mediation. Instead, he
recommends that rescarchers should look to pre-existing communitics and examine whether
and how digital information and communication nctworks support or hinder their sense of

community.

Ifarescarcher were to apply this advice to the study of the production of cultural artefacts in-
stead of community, he or she would be drawn to the analysis of an existing social grouping
which conducts these practices and to ask whether and how ICT's support or hinder their abil-
ity to conduct such work. The rescarcher would examine what constitutes creativity and inno-
vation for this group, as well as the und. rlying power relations that enable their production
and circulation. In doing so, this same rescarcher would expect to gican a better understand-
ing of some of the practices that are in usc for the production of culture with digital informa-
tion and communication nctworks. Here one finds a first opening for an operationalisation of

Silverstone’s dichotomy: examining the practices involved in producing cultural artefacts.

Artists — producers of cultural artefacts — have an ongoing relationship with the tools and
techniques that cnable their work practices. In his book, The Craftsman, Richard Sennctt
(2008) examines the history of the act of making, how people use tools and matcrials to pro-
ducc objects. He argues that examining how individuals put time and cffort into making these
objcets, be they craftsmen, artists, or enginecrs, may enable us to better understand how indi-
viduals make social relationships (Ibid: 28g). In a similar vein, throughout this thesis [ will
cxamine how artists and artists” groups work with tools in order to gain a better understand-
ing of how we as humans can develop meaningful social relationships with or through the ma-
terial world that surrounds us. My examination of the dynamics of artists” work with artefacts

of culturc and the tools they use to make artworks is intended to yield a broad appreciation of

' This is cheating a bit since an atlempt to make the same play on words with the original French title of the book,

“Le Musée Imaginaire™, doesn't work quite as well.
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the place that such tools, particularly in the age of new ICTs, occupy within society (Mahon

2000).

In the introduction to their edited book, Practicing Culture, Calhoun and Sennett (2007) ar-
guc that the study of practicing culture enables researchers to bridge the difference between

cultural studies and the sociology of culture:

“Too often the sociology of culture takes on the static character of a sociology of cultural
products. It is a sociology of paintings not painting; of valves not valuing ~ or even more,
of the place of markets and patrons in the circulation of paintings with oo little attention to
the creative processes by which they are made and engaged by viewers.” (Calhoun and
Sennett 2007 5)

Approaching the study of art in such a way, however, requires that onc also extend the same
courtesy to new media: by simply understanding new media as a homogenous rescarch object
embodicd in neutral ICTs, the researcher would fall into a similarly simplistic and, in this
casc, socially deterministic trap. He or she might fairly be accused of Romantic naivety if it
were to be assumed that artists who usc ICTs simply determine the socio-technical aspects of

the design and usc of [CTs.

[n a similar yet more recent essay, to the one mentioned above, Jay David Bolter (2007) writ-
ing in Criticism, surveys a number of academic studies of new media by comparing three dif-
ferent books on digital media and art. From the start, Bolter is far more pessimistic about his
topic than Silverstone. Besides the study of digital media artefacts, he secs little in common
between authors such as “Manuel Castells, Lev Manovich, Will Wright, Howard Rheingold,
Paul Dourish, Christa Sommerer, Margaret Morse, and N. Katherine Hayles” (Bolter 2007:
107). Bolter docs not find a common thread in the three books analysed hut a multiplicity of
discourscs surrounding cultural engagement with new media which he characteriscs using
dichotomies such as “theory and practice, avant-garde and mainstream, clite and popular, and
visual and verbal” (Ibid: 116). Bolter’s conclusion is also far more pessimistic than Silver-
stone’s in that he suggests that the rise of “social computing” on the web, with applications
such as YouTube, gencrates a scale of creative engagement with new media that threatens, or
swallows whole, carlicr conceptualisations of the artist’s ability to contest and innovate
through discursive engagements such as the avant-garde. In this reasoning, the social and cul-
tural ordinary take on more sinister roles. They align themsclves within new media in order to
minimize the impact of diverging or exceptional creative engagements. This view is a far cry
from the rosy perspective presented by Castells of “co-artists [who] do not know cach other,

. exceptin their art — and this is all that matters” and where “the openness of the web truly de-

mocratizes art, at last” (Castells 2001: 199).
13



But Bolter (Ibid: 110) is arguably guilty of the same criticism he levels at those “populists”
who put too much emphasis on the “new” of new media. In suggesting that “social comput-
ing” further erodes artists’ abilities to have an impact on visual culture, he suggests that either
computing is somehow newly social or that artists are not socially equipped with the means to
deal with the scale of these new developments. The first of these suggestions can easily be
dismissed. One only has to look at how questions surrounding the design and use of digital
1CTs have been decply embedded in our understanding of how information circulates within
multiple facets of society sincc the early 1950s (Mansell 2008). In this sense, it is essential to
avoid a false dichotomy betwecn the social and technological (Castells 1996:5) and to under-
stand new media as multi-faceted with similarly intricate and potentially contradictory collec-
tions of practices and discursive notions of innovation and creativity as the oncs | alluded to
for art. Bolter’s second suggestion leads to far more compelling questions of locating the art-
ist’s place in society and whether or how such a role is defined and enacted in relation to as-
pects of the production of culture with new media. Are there characteristics of a particular
understanding of the artist’s role that are in some way incongruous with the current under-
standing of cultural production in/with new media? What is clear is that, in order to answer
such a question, 1 will need to invoke theories that enable me to conccive both art and new
media as subjects that are not static or uniform, notidentical yet not entirely distinet. 1 will
also need to refine such questions into a conceptual framework that can be operationalised for

rescarch purposcs.

Therefore, in response to the second question above — What can someone who is unfamiliar
with one or other of these seemingly esoteric, clitist and exceptional subjects learn from a
study of their coming together? — my answer is that by developing a deeper understanding of
how artists work with new media, onc is likcly to gain insight into how we as humans collec-

tively produce culture with 1CTs.

In order to answer the first question — Where is the ordinary in research dealing with contem-
porary artists who design and usc experimental digital information networks? — 1 investigate
how the products of subjects such as art and new media are made to be “far from ordinary”
and exceptional, in the first place? Just as Silverstone pointed to a useful dichotomy between
cultural studics and the sociology of culture through their distinctive approachces to ‘the ordi-
nary’, 1 suggest that there is much to gain from developing concepts and methods from both
disciplines for the study of how individuals and groups of individuals are able to produce, cir-
culate and appreciate what they deem to be exceptional. 1 employ the term “cxceptional”
here, not to suggest “superiority” but the “out of the ordinary” - the creative or innovative -
relating to the rules and rhythms of forms, functions and meanings. I art has its Avant-gardes
and mavericks (Becker 1982), new media has its culture of hackers who also strive for what

14



they deem to be freedoms and creativity (Castells 2001: 41-52). Itis crucial, therefore, to gen-
crate a more nuanced framework for understanding the interplay between art and new media’s
freedoms and constraints, their innovations and their rules. Such an understanding requires
the development of a conceptual framework that can be applied to examine the artist’s prac-

* tices for shifting and adapting between both worlds.

I have undertaken such a project, not to reassert the “creative genius” of a selected few, but to
re-cxamine the assumptions on which our basic understanding of why and how people and
technologies make meaningful culture today. The stakes are high since, as is demonstrated
above, one’s understanding of the alignment/misalignment between the social and cultural is
deeply ticd to an understanding of relations of power — determining the avenues that are open
and those that arc closed to groups of individuals in order to crcate and to bring about charige
through work with a particular sct of technologies and their related practices. In the following
section, Foutline the theories and methodology that are employed to refine the themes and

questions raiscd above.

1.3 An overview of the study
As a starting point, and as is developed in the theoretical chapter that follows (chapter 2), 1
undcrtake the first part of this study by combining insights from two specific theoretical tradi-
tions associated with work in the fields of the sociology of culture and cultural studics: the
“production of culture” tradition and the tradition of theories of mediation and power. I in-
tend to arguce that, through their combination, a coneeptual framework can be devised and
applied which lcads to a better understanding of whether and how artists design and use digi-
tal information and communication nctworks for the production of artworks with the under-
standing that both “artsts” and “1CTs” are social constructs embedded within the wider and
disparate social, technological and cultural structures of art and new media. The chapter also
rcfines this question into three interrelated research questions. The following outlines the
questions prior to their conceptual refinement:
Do artists generate a particular kind of approach to the production of creativity and
innovation in relation to networked ICTs? If so, how is it articulated and what are the
resulting power dynamics for the production of artworks? To answer these questions,
it will be necessary to develop a means of conceptualising o mode of discursive

conduct and how it circulates among groups of individuals as part of their under-

standing of what constitutes an artist’s role.

How do artists engage with of digital information and communication networks in
the first place? Specifically, how are aspects of new media integrated into an artist's

practice over time2 To answer these questions, it will be necessary to conceptualise

15



the type of work taking place when artists engage with new media and vice versa. It

will also require the selection of methods that enable an extended view of artists’

work over time.

Do artists’ engagements with networked ICTs in some way enable or constrain the
{re)praduction of creativity and innovation within social graupings? Specifically, can
artists contest aspects of new media for their practice? In the case of these ques-
tions, it will be necessary to conceptualise how artists collectively engage with new
media and the means used to appropriate or reject aspects of new media.

The framework will therefore represent an attempt to find a productive dialectical relation-
ships between art — specifically, practices and discourses related to the artist’s tools of pro-
duction — and ncw media - specifically, practices and discourses related to the design and use
of digital information and communication networks. As is developed in chapter 2, one of the
key relationships is between the implicit and explicit rules of artistic practices with tools of
production, what Howard S. Becker (1982) refers to as a sct of conventions, and the standards
of new media infrastructures as contingent arrangements of objects and practices whosc
mecanings arc not fixed (Star & Ruhleder 2001). A specific example of such a relationship is
the artist’s role as a producer of culture, on the one hand, and, on the other, as a designer
and/or user of ncw media. This opposition is akin to the onc developed by Lucy Suchman
(1999. 2002) where relations of power linked to roles are not static or predetermined. An-
other example of this dialectic is the dynamic implementation of networks as organisational
structurcs in art and new media as well as a technological infrastructure, specifically digital

information and communication networks,

In chapter 3, 1'sct out the research design and methods used to analyse a specific group of art-
ists working with digital information and communication nctworks as well as dctail how and
why this particular group, known as the MARCEL Network,, was selected for an ethnographic
casc study. I explain why this particular group’s goals — which include the promotion of “artis-
tic experimentation and collaboration in all forms of interactive art” * and the “development of
cultural expression on the network™ — make it an ideal object of study in that they are dedi-
cated to artistic practices while also engaging in the appropriation of new media tools. Al-
though the sclection of a single case study as research design does represent certain limita-
tions for the gencraliseability of the study (Hakim 2000:59-72), this approach docs cnable the
collection of detailed obscrvations of practices and discourses at a manageable scale. As part
of the process of operationalising the conceptual framework, the chapter will outline a means

of stratifying ICT infrastructure for analysis partly inspired by John December’s (1996) devel-

 See Online research documents: MARCEL Network (2004b)

1 Ibid
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opment of a simitar model. | argue that this stratification enables a nuanced analysis of the role
of digital information and communication networks as part of artists’ work. Information for
the case study was collected through a combination of document analysis, research interviews
and participant observation. This information was collated and analysed by merging thematic
analysis with the historical constructions of what I refer to as three career threads. Each career
thread extends along the spatio-temporal trajectory of an object of research that exists on the
crux of the dialectical relationships identified in the conceptual framework: a digital informa-
tion and communication network, an individual artist, and a group of artists and support per-
sonnel working together to produce innovative artworks, what I refer to as an art world net-
work (see section 2.2.5). Part of the last section of chapter 3 (section 3.6) further refines the

rescarch questions into a sct of specific sub-questions for cach of the carcer threads.

Thesc three threads form the basis for three subsequent empirical chapters, chapters 4, 5and
6. which provide an overall historical account of the work of this specific group of artists and
support personnel (Becker 1982) working with digital information and communication net-
works. The first of these threads, found in chapter 4, follows the carcer (Silverstone and Had-
don 1994, 1996) of a particular digital information and communication network, from its con-
ceptualisation and creation to its circulation and use by artists. The particular ICT sclected is
known as Access Grid, a vidcoconferencing platform using multicasting to enable semi-
immersive collaboration. By following its trajectory, it is possible to observe how its meaning-
ful design and usc is an ongoing and contingent process of mediation with converging and
competing or contradictory engagements. The sccond thread (chapter 5) follows the career of
an individual artist, with a specific focus on the ways in which he and his collaborators articu-
late a particular form of discursive conduct for the production of creativity and innovation in
relation to networked 1CTs. The artist selected is Don Foresta, a longstanding practitioner
and teacher of new media art; he is also the coordinator of the group which constitutes the
third thread below. The artist’s thread examines how such an articulation not only takes place
through the production of artworks but also through writings, discussions and teaching. The
third and final carcer thread (chapter 6) is an account of events leading up to and including my
own participation in an organisation known as the MARCEL Network in which both previous
threads arc interwoven. The objective of this third account is to examine how the classification
of aspcets of art and new media are collectively negotiated and produced by artists and their
collaborators. This thread documents the coordination of memberships, technologics and
projects through the production of lists in the cvents leading to, as well as during the imple-

mentation of the MARCEL Network’s activitics.

My ambition in Chapter 7 is to provide a synthesis of the rescarch findings developed in the
three empirical chapters by analysing certain themes that emerge over the course of their his-
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torical construction. Considered in the light of the conceptual framework developed for the
study in chapter 2, the intertwining and unravelling themes of each empirical thread provide
insight into how the different research objects relate to each other and how, over time, rela-
tions of power develop to support and cnable their work together. As a conclusion, Chapter 8
 tackles the empirical findings in order to draw conclusions based on the initial research ques-
tions. These findings indicate that artists are able to contest certain aspects of new media
standards as pari of their practice. However, how that contention takes place is not a straight-
forward or homogenous process; artists are at once enabled and constrained by aspects of new
media and art. The chapter subsequently assesses and revises the conceptual framework, re-
views the strengths and weaknesses of the methods used as well as sets out a series of potential

avenues for future research,

1.4 Conclusion

The principle contribution of this study is to establish new conceptual and methodological
bridges between studics of new media and of the production of art. | seek to know how artists
dcsign and use digital information and communication networks for the production of art-
works in order to gain insight into the production and circulation of creativity and innovation
relating to the arts and new media as well as to gain a clearcr understanding of how socicty

produces culture, specifically with new ICTs.

The aim of this chapter was to provide a bricf overview of the study and to present some of the
arguments that underpin the spirit in which it was written. As demonstrated above, identifying
productive dichotomies between art and new media, as well as the social and the cultural, rep-
resents a first step in developing a framework for answering the research question. In the fol-
lowing chapter, I take thesce broad dichotomies and refine them using two theorctical tradi-
tions — “production of culturc” and mediation theory - in ordcr to generate a conceptual

framework for operationalising the research.
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Chapter 2

THEORY

2.1 Art and new media: arfistic production and the mediation of ICTs

This chapter scts out a theoretical framework to understand how artists design and use infor-
mation and communication technologies (ICTs) for making artworks. But part of the chal-
lenge facing this research is located in the variable definition of the very term ‘culture’ (Poster
2006: 134) and what | arguc is its uncasy relationship to contemporary art. Observing an art-
ist’s work with cultural artcfacts is difficult if the researcher defines culture’s transformation
as something that is the preserve of an artist and beyond the reach of any other social actor.
Designating artworks produced by an artist as somehow ‘more” cultural than other artefacts
and attributing them exclusively to the genius of an inspired author justifiably lcads to accusa-
tions of clitism. This is particularly relevant to artists who use digital ICTs to produce art-
works because they are not part of the traditional artistic canons of painting, sculpture, po-
cury. Their digital and online work secins to rely on picces of hardware, software upgrades,
protocols and plug-ins that are continually changing. So much so that, to the ourside ob-
server, a work using ICTs might be interpreted as an unreflective, spontancous reaction to
technological novelty and so ephemeral as to be outdated by the time the work is produced.
Part of the implicit goal of this research is to bring the reader beyond such assumptions. And
so, cven though the artist is not the only “expert” on the rules of culture or on the production
of cultural artcfacts, itis necessary to recognise artworks — be they paintings or prints, songs

or software - and those who produce them, as a significant part of contemporary culwre.

A reverse designation — one in which everyone produces culture in equal measure and where
“cveryone is creative” (de Duve 1997:288) - leads to a different sort of problem. In sucha

case, culture arguably loses its analytical effectiveness (Bennett 1995, 2001, Poster 2006). A
solution would be to heed Raymond William’s implicit suggestion in the following definition

which sces culture itselfas an historical construct:

Culture in all its early uses was a noun of process: the tending of something, basically crops
or animals. The subsidiary coulfer - ploughshare, had travelled by a different linguistic
route, from culter, L - ploughshare, culter, OF, to the variant English spellings culter, colter,
coulter and as late as eCl7 culture (Webster, Duchess of Malfi, Ilf, ii: 'hot burning cultures).
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This provided a further basis for the important next stage of meaning, by metaphor. From
eCl6 the tending of natural growth was extended to process of human development, and
this, alongside the original meaning in husbandry, was the main sense until IC18 and eC19.

(Raymond Williams 1988: 87)

Tony Bennett (1995, 200r1) takes this a step further to argue that the relationship between cul-
ture and society is itself complex and historically constructed. Similarly, he argues elsewhere
that the emergence of the “everyday” in western society is something that is historically lo-
cated after the early Igzos (Bennett and Watson 2002: X-X111) and that it is also socially con-

structed, in this casc, in order to produce conceptions of “ordinariness” and “ordinary peo-

”»

ple”.

I bring in this point to suggest that individuals cngaging in any kind of cultural production or
consumption must contend with many overlapping or contradictory discourscs and social
practices. One cannot take the artist’s place in refation to the discourses of the cveryday and
those of cultural expertisc for granted. The artist is unlikely to be entrenched uniquely inonce
or the other. Some artists may even find themsclves engaging with discourses of everyday and
cxpert culture at the same time. For example, Biirger (1992) has demonstrated how Avant-
garde movements of the 20th century, the Surrealists and Dada, among others, were able to
usc aspects of everyday life as a part of their relatively unconventional and esoteric work. For
these artists, he argues, the everyday offcred a means of producing jarring or surprising con-
trasts for the audicnces of their work. (Marcel Duchamp’s “Fountain” being an carly and ar-
guably prototypical example: taking a urinal and placing it on a plinth in a gallery with an art-
1st’s signature (de Duve 1997: 12-13)). Because of the ill-defined relationship between these
various social and cultural discourses and practices, the concept of social “worlds™ is used to
cxplore the dynamics that exist between artists, their surroundings and the tools they usc (sce

section 2.2 and 2.3 of this chapter for a detailed explanation of their usc).

A deeper understanding of the social worlds in which artists work, specifically those relating
to the design and use of [CTs to produce art, is likely to yield a better understanding of the
wider implications of contcmporary technological and cultural developments within society.
Building on Bolter’s (2007) argument, it is suggested here that a tension between the prac-
tices and discourses of the artist’s social world and those of the social worlds of new media
come to a head within what is referred 1o as a media artist’s work. I therefore examine whether
facets of this work. such as cultural production and technological consumption, are interde-
pendent and if so, how they relate to other socictal and technological changes and power rela-

tions. [n this chapter, the uneasy conceptual relationship between contemporary artistic prac-
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tise and the practices of designing, consuming and using ICTs is examined to develop a con-
 ceptual framework for understanding how artists use these tools to produce works and, in

turn, how these tools enable artists to maintain their role within society.

" The particular preoccupation here is with what Marilyn Strathern calls the ‘enculturation’
(Strathern 1994: VII-XIII) or what du Gay (1997) and others (Silverstone 1994, Haddon 2004)
call the articulation of ICT's by a particular group of individuals, in this case, a group of artists

“in order to produce artworks. The overall objective of this study is to develop a theoretical
account, informed by grounded observation, interviews and document analysis, concerning

how new media artists are collectively constrained and enabled by ICTs to produce artworks.

If culture originally means husbandry, it suggests both regulation and spontaneous growth.
The cultural is what we can change, but the stuff to be altered has its own autonomous exis-
tence, which then lends it something of the recalcitrance of nature. But culture is also a mat-
ter of following rules, and this foa involves an interplay of the regulated and unregulated.
[...] Someone who was entirely absolved from cultural conventions would be no more free

than someone who was their slave. (Eagleton 2000: 4)

If culture is, as Eagleton suggests in the above quote, rule bound and dependent on an under-
standing and interplay between contention and adherence to conventions, the constant flow
into the market place of new technological innovations can be scen as representing certain
challenges for those who scck to work with new 1CTs to ereate artworks. Docs such an insta-
bility and convergence neeessitate a particular kind of social dynamic — a specific arrangement
of production and consumption practices and discourses— in order for the artist to be able to
create meaningful works of art? The research is thercfore at once a reflection on the individual
artist’s relationship to particular ICTs, the relationship between artists who use these 1CTs,
and the articulation of these relationships into an organisational structure for the coordina-

tion ol their design and use into a coherent cultural practice.

The overall argument of the chapter is that this question cannot be addressed fully by tradi-
tional production of culture rescarch or by reference to mediation theory. Itis helpful o com-
bine both in order to examine how artists and other individuals working with artists work with
specific 1CTs as tools for the production of artworks. In this chapter, itis argued that new me-
dia artis interseeted by two somewhat distinet social worlds and related discourscs: the art
world, specifically conventions and discourses pertaining to the role of the artist, and the so-
cial worlds of new media, particularly the preoccupations relating to the design and use of
digital ICTs.
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In order to tackle these two different aspects of new media art the following sections combine
two distinct theoretical approaches for the study of culture: production of culture and media-
tion theory. Section 2.2 introduces work on the production of culture, specifically Howard H.
Becker’s theories of art world conventions, followed by an in-depth examination of the artist

' role and how it is mobilised to produce relations of power within art worlds. The section sub-
sequently explores some the challenges the production of culture approach presents when
studying new media art. Section 2.3 scts out a framework for understanding new media as a
social world and cxplains how mediation theory allows for the study of the dynamics of tech-
nological and social change linked to ICTs within social organisations, Finally, sections 2.4
and 2.5 develop the idea of the network as a technological and social form which mediates the

power relations of work within particular artists” organisations.

2.2 Production of culture perspective & art world conventions

This scction introduces three concepts taken from theorists working in the tradition of the
production of culture: art worlds, conventions and art world networks. It then develops in-
sights into a mode of discursive conduct relating to the production of power relations for the

artist.
2.2.1 An introduction to the production of culture

In the mid 1970s, rescarchers began to apply organisational sociology to the study of proc-
csses of production (technological, organisational, cconomic) of cultural artefacts and to ad-
dress what implications they have for the meanings these objects take-on. This collection of
rescarch has come to be known as the production of culture perspective (Crane 1992, Alexan-
der 1996, 2003: 65-178, Hirsch 2000, DiMaggio 2000, Peterson and Anand 2004). It is use-
ful in demonstrating how organisational structures shapce the production of cultural artefacts,
particularly in the case of large public organisations (DiMaggio 1986, Anand 2000) or com-
mercial enterprises that produce culture (Peterson 2005). Italso provides convincing histori-
cal accounts of the social construction of power relations pertaining to cultural production
and the organisational structures in which they are (re)produced (White and White 1965,
DiMaggio 1986). Some suggest that proponents of the production of culture were instrumen-
tal in the 1970s in “cencouraging rescarch on institutional factors in the informal production
and dissemination of symbols through social networks, familics, and subcultures [...]” (Di-
Maggio 2000:108). Much of this rescarch depends on the concept of convention and art
worlds put forth by Howard S. Becker as means of describing the infrastructural coordination
of normative and represcntative values shared between social actors (Becker 1974, Blau 1988,

DiMaggio 1987, Becker 1990, Zolberg 1990, Crane 1992, Alexander 2003).
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In his book, Art Worlds, Howard S. Becker argues that “a system of conventions gets embod-
- ied in equipment, materials, training, available facilities and sites, systems of notation and the
like [...]” (Becker 1982: 32). These conventions, be they linked to physical equipment or ac-

tivities related to their design or use, facilitate exchange between art world actors (artists,

" audiences, organisations, etc. see below in same section) and constitute the foundations of art

_ worlds:

“Every convention implies an aesthetic which makes what is conventional the standard of

artistic beauty and effectiveness. [...] An attack on a convention attacks the aesthetic be-

tion and its aesthetic also attacks

liefs as natural, proper, and moral, an attack on a conv:
morality. [...] An attack on aesthetic beliefs as embodied in particular conventions is, fi-

nally, an attack on an existing system of stratification.” (Ibid: 305)

Becker’s model of conventions is a means of describing the coordination of art world activity.
Bowker and Star (2002: 34) label this social world model as an infrastructural inversion: in-
stead of studying the resulting products of work in a social world (i.c. paintings, books, picce
of music, etc.), the rescarcher observes the objects and practices that enable and constrain the
production, distribution and appreciation of the work itself. The concept of conventions sup-
plics the researcher with a model that creates a web of objects and practices between produc-
ers and consumers of cultural goods by demonstrating how they coordinate the production
and consumption of resources and valu s (Battani and Hall 2000: 147-149). Diana Crane

(1992: 112) ascribes five key characteristics to Becker’s art world model:

1) Artists and ‘support personnel who assist them in various ways’ (Ibid: 112). (Sce section
1.2.2 for a more detailed discussion of this facet of art worlds.) Both artists and their support
personnel are included throughout the research under the term “art world actors”. The
scope of art world actors is widened to include gatekeepers. organisations and audicnces
(see characteristics 3. 4. and 5 below). An art world’s actors arc a group of individuals, in-
cluding producecrs, distributors, and audicnces who share specific sets of conventions that
help to identify cach other and what their role is within the art world. An art world does not
have a specific scale and can be extended to any support personnel needed for art world ac-
tivity (the manufacturers of photographic film, for example, all the way through to the ama-
teur who cnjoys portraiture and attends photography gallery openings in the case of a con-
temporary photographic art world). This mcans that art world actors in a functioning art
world do not necessarily share all of an art worlds conventions, only those needed to coor-
dinate activities between themselves (the amateur photographer docs not necessarily need
to usc or even know about the conventions relating to photographic film manufacturing,

nor is there a need for the ilm manufacturer to appreciate portraiture).
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2)A set of conventions as described above. Conventions include technological infrastructure
and the practices relating to the production, distribution, and use of such an infrastructure.
The essential aspect of conventions is that they include any combination of materials or
technologies and how they are employed to coordinate activity in an art world. The term art
world designatcs a relatively stable set of conventions tying together art world actors.

3)A sctof gatckecpers such as critics and aestheticians. Becker demonstrates how, in order
for these conventions to survive, those who produce and use conventions need wider sup-
port and legitimacy in the art world and other social worlds. Such support not only provides
actors with greater aceess to resources but also ensures that acsthetic values gain credibility

outside their particular contexts and extend into broader social worlds.
4)Fourth arc organisations that sustain and benefit from art world activitics.

5)Lastly, audicnees who help determine the characteristics of the artworks and art world ac-

tivitics through their active participation.

Conventions within art worlds arc interdependent and can form complex arrangements that
become what Beeker refers to as particular genres and styles such as “landscape painting” or
‘line dancing” which, in turn, arc part of larger art worlds such as “painting” and ‘country mu-
sic’, respecetively. The art world’s core is essentially defined by the type of artwork that is pro-
ducced, distributed and consumed: a picee of music, a dance, a painting, a film, or any combi-
nation thercof. The criterion for a successful art world, besides these characteristics, is simply
that it continues to exist. In Becker’s work on emerging art worlds, he argues that such suc-
cess mostly hinges on an art world’s ability to acquirc idcological support from gatckeepers in
order to gain legitimacy from external social worlds and, in turn, to gain more resources and
support (Becker 1982: 68-92), eventually turning itself into what the rescarch defines as an
institutiond. Oncc they arc legitimised, their proponcents can gain greater aceess 1o the re-

sources and other forms of support needed to further develop these conventions. Conven-

' For the purpose ol this research institutions are defined as ‘composed of rule-like beliefs, behaviours, or prac-
tices; they tend 1o be fixed, enduring, formal and independent of organisations; and they act as real but unseen
constraints on organizing” (Lammers and Barbaur 2006: 360). An art world institution is defined as the sus-
tained combination of five key characteristics as described abuve that circulate within organisations — academic,
natiunal, as well as commercial — and individuals that have historically shaped what constitutes artin western
society; what can also be described as the supporters of the canonical conventions of art (This approach is used
in contrast to institution as organisation (Bayma 19gs)). Art wurld institutions are distinguished [rom other art
world models in this research 10 stress the sets of conventions that have solidified through time and extensive
dissemination into discourses und practices which are, in turn, reproduced within organisational structures. The
“circulation of institutional artistic traditions in the form of discourses and practices within organisations is un-

derstood 10 at once enable and constrain actors’ choices and actions.
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tions, like standards (Bowker and Star 2002), can become implicit (Becker 1982: 40-67) or
© transparent (see section 2.3.3), thereby becoming a normative part of the work of cultural

production.

Becker’s art world recogniscs that tools and practices may not determine what art is but that
tools and practices, nevertheless, have an impact on how art is produced, distributed and ac-
cesscd. It allows the researcher to track aspects of change and innovation in established or
emerging art worlds through infrastructural inversion. No matter how unapparent it may be in
the resulting painting, the work of a painter changes if he or she does not have access to paint
or a paintbrush. Before further mapping out the conceptual specificities of the art world for
this research, it is necessary to develop a key art world characteristic that is followed in this

study: the role of the artist.
2.2.2 The role of the artist as a set of discourses and conventions

All art worlds have artists. Beeker quotes Tom Stoppard to define humorously the role of the

artist within art worlds:

“An artist is someone who is gifted in some way that enables him to do something more or
less well which can only be done badly or not at all by someone who is not thus gifted.

(Stoppard, 1975, p.38).” (from Becker 19B2:14)

The artist rolc is ascribed to an individual who contributcs 2 certain skill to the production of
artworks. The role’s birth is historically attributed to events during the renaissance (Becker
1982: 15, Scnncett 2008, Gombrich 19gg. although Raymond Williams (1976: 42), among oth-
crs (Biirger 1992, for example), argucs its contemporary use did not surface until the 18th cen-
tury) and has manifested itsclf in many different forms: painter, sculptor, dancer, author, film
maker, actor. In this definition, the artist is identified by his or her work, what he or she

‘does’: a painter paints paintings.

The above quote suggests that individual artists are distinguished by their ability to perform
their skill within the an art world. However, it has been demonstrated that these distinguish-
ing skills arc not necessarily tied to the act of producing the artwork itsclf. In his study of
country music artists, Peterson obscrves how artists strive to achieve carcer goals by tapping
into conventions that confirm their role as artist within the art world (Peterson 2003, see also
Hughes 2000). He describes how the enactment of certain sets of conventions by actors al-
lows audicnces and other artists to gauge the degrec and character of the actor’s authenticity
as an artist within the country music industry. For example, country music artists who wished
“to convey an ‘old-timer” image of authenticity avoided flashy clothes, wearing only ‘going-to-
town clothes of a farm person’ (Peterson 1997:66). These conventions bear little relation to
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the skills needed to technically produce the artwork itself. The work of performing of the role,
he argues, not only informs the audience’s interpretation of the artist’s specific artworks but
also suggests, both to the audience and to the artist, what current and future artworks will “fit’
with the artist’s cxisting body of work. It is therefore possible that certain skill sets or attrib-
 utes unrelated to production are necessary in order adequately to conduct the artist role itself

within an art world.

Others demonstrate that, in some cases, the artist role can be distributed among many differ-
centactors, including support personnel {sce characteristic 1in section 2.2.1), within an art
world (Becker 1982: 77-92, Baker & Faulkner 1991, Battani 19g9). In their article on film pro-
duction of Hollywood blockbusters, Baker and Faulkner (199r) demonstrate how new cultural
products, such as the appearance of the blockbuster in the 1970s, can influence the definition
of roles within art worlds by reshaping priorities and cfficient distribution of resources and
creative control. They identify a triumvirate of roles which shape the structural form of the
artwork in film: the producer, writer, and director. The specificitics of the artist rolc itself can
therefore shift and be redistributed between many individuals, even recombined or sub-
tracted. Baker and Faulkner further arguc that these situated roles can then be mobilised as
resources by individuals in order to further interests within an art world. The key point in this
argument is that even the collaboration of many differentiated and competing artist roles and

support peesonncl still cnables the production of an artwork.

Bascd on these assertions — the work of performing a role and the competing role assignments
within art worlds — it is important for an artist to be able to differentiate his or her work as the
author or the producer of meaningful cultural artefacts, not only from other artists and for the
bencfit of gatckeepers, but also for other art world actors such as audicnee members who arc
not fully immersed in the conventions of art world production. So the artist role is at oncc the
cmbodiment of established art world conventions combined with individual aspirations, at-
tributes and skills in the production of meaningful artworks. How artists work is informed by
a sctof conventions which not only enable and constrain the actions of individuals within the
art world but is also shaped by the individuals who perform them. Nevertheless, it should be
stressed that the analogy of the role is not employed to imply artifice or the exceution of'a

constraining scripts.

Arguably, thercfore, the authenticity of an artist within an art world is constructed over time

and space, as much by the audicnces and artists and by discourses of what it is to be an artist,

3L offer this as a critique of Bourdieu in King (2004:419, relating to Bourdieu’s work in Outline of a Theory of
Practice, 1977) and their preference for sports game analogies over those of theatre to discuss agency which is

arguably a grass under-appreciation of the challenges and skill involved in acting.
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not only what an artist does. In Peterson’s case, it is a discourse of authenticity that partly

- shapes whatit s to be a country music artist. By producing conventions that are ‘autheniic’,

an individual is better able to work as a country music artist. The concept of roles, as Goffman
mightargue, is at once ‘impression management” (Goffman 1959) and the search for ‘footing’
(Ibid) meaning a stable set of disciplinary pillars from which to conduct work, and to be ap-

. provingly observed performing that same work®.

This does not mean that an artist’s work is largely determined by organisational and techno-
logical constraints and support (White and White 1965). But neither is the individual working
as an artist frce from the discourses that shape the role itself. Such an approach is in line with
an understanding of the subject as unfixed (Foucault 1984, Patton 1998) or dislocated (Du
Gay 1996: 48). The artist role should be understood as one that is under continual construc-
tion and (re)production. Such a process not only takes place face-to-face in the moment. Itis
also compounded through iteration — through its artculation over time. It introduces the dis-
coursc before the author in order to sce the emergence of the author. The objective here is as

Foucault suggests:

What are the modes of existence of the discourse? Where has it been used, how can it cir-
culate, and who can appropriate it for himself¢ What are the places in it where there is

room for possible subjects? (Foucault 1991: 81)

The following scction elaborates on how an individual produces an artist’s role that is
grounded in the shifting meanings of what constitutes the role. The artist is not isolated from
the concerns of the audience or vice versa, This scetion has developed a framework for under-
standing how an artist defincs/is defined by conventions, be they conventions for the work of

making an artwork and/or conventions tied to the work of making an artist.

& Although production of culture's development of the role analogy was developed independently of Erving
Colfman’s work on performance (Hughes 2000, see Peterson’s own interpretation of Goffman in Peterson
2005 1086), it is instructive to return to Golfman’s conceptualisation of the term in analysing agency and its
impact on roles. In his seminal work on performance, The Presentation of Self in Everyday Life (1959: 28-82),
Gollman demonstrates how actors simultaneously transform and are transformed by the performance of roles in
everyday life. These *fronts” are not so much artifice as much as a way to manage and coordinate the relationships
and actions between multiple individuals in social groups in everyday situations. it is therefore essential to un-
derstand performance as socially and temporally embedded. Two caveats must be applied to this definition of
performance. Firstly. Gollman’s relegation of artefacts vo ‘material props’ (Law and Singleton 2000: 771) is ‘up-
graded” in this study ro that of'a supporting (and therefore mediating) role in the performance of actors” roles.
Secondly, performance of such roles must also be understood as bounded to power relations that generate and
‘mediate meaning associated to these roles (Silverstone 1995: 69 1998). This creates a dynamic model of power

relations between actors, technological spaces, and discourses.
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2.2.3 The challenge of meaning and power

" Atthis point, I call upon Castells’ somewhat general definition of power:

“Power is the relational capacity that enables a social actor to influence asymmetrically the
decisions of other social actor(s) in ways that favour the actor’s will, interests, and values.
Power is exercised by the means of coercion (or the possibility of it) and/or by the construc-
tion of meaning on the basis of the discourses through which social actors guide their ac-

tions.” (Castells forthcoming: 30)

It is with this unadventurous definition of power that this section sets out to map out a theo-
retical framework for understanding the circulation of power within art worlds and specifically
as it pertains to artists and conventions. The reasons for selecting Castells’ specific definition

are clarified in section 2.4.

Some have criticised the production of culture tradition for focussing too much on the proc-
ess of production at the expense of the audicnee’s own active engagement with the production
of meaning tied to cultural objects (Warde 2002). ‘Production of culture’ strengthens the
impression that meaning occurs only once production is complete: the function of the artist’s
role and of the support personnel is to produce meaningful artefacts. This over-emphasises
the power of the producer to determine meanings without factoring in other art world actors
like audiences. More recent work within the production of culture tradition recognises that
audicnce members are able to gencrate meaning independently of producers, what Peterson
calls autoproduction (see Van Eijck (2000), sce also Alexander (2003: 60-63) for a discus-
sion on Wendy Griswold’s “cultural diamond™). Similarly, Diana Cranc (Cranc 1992: 77-108)
looks to other academic disciplines such as cultural studies and reception theory to compen-
sate for production of culwre’s over-determination of an artwork’s meaning as being struc-
wrally dictated by the production process. But these corrections are located at the level of the
audicnce’s interpretation of content (i.e. the artwork), not at the level of the technologics de-

signed and used to produce or consume artworks.

In the case of Becker’s model of art worlds, part of this theoretical issue may be explained by
how his usc of the concept of convention glosscs over power relations that lead to the produc-
tion of meaning (Griffin and Griffin 1976). As stated in section 2.2.1, Becker employs a form of
structural inversion that conceptualises conventions as cmbodicd in objects and practices.
Convention is a potent means for understanding the coordination of the production or recep-
tion of meaning but, as he himsclf admits, is not so well suited for understanding the mean-
ings themsclves (Becker 1982: X1, Battani and Hall 2000: 149, see also Gilbert 1983, Eyerman

" and Ring 1998). His focus is on the work of producing and consuming the objects and prac-
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tices that contain these meanings. The only specific mention of how conventions take on
- meaning is attributed to David K. Lewis’ philosophical work on convention (Becker 1982: 55-

56).

- As dc(felopcd in section 2.2.1, the coordination of conventions includes other art world actors
such as audiences. It also allows for art world actors to share conventions even if they disagree
on the meanings of those conventions within the art world. For cxample, although a profes-

- sional jazz trumpeter might hate classical music, she would still be able to read a C-sharp from
sheet music of a Mozart concerto. This is possible because both jazz trumpeters and classical
trumpeters benefit from leaming to read sheet music. In this research, conventions will there-
fore be defined as empirically observable repetitions of objects, materials, and/or the patterns
of work between two or more actors that relate to the production, distribution or use/
consumption of an artwork. The sum of a set of conventions does not constitute an arework
but nor can an artwork cxist without them?. Sadly, Lewis’ (1969) conception of convention
rooted in game theory is not sufficiently unpacked by Becker in the book Art Worlds. The
omission suggests a conceptualisation of coordinating conventions that removes power rela-

tions and the meanings that underlic their development and evolution.

Arguably, the weakness of Becker’s model is also its strength. Because Becker docs not over-
cmphasise the importance of Lewis’ work, it is possible to look to other sources to refine the
model. Art world conventions also maintain a healthy separation between the social and the
cultural. As Tony Bennett suggests (1995. 2001). a sociological model which does not distin-
guish between the social and the cultural risks ignoring the historically contingent character
of the ties between cultural production and wider social and political power relations. Rather
than arbitrarily ascribing meaning to all conventions, the theoretical model must carefully ex-
aminc the production of meaning as it relates to art world conventions without simply concep-
tualising them as equivalents. Some of Becker’s (McCall and Becker 1990 13-14) later work
on social worlds opens the door for the conceptualisation of discourse as a means of analysing
the circulation of meaning and its relations of power. In the case of art worlds, this chapter
argues that conventions are thercfore subjected to discourses. Through conventions that arc
in linc with discourses of authenticity, an individual who chooses to work as a country singer
is ablc to exercise certain forms of power in the country music art world. For example, Hank
Williams Scnior’s ability to articulate authenticity led to his being decmed by eritics and his-
torians as an influential artist in the country music art world (Peterson 1997: 173-184. 2005;

1092).

““This is t explicitly address Antoine Hennion’s critique of canventions as a sociological attempt to reduce the

artwork to “a coordinated and conventional activity” (Hennion 200t: 3) See section 2.6.2.
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Applied within the scopc of this research, the interest lies in the discourses that define the
artist as an individual who ‘creatively’ and/or ‘innovatively’ designs and/or uses ICTs. The
characteristics of this creativity or. innovation, their quality and quantity, are nccessarily de-

fined by what an artist ‘is” and ‘does’. As claborated in the previous section, such a definition

cannot be set in stone. More than likely, it is a dynamic definition that is continually chal-

lenged and supported by the discourses and activities that circulate around the social and the

technological. In order to gain a better understanding of how artists are enabled and/or con-

strained in the creation of artworks by ICTs, the conceptual framework and methodology in

this study must take into consideration the dynamics of discourses involved in the production

of the artist’s role.

The quotes attributed to Raymond Williams and Terry Eagleton in scction 2.1 suggested a
degrec of freedom to culture — that it can develop and change autonomously from the individ-
ual who tends 1o it. Though onc can nurturc artand give it rules, it has a life of its own. Con-
versely, Foucault states that “power is excrcised only over frec subjects, and only insofar as
they are free” (1982: 790, sce also Patton 1998: 69-73). For an artist to have power, therefore,
there needs to exist a conventional arrangement for art world freedom: the ability to produce
the unexpected through the use of materials, tools and practices. As developed in section 2.1,
onc example of such an arrangement is the 20th Century European Avant-garde’s practice off
contesting or contrasting sets of conventions in other social worlds, in this case cveryday life,
through the production of artworks. These art world actors were arguably able to locate or
produce the conditions for the unexpected thanks in part to the discursive technology that |

will heneeforth call maverickness.

2.2.4 Mavericks

Becker classifics the artist role into three subeategorics: the professional (or expert), the mav-
crick and the folk artist (1982: 226-271). The expertartistis recognised by a legitimate institu-
tional art world as suitably (or cxcellently) working with existing conventions. Converscly, the
folk artist works to varying degrees of skills and expertisc using conventions from a social
world that is not considered ‘legitimatc’ to other art worlds and wider social worlds. The mav-
crick (Becker 1982: 233-246), however, is an artist who interrupts what Becker might deseribe
as an art world’s conventional inertia (Becker 1995) by contesting one or many of its estab-
lished conventions or by producing entirely new conventions. Becker’s maverick is ostracised

from the wider art world thereby simultancously freeing and constraining him or her:

“Mavericks thereby lose or forego all the advantages the integrated professional more or
less autamatically enjoys. But they also lose the constraints associated with those advan-
tages. Participation in an art world makes the production of art works possible and rela-

tively easy but substantially constrains what can be created. [A maverick musician]’s com-
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plete separation from the world of practical music making is almost a laboratory experi-

ment for the discovery of maverick freedoms.” (Becker 1982: 236-237)

The maverick therefore describes an individual or group of individuals who go “against the
grain” 1o create “new” or “innovative” works of art. The role is often contrasted to an existing
art world: a maverick painter does not paint with the same conventions as that of a painting art
world, the maverick theatre troupe does not perform theatre by the same conventions as that
of athcatre art world. Innovation in an art world, therefore, is relative to existing normative
expectations defined by existing conventions within a related art world. What DiMaggio re-

fers to as differentiation (1987: 447).

This description of the maverick, however, is susceptible to a wider critique of similar sym-
bolic interactionist® work in that it defines the maverick role as a choice taken by free agents
thereby minimising overarching ideological constraints. Onc of thesc critics is Paul du Gay
who criticises Symbolic Interactionism’s approach to the study of work — including Becker, a
student of Everett Hughes (Du Gay 1996: 31-35) ~ because it isolates the worker from external
power relations that shape interaction. For Symbolic Interactionists, he argues, the worker is
an individual able to construct meaningful relationships independently of power relations that
surround him or her, work becomes meaningful despite and/or in spite of constraints. In or-
der to compensate for this issue, du Gay’s research turns to Nikolas Rose’s (2000) theorics of
governmentality based on the later work of Michel Foucault (sec also du Gay (1997) and
McFall (2008) for an introduction). Du Gay’s work on conduct and social worlds (Du Gay
1996, 1997, du Gay ct al. 1997, du Gay and McFall 2008) examines the ‘conduct of conduct” in
order to better understand the discursively mediated practices that cnable the production of
individual conduct within these worlds. For him, subjects engaging in work enter into a dia-

lectical relationship with discourses that prescribe certain forms of meaningful conduct,

Following this line of argument, by using a new technology to produce artworks, a maverick
may in fact challenge a whole series of interrelated conventions. But conducting oncself as a
maverick may be part of a wider cultural and historical discursive construction which in turn
shapes its own conventional practices and tools (Sec de Duve (1997) for a wider Foucauldian
analysis of the role of the Avant-garde artist in the 20th century). Specifically, the role of the
maverick artist may be tied to an historical conceptualisation of individual freedom and con-

tention. Maverickness can be understood as constituting a technology of the self which does

% Du Gay (1996: 27-28) deflines symbolic interactionism as a schoot of thought born in Chicago which combines
the American pragmatist philosophy (ex. J. Dewey) and German formalist sociology (ex. G. Simmel) in order 1o
deny “the uiility of macro-sociological reasoning” in favour of “portraying the social as a luid and changeable

series of transformations™.
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not necessarily equate to innovation or change in an art world but that is dedicated to the pro-
~duction of innovation through the contention of conventions. It is a mode of discursive con-

duct that shapes and is shaped by the artist’s work leading to transformations in an art world.

In this scnse, maverickness is quite similar to Rose’s and du Gay’s conceptualisations of en-

terprise in that itis a discursive mode of conduct linked to valuing flexibility and initiative.

Maverickness therefore not only functions as a constraint, it can be cxercised by an artist as a
resource to generate relations of power within an art world. By conducting themselves as
mavericks, artists work to distinguish their artistic practice from an established set of conven-
tions, thereby gaining notoricty, prestige, or some other form of art world power. Maverick-
ness is fundamentally relational in that it depends on an art world from which the conventions
itcontests arc produced. An art world expert could thercfore just as casily conduct maverick-

ness through the conventional contention of art world conventions.

Maverickness as a form of conduct transcends the artist role just as du Gay’s (1996: 139-145)
cntreprencurialism flows out of the boundarics of work life and into everyday practices. This
overflowing enables the artist to appropriate norms or standards from other social worlds into
an art world as convention. The artist may in wrn take this further and deploy maverickness as
a means to contest established socio-cultural norms through his or her appropriation as artis-
tic conventions. Based on this framework, 1 suggest that an innovative artist-maverick may be
onc who contests cstablished art world conventions by appropriating working standards of the

design and use of ICT's (sce scetion 2.3) as art world conventions.

For cxample, in the late 1990s the artist group RTMArk produced a number of websites that
mimicked political websites such as George W. Bush’s electoral website or the World Trade
Organisation website (Stallabrass 2003: 90-94). The websites’ designs reproduced the in-
nocuous standards (sce scetion 2.3.3 for definition of standards) and language of other corpo-
rate websites but through its deeeption the websites also vited the andience to question the
trust it puts into such arrangements. This example is a compelling illustration of the need to
examine the culwre of production for the production of culture (du Gay 1997) because itis
not only the resulting websites that give meaning to the work, but also the artists” and the
audicnee’s familiarity with a number of norms and standards that extend beyond the acsthetic
qualitics of the work such as the standards of a corporate website, In the case of this work,
from an art world standpoint (1 leave the legal standpoint w the law makers), the artists or
their supportive gatckeepers are able to argue for the work’s worth through the maverickness
of the artists” production and/or contestation of conventions within the art world (as opposed
to plain old fraud). The work depends on the audience’s familiarity with the standards and
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norms of' a corporate website rather than on producing entirely novel conventions. But it also
» depends on the how these norms and standards are converted into new or exceptional conven-

tion in an art world. Ifa number of other artists began producing similar artworks, they would

arguably be hard pressed to produce relations of power based on maverickness even though

they continue to contest established corporate norms and standards. The maverick artist’s
successful or unsuccessful deployment of conventions — even those that are appropriated
from other social worlds — is not just about gaining advantageous positions in relation to other
competing individuals; itis also about coordinating the familiar and the unfamiliar in a way

that allows these power relations to take shape.

This combination of social worlds can also be extended to the artist role as onc that is not nc-
gotiated separatcly from other social and cultural forces. Singerman (1999), for example, pre-
sents a convincing account of how discourses from other social worlds, in this case the aca-
demic discourse of intellectual professionalisation in the late rgth and 20th century United
States, shape our understanding of what it is to be an artist today. Maverickness, therefore, is
likely not the only discourse through which the artist is able to generate relations of power.
These two aspects of the conduct of maverickness through art world work — the intermingling
ofart world conventions and of discourses with those of other social worlds — suggests that an
artist must be able to walk not only a tightrope between new and established art world conven-
tions but must also juggle a number of other social world norms and discourses. Though the
artist is able to conduct maverickness through the appropriation of norms or standards from
outside the art world, such an appropriation still depends on a differentiation between social

worlds and the art world.

This scction has developed a framework for understanding a particular kind of artist, one who
works with conventions in an art world while conducting maverickness as a means of (rejpro-
ducing rclations of powcer. But this theorctical framework risks overlooking the collective as-
pects of such work, the wider organisational context in which conventions and discourses cir-

culate.
2.2.5 Artworld networks and organisations

The sheer number of terms used to describe different organisational social structures in the
arts is proof of the difficulty of defining the boundaries of these collective arrangements:
"groups’ (Ridgeway 1989), *schools® (Gilmore 1988), *simplexes” (Peterson & White 1989),
‘circles” and ‘acquaintance networks’ (Crane 18g, Crane 1992) or art style (Crane 1987). Itis
arguablc that this problem of art world classification extends to contemporary forms of or-

ganisations adapted for the particularitics art related to the design and use of [CTs.
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Artworlds do not constitute a community (sce the following for discussions on the difficultics
of applying “community” in social science research: Calhoun (19g8) Wilson and Peterson
(2002: 455), Linddkvist (2005)) because membership is not necessarily as stringent and does
not necessarily involve shared values or traditions. Art world actors do not have to share iden-
" tical conventions to participate (sec the definition of art world actors in section 2.2.3). It may
include many disparate or compcting social nctworks of varying density. As scction 2.3 will
arguc, they arc embedded (Granovetter 1985) to varying degrees within the porous structurcs

of other social worlds.

In order to study artistic work at a more “meso” level, Diana Cranc adapts Becker’s model to
develop smaller urban art worlds within the larger framework of the art world model (Cranc
1992: 112-129). Onc of these, the network-oriented culture world or what will be referred to in
this study as an art world nctwork, encompasscs socially peripheral or experimental artistic
activitics that arc not recognised by general publics. She describes artists within these net-
works as having more freedom and control over their work because audience members who
actively support them, although smalier in number, are alrcady familiar with the conventions
nceded to appreciate the artworks. Often, these audience members are active artists them-
sclves; they participate as audicnee members in order to stay awarc of new developments and
subtle changes that might arisc in the nctwork’s activitics. Such networks are sometimes de-
scribed as Avant-gardes in that some may eventually be recognised as innovative and the

originators of futurc successfully cstablished art worlds.

Peterson and Anand (2004: 322) attribute Cranc’s inspiration for these networks of produc-
tion 1o her interest and rescarch on the dissemination of innovations in scientific discovery
(Sce Cranc (1987: 44) for explicit ties to Kuhn's work on paradigms, sce also Zolberg 1989,
DiMaggio 2000). She attempted to situate and understand innovation within the context of
such creative organisations. This approach presents the avant-garde as cultural innovators:
thosc individuals who, with the support of gatckeepers such as critics and patrons, bring
about cultural transformations through the dissemination of new art world conventions, Such
networks are therefore fertile organisational structures for the (re)production of maverick-

ness discourscs,

Cranc classifies an art world network according to three different types of what is considered
in this rescarch to be maverickness: 1) through its “approach to the acsthetic content of its
artwork” (Cranc 1987: 14) — if it contests established conventions of the artist’s work as clabo-
rated by Becker; 2) through its “approach to the social content of artworks” (Ibid: 14) ~if it
questions cstablished dominant discourses pertaining to an artwork’s meaning in art worlds

“or social institutions; 3) through its “approach to the production and distribution of art”
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{Ibid: 14) - if it contests the wider established organisational conventions surrounding the

- production, distribution and appreciation of artworks. These alternating emphases expand on
the kind of maverickness conducted by art world actors. Maverickness in an art world network
is not necessarily isolated to an artist’s relationship with conventions and may extend to a

wider array of actors, discourses and their refationships.

Artworld networks depend on what Crane calls a “constituency” (Crane 1992: 119) of galler-
ics, journals, and museums or other patrons to gain wider institutional support and resources.
But onc might argue that these networks, before being tegitimated by critics and support per-
sonncl, are negotiated beforehand (or at Icast simultancously) between the artists themselves.
Becker (1982: 349) himself admits that he can only venture guesses as to why one set of con-
ventions and its related art world gained credibility while others did not. This is perhaps be-
causc of how he has distilicd the power of meaning itscif from the act of coordinating produc-

tion which is addressed by discursive technologics such as maverickness (scction 2.2.4).

Cranc, among others (Peterson & White 1989), associated these art world networks with in-
novation in cultral production and the transformation of conventions within avant-garde art
worlds. In this way, the art world network model implicitly maintains what Williams (1988: 87)
defines as culture’s etymological ties to breeding. Cultural or artistic innovation becomes de-
pendent on the work’s ties o lineages of artist groups, acsthetic forms, and ideological argu-
ments. Instead of a single avant-garde in time and place, itis a serics of ‘genctic’ Avant-
gardes. Rather than a timcless truth embedded in the artwork that is posthumously discovered
by a wider audicnce, the quest for artistic influcnce in art worlds through art world networks is
tied to the hushandry of various resourcces, practices, and discourses into new works. In an art
world network., success depends on the promotion and dissemination of these works within

the network and, eventually, to an ever widening constituency (Crane 1992: 119-120).

Because of this, an art world network is closely defined by the tools and materials the artist
uscs as much as by the artwork itsclf. Over the course of one of her investigations, Crane
identified three art world networks in the New York art world of painting of the mid-20th cen-
tury — abstract expressionism, figurative art and photo realism. Part of her analysis of these
nctworks determined that the social boundarics of art world networks arc imprecise. They are
not limited to a uniform set of conventions nor do they establish an explicit system for deter-
mining membership to any of the movements. Its members are not prohibited from working
with artists affiliatcd with other styles (Crane 1989: 270). Nevertheless, this research is to
somc cxtent dependent on the conventions of painting as a medium for artistic cxpression.
But painting is not an entirely stable practice. Its story is marked by a multitude of conven-

tional transformations (Gombrich 1995, 1999) that arguably affect how paintings arc pro-
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duced, distributed, and consumed. Crane’s usc of the conventions of painting function as one
of a series of methodological boundarics for researching social ties and its relation to changes

in content,

Ina wider research on art world networks from the same period and region, Crane finds that
those that focus on transforming aesthetic conventions (art world network 1 above) are faced
with “the problem of the exhaustion and rencwal of the paradigms on which their innovations
were based” (Cranc 1987: 141). Their maverickness is challenged by a continual “upping the
ante” of artistic innovation relative to conventions of production. Those that focus instead on
arguments over “representation” and ideological discourses are better able to struggle for

distinction and succcss.

Morec recently, Lash and Lury’s study of a more contemporary art world network, that of the
Young British Artists in late-20th Century London, suggests that art world networks now ex-
ist within “a ficld expanded outside the restricted cconomy of the institutional art world to the
general, global cconomy of cultural and financial flows”™ (2007: 79). They arguc that artists
and their support personnel are now able to circumvent the boundarics of art world conven-
tions and traditional gatckecpers in order to address wider constituencies thanks to overlap-
ping cultural, cconomic and political nctworks. Applying this reasoning to my rescarch, one
might argue that artists working with new or emerging ICTs are able to tap directly into global
infrastructurcs to producc and distribute their work. Understandably, Lash and Lury’s study
docs not address how artists are able to articulate a meaningful and coherent role within these
networks because it implies their eventual dissolution into global flows. But thisis the key
question as it suggests that without such an articulation, it is unclear how the artist can secure
and maintain advantagcous rclations of power for the production of artworks. The reason for
this oversight is arguably due to the rescarchers” and the Young British Artist’s downplaying
of the artist’s relation to the tools and materials involved in the production of artworks. The
following scction addresses some of the work in the production of culture tradition on this
maticr before considering how such conventions arc informed or imposcd by external social

or cultural forces such as standards from other social worlds.
2.2.6 Production of culture and wechnology

And so [ now turn to “production of culture’s’ record in dealing specifically with the question
of appropriating technologics as conventions in art worlds. With the advent of ICTs like the
Internet, it is possible to question what impact digital technologics have on the likes of art
world nctworks and how they are able to reach new audiences (DiMaggio 2001, Peterson &
Anand 2004). But these questions relate to concerns about audience awareness and access.

They also arguably conceprualise ICTs as simple distribution channcls. This minimiscs ICTs’
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role in the process of cultural production and seems to work on the assumption that the art-

- works themselves remain discrete units of content that stem from the work of a producer who,
in trn, distributes it to an audience. It does not consider those who, instead of using ICTs as
a means of distributing or promoting their paintings or films, also work with the ICTs them-

selvesto produce artworks. In what way do these technologies influence the art world net-
work’s activities and vice versa? In order to answer this question, it is necessary to further un-
pack ‘production of culture’s” understanding of the role of technologies within art worlds.

Taking an expanded view of technologies, Howard S. Becker (1982, pp.314-350) compares
the development of two similar technological conventions of production with somewhat
promising artistic applications in the latc 1gth and carly 20th century. The first of these is
stercoscopy, the sceond is photography. He describes how the latter went on to be aceepted
by most of socicty from the amatcur to the institutional art world as a tool for artistic creation
whilc the former is remembered as a temporary fad that was quickly relegated to obscure col-
lections of curiositics. Becker is unable to provide the reader with a definitive answer as to
why onc succceded while the other did not. He does however demonstrate that some of pho-
tography’s most influential representatives, such as Joseph Sticglitz, were able to successfully
court the respect of art world gatckecpers in order to sccure photography’s legitimacy among
a wider constitucncy. In a more recent study which sheds more light on photography’s suc-
cess, Battani (1999) provides a useful historical account of the discourse mobilised by da-
gucrrcotypists in the 1gth century in ordcer to reinforce the role of the “photographer-as-
artist” (Ibid: 604) to better promote the photograph as a significant cultural artefact. Using
the role of the artist to distinguish between high and low photography (high — non-
commecrcial and low — commercial), between the creative genius and the technician. As he

explains:

“By the 1860s successful entrepreneurs had effectively defined the role of photographer as
distinct from other roles in the emerging field of photographic production and they did so
in large part by capitalizing on cultural resources that allowed them to link their economic

interests with a sense of moral worth and social standing.” (Battani 1999: 604)

Certain individuals arc ablc to construct a legitimate expert artist role. But his distinction of
the role of the photographer remains narrowly framed within the notion of a producer of cul-
turc. His findings rcinforce the centrality of the role of the artist within an art world. The find-
ings also show how technologies of production arc employed to cstablish barriers for entry
into certain art world roles and support the subsequent powers and constraints that come with
sucharole. In the case of photography, supportstructures, particularly supply houses and

trade journals, helped reinforce such barriers. Sadly, because of the historical scope of the

37



research, Battani is unable to analyse the nature of the working relationship between said art-

ist and the technologies.

In the rescarch, Battani represents the socio-technological trajectory of technologies such as

: daguéncotypes and photography as relatively stable in that they are used solely for the pro-
duction of pictures. Differentiation and the establishment of power relations takes place at the
level of discourse and the development of content with little consideration for the way these

technologies are articulated as conventional tools for the production of photographs.

Other ‘production of culture” rescarch either downplays technological issucs altogether (Di-
Maggio 1987) or classifies technological development as instigating change or innovation (Pe-
terson 1982, Zolberg 1989, Peterson and Anand 2004) rather than as a dialcctical relationship
between actors and technologics. Peterson (Peterson and Anand 2004) attributes importance
to technologies by listing them as one of the six key aspects of art worlds. However, in this
modcl the process of a technology’s arrival into art worlds is not sufficiently examined. Its role
in the art world takes on a “take it or lcave it” quality which scems technologically determinis-

tc.

Part of the reason for this may lic in how technologics that are designed and used to produce
artworks arc often employed to determine boundaries for artworlds. This may, be traced back
to the academic (in the sense of Royal Academics of Art) tradition of naming the role of the
artist after the medium used in the process of production: a painter paints paintings, a sculp-
tor sculpts sculptures, an engraver engraves engravings, ete. For example, in her book on
production of culture, Cranc (1992, sce also Cranc 2002, Biclby and Harrington 2002) is
able to address the film and television industries as art worlds at the larger inter-firm level ona
national and international scalc through the shared media of film and television networks.
Similarly. her book on the avant-garde limits itself to “plastic arts” of the mid-20th century
New York Avant-garde. explicitly avoiding less traditional media for artistic expression in
these art worlds (Crane 1987: 145). The same aspects of technological conventions that cnable
artists and rescarchers to classify an art world arc therefore taken as implicit coneeptual and

mcthodological boundaries (scc transparency in scction 2.3.3 below).

Such boundarics are notan issuc as technology’s rolc is limited to its functionality in enabling
or constraining artists’ work of producing meaningful artefacts. But it may be instructive to
examine how such technologies are employed by the artists themsclves as a way of meaning-
fully defining the art world. As the social world and its technological conventions develop, the
possibility ariscs that those conducting work within the social world arc affected by these ob-

“jects (Du Gay 2008: 22).
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> Iftechnological conventions function as a kind of “boundary object” (Star and Greisemer
1989) for researchers studying art worlds, they become all the more refevant in the case of art

~ using ICTs. This is because classifications and linear trajectories based on technological
processes of production may not be as useful in defining an art world’s boundaries when deal-
'ing with digital ICTs. Leah Licvrouw and Sonia Livingstone identify a convergence of the so-
cial and technological in new media which, in the case of this study, suggests how difficult it is

to make such differentiations:

“The convergence of {CTs that has been facilitated by the paraflel convergence of enter-
tainment, education, work and civic activities, and interpersonal communication, requires a
more radical rethinking of people’s relation with and understanding of ICTs.” (Lievrouw &
Livingstone, 2006: 7)

ttis therefore unwise to simply extend similar technological boundaries to the study of art
worlds that include artists and 1CTs without taking into consideration the social and techno-
logical dynamics of new media itself, something the production of culture tradition seems ill
cquipped to do. Nor should one assume in this study that the design process for ICTs, be it
for artistic production or anything clse for that matter, takes place apart from the dynamics of

the needs and values of socicry at large.

The development of an art world as presented in this section is a complex and fragile set of
interrelated conventions, actors and discourses. What the art world provides is a model for
studying the organisational relations of production, distribution and the consumption of cul-
tural goods. it provides rescarchers with the means to study the macro level of cultural organi-
sations and institutions and the micro of individual producers or consumers of cultural prod-
ucts. It also provides the rescarcher with a means of analysing the middle ground where or-
ganisational structures between artists, other art world actors, technologies and discourses

are collectively negotiated.

Rather than looking at what impact the consumer or the producer can have on the artefact,
this study focuses on the location of both the producer and the consumer within the role of
the artist; how the artist is locked within a struggle to autoproduce and produce. In other
words, to sec whether the conventions mobilised by the artist arc the result of a negotiation in
the dialogical relationship between consumption and production which, in turn, generates
meanings that must be communicated to others. If this is the case, the study must examine
how this is mediated by the artists. discourses and technologies involved in the process. If we
pull back 10 Jook at the idea of the artist as a cultural producer, we realise that this is what is at

stakc in the conception of art and its relationship to the wider new media social worlds.
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Returning to the Calhoun and Sennett quote in chapter 1 (section 1.2), if this study were

’transposed to the art world of painting, it would be parallel to that of asking a painter what the

difference is between “What kind of paint to use?” and “How to use paint?” in the work of
P! P

_ defining his or her role. Debates around what brand of paint to use may fade to the back-

' ground, becoming a question of personal preference. How to use paint may be put to the

foreground becoming a question of acsthetics and style. In a sense, this theoretical example
would Icad us to conclude that the act of purchasing and using paint is a lesser concern among
painters than is the act of producing the artwork itself. But is this the case for digital media?
Could the choice of what software and hardware to use supplant how that software and hard-
warc are used? Rather than the transformative powers of a medium, it is to mediation and its
implications for both the social and the technological aspects of the production of artworks

that this chapter now turns.

2.3 The social worlds of new media and the design and use/consumption of
digital ICTs

2.3.1 Media art world history

Historics of new media art do exist (Wilson 1gg1, Loeffler & Ascott 1ggr1, Stallabrass 2003,
Gere 2006). But many of them concern themselves with the aesthetic and epistemological
dcbates attempting (or decrying) canonical overviews of recent or not so recent artworks.
Others test approachces to the reading of specific artworks or genres (for example Manovich
2001, Bolter and Grusin 2000). Academic works by the likes of Stallabrass (2003) document
how representatives of the traditional art world organisations such as contemporary art muse-
ums and gallerics have been unable to absorb new media art within their traditional organisa-
tional and curatorial paradigms. Nascent media art worlds do, however, have significant or-
ganisations that support their activitics (the scope of the following list does not include more
commereially driven art worlds such as the video game industry or traditional media industries
which have migrated some of their production to digital media forms). In Europe, organisa-
tions whose mandates are exclusively focused on media art or artworks using digital 1CTs in-
clude the Zentrum fiir Kunst und Mediantechnologie (ZKM) and the Institut de Recherche et
Coordination Acoustique/Musique (IRCAM) and festivals such as Ars Electronica in Linz. In
North America, one finds organisations such as the Langlois Foundation and Rhizome and
yearly events such as SIGGRAPH sponsored by the Association for Computing Machinery’s
Special interest Group on Graphics and Interactive Techniques. There is also significant aca-
demic support such as the journal Leonardo and its related publications through the MIT

Press to name only onc example. The role of the artist as someone able to work with new me-

" dia is thercfore supported by these organisations. New media art is an emerging art world in
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which actors and organisations reproduce and transform conventions and discourses related

to new media.

Rather than getting bogged down in the semantic debates of what exactly constitutes new me-

* dia art as an emerging art world and how it relates to other art worlds working with digital

ICTs, this study focuses on an art world network, in Crane’s sense of the term (see section

2.2.5), that works with digital information and communication networks to produce and dis-

“tribute artworks. Wider art worlds that employ new digital media —including film, commercial

video-games, and television nctworks - are much too diverse and complex to be sufficiently
defined and applicd as boundarics for this rescarch. The application of both convention and
art world concepts would become a litle unwicldy if not applied to a specific object of inquiry.
This rescarch therefore examines a particular art world network’s attempts to gencrate a st of
conventional roles around the use of a specific ICT for the production of artworks (sec chap-
ter 3). By focusing on specific sets of conventions pertaining to the use of an ICT by artists to
producc artworks in a specified art world network, the research concentrates on the ICT s

enculturation and the articulation of the artist’s rolc.

In order to examine thesc processes the conceptual framework must address the specific
properties of digital information networks and how they become art world conventions. Little
work from the ‘production of culture’ perspective deals with how meanings of innovative
technologies are adapted by artists to become conventions for the production or distribution
ofartworks. The following scction turns to mediation theory as a means of addressing artists’

participation and cngagement with the design and use of ICTs.

2.3.2 The social worlds of new media

The social worlds coneept is particularly useful in the case of new media becausc these worlds
“do not necessarily conform to geography or organisational boundaries” and because “people
can belong to multiple social worlds simultancously”(Fitzpatrick, Kaplan, and Mansficld
1996: 339). For the purposes of this research, the social wotlds of new media are defined as
the collection of emerging socio-technical relationships between individuals, organisations,
and technologies that arc involved in the work of designing, distributing, consuming and us-
ing digital ICTs. This is a sociological definition of new media worlds which considers the
converging preoccupations around design, use/consumption of ICTs and the discourses that
articulate this work. New media constitute sets of traditions and values relating to the design
and usc/consumption of ICTs (Flichy 2006, Postcr 2006, Robins and Webster 19gg) that
hecome visible in discoursc. This section examines the propertics of new media social worlds

hefore going further to develop this aspeet of the conceptual framework for this study.
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Section 2.1 presented Bilrger’s examination of how artists generate and contest conventions
by contrasting the results of art world work with the socially constructed discourses and con-
ventions of everyday life. Researchers in the fields of media studies and information systems

have also identified complicated and contingent relationships between new media social

~ worlds and the everyday (see section 2.3.3 foran in-depth example). Onc of the ways in which

 this relationship is represented is through what Flichy calls the distinction between the pro-

fessional and leisure spheres? (Flichy 2006). Such a distinction arguably enables the re-
searcher to differentiate the “expert” work taking place within social worlds from the “every-
day experiments” {Giddens 1994: 59) conducted by ‘everyday people’. But employing such a
clear distinction to define new media also represents a conceptual problem for our model be-
causc it conflates a dichotomy similar to the one identificd in section 2.1. In this casc, instead
of having to choose between the production of culture as being the reserve of an elite or the
ability to produce culture as being available to anyone cqually, it reinforces a dividing line be-
tween usc-value for work with new media and meaningful engagement with new media as con-

sumption.

Mark Poster {2006 134-135) signals a risk for new media that is similar to the one hightighted
by Bennett (see scetion 2.1) for cutture and society in that grafting culture to ICTs as an indis-
criminate whole underplays the historical specificities and contingencies of an ICT’s mean-
ingful development. As a way of recognising this indeterminacy in this study | acknowledge
that, like art worlds, there exist a number of new media social worlds and that their meaningful
arrangements on a global and local ievel are not predetermined. Nevertheless, 1 also recognise
that aspects of these worlds arc interconnected by networks of ICTs in time and space that
some classify as the information socicty (Castells 2000). | employ the term new media social
worlds in a way that acknowledges new media’s historical emergence as well as its embedded-
ness within wider global socio-cconomic and political realitics (Castells 2000: 5-13, 28-76) all
the while respecting du Gay’s (2003: 666) caveat about epochalism’s seductive ability 1o over-
generalise based on an analysis of the particutar. What needs to be examined in this rescarch
is whether or not an art world network and the power relations that apply to artists such as
maverickness are sustainable when combined with new media social worlds, particutarly when
using 1CTs to conduct artistic work. Or whether maverickness - the discursive conduct of the

contention of art world conventions — is played out differently when designing and/or using
ICTs.

2.3.3 Innovation and the social construction of ICT's in new media social worlds

* ¥ Inthe case of this research, Flichy's (2006) distinction between professional and leisure spheres is arguably of

little analytical use since the artist might fall both in categories.
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If one understands the social worlds of new media as an historically constructed set of discur-
sive practices and technologies, one must employ a framework that enables an examination of
the appropriation of ICTs between a new media social world and an art world. This chapter
 has alrcady explored how ‘production of culture’ research taps into the study of scientificin-
novation in order to better explain innovation within art worlds (section 2.2.4). The social
dimension of innovation in science and technology has been itself extensively researched
since the 1960s (see Edge (1995) for an overview). An example of this type of research is the
social construction of technology approach, which explores the importance of agency in the
process of innovation {Dholakia & Zwick 2004). Itis thercfore arguable that some strands of
the social construction of technology developed in parallel with some strains of ‘production of
culture’ research. The social construction of technology literature, however, demonstrates

morc strongly the role of users in the design of a new technology.

Some would argue that the way in which some of “social construction of technology’s propo-
nents conceptualise the user as an independent agent, free from discursive constraints (Klein
and Kicinman 2002) leads to another form of technological determinism (Bakardjeva and
Smith 2001:11). Such a critique is arguably similar to the one presented by du Gay of symbolic
interactionism in section 2.2.4. The user’s appropriation of technology must be understood
as being framed by discourses that extend beyond the individual (Shove and Pantzar 2005).
Before addressing this challenge, this scetion develops further tics between ‘production of

culture’ and the study of new media as it relates to the ‘social construction of technology’.

In their work, Susan Leigh Star and Geoffrey Bowker (2000: 34) employ an infrastructural
inversion in a similar way to the one used by Becker in Art Worlds. Their objective is to ana-
lyse “the technical networks and standards, on the one hand, and the real work of politics and
knowledge production on the other” (Ibid: 34) to describe the production of standards and
classifications for the production and use of information. They find thart the social worlds per-
taining to the infrastructure of information systems are coordinated in a similar fashion to that
of artworlds where standards (such as protocols and classification systcms) are conceptually
similar to art world conventions. New media social worlds can therefore be understood as be-
ing linked together by standards that enable and constrain the coordination of [CTs. Bowker
and Star’s findings rclated to standards provide a means of delivering and coordinating infor-
mation but also a form of power relation tied vo the circulation and production of knowledge.
Standards transcend more than one social world (Bowker and Star 2002: 13). Standards are
thercfore distinguishable from conventions in this study in that conventions apply to art
worlds while standards act as a bridge between multiple social worlds. So although a technol-
ogy may be normalised in cveryday life and standardised within an information infrastructure,
it may still be unconventional when utilised in an art world context.

43



Bowker and Star (2000:15) present classification as the other side of the standards coin. Clas-
‘sification work is the work of creating categories that may one day become standards, while
standards entail a classification system. Finally, classifications are defined as “objects for co-
operation across social worlds, or as boundary objects (Star and Griesemer 1989)” (Ibid:15).
Lowood (2001) critiques this conceptualisation of classification as not being specific enough.
In the casc of this study, I define standards as the ICTs and their related practices that enable
and constrain work between individuals within social worlds. I define classification as the
work of representing — or attempting to represent — standards as conventions and vice-versa.
Returning to the carlicr cxample of RTMark in scetion 2.2..4, the artists used HyperText
Markup Language (HTML) standards of the World Wide Web as a part of their work. By clas-
sifying their appropriation of these standards as a means of subverting the “mechanical,
soulless, minuscule” (RTMark quoted in Stallabrass (2003: g4)) power of corporate inter-
ests, RTMark are not only contesting political power. They arc also engaging in the work of
classifying a maverick convention for new media art: a standard corporate website design for
the critique of political or commercial power. As with conventions, standards are not all per-
suasive or overpowering when applicd to social worlds. A standard’s proponents engage ina
complex dialectical negotiation with the situated actors and technologies involved. As stan-

dards arc modificd and appropriated by social actors, they ean be made transparent.

In a chapter on The Uses of Experiment. Simon Schaffer (1g8g: 67-104) presents the concept
of transparency as a means of analysing the negotiation of standards surrounding tools for
scientific experimentation. Before scientific communities could recognise experiments in the
natural sciences, he argued, the tools used in an experiment underwent a legitimating process
of standardisation which he named transparency. If the standardisation was validated. tech-
nologies became transparent making it possible for scientists to overlook the infrastructure
that cnabled experimentation and concentrate on the scientific argument of the experiment.
Shafter likened his concept of transparency to Trevor Pinch’s black boxing (1bid: 70. see Ro-
senberg (1982) for another application of the black box metaphor to technology) in which
knowledge was enclosed into a fixed object. Transparency, like a black box, made a technol-
ogy’s standards invisible. Star, Bowker and Neumann describe transparency as the result of a
“process in which status, cultural and community practices, resources, experience, and in-
formation infrastructure work together” (Star, Bowker, and Neumann 2003: 257, their em-
phasis). In order to analyse transparency as the result of a complex sct of relations, they sug-

gestone must answer the following questions:

“-For whom and when is a particular tool transparent?

-What happens when degrees of transparency are different for various subgroups of users?2
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-How does something become invisibly usable at [an organisational level rather than an

individual level], and what differences are required in process and design contenté

-How are new comers taught to make the tool, interface, or retrieval system transparent for

themselves2” (Star, Bowker & Newmann 2003: 242-243)

Transparency is therefore closely tied to onc’s ability to exert power when working with tech-
nologics. It arguably cmbeds relations of power into the practices of designing and using
ICTs. The disconncet between the transparency of a standard and its classification as an art
world convention therefore becomes a relational marker of appropriation. Returning to the
RTMark example, this means that although their websites subverted design standards for
websites, the standards of the HTML code used to producc the sites, for example, remained
transparent. HTML code therefore also constitutes a transparent art world convention in this
example. Beeker conceptualises technological change inan art world as dependent on
whether or not it enables the coordination of art world activity (sce section 2.2.2). Although
the RTMark example reproduces aspeets of maverickness through the contention of design
standards, it is also dependent on a number of suceessful new media standards/art world con-

ventions such as HTML in order to cireulate,

[vis at this point that a conceptual tension alluded to in the previous section (2.2) - innovation
as an artistic practice and the qualitics of the author as an innovator or maverick in contrast to
the diffusion of technological innovation across multiple social worlds - becomes more appar-
ent. An artist conducting maverickness within an art world network, when working with ICTs,
encounters a different set of contestable conventions which, in this rescarch, will be identified
as standards. The question is how maverickness is deployed by the artist in the case of new
media standards? Based on this conceptualisation of standurds and classifications, we now
have a coneeptual framework for understanding how art worlds and new media social worlds
can come together. But just as section 2.2.2 unpacked the role of the artist within an art

world, I now turn to two roles within new media art worlds.

2.3.4 The designer and user relations

Following the conceptual bridge between art worlds and new media social worlds, there arises
the risk thata kind of art world cquivalency emerges in which artists necessarily equate to
some corresponding new media role. This section will therefore categorise and discuss two
roles within new media social worlds — the designer and the user — in order to address this

mattcr head-on.
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One could argue that the role of the designer in new media is analogous to other producer
roles: a role similar to that of the artist role in production of culture in that it is attributed w0
and performed by the producer(s) of an artefact. As with the artist role, the role of a new me-
dia designer can also be distributed among multiple actors who contribute to the different
necessary steps involved in the production of a technology (Suchman 1999, 2002) which in
turnis distributed in the market. Robin Mansell describes design as embodying “the traits of
intentionality and purpose and, therefore, of the capability to initiate, as well as constrain,

action” (Mansell 19g6: 23).

This definition of design provides an important contrast to the production of culture tradi-
tion’s understanding of cultural production: the distinction between a designer and artist is
their rolc in defining the use value of the resulting culwral product. The artist role is con-
cerned with the production of meaningful artefacts for anart world whercas the designer role
is concerned with the initiation and constraint of actions that lead to the production of mean-
ing. Both may depend on support personnel to accomplish these tasks or to facilitate the dis-
tribution of the cultural artefact (see Mackay and Gillespie (1992) for a case for marketing as
transition between designer and user in new media). The designer role constructed within
new media social worlds may be concerned with the production of meaningful standards
(Norman 1999), but this production is one that is concerned with producing or reducing lev-

cls of transparency of standards relating to the user’s work.

Much dcbate has taken place around where the user is to be located in the process of produc-
tion or whether she/he is able to find a place at all (Suchman 2002). Extending the parallel o
production of culure, the user role is comparable to that of the audience or consumer of a
technology. Similar to Peterson’s later revision of audience work (see section 2.2.3), the defi-
nition of the user role here is not as a powerless actor subjected to the constraints of ICT de-
sign. Rather, the role consists of one who chooses to conduct/contest the designed actions in
time and space and who can attempt to actively reinterpret their freedom and constraints
through articulation (see Bowker and Star 2000: 310-312, sce also Silverstone (1994), du Gay
etal. (2003) and section 2.3.5 below) . In this definition, the user role could also be attributed

to the arrist who sclects technologies to produce artworks.

Both definitions therefore suggest a degree of freedom that produces the potential for rela-
tions of power as developed in scctions 2.2.3 and 2.2.4. Returning to the contingent construe-
tion of the artist role, groups of artists, when engaging with a new media social world, face the
task of defining and/or being defined in relation to both roles. This more nuanced designa-
tion of artists as designers and users broadens the conceptual field for understanding selec-

tion of tols or materials based on its useful properties and as the articulation of meaning,
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what Zelizer (2005: 332) describes as the properties of consumption. By choosing to use an
ICT, the user is also consuming the ICT for a varying degree of functional return and mean-
ingful expression. Meaning and use-value are closely intertwined yet still distinguishable. A
sociakactor’s reasons in selecting an object of consumption are not necessarily purely rational
nor purcly affective. Though Bakardjieva (2005) distinguishes between use and consumption,
choosing the former over the latter, it is arguably preferable to keep both use and consump-

tion as considerations for user activity.

This obscrvation is significant for this study becausc it suggests that the artist’s appropriation
of tools and matcerials such as ICTs does not necessarily begin and end with use. Rather, itis
potentially a messy combination of design and use in which both the internalization and ex-
ternalisation of the meanings of goods takes place individually and collectively (Spittle 2002,
Himonen 2004. Zukin and Smith Maguire 2004). Just as artists have a mix of reasons for
choosing their profession (Menger 1999). the way they choose and use tools may be a combi-
nation of rational and meaningtul, personal and collective. Similarly, it is unlikely that such
choices can be mainly attributcd to an individual choice or solcly to prevailing collective
norms. In choosing a particular ICT, an artist initiates a meaningful yet contingent relation-
ship that may or may not initiatc a whole new set of choices. Returning to *production of cul-
ture’s conceptualisation of the artist’s role and its relationship to technology, it seems the art-
ist can perform both the designer and uscr roles: like other social actors, the artist may be a
designer or a user of the technology depending on the stage in which he/she is engaged in
that technology’s development (Suchman 1999). Should the user and designer roles be con-
ceived as being at opposite ends of a new media spectrum or as opposites of the artist role? If
the artist role as producer is dependent on its distinetion in practice from others, can an artist
role be articulated within the framework of a uscr, or rather, is there in fact a struggle to finda

designer role?

F'would therefore argue that the challenge with the ‘production of culture’ model when exam-
ining technological innovation for cultural production lies in its conceptualisation of the artist
as a uscr of technologics that are devoid of meaningful usc-value outside the art world in
which itis uscd. In this study. the ways the user and designer roles operate arc considered as
rclations of power that operate on different levels of transparency of ICT standards and that
articulate the artist role when dealing with ICTs. The objective of the empirical research s to
observe how the artist role also conducts the role of designer and user in order to create new

media art; to sce how these roles are part of a ncw media artist’s carcer.

Now thata conceprual framework exists for social worlds of art and of new media and an un-

derstanding of agency within these worlds, the following section turns to a more in-depth
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formulation of mediation as a means of understanding the dialogical power dynamics of encul-
turating ICTs. This section argues for mediation as a way of understanding the contingent

work of designing and using, articulating and consuming ICTs across social worlds.
. 2.3.5 Mediation of ICT artefacts within social organisations

Until now, the focus of this section of the chapter has been to develop a conceptual modei for
the unstable reiationships between individuals and technologies that frame their activities re-
lating to new media. One of the main challenges feft unattended to is the way in which collec-
tive relationships affect and/or are affected by ICTs. This suggests the need to focus on the
"dynamics of uses® (Martin-Barbero 1ggg). the shifting roles that individuals and organisa-
tions play as producers and consumers while trying to acquire or maintain relations of power
with the help of technologies and over the design and use of these technologics. The concept
of mediation provides a means of understanding how actors affect and are affected by the
technologics they work with. This scction will define a particular understanding of mediation
and employ it to analyse the negotiation of power relations surrounding the enculturation of

ICTs in social worlds.

One way 1o obscrve the mediation of/by technologics within a social world is by following the
carcer of a technology (Silverstone and Haddon 1994. 1996) or what Kopytof (1986) calls the
cultural biography of things. Carcers are cndeavours to follow the shifting meanings and uses
attribuled to a technological artefact through time and space. Rather than instil agency to an
artefact as one would in the actor-network theory (ANT) tradition (Callon 1986, Latour 1996),
instead the coneept of carcers generates a fluid framework for understanding a technology’s
changing placc in society as a cultural commodity. Onc fertile social world for the study of
collective mediation of ICTs over time and space is the family (Silverstone et al. 1991, 1994,
Sitverstone and Haddon 19g4., Bakardjicva and Smith 2001, Lally 2002, Lacey 2007). Silver-
stone and Hirsch (19g2, sce also Hirsch 19g4) usc the family as a basic social unit to study how
1CTs, specifically welevisions, are appropriated into family life. They describe the process of
the technological artefact’s transformation of meaning and use over time as the ‘domestica-
tion’ of the television (see also Lehtonen 2003 for a more actor-network inspired approachto
domestication). Their objective was to demonstrate how family members as users/consumers
are active participants in the social construction of a technology (Siiverstone & Haddon 19g6:
59). Technologies are not simply designed and blindly consumed by individuals. They argued
that ICTs arc actively appropriated by individuals into sites such as the household wherc its

meaning fluctuates and its usage changes over time.

This is understood as a process of mediation, a process in which consumption and production

* arc performed by actors in order to enculturate an [CT. Understanding this process as media-
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tion enables an examination of both the meanings generated, as well as the use functions, and
their development over time and space. Silverstone conceptualised mediation as “a funda-
mentally dialectical notion” that understands communication as “driven and embedded” (Sil-
verstone 2006: 189) by discourses and technologies. Mediation creates a kind of recursive
stratification of social dynamics in which different social worlds, individuals, discourses, and
the properties of the ICT mediate cach other over time. Silverstonc and his colleagues recog-
nised that mediation is itself grounded in the specific preoccupations of the related social
world. Becausc of this specificity, they classify the mediation work performed in the family
home as domestication. The term domestication describes a dialectical process in which both
the technological artefact and the family members who usc it transform cach other through
daily usc. This process includes the ICT s design which they designate as commodification,
the ICT’s appropriation by the group of uscrs in the home, and the 1CT’s conversion which
designates the group of users” work of representing the 1CT to other social groups. Domesti-
cation is the ‘taming of the wild and the cultivation of the tame” (Silverstone and Haddon

1996: 60):

“In this process new technologies and services, by definition to a significant degree unfamil-
iar, and therefore both exciting but possibly also threatening and perplexing, are brought
(or not) under control by and on behalf of domestic users. [n their ownership and in their
appropriation into the culture of family or household and into the routines of everyday life,
they are at the same time cultivated. They become familiar, but they also develop and

change.” (Ibid: 60)

The concepr of domestication implics securing the object in order to make it familiar and doc-
ile in time and space, safc within the familial hearth. 1tis a particular kind of mediation thatis
composcd of the particular discursive practices of the familial social world as well as those off
television as part of'a wider social world. Silverstone and Haddon go even further to describe
television as doubly articulated: as a meaningful artefact and as carrier of the meaningful arte-
facts it delivers through its programming. These articulations are the result of the users” en-
gagements with the technology. Negotiating the double articulation may be crucial to the art-
ist as a social actor: choosing the artifact in order to produce content but also choosing the
artifact in order to remain an empowered producer of content, a kind of expert domestication
of the ICT. Part of the process of domestication is an ongoing relationship with the outside
world, between what is “normal”™ and what is “new”. Domestication, therefore, is a situated
mediation that bridges two social worlds, that of the television medium and its related design-
crs with the family as a group of users. 1t underscores how the work of mediation is not under-
taken in a social or technological vacuum. The relationships between the participants, tech-
nologics and discourscs arce not pre-determined but nor are they a blank slate.
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Applied to this research, mediation generates a dialectically situated kind of work instead of a
linear understanding of work that separates production/design from use/consumption. Such
an understanding of mediation may shed new light on the liberty of action afforded to artists
when using ICTs in an art world network. This model could lead to a conceptualisation of

. consumption and production informed by situated roles and interests that work with and
against the flows of technological development: an exploration of art and its relationship to |
the tools used by artists. In order to develop such a model, the first objective must therefore
be to map out the characteristics and qualitics of mediation of the ICTs as both meaningful
and functional artcfacts for the production of artworks and the social topography in which itis

SCL.

In the case of television as an 1CT, Martin-Barbero sces everyday life in the family home as
one of the “places of mediation’ (1993: 215) where mediations of ‘the social materialisation and
the cultural expression of television are delimited and configured’(Ibid: 215). Silverstonc and
Haddon arguc that cxamining the usc of [CTs within the fabric of everyday life in the home
provides a picturc of ‘their significance in shifting, extending, transforming, or undermining
the boundaries that separate our private from our public lives (Meyrowitz 1985)’ (Silverstone
and Haddon 19g6: 61). The family home is established as the site of the social world in which

an ICT circulates:

“Households are conceived as part of a transactional system of economic and social rela-
tions within the formal or more objective economy and society of the public sphere.” (Sil-

verstone et al. 1994: 16)

Appropriation of commoditics such as ICTs into a domcstic social world takes place, it s ar-
gued, within the houschold. Like the home and cveryday life, spaces in which individuals and
organisations appropriate [CTs have ties to discourses that contributc to the mediation proc-
ess. One must therefore consider the physical and organisational space containing the proc-
¢ss of mediation as a discursive space (Silverstone 1998). It is in this physical and discursive
boundary that the initial challenge outlined in scction 2.1 resurfaces: how culture is conceptu-
alised for the purposes of this rescarch. This rescarch focuses on an art world nctwork rather
than a family or a houschold. In order to apply the model of mediation, it is necessary to en-
surc that the research does not incorporate a definition of culture that is itsclf “domestic” -
shiclded to a greater or lesser extent from the public life by the walls of the family home. Just
as Silverstonc (2006 A) sces the initial flaws in the family as a unit of analysis, not being an
entircly homogenous repeatable unit, the network under examination and the objects it con-
tains in this study arc *messy’. Nor docs the art world network necessarily benefit from the

same historical or social pedigree as the household. Crane does, however, identify art muse-
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ums and galleries (1987: 119-136) as fertile spaces for art world network activity and for the «

dialectical negotiation of art world power'e.

Scctions 2.3.1 and 2.3.2 have alrcady argued that, for artists, the spaces in which they engage
with ICTs may not nceessarily provide clear divisions between the ‘expert” and ‘leisure’ or
domestic sphere. On the most basic level, an artist may use the Internet from a home com-
puter as an cveryday uscr to email family and friends and yet still use the same connection to
produce artworks. Conversely, the artist may have a day job that demands a differentkind of
expert usc of ICTs which he or she could also use in his/her spare time to produce artworks.
Finally, the artist may use a computer from the home to produce artworks. This may be par-
ticularly the casc for media artists who do not have access to many resources. In some cases,
ICTs arc cultivated by artists to be used in expert social worlds, while other artists may belicve
they arc better suited for the ‘domestic’ or ‘leisurc’ world. Such spatial distinctions only rep-
resent one of the many potential fault lines where meaningful power relations mediated by

ICT's could develop.

Ignoring the properties of the discursive spaces that surround an [CT’s appropriation over-
looks power incqualities berween the offline and online that arc not predetermined. Social
work is mediated by discursive spaces such as the home or, in the case of an art world exam-
ple, the muscum or gallery or university. This uncvenness creates an added dynamic to the
process of appropriation which suggests that we need to map the discursive spaces of the art-
ist when engaging in a process involving mediation and ICTs. What we learn from mediarion
theory is that spaces and their related discourses that shape how social work is conducted are

intcgral to an understanding of the appropriation of ICTs into a social world.

2.4 Art world networks and networked art worlds

Having established a framework for understanding how artists might go about appropriating

ICTs for the production of artworks, it is time to develop an understanding of the propertics

of ICTs. In the case of this study, the interest lies in digitally interconnected information net-

works. To understand their properties, it is nceessary to first consider the term network.

The nctwork’s application as a concept in the social sciences raises certain conceptual and
methodological challenges. Leaving methodological issues to the next chapter, this chapter
turns to the theoretical implications of the term network. The term network is relatively con-
sistently used in the literature to describe a structure made up of links between nodes (Bara-

basi 2003:11-13). Networks have been used in many different ways to describe relationships in

" Section 2.4 will clarify how the “network” in the form that itis similarly employed here to the ‘school” or “cir-

cle” or ‘simplex” will also be employed in a way that is adapted 1o the particularities of new media.
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the production of cultural artefacts: in anthropology (Gell 1998), in aesthetic theory (Bourri-
aud 2002b), in the sociology of art (Becker 1982: 35, Crane 1989, Bourdieu 1993: 30). The
concept is also employed more generally in sociology such as actor-networks (Hennion 1989,
Law and Hassard (Eds.) 1999), social networks (Wellman etal. 1996, Wellman 2001, Neff
' 2005) and network inspired social theories such as the network (or information) society (Cas-
tells 1996, 2000). The concept can describe infrastructure such as international transporta-
tion networks (ﬁir travel, rail, etc.), telecommunication networks (Internet, phone, etc.). It
has also been used to analyse various structures from biology (ncural networks) to computer
scicnees (network flow theory). What is clcar is that the network metaphor has served many

diffcrent disciplines, including the social sciences:

“Netwarks seemed to hold the potential to combine the explanatory power of “culture”

while being able to account for human agency in ways which structural-functional theories

of social life were unable to do.” (Knox et al. 2006: 124)

Becker’s approach (also sce Cranc(1987), White and White (1965), and Bourdicu (1993)) is to
cmploy conceptual structures such as art worlds to examine and comparc relationships that
lcad to innovations in cultural production and consumption. Cranc (1989) for example, com-
parcs three art world nctworks of painters, their ideologies, their social standing and rela-
tions, and the works that they produce, to gencrate a sct of dialectical relationships that con-
stitute an art world structurc which can itself be compared to other art worlds in history (scc
scetion 2.2.5). Networks in these cases become not only means of analysing artistic innova-

tion but also means of conceptually representing innovation,

Becausc the term network is so widcly used in such varying circumstances, it is nccessary to
qualify the usc of the term network as cmbedded in culture and mediated/mediating relations
of power. Itis important to recognise that the term is already situated within the object of re-
scarch and not applied ‘from the outside’ as a theoretical meta-structure. Many metaphors
have been applied to communication networks such as the Internct in order to frame dis-
coursc around the appropriation of such technologies (Zook ct al. 2004), the super-highway
{Sawhney 1996) being an carly favourite. One can thercfore not assume that artists arc pre-
cluded from using nctworks in a similar fashion. Artists’ usc of the term implies a certain
amount of reflexive interpretation on the part of art world actors and should not be taken for
granted in terms of the meaning or implications in this rescarch. In this rescarch 1 examine the
extent to which the classification of the network therefore is not only produced by gatekeep-

crs and the “outside” by theorists and sociologists but also by the artists themsclves.

52



In recent articles, some have argued that networks have not been applied consistently within
the social sciences (Urry 2004, Knox et al. 2006). Although the word *network' is somewhat
inconsistently applied, generally, it does scem to preserve some basic elements: units (nodes)
joined by relationships or links (Castells Forthcoming). Two significanty different applica-
tions of the term ‘network’ are relevant in this research: 1) digital information and communi-
cation networks, and 2) art world networks. The following section will cmploy Manuel Cas-
tells” interpretation of networks and its relevant power relations to help define how the re-

search addresses both.
2.4.1 Digital information and communication networks vs. art world networks

In The Rise of the Network Socicety, Castells argues that the development and diffusion of
1CTs arc key ingredients for the development of what he calls the Network Society:

“While the netwarking form of social organisatian has existed in other times and spaces,
the new information technalagy paradigm provides the material basis for its pervasive ex-

pansion throughout the entire sacial structure.” (Castells 2000: 500)

These social organisations can therefore grow larger and more stable thanks to the rapid
feedback loops (Castells Forthcoming: 51) enabled by 1CTs. Castells gocs on to include a
multitude of nerworks from the “nerwork of global financial flows” (2000: 501) to “television
systems, entertainment studios, computer graphics millicux, news teams, and mobile devices
generating, transmitting and receiving signals in the global network of the new media™. Such
a broad and diversc classification at first provides little empirical direction. It does, however,
support the notion that ICTs arc not scparate from socio-cultural processes but decply cm-

bedded in them through a dialectical process of mediation (sce section 2.3.5).

Nevertheless, technologics have ecrtain propertics — what some call affordances (Gibson 1977,

Norman 1999. Gaver 19g1) — that shape the physical limits of how they can or cannot be de-

signed or used. Digital information and communication networks are no different. Castells

identifies “multidirectionality and a continuous flow of interactive information processing”

(Castells forthcoming: 52) as necessary but not sufficient preconditions for making digital

ICT mediated networks a potent organisational form in contemporary society. These ICT fea-

tures enhance networks, he argues. because they combine with the network propertics of

flexibility, scalability and survivability.

“Flexibility: the ability to recanfigure according to changing enviranments and retain goals .
while changing their components, sometimes bypassing blocking points of communication

channels to find new connectians. Scalability: the ability to expand or shrink in size with

litle disruption. Survivability: because they have no single centre, and can operate in a
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wide range of configurations, networks can withstand attacks to their nodes and codes be-
cause the cades of the network are contained in multiple nodes that can reproduce the in-

structions and find new ways to perfarm.” (Castells Forthcoming: 52-53)

Digital information and communication nctworks are therefore defined in this research as
technologies that enable and constrain the multidirectional and continuous flow of interactive
information processing based on classification/standards. In the case of this rescarch, they
are not imbued with agency. Rather, their supporting role is understood as part of the media-
tion process described in section 2.3.5. Their discursive articulations and technical transpar-
encics can at once enable and constrain the work for which they are designed and used. They

arc socially situated carricrs and enablers of meanings and functions through time and space.

In the case of art, the network is employed to qualify the art world model in gencral as well as
the specific propertics of an art world nctwork (section 2.2.5). A history of the term “art world”
is also arguably a contemporary history of the application of the network within contemporary
art. Recent usc of the term “art world’ dates back to the 1g6os and it is commonly attributed to
Arthur Danto (1964). a New York art critic and philosopher. It was used at the time to de-
scribe acsthetic changes taking place in contemporary art. It has since been appropriated by
Beckerand Crane (and others) who use it as a type of network (Becker 1982: 35, Crane 1989)
for explaining change and innovation in cultural production. Networks describe the sct of
conventions that enable the coordination of an art world. It arguably implics dissembedded-
ness or contingent tics that enable the art world actors and conventions: nodes in a network

are atomised. distinct from each other, held together by the contingent links of conventions.

Crane’s art world network model depends to varying extents on technologies to inform the
boundarics of its investigation. However, art world networks cannot simply be treated as an
cquivalent to Castells” or anyonce else’s use of the term network™. The parallel between the
two is the conceptualisation of dynamic links between varied people or things. The term in
Cranc’s sensc is uscd to analyse our fundamental understanding of artworks and the work of
making and appreciating art within social worlds, particularly as it pertains the coordination
of art world activity among disparatc groups and how it is partly dependent on the infrastruc-
tural relations that enahle and constrain said work. This is different from a collection of ICTs
that are connected using standards and protocols in order to communicate and deliver infor-

mation.

! Castells’s second trilogy volume, The Power of [dentity {2004) deals with small networks for contention but
unfortunately does not deal specifically with artworld networks. This is arguably due to his conceptualisation of

contention as political resistance or protest in which cultural production is subsumed (2004: 419-428).
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2.4.3 Network power and art world networks

Whereas Becker’s symbolic interactionist-inspired model is a conceptual and methodblogical
choice that enables the analysis of producing, distributing and appreciating meaningful arte-
facts, Castells argues that social networks supported by ICTs exhibit four specific means of

exercising power (Castells Forthcoming 85-93):

Networking power- This is defined as the power of those individuals or groups who have

access to networks over those who are excluded from these same networks.

Network power- This is defined as the power of standards in that the cost of coordina-
tion decreases with the number of actors who comply with a standard. Converscly, as the
numbcr increases, the possibility of substituting this standard for an alternative de-

creasces.

Networked power- This is defined as the interdependence between networks for sustain-

ing power.

Network matking power - This includes two form of agency: the programmers: the ability
to constitute networks and to program/ reprogram the network(s) in terms of the goals
assigned to the network and the switchers: the ability to connect and ensure the coopera-

tion of different networks by sharing common goals and combining resources.

In the light of this, in this study, the challenge is to determine whether or not these relations
of power apply in the process of mediating digital ICTs in an art world network. All four forms
of exercising power arguably present interesting consequences for both the work surround-
ing the transparency of classification/ standards as described by Bowker and Star in section
2.3.3 and for the conduct of maverickness for artists in the process of mediation. It can be ar-
gued that, as an 1CT’s standards are appropriated by a larger number of users, the design
gains greater network power and these same users continuc to benefit from an increase in
usc. But such a power relation potentially comes into conflict with the artist conducting mav-
crickness and the objectives of an art world network. By this reasoning, it appears that an art
world nctwork that contests network standards engages in a self-defeating exercise. On the
onc hand, contesting network standards reduces network power thereby limiting the number
of potential users. On the other, accepting network standards and the increase in users re-
duces the opportunitics for contention, thereby constraining the artist’s conduct of maver-
ickncss. This challenge can be met by several solutions: 1) maverick artists may simply accept
network standards and concentrate on developing other kinds of contention. This option
would arguably make networks a relatively transparent infrastructure for the production, dis-

tribution and/or consumption of artworks. 2) artists may attempt to contest nctwork stan-
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dards. Research suggests that some have already chosen this last option. Work by theorists
such Stallabrass (2003) and Galloway (2004) documents how media artists engage in a con-
stant struggle to distinguish themselves from the network standards they believe to be im-
poscd on them by larger cconomic, technological and political flows. For this second option,
networks become a pivotal aspect of the conduct of maverickness. This in turn begs the ques-
tion: are maverick artists able to rearticulate the contention of network standards in a way that
can be leveraged into sustainable work? Ifso, how and to what degree is it successful? The
answer to this last question is essential as network power represents a potential danger to
maverickness: successful standards decrease the likelihood of contention in the same net-
work. This overall quandary echoces the danger of exhaustion for art world network activity
identificd by Cranc in section 2.2.5. Nevertheless, just as Avant-gardc artists were able to lev-
crage the contention of everyday life into art world conventions, artists who conduct maver-

ickncss may be able to do the same for network standards.

The aim of the study is thercfore to better understand the process of mediation of the network
by artists as a means of socially and technologically organising roles of design and usc in an art
world network. My intention is to observe how artists stay afloat in the face of technological,
cconomic, and cultural change, while attempting to chart their own direction with each new
wave of development. If the network is ecmployed by researchers to study innovation and the
transformations of social and technological conventions among artists, then it seems possible

for artists to appropriatc it for themsclves with the same aims in mind.

The rescarch will observe the socio-technical relationships that networks enable, the liberty of
action they provide, between artists, other art world actors and ICTs. The application of the
nctwork in this context may be dirceted to the potential for change and freedom of artistic
work. As Silverstonc and Manscll state: ‘the power that is held is constantly shifting as institu-
tions and individuals manocuvre to gain maximum leverage on clectronic spaces and markets,

both in public and in private” (Silverstone and Manscll 1996: 214).

2.5 Conceptual framework

As indicated in the introduction to this study (chapter 1), my principle question is: How do

artists design and usc digital information and communication networks for the production of

2 The notion of *flows’ as movement within stable nerworks has also been used by Castells 1o describe ‘purpose-
lul, repetitive, programmable sequences ol exchange and interaction between physically disjointed positions .
held by social actors in the economic, political, and symbolic structures of society’(Castells 1996: 442). Similarly.
Urry employs the analogy of *global fluids’ which describe the “unpredictable mobilities of people. information,
objects, money. images and risks’ (Urry 2000: 194) that do not necessarily have a lixed point ol origin moving in

and out of global networks.
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artworks? In order to develop a conceptual framework to answer this question, in the preced-
ing sections I have considered a number of theoretical approaches located within the tradi-
tions of the *production of culture’ and ‘mediation theory’, critically assessing them in terms
of haw they might be integrated and applied in this study. In this section, I summarise these
theories to demonstrate how they can be used to not only further refine the principle question
into a set of research questions, but also form a conceptual framework which will facilitate and
guide the empirical work in this thesis. The framework presented below consists of three in-
terrelated sub-frameworks, the components of which will be operationalised in the methodol-

ogy chapter which follows.

Firstly, building on the works of Becker, Pcterson, and Crane, in combination with a concep-
wwalisation of discursive conduct as developed by du Gay. I have provided an understanding of
how artists are cnabled and constrained by relations of power in an art world network, Below
arc two diagrams that illustratc a schematic representation of this aspect of my conceptual
framework. In Figure 1 the artist (circle “A”) is conccived as working within a wider art world
network constituted by a number of other art world actors (circles “B” through to “G”). They
arc linked together by conventions and discourses (conventions “a.” and “b.” as well as dis-
courses “c.” and “d.”) that enable and constrain the production, distribution and apprecia-
tion of artworks.

convention a.
convention b,

discourse c.
discourse d.

Figure 1: Diagram of an art world network

Inorder to (re)produce relations of power within an art world network, the artist may cngage
in ‘maverickness’ by contesting one of the cstablished art world conventions, for example
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convention “a.”, or by producing an entirely new convention (see figure 2, convention “¢.”).
This does not mean that convention “a.” necessarily vanishes from the network after the art-
ist’s contention, or that convention “c.” is necessarily innovative, or that the artist stops
(re)producing other art world conventions. The artist is understood to articulate this conduct
to other art world actors in order to represent him/herself as a maverick. An individual’s ar-
ticulation of maverickness is understood here as a way to produce relations of power that sup-
port the conduct of the artist’s role within an art world network. Theoretically, the individual
artist may be able to capitalise on this contention/production to construct a role as an innova-
tive maverick within the art world network. However, there is also the possibility of
contesting/producing the ‘wrong’ conventions, i.c. conventions that are not well-received by
other artists in a nctwork, in an untimely way or worse yet, contesting/producing conventions
without being noticed).

convention a.
convention b.
discourse c.

discourse d.
convention e.

Figure 2: Diagram of an art world network following the canduct of maverickness

Understood in this way, we can now refine the overall research question into the lollowing

research questions:

1) Do artists articulatc a conduct of maverickness in relation to networked ICTs? Il so, how is

itarticulated and what arc the resulting power dynamics for the production of areworks?

On its own, this framework docs not sufficicntly address how technologies, in this case new
ICTs, arc appropriated over time within the art world network. To address this, 1 turn to ‘me-

diation theory’. drawing upon Silverstone’s conceptualisation of mediation, to present a par-
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allel and, as I will show, interrelated framework that is broadly defined as a process of media-
tion (represented in figures 3-5). In this modified and extended framework, ICTs are under-
stood to constitute a number of standards for new media social worlds. These standards, cre-
ated by designers, are conceived as cnabling and constraining artistic work between actors
across their social worlds (figure 3).

designer a.
designer b.

Figure 3: Diagram of the design phase of an ICT

Once designed, these ICTs move from the design phase (drawing on the example of domesti-
cation, what Silverstone designates as the commodification phase), into discursive spaces
where they arc appropriated by users. Figure 4 illustrates how, on the one hand, certain stan-
dards designed by the designers may remain transparent to the users (for example standards
“E" and “B”) while. on the other hand, some standards may be articulated by uscrs explicitly

(for example “A”, “C”, “D”, “F”) for situated usc within the discursive space.
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designer a.
designer b.
userc.
user d.
user e,

discursive space o e s ¢ s

Figure 4: Diagram of the appropriation phase of an {CT

In this process, in a third phasc (figure 5) it may be that users convert or re-categorize the

standards as part of the mediation process. In the casc of artists’ work with 1CT standards, |

understand this last phase as part of the work of classification in which standards are classified

as conventions and vice-versa, It should also be noted that these phases do not necessarily

unfold in a lincar fashion through time but are interwoven with each other as part of a dialogi-

cal and contingent process,

designer a.
designer b.
userc.
userd.
usere,

Figure 5: Diagram of the classification phase of an ICT
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This second component of my conceptual framework enables me to ask a second set of re-

search questions, further refining the initial overall research question:

[1) How do artists engage with the mediation of digital information and communication net-
works? More specifically, how do new media standards become meaningful conventions

for artists and their art world networks?

The differences between the figures 1 and 2, where nodes represent actors and links represent
conventions and discourses, and figurcs 3 to 5, where nodes represent standards and links
represent actors illustrate how these two conceptualisations are the two sides of a same coin.
The sct of standards “A” to “G” represented in figures 3 to 5 could be regarded., for example,
as convention “¢.” in figure 2. Conversely, the artist “A” from figures 1 and 2 could be re-
garded as designer “a.” and/or user “d.” in figure 5. Within this framework, itis in the re-
categorisation phasc, when the artist or other art world actor classifies conventions/ standards
that one can move between the two models. Overlooking the dynamics of one inorder to fo-
cus on the dynamics of the other would result in a conceptual problem. When viewed in isola-
tion, cach sidc tends to reinforce a seemingly irreconcilable understanding of culture: the
former focuses on the expert producer of culture and the latter on 4 culture of users and de-
signers. But the combination of both, when applicd to digital information and communication
networks. arguably presents the study with a new puzzle. I illustrate this problem using a sixth
figure below. Here we return to a network of actors connected, in this case, by a digital infor-
mation and communication network based on Castells” conceptualisation of nctwork power.
As developed in seetion 2.4, by contesting or attempting to produce new network standards
through the conduct of maverickness, the artist may face the possibility of diminishing nct-
work power. Maverickness, a discursive mode of conduet that represents at once a constraint
and a potential source of power for artists, may become diffuse or indiscernible from the roles
of other actors in relation to technological change in ICTs. Inversely, artists may adapt their
articulation of the conduct of maverickness in a way that enables them to contest or ignore
cstablished new media standards, thereby clevating the role of the maverick artist to new posi-

tions of power.
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digitally networked ICT

Figure 6: Diagram of an art world network connected by a digital information and commu-

nicotion network

This tension between the combinations of both conceptualisations can be summarised by ask-

ing a third set of rescurch questions:

[11) Does the mediation of networked 1CTs by artists in some way enable or constrain the
(re)production of maverickness in an art world network? Specifically, are artists able to

conduct maverickness in order to contest network standards?

Conventions and standards, it is suggested here, are useful concepts for understanding the
situated work of art world actors in mediating 1CTs for the production of artworks. Rather
than the apparently inward oriented process of domestication of technologies to render the
new familiar (sce section 2.3.5), artists working within art world networks arguably emphasize
the ‘outward” mediation of technologies in order to generate fertile ground for the production
and consumption of meaningful artworks. This can be understood as including, but not lim-
1ted to, the diffusion of idcas and technologics among actors. Three types of work have been
identified in this conceptual framework: articulation, mediation, and classification. These
three forms of empirically observable work enable the study ro problematise activities con-
ducted by the three roles developed in the rescarch question — the artist, the designer, and the
user — and obscrve how they relate to cach other and to ICTs through artists” collective work.
The framework is also suggestive of two ways in which power is (re)produced — the artist’s

conduct of maverickness and network power - the former s used to understand onc of the
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ways in which artists employ conventions to produce relations of power in art worlds. The
second is used to understand how networks as organisational structures and technologically
mediated infrastructures influence social activity. What remains to be assessed is whether

these productions of power relations can co-cxist within this framework.

In this study, I conceive of artists as ‘cultivators of culture’: nurturing and pruning conven-

tions and standards while also weathering the changing flows (Castells 19g6: 442) of socicty,
culture and technology. The situated and collective design, appropriation and conversion of
nctworks by art world actors therefore cannot be taken as a forgone conclusion. In this com-
plex scries of interlocking social worlds, the circulation of power among individuals, groups

of individuals and technologics becomes all the more unpredictable.

Both theoretical traditions, ‘production of culture’ and ‘mediation theory’, place the ICTs as
dialogically contributing to the shape of the cultural content produced. They also use the idea
of trajectories, in the casc of the artists’ carcers and in the case of the technological careers,
which I suggest can be employcd as a means of understanding the changing relationships be-
tween individuals, 1CTs, the social worlds in which they are designed and used. and the mean-
ings that inform such relationships. The production of culture tradition as undcerstood in this
study brings to this conceptual framework the means to analyse the role of the artist within an
organisational structure, including its technological aspects, as central to the power relations
that cnable and constrain the production of artworks. The ‘Mediation theory” tradition, again
as understood in this study, brings a more claborate model of consumption and use and a
clearcr understanding of the process of integrating networks within socio-technical organisa-.
tions and how they are then transformed by these technologics. When the two are combined
they provide the basis for a conceptual framcwork that can be operationalised as sct out in the

next chapter.

In order to understand how artists privilege certain ICTs for the production of artworks, it is
important to view the artist as not only an actor who uses conventions to produce artworks,
but also potentially as a designer and user/ consumer of such conventions in the sense clabo-
rated above. This folds the conceptual distance between the producer and the consumer in on
itself in order to study the process of cultural production and consumption and it also pro-
vides a theoretical model of an art world actor, in this case, specific to the new media artists, as
being both producer and consumer of cultural goods and practices. The artist is not consid-
cred as the sole source of production but as conducting a working relationship with technolo-.
gies and other social actors where the artist’s role fluctuates between designer and user. In

othcr words, in this conceptual framework the artist is viewed as a socially constructed form of
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agency: one that is dependent on power relations linked to supporting personnel, technolo-

gies and discourses.

The user/designer opposition (Suchman 2002) is not used here to study how the meaning of
a cultural product travels between a distant producer and an active audience but rather to ex-
plore the power dynamics centred on a particular type of social actor, i.e., the artist as a mem-
ber of an art world network. Each convention is therefore understood as being embedded
within a complex sct of variably transparent and interrelated conventions and standards which

arc consumed/used and produced/designed by artists and other art world actors.

By observing how art world conventions are linked by artists to the design and use of ICTs, we
can begin to understand the successes and failures in such a process of development. It would
be difficult to understand why thesc conventions are chosen in the first placc if the importance
of meaning ticd to the conventions that allow production or consumption of content is mini-
mised. Certain conventions may be cheaper in terms of resources or more efficient in terms of
attaining interest but they may also be meaningful in different ways to those who choose to
usc them. One could arguc, in addition, that choosing an art world convention for artwork
creation because it is cheap or efficient is itself meaningful. Value judgements surrounding
conventions in art worlds may also help to legitimate and define the cultural goods that are

produced.

The aim of this rescarch is to analyse the artist’s articulation, mediation and classification of
conventions and standards relating to 1CT's within a networked art world network. The key
dialogical rclationships between actors, technologics and their organisational contexts have

been identified as:

- the artist — an art world actor who produces artworks within an art world using conventions,
who is ablc to articulate maverickness as a sourcc of art world power, and who engages in the

work of classifying standards as conventions.

- the ICT - a digital network that enables and constrains the multidirectional and continuons
flow of interactive information processing based on variably transparent classification/

standards circulating within discursive spaces and across social worlds,

- the artworld network - an organisational art world structurc for the production, dissemina-
tion and usc/consumption of artworks for artists based on the (re)production of maverick-

ness
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The dialogical relationships between these three are understood as being not only dependent
on the production of cultural objects but also on the meaningful production and/or use of

technologies such as ICTs.

2.6 Paths not taken

This chapter looks to a number of diffcrent theoretical traditions in order to develop a con-
ceptual framework. Because of this interweaving, it may seem to some readers that a number
of diverging theoretical paths are not taken, I now turn to an overview of some these theoreti-

cal options and why they are not retained as part of the framework.

2.6.1 Art world substitutes

The choice of an art world network and social worlds as models for the conceptual framework
stands in contrast to othcr models used for similar research such as “cultural fields” (Bour-
dicu 1979, 1993) or “cultural industrics” (Peterson 1982, sce also DiMaggio 2000). The con-
cept of ficld will not be cmployced in the rescarch in a Bourdieuan sensc of ‘space of litcrary or
artistic positions defincd by possession of a determinate quantity of specific capital’ (Bour-
dicu1993:30) and ‘prisc de positions’ (Ibid: 30). The choice is based on the notion that the
rescarcher cannot know all of the dynamics of the field. Simply put, social worlds acknowl-
cdge that an art world nctwork does not function with conventions or discourscs that are cn-
tircly exclusive to it, nor arc its conventions shared with all other social worlds. Conceptually,
conventions related to work within an art world provide three distinctions from Bourdieu’s
conception of ficld: 1) Conventions cnable the rescarcher to address technological change,
something that is left underdeveloped in the culwral ficld. 2) Conventions are external to the
individual's predisposed behaviour or habitus (Bourdicu 1979). Conventions are therefore
susceptible to transformations or substitutions without negating either their influence on in-
dividual and organisational behaviour or on the cost that such transformations may entail. 5)
The work of (re)producing conventions within an art world is not limited to the accumulation
and leveraging of cuttural, or any other form of, capital. This does represent a problem for
critical analysis since it could lead to a minimisation of the importance of power relations,
Vera Zolberg (1990), among others (Battani 1999 for examplc), explores ways in which both
Becker’s art world and Bourdicu’s ficld might be combined in a productive way but does not

provide a model which allows for exterior influences upon art world activity.

Although it docs not sufficiently unpack the social power relations that enable and constrain
actors within an art world (this problem is addressed in section 2.2.3), Becker’s model scems
morc promising for the purposc of this research, particularly when applied to work that is not
as historically and culturally well bounded. Art worlds arc conceived as being more porous

than ficlds (Becker and Pessin 2006) and therefore are arguably berter suited to contingent
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work practices. Such porosity is made all the more explicit in this study’s conceptual frame-
work, particularly as it pertains to classification which enables to transformation of conven-
tions into standards and vice-versa (see above). Bourdieu's analysis of an ‘autonomous’ field,
like French literature as being ‘a veritable social universe where, in accordance with its par-
ticular laws, there accumulates a particular form of capital and where relations of force of a
particular type are exerted’ (Bourdieu 1993: 164), is overly compartmentalized and docs not
provide a model flexible enough o consider power relations that might not be negotiated with
the same currency:_bc it cultural, economic, and/or otherwise. Arguably, developing a model
of the field of new media that includes all forms of capital and variable positions would be of

lictle analytical use because of how its standards can be applied to so many different social set-

tings.

A somewhat closer model to art worlds than ficlds is the Communities of Practice (CoP) tradi-
tion as cspouscd by Jean Lave and Eticnne Wenger (See Bowker and Star (2000: 294) who
cquate social worlds to CoP). Although the research touches on work among groups of spe-
cialised individuals, it is not expected to contribute to the vast field of CoP (Brown 1998,
Wenger 2000) research other than peripherally. CoP focuses almost exclusively on micro-
level practices and its transmission between individuals. Power relations involved in the
(re)production of conventions and standards suggests trajectories of dissemination similar 1o
learning obscrved in CoPs, Again, however, such a model depends on a relatively stable disci-
plinc - what [ have developed as convenuons, standards, and discourses — to which one may
be apprenticed. As presented in this chapter, what remains uncertain or dynamic is the disci-

plinc itself.

Mecdia ccology represents another model that could encompass this type of work. In this case,
such a model would posc a decidedly more technological set of boundaries than the cultural
ficld. Although scetion 2.3.5 constructs a working definition of spacc for the analysis of socio-
technological arrangements, this research is not aligned with the coneept of media ecology.
The cnvironment metaphor can, in some cases, lead to an overly technologically deterministic
view of ICTs” impact(s) on socicty (Hcise 2002). As is alluded to in section 2.3.5 and will be
madc clear in section 3.4.2, I refrain from overusing spatial analogies, pardcularly as this per-
tains to nctworks. Because of this, the chapter has also explicitly avoided developing Castell’s
conceptualisation of space of flows in order to avoid the risk of “black boxing” ICTs and how
designers and users engage them. Similar to part of the argument presented above with re-
spect to cultural ficlds, a conceptualisation of [CTs as environments does not leave enough
room for contingency or inconsistencics that might occur given the mix of social worlds in-
volved in this study.

2.6.2 Actor-Networks
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Antoine Hennion employs a version of mediation inspired by Actor-Network Theory when
studying musical activities. This involves ascribing the status of mediator to both humans and
non-humans to study the processes of production and consumption among amateurs of music
(Hennion 2001). His approach argues against the concept of convention and art world
(Hennion 1989, Hennion 2001: 3, Fourmentraux 2004: 25) as a means of coordinating artis-
tic activity. His work instead develops a model for the creation of an aesthetic experience
through the combination of these many mediators. This offers a uscful contrast to Becker’s
model in that it provides an arguably more persuasive explanation as to the ‘why’ of cultural
production: rather than simply employing or contesting conventions, art world actors attain
acsthetic gratification from the creation of “dispositifs” in which artworks and other artefacts
play a central role. (For a comparison between ANT's take on art and Bourdieu’s sociology of
art, sce Albertsen and Diken 2004).) Hennion even gocs as far as to draw clear social parallels
between the functional efiects of such dispositifs and thosc of drug use (Gomart and Hennion
1999). It could therefore be argued that Hennion develops the artist’s role in another direc-
tion, one where the art world actors and objects sharc the role of mediating instances in order
to produce an acsthetic experience. But the Actor-Network model scems to minimisc the
meaningful aspects of objects, if not taking them out of the cquation completely (Couldry
2004). Such a model also presents problems when addressing collective activity becausc it
blurs the distinction between artefact and content and makes the power relations that discur-
sively enable and constrain such practices difficult to identify. The problem is highlighted in
Fourmentraux’s rescarch on new media art which is directly inspired by Hennion’s model of
mediation (Fourmentraux 2004). In it, power relations influencing the division of roles which
in turn inform the choices made by the artist, support personnel, and audiences in relation to
the technology remain unclear. Although some of the actions involved in defining roles is pre-
sented (Ibid: 40-43), their definition and implementation is entirely left to the actors’ direct
performances rather than Icaving room for explicit or implicit socio-historical defined forms

of conduct that inform work in the art world in question.

It should also be noted that Hennion's (2001: 3) main critique of Becker’s art world model, is
that it privileges social relations as its analytical focus to the detriment of the artworks that
constitute the very purpose of such work. Though this may be true in the case of musical ap-
preciation (as is the case of his rescarch subject), in the case of artworks produced using net-
worked digital ICTs, the coordination of social relations are likely to constitute a key aspeet of

the artwork itself.

From a science and technology perspective, we are examining what Callon and Law (1982)
would call the enrolment phase (see also Callon 1986) where the actors are attempting to de-
finc their role as well as thase of technology. In this study, the aim is to examine the dialogical
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relationship between artists and ICT. Much of ANT’s conceptualisation of power relations

~ stem from Foucault’s theorics on the subject (Fox 2000). Although Silverstone dismisses
ANT’s use of the network metaphor in favour of a system (Silverstone 1994: 84-85, sec also
Couldry 2004), there is recognition of the importance of interdependent relations between
actors and objects in the design and use of technologies. This suggests a Foucauldian model
of power as relational (Foucault 1982, Bevir 1999) that is dynamically related to the mediation
process. A return to the opposition between convention and mediation in the light of Fou-
cault’s conceptualisation of relational power suggests that the main point of contention be-
tween the two lies in the conceptualisation of agency. The difference lies in, on the one hand,
Becker’s emphasis on collective coordination of independent actors in the process of produc-
tion and its incrtia or transformation {innovation). On the other hand, Hennion employs dis-
positifs to analysc agency leading towards aesthetic expericence (a kind of temporary surrender
to the artwork). The former overlooks the functional aspects of conventions (other than its
properties in minimising the cost of coordination) while the latter overlooks the meaning
gencrated by the production and usc of dispositifs over time. But once we compare Becker’s
*system of convention’ to Andre Berten’s reading of Foucault’s material and symbolic disposi-
tifs (199g). instead of focussing only on Hennion’s reading of the dispositif, we begin 10 see
similaritics. ANT’s conceptualisation of foucauldian relational power can be understood in its
development of work as a description of actor agency. Proponents of ANT methodologies are
sceptical of macro-structures such as institutions (MacKenzic 1999). We could compare its
understanding of work to improvisation in that it is the agent who is the onc best suited to
choose the necessary path (Latour and Strum 1999). ANT extends this agency to include
technologics. Becker’s description of inertia, as a hegemonic social and/or technological im-
pediment to ageney (Becker 1995), presents onc solution towards avoiding the methodologi-
cal extension of cquating actors and technologies. The presence and complexity of technolo-
gics can impede action without action itself. Furthermore, it is arguable that incrtia becomes
relative when applicd to convention. Conventions can be at once cnabling and constraining,
dynamic or incrtial, depending on the power relations and interests of the agent when using
them. This is another way of avoiding the metaphorical constraints of a structural *script” as

deeried by Bourdicu (King 2004).
2.6.3 Remediation, tactical media and post-media

Two theorctical traditions that deal explicitly with artistic engagement with new media tech-
nologices are remediation and tactical media. In this scetion, 1 will address the reasons for not .
choosing these approaches as part of my conceptual framework. It will also address a third
tradition, variably referred to as post-production or liquid art, which attempts to circumvent

media in general,
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Theorists such as Jay David Bolter and Richard Grusin as well as Lev Manovich have respec-
tively developed theories on remediation (Bolter and Grusin 2000, Manovich 2001). This
concept deals with the improvement on or refashioning of forms relating to older media by
new media. Bolter and Grusin define remediation as a medium “which appropriates the tech-
niques, forms, and social significance of other media and attempts to refashion them in the
name of the real” (ibid: 65). Just as conventions/standards are mediated within the art world
network, the artists in an art world network may develop conventions that are understood as
examples of remediation. Many of the artists in the case study presented in the following chap-
ters have previously practiced other, somewhat more established, art forms such as video-art
or digital music composition. These previous practices may influence the stylistic choices
concerning expression. But the concept of remediation does not provide sufficient concep-
tual tools needed to examine the construction of the artist as a social actor in relation to these
forms and their supporting art world nctworks. Bolter and Grusin's definition places (rejme-
diation in opposition to/as a substitution for “the real” which arguably leads to a media-
centric understanding of work with these media, leaving little room for other, non-media re-
lated, aspects of work. Although Bolter and Grusin recognisc the importance of social rela-
tionships in the (re)mediation of reality, their cmphasis on the interplay between transparency
and immediacy of various media lcave these very same relationships underdeveloped. For ex-
ample, they identify a tension between populdar culture and high art over what constitutes le-

gitimate art using new media:

“The web sites that characterize themselves as art are offen in a popular vein or are simply
sites for graphic design. By calling themselves “art” and their creators “artists”, these sites
are asserting that their styles are legitimate. They are doing what remediators always do:
borrowing names and farms from earlier media while claiming to be as good as or better

than the media from which they are borrowing.” (Bolter & Grusin 2000: 142)

But when comes the time to address the power relations that cnable some individuals to dis-
tinguish which kind of remediation is or is not legitimate, the authors can only concede that
“such a struggle” will determine “who should have the right to do this work of remediation”
(thid: 143). Taken to an extreme, one could arguc that such a laisscz-faire attitude towards the
social dynamics that cnable or constrain actors is the result of a model which gives too much
importance to media as the defining aspect of an artist’s work. Although remediation is partly
addressed in chapters 4 and in chapter 7, it is because of this overemphasis that remediation is

an insufficiently robust concept for this study.

Other theorists have addressed how artists and other individuals can engage with new media

with greater emphasis on the power relations that enable and constrain work. The media art-
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ist’s role has recently been portrayed by some theorists in a way that I would argue is consis-
tent with the maverickness discourse presented above: one in which the artist’s engagement is
“tactical” and against the mainstream of new media social worlds” interests (Manovich 200r,
Galloway 2004, see also online research documents Garcia & Lovink 1gg7). The concept of
“tactics” as developed by de Certeau (1984) has been employed by new media art theorists to
suggest an empowered ‘user’ who engages with ICTs as a structured space. Manovich em-
ploys an example to demonstrate the concept of a dialogical relationship of tactics and strate-
gics whercby an artist gencrates strategies to produce an online space which is then “tacti-
cally’ navigatcd by online users. The model can be extended to imply that artists are them-

sclves tactically engaged with the online strategies of softwarce and hardware designers.

Galloway (2004) and Garcia and Lovink' apply a prescriptive model of tactical media to con-
sumer electronics that provide access to the Internet. Such a model is expected to enable us-
ers to contest the hegemonic power of government and corporations. By using these tech-
nologies in unconventional ways, these authors arguc that artists or any other users are able to
criticize the establishment. In this modcl, there is the “us” of the general public - including
artists — who arc users of ICTs and an unscen ‘them’ who produce, maintain and attempt to
structure onlinc spaces. The distinction between users of different kinds depends upon the
kinds of tactics that they usc to cngage with ICTs. Tactical media provides a uscful critique of
cstablished art worlds as the only means of producing culture. However, it could be argued
that it extends the project of the 20th century Avant-garde movements such as Dadaism to-
wards a fusion of art world activity and cveryday praxis (Biirger 1992) into the realm of new
media. Becausc of this reasoning, the model does not clearly define how artist-users are able
10 do anything other than to contest traditional power structures, leaving them to perpetually
rcact to cstablished technological and social conventions. Tactical media arguably ignores
cxisting art world discourscs in order to focus only on new media. In this sensc, tactical media
1s a model for a kind of implicit perpetual ‘maverickness” of the artist, or any other role in rela-

tion to new media.

In yet other academic and aesthetic circles, theorists such as Nicolas Bourriaud and Zigmunt
Bauman have put forward concepts, relational aesthetics and post-production (Bourriaud
2002 2, 2002 b) and liquid arts (Bauman 2007) respectively. These acsthetic concepts, what |
would refer to as post-medium art, arguably lead to a kind of anti-artin which the artist’s role
as producer is mimimised in order to grant more importance to the situated flow of informa-
tion and technology that bring meaning to the work. In these approaches, it seems possible

for the artist 10 “‘mix and match’ conventions hecause they are dissembedded from the struc-

' See Online research documents; Garcia and Lovink (1997).
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tres that surround the work and the artist. The aesthetic choice lies in the choice of objects
and practices used to join the disparate objects of consumption at the artist’s disposal. Based
on the framework set out above, I would argue that such approaches prescribe the artist’s role
as auscr of conventions. Just as Crane and Becker understood mavericks as innovators in art
worlds becausc of their ability to contest and introduce new conventions within the art world,
these networked aesthetics generate an art world convention out of the novel fitting together
of scemingly disparate conventions. But it remains unclear whether this is in fact the way art-
ists understand and apply their role. Some would also critique such acsthetic theories for once
again missing the importance of social power relations (Bishop 2004) that support and con-
strain such flows. Specifically as it applies to this study, relational acsthetics and liquid arts
suggest that “anything” can become a convcnti(;n; that it is up to the artist to decide how ob-
jects or information become artworks. Much of the critique is not whether the post-
production, post-medium artist is or is not a legitimate producer, but to what extent are the

rclations between subjects and objects in these theories eritically engaged in by the artist.

This scction has developed how remediation, tactical media and post-media propose models
for understanding how artists work with new media. However, as 1 have argued here, all three
place an aspect of artistic work at its centre ~ in the casc of the first media, in the case of the
sccond, maverickness, in the case of the third, the artist — that are overly restrictive for ex-

plaining how artists design and use 1CTs for the production of artworks.

2.7 Conclusion

Returning to the challenge of locating culture within this research’s theoretical framework,
the term itsclf becomes a metaphorical extension of a process in which the individuals play
only onc part among many. The conceptual framework presented in section 2.5 balances, 1
suggest, the interplay between the rules brought to bear on, as well as the *autonomous exis-
tenee’ of, the tools of cultural production and the artist’s agency. In this chapter, scction 2.2
presented the production of culture perspective as a conceptual framework to examine the
artist as a socially constructed role that cnables the production, reproduction and contention
of conventions related to the work of producing artworks. Section 2.3 and 2.4 weave together
production of culture concepts developed in section 2.2 with theories of mediation. The
combination of insights from both scts of theorics generates a coneeptualisation of the tech-
nological and organisational network in order to build a model for understanding the media-

tion of 1CTs for an art world network.
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Chapter 3

RESEARCH DESIGN AND METHODOLOGY

3.1 Introduction

tn the previous chapter [ developed a coneeptual framework in order to address how actors
within social worlds engage with ECTs in order to produce cultural artefacts. The first. pro-
duction of culture tradition, starts from the vantage point of the producer of cultural artefacts
in order to examine how social and technological transformations enable and constrain this
activity. The other builds on mediation theory and the tradition of the social construction of
technology to focus on the dynamic process of mediation between designers and consumer/
uscrs, organisations, discursive spaces and [CTs. The framework points to two scts of mean-
ingful roles for artists working with [CTs for the production of artworks in an art world net-
work: 1) the role of the artist as a designer and 2) the role of the artist as a user. A principal
methodological challenge for this study is to identify and eritically analyse power relations
among actors and their technologics. A number of relationships between units of analysis —
actors, technologics and organisations - relating to the artist’s work have been identified as

discussed in chapter 2:

- the artist — an art world actor who produces artworks within an art world through conven-
tions. who is able to articulate maverickness as a source of art world power, and who engages

in the work of mediating with ECTs as well as classifying standards as conventions.

-the ICT - adigital network that cnables and constrains the multidirectional and continuous
flow of interactive information processing based on variably transparcnt classification/
standards circulating within discursive spaces and across social worlds.

- the art world network - an organisational art world structure for the production, dissemina-
tion and usc/consumption of artworks for artists bascd on the (re)production of maverick-
ness.

Three forms of work were identified within these relationships: articulation, mediation and

classification. The dialogical relationships between these three units of analysis listed above

arc understood in this study as not only leading to the production of cultural objeets but also
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the meaningful articulation of ICTs in order to produce artworks, The research design and
methodology is intended to provide a basis for answering the following research questions

(see chapter 2):

How do artists design and use digiral information and communication neqworks for the pro-

duction of arrworks?

1) Do artists articulatc a conduct of maverickness in relation to networked ICTs? If so, how is

it articulated and what are the resulting power dynamics for the production of artworks?

II)How do artists cngage with the mediation of digital information and communication net-
works? Specifically, how do new media standards become meaningful conventions for art-

ists and their art world networks?

1lI)Does the mediation of networked 1CTs by artists in some way enable or constrain the
(re)production of maverickness in an art world network? Specifically, are artists able to

conduct maverickness in order to contest network standards?

A single casc study has been devised and implemented in this research. The principle chal-
lenge in designing a case study for an art world network was to define its boundaries. Section
3.2 addresses this boundary issuc by explaining the operationalisation of the term “network’
and section 3.3 proposes a solution to this challenge in the form of career threads. Section 3.4
provides an outline of the case study which is the focus of this study and highlights its specific-
itics and their implications for the subsequent analysis of the data.. The methods used to col-

lect and analyse the data collected are presented and developed in sections 3.5 and 3.6.

3.2 Operationalising the network

When analysing networks, it is difficult to define a network’s boundaries without defining the
object of rescarch itself (Strathern 1996). Conversely, practices and values embedded within
such networks are not necessarily bounded within an organisation (Howard 2002). The solu-
tion, in part, lics within the methodological approach of allowing subjects to define the
boundaries of the network. In this study, the aim is to examine possible patterns in the case
study that relate to specific work practices (Foreman 1948). Since the study traces aspects of
meaning in these work practices, methodological tools inspired by anthropology and social
cthnography secemed to suit it best. Nevertheless, sociology and anthropology’s placement of
cultural production within its own theoretical context makes it difficult to situate it in relation’
to outside influcnces (Mahon 19go). Some researchers recognise that ethnographic rescarch
on production must therefore be put into the context of the larger world of production (Ibid).

Not only must the rescarcher understand the complex process of interpretation on the part of
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producers and audiences but it is also necessary to keep track of the overarching trajectories
of political, social and economic flows that influence the work observed. The first challenge is
therefore to ensure that the network examined is not solely understood as being located

within a closed social world.

A second challenge is the feasibility of covering all aspects of the art world network or the
digital information and communication networks. Neither is defined by boundary characteris-
tics such as geographical borders or specific time frames. Both have an international scope.
Hinc (2000) argues that cthnographic research involving the use of digital information net-
works such as the Internet must look to flows rather than geographic location as the limits of
the ficld of rescarch. Adapted to this study, her argument suggests the necd to examine the
transforming and transformational trajectories of conventions and standards rather than iso-
lating them to a specific time and space. How is this possible when one is obscrving the very
transformation of such a digital information network by multiple heterogeneous actors from
different social worlds? In a similar quandary, Strathern (2004) describes the challenge in
studying non-bounded, multidisciplinary research organisations. In such cases, she argues, it
is nceessary to question the conecptualising and operationalising of the network. The conecp-
tualisation aspect having been addressed in chapter 2, with respect to operationalisation,
Knox ctal, (2006) show how nctworks arc a way of *breaking up® structures and systems in
order to study relations, particularly between individual agents. There arc problems with this

approach as encountered by Riles (2000) in her rescarch:

“For Riles the problem emerges ethnographically out of spending time with people who are
living these networked social movement formations: different meanings and manifestations

of something called a ‘network’ emerge in the course of an ethnography whose realization
and identification challenge the very basis of using ‘network’ as an explanatory, descrip-

tive, or analytical tool at all.” (Knox et al. 2006:131)

The artist’s application of the network as a technical and/or organisational convention in art
world networks is potentially problematic for the conceptual framework in this study as it is
alrcady cmployed as a means of *bringing together’ rather than “breaking up” (see section
2.4). The network is not a metastructure applied to the research subject but a structure
cmerging from the ficld. Although ‘network” may function as a common organisational or
technological boundary for the actors, it docs not necessarily provide ciear methodological
markers in space or time. The *production of cultre” tradition looks to arts organisation as a -
rescarch boundary and the individual producer or consumer of cultural products as the actors
within that boundary in a similar way as media and consumption theorists who look to, for ex-

ample, the family as an organisational boundary. Physical sites such as the houschold or the
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building which houses the arts organisation can become fixed topographical arrangements
that bound the organisation. In the case of an art world network, the site and the location of
actors is not necessarily stable. The second challenge is that, even though one might try to
isolatc the network to one social world, the very boundaries of this network may not be avail-
able.

Part of the solution to these two challenges lies in looking to the movements of actors and ob-
jects to gencrate an imprecise, but thorough, observation of a case study of such a nctwork.
For this purpose, the model of multi-sited (Marcus 1998) network seems most appropriate.
The objective is not limited to the analysis of the communication of content or the creation
and maintenance of social ties (Wilson and Peterson 2002, Wellman et al. 1999) but extends
to work with specific conventions/standards in this study. Constructing the boundaries oi'the
network in the present case is dependent on the subjects/objects of study: the artists, the
ICTs. and the work conducted within the art world network. Rather than predetermining the
boundarics, the best course of action is to follow the trajectorics of actors and technologics
over time and space to scc whether and in what way they gencrate these boundarics. Bowker
and Star (2000) come to a similar conclusion in their model for analysing standards called
‘filiation” which is described as the tics between individuals and standards or classifications.
This is the methodological stratcgy adopted in this study. The next section develops one of
Marcus’s (1995) ideas for the study of multi-sited networks, that is, following the life/

biography.

3.3 Career threads as signifiers of roles

The production of cutture tradition analyses the artist’s role within art worlds by studying the
artistic carcers of individual actors where rescarch is focused on the actor’s daily work (sce
White and White 1965, Bourdieu 1993: 176-191, Peterson and Anand 2004, scc McRobbic
(2002, 2004) and Taylor and Littlcton (2008) for recent rescarch on creative careers in the
United Kingdom. sec also Negus® (1997) critique of Peterson’s approach, and Menger (1999)
for a more sociology of organisations approach). Peterson’s (1989) approach to the study of
how scssion musicians performed their roles as artists involved following a number of individ-
ual careers of actors within what he termed a simplex (similar to an art world network but fo-
cusscd on different forms of technical expertise rather than maverickness). Locating the artist
role within everyday practice of cultural production allows the researcher to look past the art-
ist’s desired representation and attempts at differentiation in order to analyse the ongoing
performance of the role over time and space. By following their careers, the researcher also
encounters other actors who contribute to art world work who may not otherwise be recog-

nised. The artist role as a producer of cultural artefacts is not isolated but rather supported
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and partly defined by individuals and organisationst which Becker classifies as support per-
sonnel (1982: 77-g2): those who make it possible for artists to perform their rolc but are not

considered artists themselves within the art world.

Anthropologists and media theorists arc able w study the carcers of technologics (Kopytoff
1986, Silverstone et al. 1991, Gosden & Marshall 1999, Haddon 2004) in a similar way to art-
ists” carcer trajectorics in that both kinds of trajectorics function as a way of analysing wider
power relations within a social organisation. In the casc of technologics, onc would follow a
particular object in time and space in order to examine its mediation by a group of individuals
(sce section 2.3.5). Tracing careers enables a rescarcher to construct a description of their
activities within a social world. In most cases, this is accomplished through participant obser-
vation, interviews, document analysis, or a combination of these methods. [n this study a
combination of these techniques is used to construct biographics of careers within an art
world network. The analysis of these careers provides a basis for examining the artist’s work

in the light of the rescarch questions.

Participant obscrvation allows the rescarcher to examine the power dynamics involved in the
work of being an artist. As time progresses, the rescarcher observes how artists conduct as-
peets of their work and how this conduct is related to their status within the art world network
and wider social worlds. As developed in chapter 2, work is understood as the situated and
discursively mediated practices olactors. The observations are not limited to meanings but to
the deseription of sitwated actions (Silverman 1998). Inthe case of wechnologies, this allows
the researcher to examine the negotiation process that surrounds its mediation within the dis-
cursive spaces and the organisational patterns of work activity. (See section 3.5 for a detailed

account of how participant observation was cmployed as part of the ethnography)

It has been argued that studies at the micro-level of actors have great difficulty taking into
consideration the structuring influence of history (Barry & Slater 2005: 14). For this study to
understand the artist, it was neeessary to examine the artist as a socially and culwrally con-
structed role over time that was embedded within social worlds and enabled/constrained by
maverickness. To understand the social construction of the artist as procducer, we need to ob-
serve the role’s continuing reproduction over time by individuals through their actions. dis-
courses and technologics. Practically, participant obscrvation in this study did notaltow the
rescarcher to follow the seleeted carcers over a sufficiently long period of time. 1t was there-

fore necessary 1o cmploy other means of collecting information.

 See Singerman (19g9) for the social construction of the academic American line artistin 1he 201h Cenury.
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Document analysis was employed to construct an historical account that extended beyond the
period covered by participant observation. In the ease of the artist, this method provided the
material to construct an outline of the academic background, past works produced, and other
information erucial to a contextualised understanding of the artist’s work and, specifically, the
conduct of maverickness as it pertained to the design and use of ICTs. In the case of the ICT
selected, it provided a picture of its intended design and use prior 1o its appropriation by the
members of the art world network. Document analysis provided a basis for awider under-
standing of the 1CT mediation in new media social worlds and art worlds - a kind of meso-
level temporal scale for analysis. In the case of the art world network, document analysis en-
abled the construction of an historical account of past projects and some of the overarching
themes emerging from this work. Documents were analysed for discourses and practices re-
lated to the classification of ICT standards and new media work in terms of art world conven-
tions using thematic analysis (sce section 3.6 below). Documents were also employed, in
combination with the other methods, to map the recurring spaces and times of the art world
network’s activitics. The collection of documents was problematic since an art world network
does not necessarily keep organised archives (see Crane 1987:145-148). However, protocols
for the sclection of documents used included an indication of the time that it was produced
and its author (individual or organisational) based on Altheide’s (2000) recommendations.
Online documents included websites and digitally formatted disks such as DVDs while offline
documents included individuals® archived wranscripts of mectings, reports, and promotional
material for events. For lists of specific documentation sources and how they arc analyscd, see

annexes 3 to 5.and section 3.6, respectively.

lnterviews provided a key support for the construction of career threads of the artist and the
ICT by allowing the actors to build an autobiographical account of cvents, practices and dis-
courscs (Fischer-Rosenthal 2000, MacLure 1993). They offered the actors the chance to
build their own version of the carecrs observed and, thercfore, provided the rescarcher with a
decper understanding of how art world nctwork was constructed. MacLure (1993) suggests
that autobiographical intervicws arc in cffect employed for the practical purpose of construct-
ing oncs rolc and those of others within a social organisation. Auto-biographics are uscd by

respondents to:

“[...] make sense of their conduct, to establish allegiances, to justify moral positions and

defend [...] ideals.” {Ibid: 373)

In this stdy, 34 individuals were intcrviewed of which 20 were autobiographical accounts by
actors (not including three separate interviews with Don Foresta (sec below), for the most

part artists, although this classification was problematic — sce chapters 5 and 6) who had
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worked or were currently work}ng with the network, six were contextual interviews with indi-
viduals familiar with the network, eight were interviews with engincers or technical support

personnel familiar with the relevant technology (Access Grid).

These methods provided a basis for building multiple career threads through participant ob-
servation, document analysis and interviews. All three modes of data collection were uscd to
construct the carcer threads. The combination of obscrvation of activitics, document analysis
and autobiographical interviews provided a description of how actors worked within the net-
work. The study examined the trajectorics of carcers to see whether and in what way actors
and technologics tried to establish or break free of conventions while enculturating 1CTs as
tools for artistic activity. In terms of rescarch design, the study maps three trajectorics: 1) the
carcer of an individual who is conducting an artist’s role, 2) the carcer of a specific ICT which
may or may not be suceessfully mediated to produce art works, and 3) the work involved in
selected wt world network projects. The data colleeted by the three methods described above
were historically and thematicatly amalysed (see section 3.6} in order to construct the three
carcer trajectorics, As the field work progressed. cach trajectory was coupled to a particular
kind of work: mediation with the ICT, articulation with the artist, classification with the art
world network projects. The construction was developed in several ways: interview accounts
and documents were used to extract key historical information (comparing multiple interview
accounts of the same events as well as with documents) which was used to gencerate a historical
narrative. Following a thematic analysis, these same accounts were used 1o identify meaning-
ful work which led to the reproduction of discourses and the mediation of social standards and

conventions.

3.4 Selecting the case study

Now that the challenges of operationalising the network and the overall methods used to con-
ductthe rescarch have been laid out, the following section addresses the specific ease study in
more detail including the challenges posed by the specificities of the case.
3.4.1 The MARCEL Network
The rescarch design makes use of a single case study and it was therefore not feasible o pro-
vide a representative data set (Hakim 2000:59-72). However, the objective here was not to
provide statistically reproducible information concerning art world networks. The priority
instead was to develop deep. grounded observations that vielded insight into the complex dia-
logical relationships between artists, technologies, and the social organisations that enabled
their collective work. Much like Silverstone’s (1985) production case study of scientific
documentary film making. an in-depth upproach generated a richness of deseription as well as
generalised knowledge. The case study seleeted was the MARCEL Network (MARCEL), an
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acronym for ‘Multimedia Art Rescarch Centres and Electronic Laboratories™. Itis described

as follows on its website:

“MARCEL is a permanent broadband interactive network and web site dedicated to artis-

tic, educational and cultural experimentation, exchange between art and science and col-

laboration between art and industry.”1¢

The same website summariscd the network’s goals as:

* “to promote artistic experimentation and collaboration in all forms of interactive art
*to promote philasophical exchange between art and science

*to develop the potential of the nefwork as an educational too!

*to study the network as a pedagogical subject

*to develop co-operation between art ond industry

*to participate in the development of cultural expression on the network”!7

MARCEL stressed ‘experimentation” and ‘collaboration” with academic, scientific, and com-
mercial partners as an approach to making art with new media. This ambitious sct of goals
suggested a strong emphasis on the development of an cmpowered artist role in designing and
using ICTs to producc artworks. The list of international partners involved over its four years
of existence (from the beginning of the ficldwork to its date of inception - 2001) suggested
that it was a well-cstablished network working with 1CTs for artistic purposes. At first sight,
MARCEL was cligible for the first and/or the third class in Cranc’s art world network classifi-
cations (scetion 2.2.5). ltwas attempting to produce innovation through its “approach to the
aesthetic content of its artwork” (Cranc 1987: 14) by appropriating standards of experimental
high bandwidth digital ICT networks and/or through its “approach 1o the production and dis-
tribution of art’ (Ibid: 14) through its aticmpts to develop aliernative means of coordinating
art world activity. Nevertheless, one cannot altogether rule out the second classification re-

lated to content.

5 See Online research documents: MARCEL Network (2006)
6 See Online research documents: MARCEL Network (2004a)

" See Online research documents: MARCEL Network (2004b)
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3.4.2 A reflexive account of the case selection

In order to further develop the methodology for this study, it is necessary at this point to take
a more reflexive approach which is consistent with the research methodology itself. This is

intended to provide some insight into my own situated role within the research context.

I first learned of the MARCEL Network when a former teacher at King’s College London en-
couraged me to apply for the EDS MARCEL Studentship offered by the Department of Media
and Communications at the London School of Economics and Political Science (LSE). Aficr
what sccmed to me to be a long and nerve-wracking application process, involving the sub-
mission of a personal statement that outlined my research proposal, | was invited o aceept the
studentship. | was later informed that my sclection by the committee was based on my interest
in the project. It is however instructive to reread the proposal to gain a retrospective view of
my own understanding of the rescarch. The description of the studentship posted by the de-
partment™ clearly outlined a casc study of the MARCEL Network and the task of maintaining
the network’s Arts and Industry node. This gave me access to the network as an active partici-

pant for a period of more than two-and-a-half years (31 months) from September 2005,

From the start, my interest was in the production of an ethnographic case study of new media
artists’ use of ICTs. First contact was established with Don Foresta, onc of the Network’s
founders and its active coordinator, in April 2005. Thesc first contacts strengthened my re-
solve to choose ethnography as a methodological foundation for the case study. As with most
cthnographic analysis, some methodological choices had to be made while in the field (Silver-
stonc ctal. 1991). Over the course of the preliminary ficld obscrvations, three initial methodo-

logical challenges came to the fore.

1) When ficld work began, MARCEL did not have any fixed geographical location nor did it
have a head office. According to the list of members indicated on its website’?, MARCEL
extended across Europe (54 members) and North America (39 members) with additional
members across the world (two members in Australia and one in Taiwan). Don Foresta
acted as my gatekeeper (Deacon ctal. 2007: 268) for access to MARCELs activitics. Even
though he would repeatedly explain that he had “stopped being an artist” in order to help
organisc MARCEL, I quickly chosc him as the individual whose career should be charted
(sce chapter 5). The best way to describe this process of selection would be to invert the

previous sentence in order to state that Don Foresta selected me to chart his trajectory. Itis

1% See Online research documents: Media@LSE (2005)

19 See Online research documents: MARCEL Newwork (2006)
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not that he actually consciously did so. Even if he had, it would have been of little conse-
quence. Rather, by collaborating with the LSE in initiating the research project and by act-
ing as my gatekeeper to MARCEL, a power relation evolved between him and me which
should not be overlooked in this research. This interdependency - where I would counton
him for access to the art world network while he was subject to my grounded interpretation
of the art world network - meant that his trajectory would necessarily play an integral part in
my understanding of MARCEL and its activities. Deacon etal. (2007: 268) argue against a
close relationship with gatekeepers or sponsors, stating thar the researcher’s affiliation to
the gatckeeper may gencrate problematic relationships with other members through over-
association with the gatekeeper while possibly also generating an enhanced status for the
latter through association with a research project. This last point was made all the more per-
tinent as the selected case study was closely tied to academia. Arguably, it was through the
usc of multiple career threads as well as multiple methods including document analysis that
extended beyond the limited scope of participant obscrvation, that the rescarch could ad-
dress these challenges. By charting Don’s career Ieading into and from within the art world
neework, I was able to gain first hand observations of his work with 1GTs and his views of
MARCEL. I encountered many other artists and individuals during the course of the field
work who informed the empirical research, but his carcer was closely affiliated o MARCEL
(for reasons that will be made clear in chapters 5 and 6). By sclecting him, the objective was
not to generate observations of weak or strong tics in a kind of ego-centred social network
of relations (Wellman et al. 1999) or the study of online communitics (Wilson and Peterson
2002). Instead, the objective was to acknowledge that the sampling of actors was necessar-.
ily influenced because it was subject to power relations which were part of the network’s
dynamics. ‘Gatekeeping’, in this sensce, was inverted as the rescarch interest lay in discover-

ng the characteristics of the gatc as much as what was contained within its walls.

2)Most of the artists encountered over the course of the ficld work produced what are known

as telematic artworks. Telematic artworks — using digital telecommunications technologies
in order to produce of synchronous online events (this will be further described in scetion
4.3.1) — constituted a sct of conventional practices (see section 2.2.1 and 2.2.2), for the pro-
duction of artworks. Such practices scemingly placed the artists in a disadvantaged position
relative to mainstream artistic practices because of their emphasis on real-time, or synchro-
nous communication (Manovich 200r: 162). Despitc such a clearly defined genre, the tech-
nologics cnabling these activitics encountered over the course of the research were not as
clearly defined as initially anticipated. Early on, due to my limited technical knowledge of
1CTs, 1 worked on the assumption that the MARCEL Newwork’s ‘permancnt broadband
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interactive network™° was a clear enough technological artefact to take as starting point for
the research. But the term itself soon became a fuzzy collection of applications and hard-
ware that was not understood or applied consistently among the various actors. Although
thesc initial obscrvations provided early clues as to ICTs” status as art world conventions,
the sclected 1CT s career trajectory had to be more clearly defined in order to follow its me-
diation in timc and space. This was accomplished, in part, by stratifying the networked ICTs
encountered using December’s (1996) model. Jonathan Grudin (1990} productively uscs a
similar type of stratification technique to examine the historical development of user inter-
faces with computers. A description of each layer is listed below. Stratifying the infrastruc-
wre of the ICT into media form (a collection of media objects), media objects (online or
offlinc itcrations of 1CTs), media instances (time relating to user engagement with media
objects), and media experiences (subjective user engagement as part of media instances),
madc it possible to chart the different points of technological cmphasis as well as the un-

cven application of ransparency onto the ICT infrastructure.

Media Form

- December defines two separate media strata that, for the purposcs of this research, are com-
bincd into media form. Media Space constitutes the entirety of a specific collection of soft-
warc and hardwarc enabling uscrs to circulate a specific kind of content over a network.
(Ibid: 26-27) Many media spaces can co-cxist on a particular nctwork including HTTP, Java,
cte. An cxample in this study would be vidcoconferencing using the Video Conferencing
Tool over the M-bone network. Media Class is defined as a collection of hardware and soft-
warc that share a number of characteristics which can include a number of media spaces. An
cxample would be accessing academic high bandwidth rescarch networks such as JANET
using the Access Grid Toolkit. Arguably because December’s model was developed in the
mid-1990s when Internet communication was still in its infancy, it was still relatively easy to
make distinctions between media classes and media spaces, As will be shown in Chapter 4,
scetions 4.2 and 4.3, such distinctions becamce far more difficult to make. Most of the actors
cncountered over the course of the ficld work made little to no distinction between the two.
For the purposes of this research, and 1o minimisc the level of technical specificity involved
in describing the 1CT, media form will be used to refer to media class and media spacc unless
otherwise specificd. 1t should also be noted that December’s triadic model “server, clicnt,
content” of actors who move among these units is limited to the ‘online” until the level of
media experience (see below). This is a significant limitation that is overcome in this study
by extending the media form to include peripheral hardware that enables user interaction

with the digital network. This includes video and audio capture and broadeast such as digital

20 See Online research documenis: MARCEL Network (2004a)
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video cameras, digital video projectors, digital conference microphones, speakers, and even

conference chairs, tables, desks, etc.
Media Object

- A media object is defined as the specific product of a media form. December employs the
following example to describe the media object: “The World Wide Web (WWW) Fre-
quently Asked Questions (FAQ) List on the SunSite Web server sunsite.unc.edu, accessed
through the Netscape Navigator client for X, version 1.1” (Ibid: 28). Extending the modifica-
tions brought to the definition of the media form above, media objects in this study also in-
clude specific offline digital arrangements of hardware. An example of a set of media objects
would therefore be: the USB digital Webeam, headphones and desktop microphone con-
nceted to my office desktop computer (what is called a Personal Interface to the Grid or P1G)

providing video and audio outputs to the MARCEL Access grid Virtual Venue,

Media Instance

- The unit called media instanee introduces the temporal dimension to the analysis. An cxam-
ple of this unit could be a one-hour videoconferencing session between an Access Grid Node
in London and an Access Grid node in Toronto using the MARCEL Access Grid viruual
venue at 1o:00 GMT.

Media Experience
December defines media experience as a “particular user’s pereeption of a sctof media in-
stances’ (Ibid: 29). As alluded to in the media space section, media experience ts compli-
cated in this model by December’s omission of the offline aspects of performing tasks witha
digital information and communication network. Perception of the media instance can there-
fore not be limited to content displayed on the sereen. Examples of types of nedia experi-
ences that will be dealt with in this study include telepresence and semi-immersive collabora-
tion of uscrs during MARCEL cvents and other artistic events using Access Grid within a

videoconferencing room.

In cffect this stratification of the ICT is similar to the Russian doll analogy employed by La-
tour (1996: 215-217) when describing the many technical aspects of an ultrasound sensor. The
objective of this stratification was not to deseribe socio-technical complexity (Latour and
Strum 1999) but to develop analytical tools that would allow me to observe the multiple and
potentially overlapping transparencics relating to the design and use/consumption of the
ICT. By conceptualising the [ICT as not only an object but as an artefact with multiple inter-
dependent layers of technologics with varying degrees of transparency. it has been possible o
undcrstand the 1CT as having a complex set of interrelated meanings and functions that are
not nceessarily fixed. ltis a way 1o avoid “black boxing” (Star ctal. 2003) the ICT, in its func-
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tion and its meaning which, in turn, allowed me to compare the ICT’s career thread ©© other

technologies encountered.

The meaningful articulation of the ICT as media form was, in effect, akind of double inver-
sion of the approach taken by Silverstone and Haddon (1gg4): rather than only tracing the ca-
reer of an artefact and its content through time within a mediated and mediating discursive
social space, 1 also followed the artefact’s appropriation by an art world network as a setof
overlapping mediated/mediating standards. The technology’s carcer trajectory is not only
examined in relation to a relatively fixed physical space, but as a fluctuating interrelation of

ncw media standards, discursive spaces and art world conventions.

Using thesc units, onc media form was isolated — Access Grid. Don and other members of
MARCEL promoted Access Grid extensively as a significant application for the network’s ac-
tivitics and as a means of *squatting’ the academic high bandwidih nctwork (see chapters 4
through 6). Sclecting Access Grid allowed me to focus observations on specific instances of
work surrounding the design and use of high bandwidth academic networks. The career path
selected for the rescarch was that of the media form and was manifested in media objects such
as the MARCEL Virtual Venue and certain Access Grid nodes (see chapter 4). Although this
selection could be at times frustratingly narrow in scope, it provided a unit of analysis that al-
lowed me to better understand the interdependence of these online applications and the con-
tradictory discourses and practices that surrounded them. The selection also enabled com-
parisons across similar laycrs, such as two media instances, while acknowledging that other

layers, such as aspeets the of the media form or object, were different.

Access Grid over the high bandwidth academic network constituted a digital network that en-
abled and constrained the multidirectional and continuous flow of interactive information
processing. [t was understood as being composed of variably transparent standards with re-
spect 10 all of the four units above circulating within discursive spaces and wider social
worlds. If it was designed and/or uscd within an art world network, it was understood as me-
diated, articulated and classificd both as a standards (or sct of standards) as well as potentially

mediating other related standards for the production of artworks.

There is the danger of extending the technological aspects in one of two overly-deterministic
ways as addressed earlicr in the section 2.2.6 on the production of culwre: firstly, defining
technological change within the art world networks as a one-way process of integration and
transformation. Secondly, to limit the boundarics of the art world network based on techno-
logical factors. Inversely, the study might become too diffuse and be unable to trace the ICT’s
carcer if it was unable to identify and name the technology under observation. Invoking De-

cember’s model (1996) for the stratification of ICTs to build on his nomenclature for units of
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analysis for internet communication made it possible to stratify the ICT. This, in turn, en-
abled the generation of a well-defined career trajectory in which the shape of the ICT was not

predetcrmined or unchallenged.
3.4.3 Selecting a sampling frame for the art world network

The foregoing devclops how the methodology for this study allowed an actor’s and a technol-
ogy’s trajectories to define the boundaries of the network. But this did not eliminate the need
to seck a deeper understanding of the art world network in which the actor and ICT trajecto-
rics were mapped. Leaving the two in a vacuum would not provide an adequate picture of the
mediation process. Along similar lincs, Georgina Born (2009) argues that a layered under-
standing of the context in which an artist or artwork exists is necessary. [t was therefore nec-
cssary to construct an historical account of the activities leading to the network’s creation as
well as an account of the daily work practices within the art world network. The principle chal-
lenge in this respeet was sampling — assembling like with like in order to compare them rather

than examining dissimilar subjects/objects without pre-classifying the subjects/objects.

I had initially assumcd that it would be possible to determine membership by consulting the
list posted on the MARCEL Website. But membership in the MARCEL Network was not so
casy to determine (sce chapter 6). Not only were the physical spaces where the art world net-
work congregated relatively inconsistent (sec chapter 4 as well as chapter 6), but the organisa-
tional and individual engagements were unclear and contingent (see chapter 6). The art world
network as a “production of culture” model is associated with artistic innovation and transfor-
mation of conventions analogous to art history’s descriptions of artists’ circles or movements
(Crane 1989, Pcterson & White 1989). Just as Diana Crane (1987) divided her research into
three such movements in the 20th century New York art world of painting (abstract expres-
stonism, figurative art and photo realism) the boundarics of such networks are imprecisc (see
scetion 2.2.5). However, because her research took place 45 years after the inception of these
relatively successful and geographically static networks, it was possible to consult an extensive
number of publications and archives documenting their progress (Crane 1987: 145-148). The
focus of the current research was not confined to an explicit geographical location such as
New York even though part of the funnelling process (Silverman 2006: 93-94) led 10 a pro-
gressive focus on activities in the United Kingdom. This funnclling, however, was informed

by the paths traced by the carcer trajectorics over the course of the research.

Nor could this rescarch benefit from a wide historical perspective like the one afforded to
Cranc in her rescarch. ltwas, however, important to ensure that the definition of the art world
nctwork put forward was informed by the fieldwork. The boundaries of the art world network

obscrved in the casc study might not neeessarily have been those of the MARCEL Newwork
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and vice versa. An overly bounded definition of MARCEL would pre-figure the answers to the
research question. For example, if the definition was limited to a “Charity based in the UK,
as was stated on their website, the links and nodes would have been confined to the relation-
ships involved in the legal framework between registered individuals of the organization. The
art world network would have been relegated to a simple non-profit organizational nomencla-
ture such as that used by any other non-government organisation. In such a case, instead of an
object of research, the network would be bounded by the researcher rather than by the actors
and measured in the light of a constraining definition bringing about wo difficulties: firstly,
the boundarics of the network set by this definition would constrain the field of observation to
methods such as document analysis of end of year reports and participant observation of
mcetings of the board of dircctors. This would not provide the matcrial needed to answer the
research questions. Secondly, constraints imposed by the rescarcher would distort the impor-
tance of the definition itsclf: that the network is a non-profit registered UK charity could be of
litdle or no importance to the network’s activities. The network had to be "cut’ (Strathern
1996) by the actors themselves in order to cnsure that I did not pre-determinc the dynamics of

the nctwork.

In the casc of MARCEL, it became clear that its membership was more contingent than what |
had first glcancd from its website and participation could be better described as single or re-
curring engagements over varying periods of time. Converscly, the art world network under
cxamination was far more diffuse and broad than initially expected. Artists using ICTs to col-
laborate and cxperiment online with academic, scientific and commercial partners were far
more common than originally anticipated. Much like Crane’s movements, artists and other
actors did not limit themselves to a single sct of art world conventions like telematics. The
resulting broad scope would have made the research next to impossible. Because of this, it
beeame essential to find a way to isolate and triangulate the career threads; to look for the
filiations (Bowker and Star 2000) that linked them to the same conventions. This meant ex-
amining the work of classifying the network itself: looking for how this work established net-

work boundarics.

The sampling frame was developed in order to be representative while remaining practical.
Employing the artist carcer and the technology career as u basis for snowball sampling (Lca et
al. 1995: 467). scemed to be the most realistic approach. There was the danger of research
bias (Howard 2002) but the primary rescarch objective was to examinc a theoretical model of
mediated conventions in the light of field experiences and observations. As Burawoy argues .

(1998), as long as it was recogniscd on the part of the researcher and explicitly expressed

21 See Online research documents: MARCEL Newwork (2004a)
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within the research, it was unlikely that sampling would influence whether the theoretical

model held under the weight of the evidence.

The empirical study was centred on three trajectories: Access Grid, Don Foresta and my work
as a MARCEL supporting member and coordinator for one of its website’s nodes and partici-
pant in some of its working groups. This last thread particularly focused on two projects. As
will be further elaborated in chapter 6, the MARCEL website was one of the earliest media
objects created by the MARCEL Network. [t was an ongoing project that involved many
MARCEL members and was identified by Don Foresta as a key component in cnabling the
coordination of its activitics, particularly in relation to the use and design of Access Grid for
artistic activity. By participating in this work over a period of 31 months (from September
2005), | was also a participant in the power relations circulating within it (Burawoy 1998).
This engagement provided, when combined with a critical reflexive analysis, first hand obscr-
vations of the network’s activitics. | now turn to a description of the ethnographic participant

obscrvation method as cmployced in this study.

3.5 Ethnographic research for art world networks

The principle strength of the ethnographic approach is that it offers the chance for grounded
obscrvations made possible by the researcher’s extended, direct study of the three types of
work in context. These types of observations are not neeessarily possible through quantitative
methods which rely on bracketing context to provide data (Burawoy 1998) such as the social
network analysis of communications between members of an online community through
counting of texts, email correspondences and other online artefacts. Although approaches
such as social network analysis (Wellman 2001, Wellman ct al. 1996, Wellman, Garton and
Haythornthwaite 1ggg) have developed convincing methods for analysing the number of links
between nodes in a social network, the objective of the research was not to exhaustively trace
the network of social relationships within the art world network but to cxamine its circulation
among a disparate group of actors in context. The degree of complexity and contingency of
the art world network rendered mapping specific social ties unproductive. Readings such as
content or network analysis would have missed social cues and values that were gencrated and
maintained in the offline environment or through external online interactions which in urn
would have resulted in organizational or technological determinism (Howard 2002). In the
specific instance of a production case study, direct observation and participation offered the
possibility of detecting conventions of practice (Becker 1998) which were not otherwise iden-
tificd through interviews or other types of qualitative rescarch methods. Ethnography was par-
ticularly uscful to describe the stakes of representation for marginal or oppressed groups and

how such actors hold the power to shape identities and resist imposed depictions by dominant
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cultural narratives (Mahon 2000). Applied to artists working in art world networks, these ad-
vantages become all the more practical in the examination of the articulation of maverickness
conduct, the mediation process and the shifts between design and use when engaging ICT
standards. '

[n the case of this research, I engaged in participant observation for the ethnography through
the coordination of an online node for the MARCEL Network and assisting in a number of
other MARCEL projects. Although the specific tasks outlined in the studentship application
comprised only maintaining and occasionally posting content on the Arts and [ndustry section
on thc MARCEL Network’s website (see chapter 6), the work I did over the course of the field
work cxtended beyond those specific tasks. This was, in part, the result of my own initiative in
order to come into contact with other members of the network. But it also reflected the type of
freelance, “flex-time’, and volunteer work structure found in many arts organisations
{McRobbie 2002, Neilson and Rossiter 2005, sec also Menger 199g for a general survey of
artistic work and scction 6.3.5 for details of my work). Included in these tasks were: contribut-
ing to the production and coordination of a MARCEL Network Managers’ meeting in March
of 2006, writing and submitting funding applications, testing and updating aspects of the new
version of the MARCEL Website. Most of these activities were coordinated from the office

provided to me by the Media and Communications Department at the LSE.

In many instances, my access to individuals and events was made possible by accompanying
Don Foresta (sce scction 3.4.1 above) on his work while in the United Kingdom and in parts
of North America. In other cases, | worked closcly with other members of the network (see
scetion chapter 6). In most circumstances, my role as a researcher was explained to other par-
ticipants by cither myself or Don. | would carry a field diary with me in which | transcribed
interactions between individuals and noted obscrvations on site. In situations where [ was
morc involved in the work (for example, collaboraring with others in the uploading of content
onto the MARCEL website, sce section 6.3). [ also wrote obscrvations after the fact. The
complete field notes of the work for the MARCEL Network taken from September 2005 1o 3
April 2008 (the official date of the launch of the third MARCEL website - see chapter 6) were
collected in five fidd diarics (MARCEL Network Archives 00079 to 00083, sec annex 1).
Though most notes were taken by hand, in some cases audio or video recordings of meetings
were also used (MARCEL Managers” Mecting recordings (MARCEL Network Archives

00084 10 00089, sce annex 1)),

The objective of this participant observation was 1o carefully document the ways in which the
artist’s rolc was performed and mediated in relation o the design and usc of ICTs and to col-

lcet documentation for historical construction and thematic analysis (sce below). Lalso ob-
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served the spaces and times in which this work took place. The 31 month period starting in
September 2005 was not a consistent participation. It was punctuated by intermittent periods
of inactivity (or rather, activity unrelated to the fieldwork, sce section 6.3.5 and 6.4.2). The
MARCEL events | participated in over this period included (see section annexes 3 to 5 fora

more detailed list of moments):

- Two MARCEL mectings concerning the MARCEL website’s nianagement (one in London,
United Kingdom, one in Montreal, Canada) (sce chapter 5);

- Two MARCEL “Hi-bandwidth Art Research Network-UK” working group meetings (scc
chapter 4. 5);

- A series of meetings for developing funding application (sec chapter 5);

- A scrics of working scssions designing and maintain the third version of MARCEL’s website

(sce chapter 5).

Part of the participant observation comprised visiting Access Grid nodes that had been used
for artistic purposcs. In all, 10 Access Grid nodes were visited including four in the United
Kingdom, four in the United States, as well as one in both Canada and The Netherlands.

The 31 months of participant obscrvation led me to a few fundamental difficulties which af-
fected both the theory and methodology for this study and therefore for the rescarch design.
The experiences accumulated over the course of the participant observation, including inter-
actions with gatekeepers and peripheral contacts related to the ficld of enquiry as well as ex-
perimentation with relevant technologics inevitably shaped my views coneerning the object of
study and the theorctical framework for my rescarch. The difficultics in participating ina
MARCEL supported Access Grid artwork, for example, defined the kind of information [ ac-
cessed for chapter 4. My own difficulty in communicating with members of MARCEL outside
pre-arranged, formal, face-to-face meetings contributed to the methodological approach pre-
scnted here. [n meetings with people who had litde or no direct contact with Don Foresta in
order to discuss MARCEL’s activities. individuals werc often puzzled about the specific na-
tre of the network and looked to me for information. In such sitations, the roles were re-
versed. Rather than gathering information. I felt 1 was acting as a representative of the net-
work. As onc of its active participants, such a position was appropriate sincc it was consistent
with the roles of other participants. ft was important, however, for me to understand the con-
sequences of such responsihilities, Instead of a form of power circulated through hicrarchical ‘
delegation to control the networks representation, I was subjected to other less traditional or

less explicit forms of power which needed to be understood.
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Similarly, when approaching actors, I was a representative of both the LSE and of MARCEL
itself. Some of its members assumed that I had more information about the network than they
did (which in some cases was true). This framed how actors would answer my questions and
how they would represent their work and their interests. There was a general perception
among some members of the art world network that a student of the LSE embodied certain
ideological biascs. Artists who were generally suspicious of the field of economics could justi-
fiably be expected to project these suspicions onto a student hailing from one of its most rec-

ognizable academic institutions.

Michac! Burawoy defends the participant observation approach to rescarch in the context of
what he calls the extended casc method. He believes this “reflexive science” (Burawoy 1998),
subjected to power effects, is a ncecssary counterweight to survey research which is subject to
context cffeets. Because I was cmbedded within the network to study its shape and its prac-
tices, I was subjected to its dynamics of power relations. This experience offered the opportu-
nity for a better reflexive understanding of the network’s power dynamics. In my casc, this
involved particular challenges. For example, since the boundaries of the network were not
clearly demarcated or explicitly hierarchical, respecting certain elements of the organiza-
tional structure of the network was difficult. Itinvolved finding my place in terms of “the
pecking order”™ when working with other members, all the while respecting the responsibili-
ties and values implicitly or explicitly sct for an active member of the network. It was also
complicated by the importance of self-initiative (sec chapter 6). This balancing act was part of
the collection of information that can only be attained through an ethnographic approach to

the study.

Of the modes of corpus construction proposed by Marcus (19g8: 8g) follow the life/biography
was chosen to steer the collection of field notes, including participant observation and auto-
biographical notes. as well as audio recordings of participant observation of the network’s
activitics and document analysis. These sclections should not, however, be entirely consid-
cred as separate from the conditions of the fieldwork. It is important to recognize that all of
the modces of corpus construction were overlapping and interdependent. They, in turn, served

as foundations for the following analytical tools.

3.6 Historical construction and thematic analysis

Onc of the challenges of the rescarch was to construct a coherent narrative illustrating the
artist’s work of both designing and consuming/using ICTs. In most instances, production
case studics informed by participant observation benefit from the fincarity of a start-to-finish
production process for cultural content (Silverstone 1985) or the repetitive genre patterns of

production cnacted by particular roles within a specific, well-defined art world (Peterson and
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White 1989, Born 19g5). The career strategy is a means of observing the changes over time in
an actor’s or a technology’s social and symbolic status. The temporal framework for this case
study was more difficult to identify. This was partly due to initial uncertainty pertaining to the
nature of the work itself: observing the contingent mediation of an ICT, identifying the nego-
tiations surrounding the conduct of an artist role in relation to an ICT’s design and use, track-
ing the different patterns of art world network activity. Historical analysis enabled me to gen-
erate an understanding of the information collected and share it in a way that best reflected
the field observations. In this study the aim was not to examine the intentionality of the actors,
but the discourses and practices that enabled and constrained actors’ work with ICTs in the
art world network. The process of constructing a document relating and analysing these ca-
reer threads would necessarily mediate the reader’s interpretation of the study (Woolgar
1981). Without a single lincar narrative or fixed location, how could onc ensure that the in-
formation imparted by the research document was understood by the reader? A linear narra-
tive through time and space could not provide an in-depth description of MARCEL due to the
complex interweaving of multiple careers under observation. The analysis of mediation, ar-
ticulation and classification necded to be communicated in a way that did not artificially ereate
tics between events, individuals and their relationships if there were none to be found. The
solution was to generatc a series of analytical moments ~ both historically and thematically
framed - to construct a coherent empirical analysis. The moments were then used to string
together the three different methods — participant observation, autobiographical interviews,
and document analysis — into discrect yet relatable moments in space and time that provided

insights into the work obscerved.

Silverman (1998, 2006:109-200) suggests that there are significant limits, as well as advan-
tages, to data collected via interviews and documents within the context of qualitative re-
scarch. He argues that the rescarcher may put too much emphasis on the accounts generated
by the methods over other methods such as participant obscrvation and cautions that one
should clearly articulate how interviews and documents contribute useful information (Sil-
verman 2006: 145-146). As employed in this rescarch, intervicws and documents served a
double purpose. On the one hand, they were used to extract key historical information -
comparing multiple intervicw accounts of the samc events as well as documents of the time of
these same events — to produce what Star and Bowker (2000) call filiations. On the other
hand, cach interview and document, along with instances of participant observation were
treated as narratives to be thematically analysed as units of coding (sce annexes 3 through to
5) using speeific thematic codes developed for each unit of analysis — namely the three earcer

threads.
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Such a two-fold approach to the analysis of data was inspired by Phillips and Brown (1993)
who, based on the work of Ricoeur (1977) and Thompson (19go) among others, developed a
hermencutic approach to the study of meaningful artefacts in and around organisations. They
proposed a process involving moments of analysis which allowed the researcher to uncover
patierns of power and resistance within the organisation. Their method involved analysing a
specific sample of texts using three discrete vet interrelated moments — socio-historical, for-
mal. and synthetic. In the casc of this rescarch. | am less concerned with the interpretation of a
specific sample of texts than with the overall circulation of meaningful conventions/standards
relating to ICTs. Nevertheless. their methodology served as a useful template to engage with
the body of rescarch findings. specifically as it pertained to the construction of each career
thread and their syathesis in a final moment of analysis. Each of the empirical threads consists
of intertwining socio-historical and thematic analvsis. The former moments extend beyond
situated obsenvations and develop context for the interpretation 6f meaning while the later
moments allow for the analysis of underlving themes relating to meaningful practices and dis-
courses within the art world network. A third moment generated a hermeneutic circle that
combined the two previous moments of each thread into a moment of understanding (see
chapter 7). Generally. the methods used to collect data for the case study pravided a progres-
sive funnclling (Siherman 2001: ~o) in time and detail enabling the construction of such mo-
ments: document analysis provided a wider historical context while participant obsenvation

provided a more detailed formal analvsis of recent events,

The presentation of socio-historical moments comprised an historical account of events as
part of a particubar carcer thread. The objective in this case was to produce object/ moment
samples for thematie analvsis (sce below) by providing an extended context in space and time.
Historical moments were produced through document analysis and accounts of the events
taken from rescarch intenviews or parnicipant observation (sec annexcs 3 through to 5 fora
detailed list of dara collected). The mapping took place through time as well as space. ltwas
an exploration of the fluctuations of activity within the neowork. As the number of historical
moments for cach career thread expanded. certain “clusters” or entanglements of events. in-
dividuals. objects and texts took shape (ex.: Souillac Charter. collaboration. the Wimbledon
School of Art. the MARCEL website).

The process of constructing these accounts imohved compiling information using Invivo
software which could then be organised into a number of units of coding. The large degree of
variation i the number and npe of units of coding colleeted madc it even more unlikely thar
consistent samples across the research threads could be generated for formal analyvsis. Rather
than a single formal analysis of one sample collected as a result of the historical construction.
these units of coding were thematically analysed in order w identify and compare themes
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across the three threads. The thematic analysis (Boyatzis 1998) represented an opportunity to
construct themes relating to practices and discourses tied to actors, texts and technologics
encountered in the field as part of the historical construction. It should be noted that the ex-
ample given by Phillips and Brown employs semiotic theory for formal analysis. They suggest
other formal approaches (Phillips and Brown 19g3: 1563), but do not provide details for how
to operationalize these other options nor how to combine more than one approach. What they
stress is that ‘[a]lthough interpretation is always subjective, it is not subjective to the exclu-
sion of an objectifying moment that can encompass any number of formal methods of analy-
sis.” (Ibid: 1563). It could therefore be argued that thematic analysis of a combination of par-
ticipant observation, document analysis, and interviews generated a kind of second-order
analysis which may have resulted in an increase of subjectivity but also enabled comparisons
across multiplc units of analysis. I therefore chose not to limit the thematic analysis to one
particular type of text and, instead, to apply the analyses to documents, field notes, and inter-
view transcripts. This allowed for as rich a description as possible as is desirable in an cthno-

graphic research (Silverstone et al. 1991).

The objective of the thematie analysis was to uncover the underlying practices or discourses
developed in the conceptual framework that were circulated via the texts in question — the
production of transparency through mediation, discursive spaces, the articulation of maver-
ickness, and the classification of standards into art world conventions. Thematic coding was
therefore mostly theory driven. Each carcer thread was defined as a unit of analysis and a set of
sub-questions informed by the overall rescarch questions devised for the analysis of data.
Since all three units could not be compared along similar dependent or independent vari-
ables, a hybrid approach was deemed necessary (Boyatzis 1998:51-53). The sections below
address cach individual thread’s historical construction, offer an in-depth account of how the
cmpirical material for this study was analyscd, discuss the sampling issucs for thematic cod-
ing, and also provide a description of their units of coding.

3.6.1 Unit of analysis 1: Access Grid Career Thread — Mediating Access Grid
conventions and standards

The following two questions informed the collection of data for the historical construction

and for the units of coding for the thematic analysis of this thread:
Sub-question 1.1 : What is Access Grid (AG)?

Sub-question 1.2 : How is it mediated by artists through design and use and within which dis-

cursive space(s)?
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These two sub-questions related, for the most part, directly back to the first part of research
question [1- How do artists engage with the mediation of digital information and communica-
tion networks? — identified in the conceptual framework but also to lay some of the ground
work for answering research qucstion 11 (see Table 1 below for a complete overview). An an-
swer to sub-question 1.1 required that 1 apply the stratification model devised in section 3.4.2
over an extended period of time. Such an answer ensured that Access Grid was not “black
boxed” as a discretc and immutable ICT. Sub-question 1.2 involved mapping Access Grid's
mediation by the members of the art world network in an attempt to better understand its me-
diation by artists. A significant section of this career thread was an historical account of the
dcsign and use of Access Grid and the academic high bandwidth network prior to September
2005. The objective of this account was to provide a socio-historical context of Access Grid’s
carccr prior to its mediation by artists. The information for thesc moments was accessed
through scicntific publications gencrated by the Access Grid’s designers or official websites
related to the Aceess Grid community. (This includes available publications by researchers for
the Argonne National Laboratory®? and the Access Grid website?3, Other documentation
sourced included reports from SC Global conference documentation® and specific to the
United Kingdom were documents from the United Kingdom Education and Research Net-
work Association (UKERNA) now JANET (UK)25, other resources included the Joint Infor-
mation Systems Committee (JISC)?6 and the Access Grid Support Centre (AGSC)* based in
Manchester, as well as the Arts and Humanities Research Council®®, its sponsored ICT Meth-
ods Network?? and the Arts and Humanitics c-Seience Support Centre (AHeSSC)39, see an-
nex 3 for further details). Specific information about UK Access Grid design was also gath-
cred thanks to autobiographical interviews with three carly key proponents of Aceess Grid for
the United Kingdom as well as a later proponent for the use of high bandwidth academic net-

works by the arts and humanities. There was a progressive funnelling of information towards a

22 See Online research documenis: including Futures Laboratory (2004), hilp://www.anlgov for website.

www.accessgrid.org [or website,

21 See Online research documents: Access Grid (2007). h

21 See Online research documents: Oliverio, Quay and Walz (2001), htip://www.se-conference.org for official

websile.

#5 See Online research documents: Daw and Miller (2004, hup://www ju.net for official website.

# See hup://www jise.ac.uk

8 See hup://www.ahreac.uk

“ See hup://www.methodsnetwork.ac. uk

30 See Online research documents: Blanke (2006), hitp://www.ahessc.ac.uk for official website.
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number of discreet moments of appropriation and conversion through Access Grid’s use and/

or design by artists for the production of artworks.

Four telematic events were analysed as part of the second moment of historical construction.
As stated in section 3.6, [ did not benefit from participating in the “start-to-finish” production
of a specific artwork. Because of this, formal moments dealing with artworks were subdivided
into encounters that provided observations of certain themes. Each event was constituted as a
separate encounter in which different formal propertics of instances of Access Grid and the
acadcmic high bandwidth network were documented. These were not necessarily arranged in
a chronological order but to construct a sct of moments, ‘scenes’ if you will, between actors
and technologies in time and space. Although such constructions provided limited informa-
tion on their own, some of these encounters were also supplemented with descriptive ac-
counts of activitics by some of its participants cither through their own documentation of
cvents or through interviews. Visual documentation such as photographs and diagrams, when
available, were also uscd to provide additional information. As I was an active participant in
some of these encounters, some degree of reflexive observation was also provided in order to
stress the subjective naturce of the constructions. Direct participant obscrvation of an Access
Grid mecting and my personal account of first using Access Grid make up the first moment
combined with document analysis of the Access Grid website. The second account was a
combination of participant observation and interviews to sce how artists and academic re-
scarchers in new media collaborated on the Aceess Grid platform. The two others are formal
accounts of two tclematic artworks produced with Access Grid by members of MARCEL. The
matcrial collected for these two moments consisted of interviews and document analysis of the
cvents. Multimedia archives of the works developed were procured from the individual artists
on DVDsin the casc of both Meltand Strcaming Tales. In the casc of Navigating Gravity,
documentation, including the artist’s ficld notes, was made available on the artist’s website.
Thesc encounters combined participant observation, document analysis and interviews. In-
formation about the artists was collected via autobiographical interviews with actors who par-
ticipated in MARCEL's first work with the platform at Wimbledon School of Art (5 inter-
views) and Rycrson University in Toronto, Canada (2 interview sessions with a total of 3 ac-

tors) and documentation.

All of this was undertaken in order to identify and examine the overarching situated process of
mediation using thematic analysis. Practices and discursive spaces related to Access Grid’s
mediation were identified for each encounter. The artworks produced were not understood as
discreet cultural content to be studicd separately from the tools used for their production.
Instcad, this study focused on the work of producing transparcncy around the strata of the

ICT including its media form and objects. The production of transparency was examined by
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documenting offline spatial arrangements of Access Grid nodes and the work of creating an
Access Grid event, and identifying the discursive spaces involved in the process of mediation.
Thematic analysis thercfore addressed the first and last questions about transparency posed
by Star etal. in order to answer the two sub-questions. Namely: “For whom and when is a par-
ticular tool transparent?” and “How are new comers taught to make the tool, interface, or re-
trieval system transparent for themselves?” (Star et al. 2003: 242-243) as part of the examina-

tion of Access Grid’s mediation.

Asiis the case with the description of the thematic analysis described in 3.6, much of the cod-
ing was developed as a dialectical process between theory and data collected from the field. A
(irst samplc of units of coding identical to the sample used to construct the first historical
moments for this thread was employed to examine themes of transparency and to identify the
discursive spaces related to Access Grid’s design®. Understandably, most of these documents
take a positive view of Access Grid as they were produced by those who designed the platform,
leaving little incentive to provide critical assessments of Access Grid’s properties. The goal,
however, was to identify the ways in which Access Grid was meaningfully designed by its crea-

tors: where it was intended to be used, by whom, and for what purpose.

The sccond sample of units of coding focused on Access Grid’s subscquent mediation by art-
1sts and other art world actors for the four telematic encounters. Oncce again, samples were
more than likely skewed towards a relatively positive assessment of the resulting artwork as
there existed few accounts of audicence, stakeholder or other gatckeeper reactions. Once
again, however, the objective was not to gencratc a eritical judgement of the overall artwork
itsclfbut to examine accounts of artists and other art world actors when working with Access
Grid for the production of telematic artworks in order to better understand the mediation
process. The scope of the analysis was further refined to focus on two themes: 1) the theme of
distance related to transparency — principally since distance represents a key component of
telematic artworks, and 2) the theme of flexibility as a means for artists to “do what they want”

with one or all of the related media units?®.

3.6.2 Unit of analysis 2: Don Foresta Career Thread - The artist’s conduct of
maverickness as it relates to ICTs

The following two sub-questions informed the collection of data for the historical construc-

tion and for the units of coding for the thematic analysis of this thread:

# See annex 3 for a detailed list of the units of coding and thematic codes for this career thread.
8

32 See annex 3 for a detailed list of the units of coding and thematic codes for this career thread.
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Sub-question 2.1: Does Don Foresta articulate a conduct of maverickness in relation to the art-

ist s design and use of ICT5? If 50, how?
Sub-question 2.2: Does this maverickness extend to other members of the art world network?

Both sub-questions are closely related to research question | as they deal directly with the
identification and analysis of maverickness. But together, they also set the stage for an answer
to rescarch question [1 in that they begin to address the ICT and the artist’s ability to conduct
maverickness. The thread was constructed as an historical narrative of Don Foresta’s work,
background in art worlds and his cventual work with the MARCEL Network. Itincludes an
account of his work in defining the artist role through his past publications, artworks, and
other projects generated through document analysis and interviews with the artist and col-
lcagucs. The objective was to provide an historical account of the artist’s carcer leading up to
and including his time as coordinator for the MARCEL Network and to describe how his role

as an artist, specifically the conduct of maverickness, was articulated over time.

Much of the information in this scetion was collected by consulting 51 documents including
publications by the artist, conference transcripts and past interviews between 1974 and 2008
(scc annex 4). Most of these documents were collected from his website. The website itself
was understood as an autobiographical representation similar to the autobiographical inter-
views. Several hundreds of pages of archived material collected by the artist spanning the pe-
riod spent working at the Wimbledon School of Art were also used. The Wimbledon archive
included drafts of funding applications, promotional documents for events, and correspon-
dences between individuals (see annex 1and 4). Also included in the archive was documenta-
tion of the work done at Le Fresnoy as well as archived material from the MARCEL Network
members including documentation on past events, project notes and correspondence. These
documents were retained to provide confirmation of historical accounts of events. Informa-
tion collected over the course of 19 autobiographical interviews with the artist (four of these
interviews were conducted with Don over the course of the ficld work, sec annex 5) and other
individuals who worked with Don Foresta provided a further corpus for this analysis. These
interviews took the form of semi-informal autobiographical descriptions of their careers, spe-
cifically their time working with MARCEL, with Access Grid and/or with Don. Individuals
were invited to recount their carcer as media artists and therefore these interviews were not
explicitly produced as accounts of their work with Don Foresta. Interviews with the other 15
interviewees were semi-structured and related to their autobiographical experiences relating
to their use of Acceess Grid or their contact with Don and the MARCEL Network. Part of the

aim of these interviews was to gain a clearer picture of their professional and personal rapport
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to Don Foresta which ran the gamut from no relations whatsoever to working closely together

over extensive periods of time.

A few caveats about the structure of the artist’s career thread: First, I necessarily overlooked a
considerable part of Don’s formulation of the artist’s role that did not relate to technologies.
Although 1CTs were integral to his formulation of art and artistic practice, the subtleties of his
work on the relationship between art and science, among many other philosophical investiga-
tions, could only be summarily examined here. Encounters during the course of this study
have taught me that emphasising technological aspects of artistic work can lead to accusations
~ dirccted towards the artist or directed towards the researcher - of being “too technical”, too
technologically deterministic or too concerned with form over content. Nevertheless, the rela-
tionship betwecn the role of the artist and the artist’s design and usc of ICTs held a significant
cnough place in Don’s career that such an in-depth investigation scemed warranted and, of

course, it was necessary in the light of the research questions posed for this study.

Second, by representing a carcer through a timeline, I risked representing Don’s articulation
of the artist/ICT relationship as a progression that led towards a refined state of perfection or
crror. The trajectory was temporal but not necessarily causal: it did not predetermine the fol-
lowing moments. To avoid generating such an impression, the first analytical moment there-
forc consisted of a more recent examination of events encountered through my participant

observation,

Third, 1 did not present a psychological profile of the artist as this study was not concerned
with the artist’s psychological motivations. | did provide some basic information about Don’s
life history but this was offered as a part of his own reflexive understanding of the artist’s role.
Conversely, the interprertation of the artist role in the study was linked to my own subjective
understanding of art and artists. | had studicd visual art and design for my undergraduate di-
ploma and have entertained the idea of returning to the practice of art making. @ have viewed
somc of the art projects with a hint of envy that I have not had the opportunity to exceute them
mysclf. However, [ tricd in my analysis to reflexively work with these experiences or to signal

such pre-understandings.

Asa fourth and final caveat, as with the Access Grid samples, | ran the risk of research bias
through the samples selected for the thread since texts and accounts were, for the most part,
produccd by the artist himself or were sclected by the artist. Such a sclection most likely pro-
moted a positive representation of the artist’s work. It should therefore be noted that the ob-
jective of the thematic analysis in this particular carecr thread was not to analyse the work of
producing artworks but the way in which the artist articulated a relationship with the tech-
nologics designed and used to produce those artworks: this was not an attempt to determine
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whether or not the work contested established art world conventions, but to assess whether

and how the work should contest established conventions according to the artist.

The socio-historical development of the careerwas punctuated by formal cncounters with
texts and biographical accounts expressing the artist/technology relationship. | sought 1o
identify moments for deeper thematic analysis looking for the articulation of the conduct of
maverickness in relation to ICTs. Maverickness was developed as a form of artistic conduict in
chapter 2. A thematic analysis was deploycd for this carcer thread to identify its particular ar-
ticulation as it pertained to the artist’s conduct of a relationship with ICTs. I subsequently

cextended this analysis to other art world actors’ accounts over the course of the research.

Developments in time identified in the historical construction and the stratification of media
units guided the development of subsections in the sample of units of coding: pre-artist mo-
ment (no documents found), video-art moment (17 documents), telematic moment (23 docu-
ments) MARCEL moment (11 documents). In addition to the units of coding in this last sub-
scction, ficld notes from participant obscrvations were also used. The labels for the thematic
codes were maverick designer role and maverick user role with their oppositcs, namely con-

ventional designer role and conventional user role also tracked33.

3.6.3 Unit of analysis 3: MARCEL Thread - Classification in the art world net-
work
The following two questions informed the collection of data for the historical construction

and for the units of coding for the thematic analysis of this thread:
Sub-question 3.1: How does classification work take place within the MARCEL Network?
Sub-question 3.2: How is AG classified as a part of the MARCEL Network?

These questions address the sccond part of question 11 and complete the answer to question
111 which the two previous threads began to address. This thread includes an in-depth account
of the events leading up to the creation of the MARCEL Network. The historical construction
extended into carly classification work conducted by Don Foresta, Georges-Albert Kisfaludi
and other future MARCEL contributors which anticipated the creation of the MARCEL Net-
work, followed by an analysis of the classification work involved in the creation of MARCEL.
It then delved into two specific projects taking place within the network: 1) the design of the
MARCEL website including participant observation of the construction of its third version
and 2) the recruitment activities surrounding a group of United Kingdom artists. Other in-

formation uscd to construct this thread was gencrated via document analysis of publications

31 See annex 4 for a detailed list of the thematic coding and units of coding for this career thread.
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relating to the Souillac conferences (Foresta and Barton 1998, Foresta et al. 1999), meeting
transcripts, correspondence archived by MARCEL members and other documents relating to
the website’s construction collccted in the Wimbledon archive and at Le Fresnoy, as well as
interviews with four of the original individuals who initiated the first two Souillac events and
document analysis of archival materials. These two projects were not the only projects en-
countered over the course of the field work. Other past and present projects included AL-
TERNE and Global Threads® as well as a host of related funding applications and meetings.
The two events were selected for three reasons: 1) activities relating to the two projects
spanncd the entire period of ficld work, 2) they provided a sufficient amount of data for all

thrce methods, and 3) the two other carcer trajectories coalesced in both projects.

Thematic analysis in this thread was used to identify the kinds of classification work taking
place in MARCEL. Rather than attempting to develop a classification system from the outside
in order to deseribe and analyse the art world network’s activitics, | examined the reflexive
classification work conducted by the participants in the art world network itself, particularly
as it related to “collaborators™ and “collaborations™ (sce section 6.1) focussing on the identi-
fication of lists registering 1) members or participants in collaborations, 2) technologies in-
volved collaborations, and 3) collaborative projects. One of the principle objects of research
on which Bowker and Star (2000: 107-133) focus for their research on the International Clas-
sification of Discases arc the lists generated and circulated for the collection of information. A
similar infrastructural inversion was employed in this case to analyse how catcgories were
mobilised as part of classification work. Lists functioned as an inversion of how Crane (1g87:
153-158) constructed art world nctworks from instances in articles provides for the reader a
sensc of a network activity and its relevant participants (a list of names, a number of members,
cic.). Instead of generating lists mysclf in order to produce the structure of the art world net-
work, I'looked for the lists produced by the art world network participants as markers of their

own construction of the art world nctwork3S,

The first sample of lists was gathered from the same unit of analysis uscd in the Don Foresta
thread. This first sample was sclected in order to track classification work prior to MARCEL
activities and also to ensure some continuity berween the Don Foresta thread and the MAR-
CEL Newwork thread. The second sample of lists was gencrated from documents and websites
identilied over the course of participant observations and interviews for the period between

the first Souillac mecting in 1997 and the completion of the ficldwork in 2008 (sec annex 5).

# See Online research documents: Alterne (2005).
# See Online research documents: Foresta (2007).

3 See annex 5 for a detailed list of the thematic codes and units of coding for this career thread.

100



Lists were selected based on whether they were produced by MARCEL network participants

and whether it was possible to determine the date of its production (to the nearest month).

This research thread was initially designed as a means of triangulating the observations made
in the two carcer trajectories in order fully to answer the research questions. [ had anticipated
that thematic analysis of the classification work over such an extended period of time would
providc insight into the participant observations collected during the field work of MARCEL
Network collaborations. The initial intcnt of this design was as a means of analysing whether
and how MARCEL drtworks were employed to classify Access Grid standards as art world
conventions. However, as will be developed in the thread, much of the classification work

conducted prior to and during the participant observation was quitc different from what had

been anticipated.
3.6.4 Synthetic analysis

Table 1 below provides an overview of how each of the six sub-questions generated in the
three previous sections for cach of the three threads relate to the three rescarch questions

gencrated by the coneeptual framework (sec chapter 2, section 2.5):

Principal research question: How do ariisis design and use digical information and communi-

cation networks for the production of artworks?

101



Table 1: An overview of the six empirical sub-questions and how each relates fo the three

research questions

RQ!

RQII

RQ N

Sub-question 1.1 ;
What is Access
Grid (AG)2

Specifically addresses|

the first part of RQ Il
by mapping AG’s
design.

First research
thread:

ICT's career

Sub-question 1.2 :
How is AG medi-
ated by artists
through design
and use and
within which dis-

cursive space(s)?

Analyses how and
where MARCEL art-

ists mediate AG.

Looks to the conversion
of media forms and ob-
jects into artworks as a
means of generating/
contesting conventions
out.of AG standards.

Second re-
search

thread:

Sub-question 2.1 :
Does Don Foresta
articulate a con-
duct of maverick-
ness in relation to
the artist’s design
and use of ICTs? If

so, how?

Analyses Don Fore-
sta’s articulation of the|
conduct of maverick-

ness.

Artist's ca-

reer

Sub-question 2.2:
Does this maver-
ickness extend to
other members of
the art world net-

work?

Looks to wider collec-
tive articulation off
maverickness in the ar

world network.

| among art world network

Analyses the wider circu-

lation of maverickness

actors,
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Question 3.1:

How does classifi-

Analyses the mean-

ingful classification of]

Looks to the classification|

of media forms and ob-

i jects as artworks as a
cation work take e nediafaas jects as artwo! .
Third re- place in the k0 art world conven- means of generating/
search MARCEL Net- ions contesting conventions
thread work? : out of AG standards.
reaq: -
MARCEL
N — Question 3.2:
SRl ! Analyses ifand how
How is AG classi- ¢ )
AG acts as a meaning-
fied as a part of P—
ful convention within
the MARCEL Net-
the art world network,
work?

As part of the research methodology, a final moment of “interpretation-reinterpretation”

(Phillips and Brown 1993) in chapter 7 completed the analysis. This chapter was divided into
two main sections: an initial analysis of each of the career threads in which [ attempted to de-
finitively answer the rescarch questions, followed by a synthesizing analysis in which cach of

the three threads is recombined in order to answer the overall research question.

3.7 Conclusion

Scctions 3.2 and 3.3 of this chapter have devised a way to operationalize the conceptual
framework set out in chapter 2 by unpacking the network metaphor into a series of career
threads. Section 3.4 then presented the selected case study and the challenges facing the re-
scarcher and the particularitics of the subject mater that arosc in the carly stages of ficld
work. The chapter then developed the main methodology for the research, thatis, cthnogra-
phy (section 3.5) and the analytical tools mobilised to interpret the data in order to answer the

research questions (section 3.6).
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Chapter 4

AN ICT’S CAREER AS A CONVENTION FOR ARTISTIC EXPERIMENTA-
TION - HIGH BANDWIDTH AND ACCESS GRID

4.1 Introduction

The objcetive of this chapter is to provide an in-depth analysis of the carecr of a specific ICT
as an artist’s convention for the production of artworks within an art world network: the
MARCEL Network. By following an ICT’s carecr, this chapter provides an understanding of
the dynamic process of mediation, by actors, technologies and the discursive spaces of social
worlds over an extended period of time. As indicated in scction 3.4.2. the ICT subjected 0
analysis is stratificd according to a model inspired by John December’s (1996} units of analy-

sis in order to identify the transparencics of the standards surrounding its design and usc.

The chapter begins in section 4.2 with an histerical account of the origins of the ICT as a me-
dia form. The scetion progressively focuses on the ICT’s eventual appropriation by artists in
order to produce works of art. This provides a contextual mapping of the design of the artefact
as an online and offlinc media form as well as @ media object and formulates the needs and de-
sires of the artists who appropriatc it for artistic production. The following sections, 4.3 and
4-4- are accounts of Access Grid’s design and use as a convention for artistic production using

participant obscrvation in combination with interviews and document analysis.

4.2 The Grid, Access Grid, and high bandwidth collaboration in academic
research and artistic work

4.2.1 Academic high bandwidth networks for scientific research

The concept of the Grid, or what has also been called meta-computing, or in somc cases re-
ferred o as cloud computing, was developed to describe “coordinated resource sharing and
problem solving in dynamic, multi-institutional virtual organizations” (Foster et. al. 2001: 2). -
An example of Grid computing is the sharing of data and testing facilities for earthquake en-
ginecring on a national or international level via the Network for Earthquake Enginecring and

Simulation program (Kessclman ctal. 2004). It became widely employed in the mid-19gos to
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describe the sharing of digital resources over high speed networks. The main action for the
proponents of Grid computing was the creation of standards through which any large research
computer could access the resources of other large research computers. The Grid was often
likened to an clectricity grid or a railway network (Foster and Kesselman 1999, Smarr 2004).
Recently, this analogy was deployed to argue for public funding and to stimulate commercial

interest and investment:

“Grid computing would make fremendous computing power available to anybady, at any-
time, and in a fruly transparent manner, just as, today, the eleciric power grid makes

power available to billions of electrical autlets.” (Abbas 2004: 45)

But the metaphor of the electric power grid, for some, did not do justice to the potential flexi-

blc computing made possible by grids:

“The term “Grid” was selected to describe this environment as an analogy to the eleciric
power grid, that is, o large-scale, pervasive, readily accessible resaurce that empowers
multiple different devices, systems, ond environments at distributed sites. However, this
metaphoric description of the Grid as o set of ubiquitous utility services may overshodow its
versotility — its potential for flexibility and reconfigurability. Generol utility infrastructure is
usually designed to deliver a single service, or a narrow range of services. Those services
are to be used in the form in which they ore delivered. The power Grid is bosed on a relo-
tively fixed infrastructure foundotion that provides o fairly limited set of services, ond its
underlying topolagy certoinly cannot be dynamically reconfigured by external

communities.

In contrast, the infarmation technology Grid con be used to create an almost unlimited
numbe: of differentioted services, even within the some infrastructure. The Grid is on infra-
structure that provides a range of capabilities or functions, from which it is possible for mul-

tiple distributed communities, or individuals, fo create their own services,

(Mambretti 2006: 6)

Grid computing represented a flexible set of standards to pool the resources of many different
sources into specific rescarch projects?, Is potential in the United Kingdom, for cxample,
beeame widely disseminated over the following decade. The rhetoric for more rapid and effi-
cient access to computing powcr for education and other public services spread through gov-
crnment and the private sector (Sclwyn 1999). Many of the arguments driving the develop- '

ment of the Grid embraced the technologically deterministic view that larger shared comput-

37 See Online research documents: Foster (2000)
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ing capacity would translate into more sharing of information and therefore more scientific
and commercial breakthroughs (Foster and Kesselman 2004: chapters 1-3). But this sharing

of information was distinguished from other Internet forms such as the World Wide Web:

The sharing that we are concerned with is not primarily file exchange but rather direct ac-
cess fo computer, soffware, data, and other resources [...].This sharing is, necessarily,
highly controlled, with resource providers and consumers defining clearly and carefully just
what is shared, who is allowed to share, and the conditions under which sharing occurs.
(Foster et. Al. 2001: 2)

University networks employed this type of sharing over high bandwidth early on. Examples
include JANET# in the United Kingdom and Internet 239 in the United States. The Grid’s
design as a media form was therefore a kind of flexible yet controlled digital information net-
work for scicntific collaboration and information sharing within academic and rescarch insti-
ttions. According to its designers, this control depended on its participants conforming to
certain standards and protocols in order to cnable flexible experimentation relating to scien-

tific research.
4.2.2 Purting a Face 1o the Grid: Designing Access Grid

Onc of the main categories of applications to be developed for Grid Computing included ap-
plications that would support thc communication and *collective collaborative work between
multiple participants’(Foster & Kesselman 1998: 22). Access Grid, as it would come to be

known. was onc of the applications developed to enable this type of work online.

In 19g,4. members of the Futures Lab, a subdivision of the US Department of Energy funded
Argonne National Laboratory, began exploring the possibilities of connecting multiple im-
mersive and semi-immersive virtual cnvironments with network technologies (Stevens et al.
2003). Tests began on ways 1o make such connections and to develop the necessary hardware
and softwarc. In collaboration with American universitics it developed an online videoconfer-
encing application that would cnable rescarchers to collaborate online in real time and with

greater flexibility (Childers et al. 2000, Stevens et al. 2003).

Arguably, teleconferencing or vidcoconferencing between distant sites in order to collaborate
was hardly anything ncw. Carmen Egido suggests that coneeprual designs for vidcoconferene-
ing werce already discusscd by rescarchers in Bell Labs in the 1920s and success(ul prototypes

of ‘picture phones’ were already in use by the carly 1970s (Egido 1988). What was innovative

about Access Grid’s design relative to previous platforms was its ability to connect multiple

3 See hitp//:www.ju.net

9 See higp://www.interneta.edu/
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sites simultaneously using multiple connections (see below) in what its designers described as
a semi-immersive cnvironment. Access Grid was designed as a solution for online collabora-
tion that was not fully immersive in the way that a fully immersive Virtual Reality (VR) envi-
ronment would have been. Its proponents felt that a ‘well-designed physical space that has
comfortable scating, excellent lighting, variable lines of sight, multiple work surfaccs, and a
flexible layout” (Childers ct al. 1999: 3) was better suited to collaboration than VR. Access
Grid’s dcsigncfs argucd in publications at the time that VR took far too much computing
power to utilize cffcctively and was not well-suited to intuitive group-to-group collaboration
between scientists, These semi-immersive spaces would, in turn, allow other 1CTs such as
laptops or similar hardwarc to conncct ta the videoconferenee, sharing collaborative work and

resources,

The designers at Futures Lab set out to design Access Grid with a series of assumptions about
the future of ICTs. Available documents suggest they believed that, as technological progress
would continuc to advance and prices for digital peripherals would continue to decreasc, digi-
tal technologies, particularly newworking technologics, would become less tied to desktop use

and become more embedded within the physical fabric of socicty:

We certainly believe that rooms of all types will become one of the next application envi-
ronments to be explored (along with automobiles, oircraft interiors, luggage, and the per-
sonal environments people corry with ther!. An essential point here is that we recognize
that it will be possible to integrate substantial technology info the physical environment; the
important questions are what fype of technology it wilf be and how the integration will
work. In our current and planned experiments, we are focusing on integrating cameras,
projectors, microphones, speakers, screens, and tracking systems. However, we expect in
the future to increase the number of environmental sensors and controls; we also expect to
include lighting, seating, interactive work surfaces, and boundary (door and window) sen-
sors. These devices wilf be built into the space and become a permanent part of the envi-

ronment. (Childers et al. 1999: 5)

Its design was bascd on the expectations of future developments in bandwidth, prices and the
increased availability of technologics. The emphasis, therefore, was o design a set ol applica-
tions which would ¢nable group-to-group collaboration within a semi-immersive virtual envi-
ronment while betting on the expectation that the hardware and software it utilized would be-
come less expensive, ubiquitous and embedded within the physical environment. In this de-
sign, a more focused articulation of a “flexible” network emerged compared to the carlicr ar-
ticulation of flexibility applicd 1o the Grid. With Access Grid, collaborative scicntific work
was mediated in a physical space where “flexibility” refated 1o the contingencics and demands

of spatial configurations.
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4.2.3 IP Multicast

The design expectations for Access Grid to provide semi-immersive collaboration had .‘the
highest aims in mind’ (University of Wales Swansea 2004: 4) in that bandwidth could not be
an issuc for streaming synchronous video and audio. A significant carly aspect of Access Grid
was its use of Internet Protocol (IP) Multicasting to stream information such as video and
audio. The concept of Multicast itselfhad been discussed among computer engineering cir-
cles since the 1980s (Casner 1994, Williamson 19gg: 7) and tested since the early 1990s
(Eriksson 1994). A basic description of Multicast is that, rather than enabling the transfer of a
packet of information from one individual to another individual (unicast) as is the case with
most current online Internct activity, it enables the transfer of packets from onc individual to
many specific individuals without indiscriminately transferring files (broadcast) (Kreibich

1995)-

1P Multicast uses Internet Group Management Protocol to form groups. One way to describe
multicast is to comparce it to the broadeast or unicast models of distribution. Simply put, the
broadcast model is composed of one sender sending a message indiscriminately to anyone
who can receive it. Unicast describes a more conventional IP modcl for online communication
in which an information packet is sent from a single sender to a single receiver (Eriksson
1994). 1P Multicast is different from both of these models in that it enables users to joina
group on a specific IP address from which they can reccive all incoming information. It also
lets an individual sender choose the receivers he or she wishes to send the information to.
This allows the sender to send the information only once while quickly reaching all of those
who have requested that information (Handley & Crowcroft 199g). This represented a con-
siderable advantage when sending video (Turletti & Huitema 1996) or audio signals since it
was possible to send multiple streams of video and audio to those who had requested them
without taking up o much bandwidth. It made bandwidth usc more cfficient and could also
reduce lag, the time difference between the sending and receiving of information, in video or

audio streaming.

In the carly 19gos, multicast was only available on what was known as the Multicast Backbone
—also known as the MBonc — network (Macedonia and Brutzman 1994): a virtual online net-
work of multicast cnabled routers (Eriksson 1994). As 1P Multicast began to spread, it was
adopted by parts of the academic networks and some private networks. Although it beecame

morc widely available by the end of the 1ggos, it was still not reliably available to the gencral
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publict or even to many academic institutions. The solutions provided by multicast would
later become a standard feature of Internet Protocol version 6 (IPv6)+ and were therefore ex-
pected to become far more common as this version is deployed (Tadjer 1998, Weiser 2001).
But IP Multicast did present a few problems. From a technical standpoint, besides being
somewhat inconsistently available, 2 common issue was the use of fircwalls (computers that
function as security gateways between intranets and the Internet) whose scttings often
blocked incoming or outgoing multicast traffic (Finlayson 1999). As will be discussed further
in chapter 5, scction 5.8, IP Multicast’s affiliation with IPv6 and those who supported its im-

plementation affected the way Access Grid’s reputation among some artists.

4.2.4 Building Access Grid nodes

The physical rooms where Access Grid's semi-immersive collaborations took place, what in
Acccess Grid jargon are designated as “nodes”, were soon found in university departments
across the world+2. Access Grid integrated a varied set of media spaces into a ‘toolkit” that
werce familiar in computer scicnee circles including Video Conferencing Tool, otherwise
known as VIC#3, for vidco strcaming and the Robust Audio Tool, RAT, for audio transmis-
sion. Both of these media tools had been developed with the support of university depart-
ments in the United States and United Kingdom and were made widely available to thosc us-
ing IP Multicast (Xia et al. 2006). The usc of existing hardware such as digital projectors, as
well as video and audio input/output units contributed to the perceived level of flexibility in
the physical installation of an Access Grid node. By enabling projectors to “tile” up to four
video projections #, it was possible to have a relatively large enough visual display to cover an

cntirc wall and comfortably put on view “12 sites or more™45 during a mecting.

1 For those wishing to connect with Access Grid who do not have access 10 multicast, it is possible to “bridge”
the connection with supporting organisations who provide this service. The Access Grid Support Centre at the
University of Manchester is the UK’s provider of this service. Such services are, however, mostly for temporary
support to those who do not vet have access to multicast rather than a permanent service.

(hup://www agse ja.net/sesvices/virtmalvenue.php & hup://www.agsc ja.net/services/multicastbridge. php)

*Current IPv4 addressing supports 2 worldwide total of 2 billion addresses, but only a fraction of that number
is available (10-100 million) because of partitioning of the space for administrative purposes, The current ver-
sion, IPv4, will be replaced with IPv6, with its larger [10 to the power of 38 addresses] space. This new [P pro-
vides additional addressing paradigms, akin to multicast, that enrich the overall architecture as well.” (Touch and

Postel 2004: 646). At the time ol writing, 1Pv6 had not been implemented globally.
2 See Online research documents: Access Grid (2007)

1 See Online research documents: McCansie and Jacobson (1995)

 See Online research documents: Daw and Miller (2004)

15 See Online research documents: Daw and Miller (2004 5)
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Most of the Access Grid nodes were spatially configured with a station for a ‘node operator’;
what has also been called a “driver’#6. This was a place within sight of the projection screens
that allowed the node operator to maintain the connection and modify aspects of the Access
Grid session such as resolving connection problems or modifying the display of the Access
Grid windows on the projection screens. Backchannels for these *drivers” were also designed
either using an integrated text chat tool on Access Grid or other web based chat interfaces
such as Jabber. This afforded the different node operators of participating nodes the chance
to communicate with each other during an Access Grid session without interfering with the
actual event. A combination of these media objects is what was generally called an Access Grid
platform. The Access Grid Tool Kit was the open source version of the application while a
commercial version provided by inSORS founded in 1998 (later renamed IOCOM in 2007)¥

was also available.

Access Grid’s design resulted in an open source collection of applications that allowed indi-
viduals or groups of individuals to connect via online rooms, cach with multiple video and
audio streams as well as the ability to collaboratively use software applications in real time
(Childers ctal. 2000, Stevens et a. 2003). (A basic example: a node could sream a digital
shide presentation simultaneously with the audio and video streams for a videoconference.) It
was estimated that building a small Access Grid node in 2001 cost a total of $42.450 (US) in-
cluding: computing equipment, network equipment, other computing hardware such as
monitors, audio system, four video cameras. and projectors+®, This list of items constituted a
standard Access Grid node design. It should also be noted that this amount did not include
the annual cost of connecting to a high bandwidth rescarch network such as JANET which
could casily match the cost of the node itself9. Designers in university computing depart-
ments were not faced with such considerations when designing a node because of the connec-

tion provided by the university (see section 4.2.4 below).

One could also design an Access Grid installation providing access through a desktop com-
puter. known as a Personal Interface to the Grid or PIG. Although PIGs were considerably
cheaper to build (using a simple digital camcra, hcadphones cquipped with a microphone, and
adesktop computer, sce section 4.4.1) they were not classified as full nodes since they did not
provide scmi-immersion. Access Grid's initial design objective to help users ‘cscape the tyr-

1® See annex 2 - image 2.1and 2.2
~ hip://www.iocom.com/io/index huml
% See Online research documents: Olson (200r1)

 The 2007 tariffs for a basic connection to JANET in the UK start at £14,000 and can reach £44.000, not in-

cluding installation charges. See Online research documents: UKERNA (2007)
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anny of the desktop’s°, meant that its installation on a desktop ran counter to its designers’

initial intent.

The second version of the Access Grid platform (AG2 —more recent versions have been re-
leascd since), released in May 20035 , implemented an even stronger spatial metaphor by
mapping virtual venues to specific IP Multicast addresses (Steven et al. 2004). The objective

in developing these virtual venues was to:

“Support a peer-to-peer model that operates in much like the Web, in the sense that any-

one can host a server (a virtual space) that anyone on the network can visit.” (Ibid: 193)

The consistency of the virtual venues provided uscrs with the opportunity to meet in the same
venue and share files and presentations. Access Grid’s new design strengthened an online/
offline spatial arrangement consistent with its initial conception as a semi-immersive space for

videoconferencing and online collaboration of groups of people (Ibid 2004).

Inasense, Access Grid was designed by expert rescarch scientists for use by expert rescarch
scientists. Access Grid’s specific propertics, such as multicast, limited its usc and develop-
ment to scientific users within academic or rescarch organisations with access to a high band-
width academic network. This limitation was initially unproblematic because it fic with its de-
signers” objeetives and assumptions. Flexibility, informed by the specific preoccupations of
academic rescarch, stecred the direction for Access Grid’s design. However, its design was
also conceived with the expectation that, over time, it could eventually become available to
non-academic social worlds or non-rescarch-led individuals and organisations. This, they fele
would be possible thanks to expected economic and technological transformations accompa-

nying progress towards the information society:

“Qur vision of the Access Grid reflects the belief that, within the near future, bandwidth,
computing, and imaging power will become effectively free and that high-quality audio and

video capture will be increasingly inexpensive.” (Steven et al. 2004; 199}

Becausc of the degree of flexibility of Access Grid as articulated in the diverse mix of software
used in conjunction with the platform as well as in the hardware configurations that could be
uscd to build an Access Grid node, itis difficult to define Access Grid as a media space with a

sct of standard protocols and practices. Nevertheless, standards such as the distinction be-

5 See Online research documents: Jacque (2001)

 See Online research documents: Access Grid (2007)
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tween an Access Grid node and a PIG, connections over multicast (as opposed to bridging)

relating to the media forms design and use did emerge.

Access Grid’s design also arguably cmerged within a particular physical environment, onc
that was key to its mediation of “semi-immersive collaboration”. Although much of this work
involved the design and use of an ICT and, thercfore, related to a new media social world, this
space of collaboration was a space for academic, specifically scientific, research and experi-
mentation. The following section maps out some of the discourses ticd to such spaces by fo-

cussing on the casc of the first Access Grid node in the United Kingdom.
4.2.5 The first Access Grid node in the United Kingdom

The Computing Department at the University of Manchester was the first to set up an Access
Grid nodc in the United Kingdom. John Brooke, who was director of the Manchester Re-
scarch Centre for Computational Science (Manchester Computing) at the time, explained in
an interview how his first encounter with Access Grid, which took place in 2000 at the Super
Computing (SC) Conference in Dallas, was enough to convince him to build a nodc in the

United Kingdom:

JB52 . “I immediately recognised the intention of it because of the work | had done in the
mid-1990s. Because they were using the same tools, they were using multicasting, they
were using VIC and RAT. But it had this very nice idea which | thought was very elegant:
was these virtual rooms. And they also incorporated other things which | thought were
quite exciting like... instant messaging, metaphors from games, they were using “Dun-
geons and Dragons” at the time. And | thought that that was a very good way of people
keeping oriented. Because one of the things I think people do when they use these re-
mote forms of communication is that they become disoriented. It's very easy. Particularly
as the technology at that time hadn‘t got all of the refinements which one would want.
Things like visual cues as to who's talking and your place in the array of windows. And
things like that. And we had all sorts of interesting things like people kept on sort of com-
ing in because they just found a room and there was a meeting going on. So...[laughs]
there was other things like having encryption and having rooms you could lock and stuff

like that which you could see and you would want to add to it. {...]

But it was enormously exciting | thought. And | thought it was very complimentary to the
Grid stuff because if was creating, if you like, a grid of people rather than a grid of ma-
chines.” (John Brooke, 5 March 2007

3 B will hencelorth refer 10 John Brooke in interview transeripts.

3 The interview with John Brooke of Manchester Computing was conducted at the University of Manchester on

the 5 March 2007.
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AG was at once a collection of familiar and standardised media forms and objects combined in
an ‘interesting’ way that also represented a collection of potential research opportunities for
Manchester Computing. Upon returning to the United Kingdom, the Manchester Computing
Department was able to raisc ecnough moncy from the University and from the UK cScicnce
programmc in order to build a first node54 in time for the SC Global 2001 Confcrence.

JB - And we got the money together by a variety of means. Partly through the University
of Manchester; | persuaded them that in a few years this would be a service. Part of it
was donated by the directorate of UK eScience, Tony Hague, because he wished to, if
you like, use this as o test case to see if it would indeed be useful. Because the UK
eScience program would need something like this. So we did get a node. And we got it
commissioned for September 2001. (John Brooke, 5 March 2007)

Access Grid’s emergence as a standard for online scientific collaborative experimentation co-
incided with a concerted effort on the part of the academic rescarch world in the United King-
dom to fund rescarch using digital information and communication networks. By 2001 the
United Kingdom’s rescarch councils and the Department of Trade and Industry had signed an
agreement to create ‘L] one of the first national programs to strongly encourage ¢-Science

uptake among the applied rescarch community” (Newhouse and Schopl 2007: 312).

Manchester Computing, with outside academic support, was able to initiate a process ol ap-
propriation of Access Grid in order to experiment with a design for its own sct of rescarch
cxperiments. Even at this point, with the expertise athand, the Aceess Grid node at Manches-
ter University could not get consistent [P Multicasting and needed to take precautions in or-
der to ensure a stable connection3s, The first widely viewed international artistic event over
Access Grid, Dancing Beyond Boundaries, wok place during SC Global 2001. The event was
initiated by the University of Florida and combined musicians and dancers from South and

North America in a live performance.

As of August 2007, the official Access Grid site had registered 205 nodes (rom arouad the
world mostly located in Europe, North America and Anstralia. The actual number of active
Access Grid nodes and PIGs was more than likely significandy larger. Manchester Computing
was home to what was known as the Aceess Grid Support Centre (AGSC) whose principle

stated objective was to provide:

“[...] a single point of contact for UK educational and research communities when they

need assistance on any aspect of Access Grid. This support can be in the form of resolving

1 Sec annes 2 — image 2.2

3 See Online rescarch documents: Brooke (2001}
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technical issues, answering queries, providing unbiased procurement advice or assisting
with events management. On issues where help cannat be provided directly, we will make

every effort ensure that users know where they can go for answers.”¢

A considerable amount of artention (and resources) was eventually dedicated in the United
Kingdom to cxploring the possible benefits of Access Grid as a collaborative tool for re-
searchers in fields other than pure science. Efforts went into defining the grid as a resource
for education and academic collaborative rescarch in the social sciences and the arts and hu-
manitiess?. As a part 6f this initiative, the United Kingdom’s Arts and Humanities Research
Council (AHRC)3* in collaboration with the Engincering and Physical Sciences Research
Council (EPSRC) and the Joint Information Systéms Committee (JISC) began implementing
and fundinga scries of schemes to develop the research potential for Grid technologies such
as Access Grid such as the Arts and humanities e-Science Supporr Centre (AHeSSC). Part of
the work of organisations like the AHeSSC was to develop a clearer picture of the needs and
challenges facing those who might use Grid technologies for academic research in the arts and
humanitics. But these initiatives were still dirceted towards the academic rescarch community
and the resulting tests by artists using Access Grid to produce artworks within the academic
context provided mixed results. As Sheila Anderson, one of the AHeSSC researchers ex-

plained:

[...] I don’t think that the AG is as robust as it could be and | think that one of the things
we could bring from the arts... And the humanities... It's just that it's particularly from the
arts... Is to push, push the AG as far and to say: “Well actually, we need it to do X, Y and
Z.” So | know that there’s, you know, there’s music scholars working with it and saying:
“Well actually it doesn’t meet our needs because we can’t...You know, you get these
slight delays and that messes things up if we're trying to do collaborative music develop-
ment over the AG. (Sheila Anderson, 22 May 2007)%°

Access Grid was partly deemed not ‘robust” cnough for certain kinds of artistic productions
(sce below for a more detailed discussion). However, the AHeSSC could then articulate sup-
port for such productions as ‘cxperiments” in testing the limits of Access Grid’s potential. In
Shcila Anderson’s example above, the artist was presented as one able to express certain

3 See Onlinc rescarch documents: {Van de Langeryt 2008)

37 Sce Online research documents: Woolgar {2003)

3 See htrp://www.ahrcicurdg.ac.uk/activities/e-science/ and its predecessor, the Arts and Humanities Board.

5 The interview with Sheila Anderson of the Arts and Humanities e-Science Support Centre was conducted in

the offices of King’s College London on the 22 May 2007.
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needs relating to Access Grid’s use. In short, this suggested that the Access Grid platform was
articulated by these new players as a potentially useful media form for a different kind of aca-
demic rescarch, one that highlighted the value brought by the arts and humanitics to the de-
sign and use of ICTs. Funding for Access Grid research by the AHeSSC was thercfore siill
tied to academic rescarch developed by the computer sciences such as usability studies and
technical experiments. Access Grid still served as a tool for exchange and experimentation
developed to support scientific academic researeh within scicntific and academie spaces such

as universitics and rescarch labs,

Access Grid's dissemination within the United Kingdom was therefore arguably ticd to a spe-
cific kind of discursive spaec: that of academic rescarch. This specific case also introduces a
particular kind of process of appropriation which some of those encountered over the course
of the ficld rescarch explicitly referred to as experimentation or rescarch. Aceess Grid's intro-
duction into academic spaces involved testing its capabilitics and potential, even for those
who were not scientists, that was to some extent consistent with its designers initial conceptu-

alisation ol the media form as “flexible’.

4.3 The MARCEL Network and Access Grid

Discntangling individual or collective work with cither Access Grid as a platform, high band-
width, semi-immersive collaboration and art’ “tic genres as art world conventions over the
course of the field work was difficult becausce of the way all of thesc objects and practices were
articulated in different ways. The terms Access Grid and high bandwidth were occasionally
uscd by the members of the MARCEL network and other individuals to deseribe any multicast
or vidcoconferencing platform or digital network, respectively. Asking an artist to describe
how he or she “used AG” instead of how he or she ‘made telematic art” scemed analogous to
the difference between asking a painter how he or she ‘uses a specific paintbrush’ instead of

how he or she “paints” in thatit was often too specific a question.

Before exploring the history of the MARCEL Network’s design and/or use of Aceess Grid to
coordinatc and produce online artworks, it is necessary to first develop a set of art world con-
ventions known as telematies as a set of existing conventions that informed the usc of video-

conferencing practices for art. As will be shown, these art world conventions madc out of Ac-

cess Grid and high bandwidth promising candidates for artistic conventions.

4.3.1 Conventions of telepresence: designing spaces and media objects for me-
dia art cxperiences
Telepresence or ielematic artare terms that have been used by media artists sinee the carly

1980s. According to the “Art and Communication Glossary” published by Leonardo telemat-
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ics was “first coined by Simon Nora in the late 1970s™ and significs “computer-mediated tele-
communications, of remote, automatic transmission of information” (Loeffler & Ascott 1ggt:
257). The same glossary defincs telepresence as “the ability of individuals to sense and control
events at a physically remote location as though they were present through the combination of
telecommunication, computer, robotic and sensory tcchnologics.” (Ibid) Subsequently, the
two terms remained in usc although many artists developed their own specific or distinet defi-
nition of telepresence (Wilson 2002: 526-528). In his extensive anthology of new media art,
Stephen Wilson classifics teleconferencing and videoconferencing in new media art as types

of telematic art. Two of the examples he uscs are Hole in Space and Telematic Dreaming.

Hole in Space was a telematic avtwork in which Kit Galloway and Sherrie Rabinowitz con-
neeted two large video displays in storefronts in New York and Los Angeles in 1981 (see also
LoclMer and Ascott iggn). These two public locations were conneeted in real-time via a satel-
lite link thatallowed passers-by to see cach for some from the two coasts of the United States.
Althoughvideoconferencing iechnologies were available to other commereial eoterprises or
government organisations (Egido 1988). the way in which the two artists used the wechnology
to vonneet evervday audienees in an unconventionad way suggests a certain kind of artistic

practice informed by maverickness as discussed in the theory chapter (chapter 2).

The other example provided by Wilson is called Telematic Dreaming by Paul Sermon. This
work imohed synchronous video taken trom a bed ina dark room that was then projected
onto another bed of the same size in another room. A video projection ol the second bed was
simultancously projected onto the first bed. Visitors to cither room were invited to “lic in bed’
with those ving in the bed in the opposite room® (Sermon 2007). Wilson describes Sermon
as an artist who has been actively exploring telematie art since the 1980s” (Wilson 2001: 519)

and who has presented many difterent kinds of telematic installations,

Two or more real-time video signals displaved in separate or discreet spaces seem to he a
shared convention of the two examples even though the defimitions above give no such speci-
lication. Both works are also designed in ways that depend on the audience’s ability o per-
form certain actions, be they somewhat specifie - such as Iving down in the case of Telematie
Dreaming - or more open-cnded - such as oceupying sidewalk space inan urban environ-
ment. In this sense, both artworks are designed 1o depend on a user i order to work, These

particularitics suggest a broad outhne of the acsthetie conventions of telematic artworks,

Based on these preliminary observations, Access Grid's design as a semi-immersive environ-

ment deseribed above seemingly made it an ideal candidate as a convention for the production

0 See Online research documents: Sermon (1gg2). specilicallv the following URL

e/ creann etechnology salford.ac.uk/ paulsermon/dreant
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of telematic art. The principal difference arguably lay in the emphasis on the functional as-
pects of synchronous digitally mediated collaboration for scientific rescarch in the former
while the latter focused on the aesthetic experiences of digitally mediated synchronous inter-

action.

Inaninterview conducted with Paul Sermon outside the Tate Modern in London, he ex-

plained some of the challenges in making a telematic artwork between two different countries:

PS8! - “I think that firstly when you're working with two different countries together,

you‘ve got to make sure that there’s a kind of a curatorial overview in both places that
have to have a similar agenda: they want to do a similar thing. So they want to do the
piece of work for similar reasons. So they’re prepared to show it and prepared to col-
laborate. That's the first thing. Then, there is a whole bunch of stuff you have to deal with
which is about the... The connectivity. Your time zone actually, it's the biggest problem.
I've just been asked to do a piece in China next year, between China and Liverpool: be-
tween Beijing and Liverpool. And this is quite complicated because Beijing is eight hours
ahead of us. So, when the gallery’s open in Beijing... in the marning it’s... almast, it's very
late at night for us. So in actual fact the only times that we would have the possibility to

do it together would be early in the morning or late at night for both. [...]*
F152 - “But do you get, do you get logistical support for these kinds of things2”

PS - “Um... | think everyone strives to... To reach the same result. Everyone wants to help
you get... | think if everyone, if they can understand your work, understand what the is-
sues are around your work and not see it as a kind of a... It's not only @ means to connect
two cities, it's @ means... It's about connection... It's about experiencing a shared space.
Essentially, that's what the work is about. It's not about making the kind of a connection

between [two cities].

Of course there’s larger politics. [...] | don’t know, I think you’ve got to transcend that: oll
those issues to actually get to the real reason why you're doing it. And | think, you know,
that a good curator will take those... The artist’s issues and concerns on board before
they start. And I certainly, myself, see it when it's not going the way it should be
going.”%? (Paul Sermon, 13 July 2007)

5 PS will henceforth refer to Paul Sermon in interview transcripts.
82 FL will henceforth refer to the author ininterview transcripts.

%3 The interview with Paul Sermon was conducted at the Tate Modern in London on the 13 July 2007.
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The particularities of each work represent interesting possibilities for the artist: physical dis-
tance and proximity, cultural differences, etc. But Sermon emphasised the user’s media expe-
rience as his central preoccupation - the exceptionality of a design that defined how the body
engaged with the particular time and place - rather than the specific characteristics of the me-
dia form that could cnable that experience or the spaces themselves. He also reinforced the
importance of ensuring that users were able to perceive their agency in the work. In his exam-
ple, two scts of conventions were therefore doubly made to be transparent: 1) During the in-
terview, the artist decmphasized the importance of specific technological conventions in fa-
vour of situated technological solutions in the service of an intended user experience. [t mat-
tcred little which specific media form was employed as long as it produced the desired condi-
tions for the user’s expericnec. 2) The artist’s design extended to both spaces connected by
the network. He depended o a certain extent on support personnel such as curators to con-
trol contingencics related to the technologics and spaces in which users cngaged with the art-
work at both ends of the connection. Proper cxecution of the artwork depended on both ends
taking his concerns “on board”. This example stressed the centrality of organisational sup-
port to provide the artist with the neecssary resources to achieve the desired experience. Ser-
mon needed curators and compliant organisations at both ends of the cvent to ensure the suc-

cessful exceution of his design.

The design of an art installation cmploying conventions of telematic art arguably depends on
the mediation of distance. This distance could be a physical distance of a few meters or of
many kilometres mediated by an ICT. The artist does not simply attempt to make the proper-
tics of distance between two connceted spaces in a telematic artwork transparent. Rather,
whilc designing such an artwork, the artist engages in a complex process of mediating the dif-
ferent propertices of this distance: part of the experience of using Telematic Dreaming is that
itis “like being in a bed with a perfect stranger” and knowing that this stranger is in an cn-
tirely different space. 1CTs such as Access Grid afllow telematic artists to design cvents where
uscrs can collaborate or mect “face to face” without being in the same room. But nor should
the ICT make the distance in the process of collaborating or meeting “face to face” become

altogether transparent.

These distant connections often resulted in significant time differences as in the example of
the cvent between China and the United Kingdom claborated by Paul Sermon: “So in actual
fact the only times that we would have the possibility to do ittogether would be carly in the
morning or latc at night for both.” (Paul Sermon, 13 July 2007). The difference in time zones
could make it difficult in some cases 10 coordinate events (for example, an 0g:00 meeting in

London would likely be far too carly for pcople in Toronto), In such communications, there-
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fore, the manifestation of distance is not necessarily only experienced in space, but also in

time.

Distance was not limited to time and space, it could resonate all the more within a wider or-
ganisational distance. Just as Mark et al. (2003) observed in a case study of scientific collabo-
ration between groups using videoconferencing sessions, a ‘space between’ nodes from an
organisational standpoint, such as differcnt managerial styles, could make collaboration be-
tween groups difficult. In the case of the Paul Sermon’s example, the social and cultural dis-
tances between users'in the United Kingdom and in China were desirable, but these came at a
price of temporal distance and organisational distance that had to be minimised. To make
these other distances transparent, he necded the support of other actors such as curators.
Distances, therefore, could at once represent enabling and constraining conventions fora

telematic artwork.

In this study, telematic art is understood as a sct of conventions that in some cases adapts
standards of videoconferencing for the production of artworks. The two examples provided
above establish that part of the work of creating these artworks involves conventions of ICT
design and use as networks connecting multiple points in real-time. As a media form, Access
Grid represented a potential convention for artists to produce telematic artworks. It could
also provide those who hoped to design and use the academic high bandwidth network space
with a way to reproducc existing art world conventions of telepresence through videoconfer-
encing. In this sense, the Aceess Grid medium represented a bridge between artists” interests
and those who supported an increasc in artistic activity on the high bandwidth academic net-
work. But Access Grid and high bandwidth were by no means the only standards that could be

appropriated by artists for making telematic works or for communicating and collaborating.

This outline of the conventions of telematics identifics points of contention that require an in-
depth investigation of how they arc applied to the design and usc of AG specifically. I now
turn to an historical account of its sclection by the MARCEL network before examining spe-

cific instances of appropriation of AG nodes by artists for the production of artworks.
4.3.2 High Bandwidth and the birth of the MARCEL Network

The Souillac Charter for Art and Industry, presented to an International Telecommunication
Union Conference in 1997, was arguably the key event leading to the birth of the MARCEL
Network (see also chapters 5and 6). The charter proclaimed the arrival of 2 new “communica-
tion space” which it loosely designated as “the network”™. Although Access Grid was not iden-
tificd as a uscful platform at the time, access to this online space through digital information
networks was identified as onc of the main prioritics for artists. The charter declared that
commercial industry could most contribute to artistic development was by:
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“[...] developing a parinership with institutions, governments and international organiza-
tions to build the interactive network for artistic and educational exchange and by reinforc-
ing supportive relationships whereby industry provides artists and arls organizations with

technical support, maintenance, resources, networks [...]* (Foresta and Barton 1998: 228)

The charter signatories argued that efficient and dependable video and audio distribution
networks with little lag were rare and expensive for artists at the time. The experiments devel-
oped by the likes of Argonne’s Futures Lab were not available to most practicing artists or
acadcmic arts dcpartrhcnts. By the time of the sccond Souillac conference in 1998, participat-
ing artists and arts organisations had “expresscd the need for higher bandwidth possibilitics
and for a permancnt pipcline for artistic, cducational and cultural experimentation” (Foresta

cral. 1999).

Based on similar arguments put forth in the Souillac Charter for Art and Industry, the report
produced for the sccond Souillac meceting (Foresta et al. 1999) suggested that artists and arts
organizations would be well-placed to experiment with and test the limits of the emerging

high bandwidth networks being developed by large telecommunications firms.

The Souillac cfforts to gain commercial support in the transformation of a permanent high
bandwidth network into an art world convention did not lead to any immediate success. But
the points of action formulated in the Souillac I Conference, including the need for such a
network for artistic experimentation, would become the blucprints for what would later be
known as the MARCEL Nerwork. As will be further developed in chapter 5, it also reaffirmed
the arguments formulated by Don Foresta and others concerning the artist’s role as a key con-
tributor to the development of this new communication spacc. Part of this contribution, as
Souillac 11 stated, depended on online collaboration between artists and between artists and

support personncl and organisations from the private and public sector (see chapter 6).
4.3.3 Discovery and use of Access Grid by the MARCEL Network

After the Souillac meetings, attention progressively shifted away from gaining access to com-
mercial high bandwidth networks and instead began to focus on the potential artistic applica-
tion of high bandwidth academic networks. As part of a rescarch fellowship at Wimbledon
School of Artin London, United Kingdom (sce section 5.7.3), Don Foresta and his tcam were
able to establish a high speed connection over the academic network with Tim Jackson and his
tcam, Synth/ops Rescarch Group, located at Ryerson University in Toronto, Canada in No-
vember and December of 2001. It is unclear which of the two introduced Access Grid to the
other. When asked, both Don Foresta and Tim Jackson presented its introduction as a fortui-

tous discovery:
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“[..] | was in the Roger’s Centre [at Ryerson University], you know, looking around at all
these emply rooms, and saying: “Well this was o project ‘Orion’, this was this, and this,
and whatever.” And so | said: ‘Well you know | have this research group and, uh, just
formed this relationship with this researcher in Paris, Don Foresta, this group with MAR-
CEL, and I've been invited to use this Access Grid technology. What if we move that tech-
nology in here and, sort of like in o ‘Beyond the Thunder Dome’”, you know, manner...” |
appropriated all of these abandoned equipment, you know, that was abandoned at this
point anyway. And so that’s how we began, it's just reassembling all this equipment in this
space and furniture and everything and, uh, and my futon... and the space included o
kitchen in the centre. So it was a social environment which was also simultaneously an Ac-

cess Grid facility.” (Tim Jackson, 26 September 2007)**

Access Grid represented a potentially uscful convention for these artists, particularly those
making telematic artworks, because it could deliver high quality, multiple video and audio
streams over [P Multicast to many diffcrent nodes. This, they felt, was particularly uscful for
artists who wanted to collaborate online with the lcast amount of lag (the time it takes to com-
press. upload, download, and decompress digital signals online between two or more points).
An cxample given to me by some of MARCEL’s members was of two musicians, one in
Europe, the other in the United States, trying to play instruments together online. In such
cascs, cven the slightest (in the microseconds) delay could make playing together next to im-
possible without continually shifting tempos to accommodate the lag. By using academic high
bandwidth networks, MARCEL members set out to develop these networks into art world
conventions. They hoped it would be a convention that enabled artists to design new ways of
collaborating and interacting. Their use of academic high bandwidth nctworks such as
JANET, to a certain extent, sct MARCEL members apart from artists working with other digi-
tal information media forms like the World Wide Web, both literally and figuratively. Not
only were most of these works not accessible to artists who could not access these networks
but this typc of experimentation was cxpressed by its members as significant becausc of the

‘cutting cdge” technology involved.

Itis significant, however, to sce that most of the major events over the high bandwidth net-
work during this period did not usc Access Grid. Instead, different mixes of tools such as Evo-
logical’s Coolstrcam and Net Mecting vidcoconferencing software were popular. Access Grid
was uscd for one major performance called Impossible Sky in which Ryerson University, the
Wimbledon School of Art and the University of Maine in the United States, collaborated to

strecam a composite live image of the three skies in cach location:

4 The second interview with Tim Jackson was conducted at a residence in South London on the 26 September

2007,
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“An indeterminate number of cameras point towards the sky. The collective presence of all
these images are joined together into an additive composite. While it isn't possible to dis-
tinguish individual characteristics from each location the composite becomes a hybrid of all

sky— the impossible sky.”%

It should be noted, however, that even in this case, Access Grid is listed on the project sum-
mary as only one ofthe possible platforms to create the artwork. At the time of the project’s
implementation, videoconferencing applications were not widely available and the connec-
tions proved difficult to maintain. Thesc problems, some argued, were linked to the fact that

there was not a permanent Access Grid node in cach location:

“Technical problems dominated the first morning but also permitted us fo explain the prcb-
lems with a non-permanent situation and to underline the importfance of schoolwide instal-
lations permitting faculty and students to connect with a minimum knowledge of the tech-
nology and with the same ease as the telephone. Everyone agreed on the importance of

the transparency of the technical side of the network and the central role of content.”*®

Here transparency of the media form was explicitly articulated by the artist as a way of ena-
bling its users to focus on content rather than the “technical side’. A permanent installation
was presented as the best way to support such a transparency. As in the Sermon cxample
(above), they hoped that the organisation where the node was designed could bring stability to
the connection thereby enabling the artists to focus on designing the intended experience for

USCTSs.

Much of the artists” work in Wimbledon and in Toronto with Access Grid took place outside
official events, I met with a former student and employce of the Wimbledon School of Art who

worked extensively as an artist with Access Grid and the MARCEL Network:

“[...] we started to do this kind of... Experiment on the Access Grid and while we were
doing it we were just building things with the camera and overlaying sound and overlay-
ing with text and things like that. If was quite interesting because, working while we were
doing it it was all live. [...] So we were using live things. So we had to... You know we
had a book with a lot of images and we kind of just put the book and it was streaming
live. And then... [one student] was putting some sound in there and then... Then [another

student] found software where he could just write things and we could move it. It was like

% See Online research documents: Jackson et al. (2001-2004), specifically the following URL

hup://www recryerson.castbofio/synthops/sky/index. him

5 See annex 1: MARCEL Archives oooor. "WSA Broadband Workshop — May 24-25" written by Don Foresta, 31

May 2004.
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a graphic animation of text but within a bar... We overlaid it. It was experimenting, things

like that.”®” (Graziano Milano, 8 March 2007}

Graziano suggested that his engagement with Access Grid, and thosc of others he collabo-
ratcd with, took the form of experimentation similar to that presented in section 4.2.5. In this
case, the characteristics of experimentation work took the form of collaborations between
distant participants, using the flexibility afforded by the platform to integrate additional soft-
ware in order to add text. The basic connection protocols and standards of the media form
remained transparent. Experimentation involved discovering and testing the possibilities af-
forded by Access Grid as a convention. However, further details about the situation suggested
that the experimentation was also taking place within an academic cnvironment with specific

properties similar to, and yet distinct from, thosc detailed in computer science environments:

“[...] | was working at Wimbledon, [the two other students] were doing a placement. And
we used to... Because we were in the same space, we just started talking about things like
that. So when we had a little spare time, so we’d start doing these things. Tim was, you
know, on the other end was in Toronto so we started playing around. Because we just
had the space. We had the computers [...] we had the connection we were... Because the
research centre was in a house, basically separate from the school. So we were very quite
isolated. We had keys, everything. You know there was cameras and just used it. We just
had it perfect because we didn’t need to ask for any permissian. It was... everything’s
there for us. So we started doing that. And then we did a few of that and started record-
ing it. In a sense if’s kind of ... It was just playing around with it but, you know, it just
shows the stuff we were doing... It was just... We didn‘t have any ending where we'd say:
‘Oh, we’ve got to do this.” It was just really playing. But you know, | could understand
the potential, how this was going fo happen more... You know, more and more and more
in the future. | think that this was 2001. So we were really at the beginning of that stuff.
[...]"{(Graziano Milano, 8 March 2007)

“Just having the space™ and somcone “at the other end” enabled thesc artists to engage ina
process of experimentation with the Access Grid platform. The space and its technical re-
sources were provided by the Universitics where they were students.

Thesc carly accounts of Access Grid’s appropriation by members of the MARCEL network

suggested that they were engaged in a process of mediation which this research designates as

cxperimentation. The following section focuses on a number of events and telematic artworks

7 The interview with Graziano Milano was conducted in a café in South London on the 8 March 2007.
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designed using Access Grid in order to gain a better understanding of the specificities of such

4 process,

4.4 Access Grid Encounters

This section delves further into the specific media instances of Access Grid’s design and use
as a convention, It combines the results of participant observation, intcrviews and document
analysis to portray spatial arrangements and practices relating to Access Grid nodes in order
to clarify how AG is mediated as a convention, in gencral, and specifically as a tool for artistic
production. The analysis is built around four cncounters with Access Grid Nodes. The first
consists of a description of my first encounter with an Access Grid node (scction 4.4.1) fol-
lowed by three encounters with Access Grid nodes where telematic works had been produced,
two of which were produced with the help of the MARCEL network (scctions 4.4.3 and 4.4.4).

1 was not able dircctly to observe the production of an Access Grid artistic cvent initiated by
the MARCEL Network. This in itself is significant. Although there was a considerable number
of documented events between 2002 and 2005 %, by the carly stages of the ficld rescarch in
2005 production of such cvents among members encountered began to stall. This signalled a
change in the dynamics within the network and provided the opportunity to cxamine to what
extent commitment to the specific ICT, Access Grid. as a media form was classificd as a con-
vention for artistic production (sce also chapter 5).

4.4.1 First encounter: A reflexive account of first using AG at the Wimbledon
School of Art

Acccss Grid was not only uscd by the members of MARCEL for the production of artworks.
My first encounter with Access Grid took place on 28 October 2005 at the Wimbledon
School of Art. I had received an email from Don Foresta, who was in Paris at the time, inviting
me to sitin on a mecting with same of the MARCEL Network’s members. [ arrived at the
School in the carly cvening. The Wimbledon School of Art’s campus is located in the residen-

tial suburb of Wimblcdon in London,

Access Grid was not only used by the members of MARCEL for the production of artworks.
My first cncounter with Aecess Grid took place on 28 October 2005 at the Wimbledon
School of Art. I had reccived an email from Don Foresta, who was in Paris at the time, inviting
me 10 sitin on a meeting with some of the MARCEL Network’s members. [ arrived at the
School in the carly evening. The Wimbledon School of Art’s campus is located in the residen-

tial suburb of Wimbledon in London.

4 See Online research documents: Jackson et al. (2001-2004) and Blais and Ippolito (2005)
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There I met with Grzesiek Sedek, a contributor to the MARCEL Network since 2003 and an
employee of the School. The two of us sat down at his PIG which, at the time, was setupina
computer lab next to the silkscreening and lithography rooms. His station was set up nextto a
pile of discarded computer screens and other refurbished hardware, a large Az format printer
next to his desk. We were alone in the room with the only remaining working Access Grid

connection in the Wimbledon School of Art,

ltwas mid-day in North America at the time, which explained why we were meeting in the
carly evening. The meeting seemed to be informal. Set up time took about 45 minutes as win-
dows flickered on and off on Grzesick’s screen. At this point, participants were checking the
audio signals 1o sce if any feedback was being picked up from any of the nodes. Grzesiek ex-
plained to me that it was a common occurrence for cquipment which picked up sound from
cntire rooms to cause feedback if they did not have an ‘echo canceller’. 1 later discovered that
this was why sound cquipment for large Access Grid nodes could be so expensive and why
many cvents that made use of Access Grid scheduled sctup times as part of their timetable. In
this casc, we were making do with a small microphone that we kept at a safe distance from the
speakers. Individuals would each trn off their sound and give a “thumbs up” to the others to
show that they were not genting feedback. Onee all of this was scttled, we introduced our-
selves to the other participants and a brief discussion of the projects cach individual was work-
ing on cnsucd. It was during this mecting that [ met some of the MARCEL members for the
first time and in some cases, the only time, Having never before used a videoconferencing ap-
plication, I felt quite excited to be able to witness this event. As time passed, | began to ignore

the occasional lag in video signals and focused on the conversation.

Speaking to Gzresick afterwards, [earned that he had personally experimented extensively
with the Access Grid platform. Specifically, he had created what he called *patches’ or ‘tools’
for Access Grid using an application known as Purc Data. Pure Data is 2 “real-time graphical
programming cnvironment for audio, video, and graphical processing™9 and is available to
download for frce on the World Wide Web. When used with Access Grid, these Pure Data
tools allowed a user to apply video cffects to a videoconferencing session and modify their set-
tings in real-time.

In a later interview with him, Grzesick explained that he was not the only one who worked

with Purc Data patchces for Access Grid and that this was Key to being able to make works on-

linc with the two applications:

“[...] There are all kinds of paiches which allow you fo connect online with different peo-

ple and do that stuff, you know. That's the main thing, you know, really if you want that

fi9 See Online research documents: Zmoelnig (2008)
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kind of collaboration, you have to have other people on the same level, you know, who
work on the same tools. That's why I've got them available for download..”7° (Grzesiek

Sedek 6 November 2006)

Grzesick made these patches available to anyone else online who would like to use them. In
part, this cnsured the possibility of having a number of “people on the same level” to collabo-
ratc with. He also designed certain interfaces using Access Grid and Pure Data patches in

such a way that a user simply had to connect via Access Grid without the patches installed.

“[...] people [need to] actually have the same compatible setup, you know. In a way, Ac-
cess Grid is... In @ way, Access Grid gives you this kind of interface where you can just
stream the video in both ways, and you can track the Pure Data into it and it makes it
work so you can get the video from them. [...] it's the simplest way of interfacing with
them, you know, because people that have their camera, they can interact through the
video with your piece and then get the results from that. It’s the very easiest way because
they don't have to have a complicated setup of Pure Data tools or whatever.” (Grzesiek

Sedek 6 November 2006)

Pure Darta enabled Grzesiek to design and use Access Grid as an art world convention. lts
flexible design made it possible to use patches developed with other applications therehy

making it a more artistic media form for him.

I procured alist from Grzesick of what was needed to st up my own PIG. Although the com-
puter at my disposal at the LSE was multicast capable, it was necessary to ask the Information
Technologics (IT) support staff at the university to enable the connection as 1 did not have the
required sceurity clearance to do so mysclf. The open source Access Grid Toolkit platform
was acquired from the main Access Grid website™ and I began cxploring a variety of different
Access Grid virtual venues from my desktop. When double clicking on the AG icon that ap-
peared on my screen’s desktop, a ‘Venue Client’” would appear that allowed me to connect
10 Access Grid Virwal Venues. The MARCEL virtual venue?, whose address was given to me
by Grzesick, was essentially empty as long as no events were taking place. The “tex ficld” in-

dicared ‘—Entered venue MARCEL followed by the date and time of the scssion, followed by

" The interview with Grzesiek Sedek was conducted at the Wimbledon School of Art in south London on the 6

November 2006.
7 See Online research documents: Access Grid {2007}
7 See annex 2 — image 2.3

 See Online research documents: MARCEL Network (2007},

hups://vv3.mes.anl.gov:8000/ Venues/000001025¢¢34.4ddoo8cooddoooacosar
anl.g
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‘MARCEL is a permanent broadband interactive network and web site dedicated to artistic,
educational and cultural experimentation, exchange between art and science and collabora-
tion between art and industry.” (MARCEL 2007). In the ‘exits panel’, MARCEL was located
under “Not for Profit Organizations’ next to other Virtual lobbies” containing multiple virtual

venucs.

Though later versions of the Access Grid venue clients such as the onc [ was using were de-
signed to represent virtual venues™, finding someone to talk to spontancously on the Access
Grid platform was not easy. Virtual venues oficn had strange names - for cxample, the virtual
venucs at the AGSC were named aficr pubs such as the “Marble Beer House virtual venue™.
The Access Grid platform could seem desolate unless a specific time and venue was arranged
in advance with another node. The exception seemed 1o be the Argonne National Laboratory
virtual venuc? that continuously displayed video streams of speakers, empty rooms and,
somewhat ominously, what looked like airplane landing strips. [ also feit I had to be careful
since I ran the risk of accidentally ‘walking in” on an unprotected event where outside visitors
were not welcome. (Imagine walking in uninvited on an ongoing ‘rcal’ mecting in an actual

boardroom.)

I quickly learncd that most of these events were coordinated in advance by email or by phone.
Websites like the Aceess Grid main site? and others like the AGSC site™ hosted at the Uni-
versity of Manchester were also useful for coordinating these cvents, providing access to mail-
ing lists on Access Grid related subjects, finding contact details to arrange quality assurance
tests and simply getting a general idea of the other nodes that were out there. As will be ad-
dressed in chapter 5. the MARCEL Network’'s website was partly designed with this kind of
support in mind for artists. Access Grid’s dependency on other media forms to coordinate
activitics reinforced the perception that the platform was not an independent or discrect ap-

plication but rather functioncd as a single part of a larger nctwork of standards and functions.

Looking at the images of some nodes posted on Access Grid’s main website, it was clear that
the physical layout of most Access Grid nodes reproduced a specific sct of spatial characteris-
tics of another offline space: thosc of the conference room. Anyone who has spent cnough
time attending conferences would likely be familiar with this type space: the white walls, grey-
ish carpets, the long tables, the chairs ncatly distributed along their sides, the oversized paper

note pad, blackboard, or more recently the digital projector or large digital screens. In some

™ See annex 2 — image 2.3 in the “Contents panel’ and *Exits panel’

7 See hups://vv3.mes.anl. govi8ooo/Venues/defaull

% See Online research documents: Access Grid {2007)

7 See Online research documents: AGSC (2008}
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cases these rooms are small, accommodating only a handful of participants, in other cases they
are larger, with theatre-style chair arrangements and a podium. The nodes reproduced some
of these characteristics into an online network of conference rooms in order to enable re-
scarch communities to collaborate using grid computing (Childers et al. 2000). The offline
arrangement of an Access Grid node as suggested on its website was dependent on the modcl
of standardiscd conference rooms. Its size and layout were dependent on the scale of the con-
ferences itis used for (Refka 2003 B). But it is also important to stress that these standards
werce not necessarily consistently applied throughout. Although there were consistencies,
conference room standards of the AG nodes demonstrated an enormous amount of varicty.
Just as my PIG nestled in a quict office at the LSE dificred from the PIG Grzesick builtat the
Wimbledon School of Art next 10 a pile of discarded computer hardware in a printing room,
cach space had its distinetive features. The seales of the rooms inwhich the nodes were buile
varied as well. Although the number of tiled sereens remained somewhat consistently in
threes, the visualisation was provided in some cases using projectors as in the Access Grid
diagram (sec annex 2.1 and 2.2) or in some cases using large flatsereens.

+.4.2 Second encounter: Access Grid rooms at the University of Manchester
On the 5th of March 2007, Lvisited the Aceess Grid Support Centre (AGSC) in Manchester
where representatives had collaborated with members of the MARCEL Network and . as will
he discussed in the following example, actively promoted Access Grid for artistic use among
other artists. Lhoped to form a berer idea of what advantages Access Grid represented in

general and to artists, in particular.

The AGSC was housed at Manchester Computing, located within one of the large conerete
buildings on the campus of the University of Manchesier. Speaking with Mike Daw of the
Computing Department, he described how Aceess Grid had certain properties that made it
more attractive to the academic research community over other applications that enabled

videoconferencing such as Skype:

“The big benefit about Access Grid is that it's extensible. You can add to it. You can do
fancy things with it so it's great for the research community. Someone gave me a great
analogy that I'd never heard before, actually: it's like the difference between having a
toaster and a grill. You know, with a toaster, you can make toast. It's pretty easy to do
because you just flick it down, it does it. It does it pretty quickly, and you've got toast.
With a grill, you can also make toast. It takes a little bit longer and you have to turn it
over half way through... But you can also do fish, and you can do sausages, and you can

do lots of other things with it as well. So, | just thought what a great analogy that is. So

128



that's the difference between Access Grid and something like Skype or Access grid and
videoconferencing.””® (Mike Daw, 5 March 2007)

The contrast between the toaster and the grill presented here is quite similar to the concept of
the black box as developed by Trevor Pinch (see Schaffer 1989: 70). The toaster renders most
of its standards of operation transparent whereas the grill s uses can be extended to include
many other Kinds of operations. This extensibility was why Access Grid offered a wider variety
of technical choices in how 1o sct up both online and offline aspects of networked collabora-
tive environments. Control over thesc choices allowed the members of Manchester Comput-
ing 1o take on the role of producer (Suchman 199g) of the 1CT and mediated by the ICT; fine
tuning the conncction. adding functionalitics or modifving the number of audio or vidco sig-

nals.

A good illustration of this flexibility as a means of experimentation was a small experimental
node at the entrance of one of the open plan offices in the Computing Department of Man-
chester University. Partially hidden from the rest of the officce by a curtain, it scemed to be a
makeshift installation with chesterficlds. two cameras. a personal computer on the ground and
four digital flat-screens suspended to the wall™. The entire sctup was crisscrossed by a dozen
black cables. Mike Daw explained to me that this installation was uscd to experiment with

technologies that enabled uscers 1o seleet virwal” backgrounds for the node.

He acknowledged that this technical flexibility was difficult to aceess for those who were un-
familiar with the expert knowledge needed to modify Access Grid’s scttings. This knowledge

was most often the preserve of computer engincers who mediated this flexibility for others.

“It's available ta people who know what they're doing. | mean, that's the whole point.
[...] what Skype are doing and what videoconferencing provides is the whole emphasis is
on making things easy. If you want to make things easy, you tie things down. You don‘t
give people options. You just say: “press here and it'll work.” You know, and that’s not
flexible. But it does work. So that's the difference. People do criticise Access Grid for not
being as usable as it should be. And they're right. I could be better. But the reason why
is because it's so flexible. So that's the key thing.” (Mike Daw, 5 March 2007)

Fiexibility and transparency were almost presented as inversely proportional: by minimising

transparency, Access Grid remained more technically flexible. But expert knowledge was

 The interview with Mike Daw of Manchester Computing was conducted at the University of Manchester an the
5 March 2007,

™ See annex 2 - image 2.4
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therefore needed to tap into this flexibility. The report published by the University of Florida
describing the SC Global 2001 event, Dancing Without Boundaries, provided a similar de-
scription of how collaboration between artists and engineers was structured within the uni-

versity environment, explicitly referring to transparency:

“[...] we found that the AG and related technologies became almost transparent, and that
the artists were able to articulate their needs to the engineers, and the engineers were
able to reciprocate with descriptions of what the system could and could not do. Because
of their familiarity of video cameras and projections, microphones, headphones and tele-
phones, the artists were able fo concentrate on making the actual content of the piece,
while engineers monitored the system to maintain the best possible quality of service.” (O
iverio et al. 2001: 3)

In the pictures of Dancing Beyond Boundarics taken from the Access Grid node at the Uni-
versity of Manchester® the actual physical arrangement of the room still appeared to repro-

duce the standards of the confcrence room.

Based on the successes and technical difficultics of Dancing Beyond Boundaries, in 2002
Manchester Computing embarked on a series of experimentations in collaboration with a lo-
cal artist working in new media in order to develop an artistic performance using Access Grid
called Navigating Gravity®. Although the project was not implemented by members of the
MARCEL network. it constituted the carliest documented artistic event using Access Grid

initiated in the United Kingdom.

The project included creative works coordinated by a performance artist. Kelli Dipple. who
organised a serics of collaborations between the University of Florida Digital Worlds Institute
and the University of Manchester. Her interest in the projeet concerned real-time networked
performances with respect to dance. Having worked extensively in Australia and the United
Kingdom, she was invired by the University of Manchester Computing Department to work
with them as part of her own rescarch project funded by the Australia Council for the Arts.
‘The director of the department was familiar with her previous work at an arts organisation in
Sheffield and had previously invited her to speak as a professional artist at a conference. These
carlier encounters cnabled her to approach the Computing Department as an individual with
expert knowledge of a set of art world conventions who might be trusted to take on the role of
artist. But, unlike Grzesick’s design of Pure Data patches for Access Grid, Kelli was not in-

vited to technically modify aspecets of the Access Grid platform. The collaboration was rather

B See Online research documents: Brooke (2001).

% See Online research documents: Dipple {(2002).
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intended to focus on her use of Access Grid as a platform for the creation of multi-sited online
dance performances similar to those of Dancing Without Boundaries. Even control over the
properties of the offline space was limited. As the artist notes:

“the grid itself (in Manchester) as a viewing experience is: three projectors side by side
along one wall it's a low ceilinged conference room with carpet on the floor there is one
background image repeated three times across the three screens prerecorded video and

camera views are in windows 2000 type window frames and dragged onto the screens by

the node operator

[.]

in general closeup to mid shot works better / as the rooms we are to perform in are actu-
ally computer labs and regular conference rooms they are non performative spaces.. this is

a major issue. | have developed most of the content on a chair... and around the face...
because longer shots get too much background clutter in frame... also - because there are

multiple windows telling the story, too much information in individual frames is too much

for an audience to take in.

[.]

[CJameras in the vid con room at [M]anchester are attached to the wall, not free standing
/ so - | found the best place to be to avoid clutter is the very centre of the room (find a
chair without arms if you can - its easier) its just a matter of zooming them in on you... (1
will talk this through with you both on the first link session. there really are not too many
choices about where you can be in that room... | would like to move the tables away from

the centre of the room (as they are setup for traditional conference/meeting)”®?

The artist was a visitor, not a fixed presence in the department or the Aceess Grid node. Al-
though she exercised power in designing the usc of certain resources and tasks, her interven-
tions could not be so invasive that they permanently changed the propertics of the Access
Grid standards as a media form or of the media objects available at Manchester Computing.
The time available to experiment dircetly with the technology by occupying the space was also

limited. This put pressure on the logistic side of organising the performance:

" The aruist’s field diaries covered the period from 11 April 2002 10 8 September 2002 and were posied online as

partof her research project into the potential use of Access Grid for artistic performances. See Online research
documents: (Dipple 2002).
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“AHempling to get rehearsal and presentation time simultaneously in more than one venue
/ space is always problematic. Dealing with a range of performers and crew in different
time zones is also always tricky. It is not difficult to confirm interest from different venues
and people, however coordinating their availability simultaneously is. Even if venues are

not in different time zones, they may have different opening hours.”®?

The artist faced challenges in mediating what Mark ctal. (2003) call the ‘space between” or-
ganisations. Her application of temporal conventions of rehearsal and presentation times in
dance and theatre were strained by the complexities of a synchronous distributed event. The
temporal and organisational differences between the different nodes involved in the process
of experimentation became apparent to the artist. Not only did she design the objeets and in-
stances in the node where she was located. she chose to do the same for the other participat-
ing nodes. This telematic approach was similar 1o the one described by Paul Sermon in see-
tion 4.3.1. In this case. however, the artist could not count on curators or other familiar art

world actors for support.

Once given aceess to the node. the artist was invited 1o sitin on some of its activitics. But her
engagement with the node was one ofan outsider. Her dissatistaction with what she pereeived
to be the conventions of Access Grid’s use were partly mediated by her own disconnect with

computer scientists” standards in designing and using it
Lal & (ol

“Some [of my ideas] were blatantly obvious, like, that the very first time | went into the
Access Grid | sat in the corner and very nervously, with a bunch of scientists talking about
god knows what, | have no idea, it all went straight over my head. And there were three
or four university sites in discussion and straight away | just kind of thought: “I can't tell
wha’s talking!” There was na “cinema” to it, there was no cameraman. You know, you
walch a film and it's showing you well before the time, it's pre-empting you. There was no
narrative. It was all totally flat. And there was some sort of technician who was just sitting
there and seemed to be randomly resizing images without really any clear understanding
of the power of cinematic conventions to aid communication. And equally to hinder com-
munication. To get the instance where all of a sudden the technicians are making the

boxes move all aver the place.”8 (Kelli Dipple, 11 May 2007)

Here, the artist suggested that something along the lines of remediation tsee seetivn 2.6.3) of
fitm ook place. But her critique focussed on the use of the online media objects, such as the

placement of windows. This. in turn. helped her w determine and experiment with what she

# See Online research documents: Dipple (2002)

%1 The interview with Kelli Dipple was conducted in the 11 May 200=at the cafeteria of Tate Britain in London.
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could and could not do; to see whether her own objectives to produce certain conventions,
from film, dance, telematics or otherwise, out of their standards could be achieved. The work
became a continuous negotiation between the artist and the members of the department in
which the artist expressed her needs to the department’s representatives. Despite these con-
straints, the artist’s work managed to creatc perceptible exceptions for the engineers at Man-

chester University:

“But some of the stuff that, you know, that [the artist] did, for example, in [the perform-
ance], well, you know, she changed the background of the Access Grid so that it wasn’t
black, and that it was changing. Sa you had different pictures as a sort of background.
And she’d move the windows around so that they formed interesting patterns. And there
were different things gaing on there with different sizes and so on. And she didn’t do any
manipulation really — there wasn't any coding involved — but there was playing around

with the Access grid environment. And yau just couldn’t do that with anything else.

[..]it's the way [artists] look at it completely differently. [...] so she came into the Access
Grid node and she looked at it and she said: “Right, | want to get rid of these fluarescent
lights. We need some better lighting. You know, more ambient lighting.” You know lots af
soft lighting lamps and have those pointing down and spot lights and something like that.
And she said: “ want to get rid of the desks.” Yau know, things like this. The whole envi-
ranment was changing. And I'd never even thought abaut it before. But you know the way
that we have the meetings, people line up the windows of an Access Grid node. And it's
all a straight line. She said: “I want to get rid of that. | want things overlapping.” And it
was really disruptive. It was really shaking things up.” (Mike Daw, 5 March 2007)

Just as the artist was “shaking things up”, the intrusion scemed to have had its uses for the
Computing Department. By collaborating with an artist, Manchester Computing as an or-
ganisation. tapped into the knowledge that stemmed from her expertise leading them to ques-
tion established standards. Inviting in an artist as an expert in order to identify and question
transparent standards also played into the discourse of the maverickness of the artist {see
chaprer 4 for in-depth analysis) — an artist is invited 1o work with an 1CT to produce some-

thing that is unconventional.

Much like its predecessor. Dancing Without Boundarics, the artist’s experimentation with
Access Grid for Navigating Gravity depended on engincers, not only for access to the ICT
standards that remained 10 a large extent transparent, but also in order to modify the space
itsclf. Although Manchester Computing’s design for its Access Grid node was not explicitly
intended for artists. its articulation as an experimental media form opencd up the possibility
of collaborating with an artist. The department iemporarily ceded some of its control over the
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> Access Grid node in order to better understand its own engagement with Access Grid asa
media form and set of media objects. In the case of the artist, her access to the node was lim-
 ited and temporary. Flexibility, in this sense, was carefully mediated at the level of conven-
tions for media objects and for the space — the arrangement of online windows, the location of
‘chairs in the room, the immobility of the projectors - and at the level of media instances — the

time allotted for rehearsal and for the actual event.

There were no apparent remaining traces of the artist’s work in the configuration of Manches-
ter’s Access Grid node when I visited the Computing Department on 5 March 2007. The
main Access Grid node had been restored to its past status as an Access Grid conference
room. The only traces left of the event were the documents collected and posted online by the

artist on her websiie.

But the artist’s work was not constrained to simply using the Access Grid node within the fim-
its st by the academic departments. By integrating her experimentation with Access Grid into
awider rescarch project, Kelli could integrate her experiences into an exploration of other

technological options for her work:

“In conjunction with this research and development into high-end multicast technologies,
available via university networks, | travelled to interview and discuss the use of a broad
range of other communication technologies that were being used by smaller arts organisa-
tions. There was nowhere outside of university computer science deportments that had
videoconferencing facilities so these discussions revolved largely around the use of the
World Wide Web, chat interfaces and streaming media. | was fooking for the crossover
points between high-end technalagy used in privileged spaces like universities and the low-

end technology being used in the market place and public domains.”®®

Kelli’s carcer as an artist did not end at the walls of the university and her ability as a user to
explore different new media in different social worlds allowed her to discover many potential
conventions,

4.4.3 Third encounter: Streaming tales

Graziano Milano was onc of the individuals who had had the chance to work with Access Grid
at the Wimbledon School of Art when Don Foresta had begun putting together an Access
Grid nodc there in 2001-2002. I met him in London a few years later to discuss his experi-
ence using the platform. Having moved on to other projects after Wimbledon, this artist had

participated in the production of another Access Grid event while working at THEpUBLIC, a

15 See Online research documents: Dipple (2007)
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new non-profit community arts centre being built in West-Bromwich®, in collaboration with
the University of Maine in the United States. He explained to me the challenges he faced when
attempting to get THEpUBLIC connccted to United Kingdom’s publicly funded high band-
width nctwork (JANET) in order to sct up an Access Grid node. Although the building was
connceted to a high speed network. he found that much of its bandwidth was inaccessible be-
causc of firewalls. Additionally, those who used the connection at the time made limited usc of
it
GM?®7 . “But it was mainly used as a way for pecple to search Internet... you know, and
sending emails to each other. It was not really potentially used ot all. So what | managed
to do is | complained to the people [who maintained the network]. I said: ‘Can you just
give me my routs to connect to [JANET] and then | can connect to the netwark.’” (Grazi-

ano Milano, 8 March 2007)

When Fasked him if the cost of setting up the connection had been prohibitive, he replied:

GM - “No, it was free. | negotioted it. And what | managed to do is, | found someone to
buy a computer, some PCs which was dedicated to MARCEL. So we put Access Grid in
there. Then | managed to get some comeras, not... Within two years... Slowly, | got the
computer, | got the cameras, | got the surround sound speakers, | got the screen, | man-
aged to get microfilms, things like that... So | had the kind of small setup which | could
move around in the space. And because of that we did some Access Grid stuff with Don

{Foresta]. ” (Graziano Milano, 8 March 2007)

Once the slow process of constructing the Aceess Grid node for THEpUBLIC was complete,
itallowed Graziano ta begin collaborating with other artists. In 2005, the two awtists he had
previoush met in Wimbledon, Alexandre Berthier and Karl-Otto von Ocrtzen, were now at-
tempting 1o create an artwork called Streaming Tales as part of an academic projectat the
University of Maine in the United States. They envisaged an event that would invite partici-
pants, particularty members of local displaced minority groups, w exchange personal stories
inan intimate setting over the Aceess Grid platorm. The three of theny decided o design a
physical space for the Access Grid node thae they felt would be more conducive to this Kind of
audicnee participation:

GM - “And | don't know how it came up but, we started thinking about the idea to put

people to talk to each other. So, you know when they were telling their stories, they can

reply to it — so have a conversation instead of just being an audience. And, that was the

STHEPUBLIC, which was to open in 2005, has sinee gone wito appointed adminisiration (Sudjic 2006}

B CM will heneeforth refer 1o Craziano Milano in interview transeripts.

135



first thing. And then | said: ‘Ok, what... what things we can create to allow that kind of
conversation to become a more natural, you know?... And then it was natural, we just
said, you know: ‘What kind of social things we do, you know, when we meet new peo-
ple?’ ‘Oh, well we go for a meal.’ ‘Or we meet in a pub. Or we go for a drink. Or we...”
We thought about the social things we do in everyday life. And then we said; ‘Ok, let's
do a thing with that. Let’s do a thing where we have some in both places. So we can, you
know, have half in one way and half in another way. Streaming with two cameras on each
side. We can make dinners. That... That was the initial idea. So we started trying in dif-
ferent ways of, you-know, with the cameras. At the beginning it was reolly kind of a...
Thinking about an installation. A mass installation. So cameras there, over there, you
know, the compu... So what we were thinking about... More about the visual element of it
than about actually whot we were doing which was the conversotion, the tale.” {Graziano

Milano, 8 March 2007)

At this point, much like the stated intent of Access Grid’s designers who were looking for a
way to provide a scmi-immersive scicntific collaboration tool, the artists designed an installa-
tion that tapped into the norms, in this casc relating to the everyday activity of cating at a din-
ner table, in order to enable social interaction for a group of connected users, They designed
aspace fora conversation at the dinner table for geographically distant or diasporic communi-
tics.

GM - “Then we started, you know, thinking about the meal: ‘Ok, 'll put the table...” And

when we were actually doing this preparation with [the artisis], we just realised: ‘Actually,

we don't need all these cameras, or... We just need... You know, we need a half-table.

Very simple, you know. Keep it simple... Keep it simple as really being in o
meal.””(Groziano Milano, 8 March 2007)

The initial layour of the installation consisted of symmetrical dining rooms in both spaces in
order to allow the participants to fecl as though they were sitting togcther in the same loca-
tion, talking to each other over ameal. The artists hoped that by creating an environment that
physically reproduced the familiar social conventions of the dinner table, individuals partak-
ingin the event would be more comfortable in engaging others in conversation. With this in
mind, the artists scarched for spaces that would allow them to avoid the physical constraints
described in Navigating Gravity:

“So for us, Access Grid’s problem, at some point the people who use it — mostly in univer-

sities — [they] are in a... mindset of conferences. It remains about conferencing. So who
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says conferences, says rooms with tables, with that light, and we were trying to push to

create a “black box”.”® (Alexandre Berthier, 31 February 2008)

The artists working at the University of Mainc tricd to replicate what they considered to be the
conventions of a flexible space for experimentation known as a *black box”. Their usc of the
term stemmed from the art world of theatre to describe a room with no visible décor that could
be physically stfippcd bare. An artist could then choose where to place lighting, sound, stage
or any other physical aspects within the space. In this case, Pinch’s “black box” analogy was
inverted. Rather than describing something that covered up the technology from the outside
like a toaster, for these artists the black box was a space whose physical propertics could be

infinitcly modified from the inside.

“The idea behind the project evolved a lot because the initial idea was a lot more... a lot
more theatrical. In fact, there was a little theatre in the middle of the university - a little
round theatre — that [we] tried to use. In the end, we did a lot of tests. These were real
installation tests where everything was in the dark. [...] That was a very interesting phase
because we had the theatre for ourselves. We had pulled in an enormous internet cable

because the spot didn‘t have an Internet connection.

[...] But in fact, doing that kind of experimenting we came to the realisation that it was...
For the type of project that we wanted ta setup, we really had to work with... with people
from different communities. It was too theatrical. It was... It would have been too intimi-
dating for them. So we had already asked ourselves that kind of question. We thought:
‘This isn’t the type of space in which we should be doing this.” In the end, we didnt do it
in that theatre but in a little room in the department that was more of an office space.”

(Alexandre Berthier, 31 February 2008)

Bringing Access Grid into a theatre at the University of Maine afforded the artists with the op-
portunity to work in what they considered to be an ideal space for experimenting with the
physical propertics of the node. However, as the technical aspects of the project became
clearer, so did the importance of situating the event in what they felt was a morc appropriate, a
more everyday, social context for the users. In the end, financial considerations and Access

Grid’s technical limitations mad it difficult for the artists to lcave the university campus in

¥ The inerview with the arlist Alexandre Berthier was conducted in French ina calé in Paris on the 3r February
2008. Author’s translation from French 1o English. The term “black box” was pronounced in English by the

interviewee,
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Maine. Nevertheless, the balance between technical standards, artistic conventions, and eve-
ryday standards articulated as artistic conventions was in continual flux over the course of the

experimentation.

Just as the engineers at Manchester University had understood Access Grid as a flexible tool
for experimentation, the artists working on Streaming Tales sought what they felt was a flexi-
ble space for experimentation. But although the theatre space enabled the artists to test ar-
rangements with lighting, camera angles, and Access Grid’s settings, they cventually con-
cluded that the space did not suit the intended uscrs. The artists decided that making the
audicnce comfortable and, thercfore, more likely to participatc in the work, was more valuable

than maintaining the flexibility they felt they gained from a black box.

These artists were initially attracted to Access Grid because of its experimental possibilitics.
But aficr the first presentation of the event, all three realized that other media forms with
fewer ties 10 academic spaces were better suited to their objectives. Although the black box
was uscful for experimentation, it did not contain the right kind of social transparency for
theirintended artwork. The Access Grid node setup in THEpUBLIC, on the other hand, rep-
resented a space that did not have academic ties. Unfortunatcly, the organisation itself experi-

cnced a significant restructuring in 2006 that halted the node’s development (sce chapter 6).

As this particular installation came into being, they realized that the single sereen projection
on cither end could be achicved by other, simpler teleconferencing applications. Because of

this multicasting and the academic network were not required:

FL - “[...] You found a way to sort of circumvent high bandwidth networks. Do you see
that as something... Do you see the... Do you still see the same amount of importance in

getting these... this high bandwidth?

GM - Yes and no. Um... Na because the Internet bandwidth yau con start having in your
own house or the small companies, businesses, they can have in their own business is

starting to get higher and higher and higher.

[...] It's yes, because: yes, it's true we have a 6, 7 or 8 meg ar higher in our house. It's
expanding. But the bandwidth... They've got one Gig. So whatever higher you've got in
yaur house, the education network — [JANET] - has one hundred times more, anyway, or
more. So if three or four years aga, | could do Streaming Tales just thraugh Access Grid
at the education network because I need that bandwidth which | do not get anywhere
else, and now [ can do it in my own house... If | want to do a project now which uses o
100 meg or 50 meg connection like a live event between two orchestras or whatever, you

know... | cannot do it in my house... Now. Just the education network. But maybe in five

138



years time, | can do it in my house. The point is, the high bandwidih network is always
going to be three fo five years ahead or more. And if the media centres, artists, with-edu-
cation research centres in various universities, they can explore that in a creative way, by
the time it gets to the general public, then they will already have projects they fested and
it works. They can actually expand it in the normal Internet. That is, strategically, the cut-

ting edge.” (Graziano Milano, 8 March 2007)

This observation mirrored the basic argument formulated by some members of the MARCEL
Network in scction 4.3.2 and 4.3.3 {see also chapter 6): if artists and art centres could experi-
ment with platforms such as AG before they were deployed to the general public, they could
possibly develop innovative ways of using these technologies before being constrained by
commercial interests (see squatting in chapter 5). But this privileged access also meant that
such cvents could only be produced and experienced in locations such as universities or or-

ganisations ablc to access the academic high bandwidth network.

In the same way that the only remaining traces of Navigating Gravity were pictures and texts
posted online, the synchronous aspect of this work also meant that the artists needed to create
video and audio archives of the works that could then be distributed on other media such as
DVDs or posted on websites (sce chapter 6 for an account of my first encounter with a pres-
cntation of Streaming Tales) in order to explain and promote these works to potential finan-
cial backers and other interested partics that did not participate dircctly in the event.

4.4.4 Fourth encounter: Mel

Lvisited the Banff Centre, a secluded arts centre in the Rocky Mountains of Canada, in carly
January 2007 to get a better idea of how art centres like THEpUBLIC used Access Grid. 1 was
specifically interested in the Banff New Media Institute’s (BNM1) work with AG in gencral. |
was also interested in a particular collaboration with artists working with the MARCEL Net-
work called Mcltin 2002, Speaking to the director of the BNMI, she explained to me that the
drive in selecting the 1CTs for these types of collaborations often came from outside the or-

ganisation:

“[...] artists are very sub-directed when they come here and so they are the ones that

make their decisions about what technologies they're going to use, the delivery and all of
those different kinds of things. Now of course, we have our suite of what we can support
here, so you know, we can say "Well we have this... High-speed network. You're welcome

to use if. We have technicians skilled with this type... these types of applications... If you
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can use them or you can bring your own in, efc." But it's very autonomous, that kind of

activity.”®? (Susan Kennard, 12 January 2007)

When [ asked her if telematic installations and other installations that required high band-
width connections were common at the BNMI, I was told that these types of installation were

not as common as they used to be, or at least, that the demand for high bandwidth was not as

pronounced:

SK%. “[We] did talk a lot abaut broadband and its application in the cultural and arfistic
community. That was quite a few years ago. | mean, the talk around has really died

down. It's not considered... People... It's just sort af this invisible network now.
FL - Right.

SK - Yau knaw, and people... It is interesting. We're nat seeing applications coming in the
Banff Centre saying: "We want to explore this space conceptually." You know, that's just
nat the kinds of applications we're getting. Very rarely.” (Susan Kennard, 12 January

2007)

I was taken on a tour of the facilitics with the dircetor of the Creative Electronic Environment
(CEE) at the Banft Centre, Luke Azevedo. The Banft Centre as an arts organisation is a col-
lection of well-equipped buildings with many studios. The CEE building itsclf included ex-
tensive television and video production and post-production facilities such as a large green
cyclorama studio spacc for filming. He and ! visited their Access Grid node, called the Col-
laboration Lab. At first sight, I was struck by how the node scemed to conform to a large de-
gree to the standard layout for academic Access Grid nodes. I was informed that its installa-
tion was part of a wider academic projcct funded by the provincial government of Alberta as
part of the development of a provinee-wide high-speed network. The restof the building was
networked in order to accommodate similar uses. When I enquired as to whether artists used
the Access Grid node, he replied that scientists were the main uscrs though some artists made

usc of itoccasionally:

LA®! . “Hawever, this is utilised sometimes for adjudication of artistic projects. For the col-
laboration with projects that are off site. Thase kinds of things. So, yes, there is integra-

% The interview with Susan Kennard took place in her office at the Banfl New Media Institute in BanfT, Canada
oniz January 2007.
. 9 SK will henceforth refer to Susan Kennard in interview transcripts.

9 LA will henceforth refer 1o Luke Azevedo in interview transcripts.
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tion into it. Uhm, but, most artists at this point have still not gotten to the point where they
can funciion in this world. The media arfists...Absolutely. Interdisciplinary artists... Some of
them. The, uh, process of artists that are using what we would consider your standardised
forms of aris such as paint and paper and print and those kinds of things and... And even
those that are doing clay and ceramics, and those areas, this is not as much of a tool for
them. However, it can be a toal if it’s brought in in the proper means.”? (Luke Azevedo,

12 January 2007)

By aligning itself with an academic research network, the Banff Centre was able to acquire an
Access Grid node. The node itsclf was part of BNMIs larger “suite” of ICT services but the
node’s principal use was for videcoconferencing. The level of Access Grid’s technical stan-

dards remained important:

LA - “You'll notice that the microphone systems are different. | mean, some of aur techni-
cal folks here just will not allaw the...The desktop mikes... It's not going to happen. |
mean, that's nat what they want. They wanf to see things at a different levef. So what we
do is we put aurselves in a position where we can facilitate that.” (Luke Azevedo, 12

January 2007)

When I asked him to further claborate on how the choices for sclecting new or maintaining
current technologics to be used at the CEF were made, he replied that this was a complicated

process:

LA - "[...]that's one af the things with technofogy you can’t get caught up in is being the
guinea pig for formats that then don’t become formats.|[...] Standardized forms of com-
municatian tools, standardized forms of production fools, although will shift and vary
from what standardized means from location to location, will not shift and vary as far as
how they function. Ok, so, from my perspective, | need to align with the world but | don't
have to be exactly the same as the world. | just need to be able to be aligned with what
our partners and what our duties are at that point. So each facility will have their own
internal processes and then we function together as groups. Saying: Ok, ‘yes’ this, ‘no’

that. ‘Maybe’ this, ‘maybe not’ that.” (Luke Azevedo, 12 January 2007)

Here Luke articulates an understanding of the importance of standards that is consistent with
Becker’s conceptualisation of the dissemination of conventions and similar to Castells con-
ceptualisation of network power (sec section 2..4.3). The decision to design and usc the Ac-

cess Grid and its related standards did not take place in a vacuum. It was a careful considera-

92 The interview with Luke Azevedo was conducted in the Banff Centre’s Access Crid node in Banff, Canada on

12 January 2007.
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tion relative to the standards of other collaborators. When contrasted with the Susan Ken-
nard’s statement that artists made their own technical decisions, it became clear that even-out-

side academic environments, artists were expected to negotiate technical conventions with

support personnel. In this sense, academic computing departments and IT support within

organisations acted as technological switchers (Castells forthcoming, see chapter 2): main-
taining technical standards and acting as a bridge between the social worlds of new media and
art worlds by prbviding information to artists and other support personnel. Just as the BNMI
needed to “align with the world’, 1 wondered to what extent an artist working with them

needed to align with their technological standards.

The artwork that had been produced in collaboration with thc BNMI, Melt, was the result of a
collaboration between Slavica Ceperkovic, who was completing her studics in new media arts
at Le Fresnoy in France, and Nicholas Stedman, who was working at the time at the Banff
Centre. The work was presented in both locations in February of 2002 (Stedman 2006). A

video documenting the work described it as:

“A machine for melting ice controlled by a computer. A live video signal is sireamed to
Roubaix, France [Le Fresnoy]. Based on a viewer’s touch in France, the block of ice slowly
melts in Canada. The projection of the melting ice is seen live in front of them. Sensors
are embedded in a tcble that measures the sensitivity of their touch. This measurement is
translated through computer and sent instantly through the Internet. This information is

received by the computer in Canada.”??

In this case, rather than projecting video images and sounds of people in real time, the actions
of'users in the node in France were telematically performed in BanfT. The real-time image of

the melting icc in France was therefore the only “videoconferencing” taking place.

Much likc the fricndship that led Graziano, Alexandre Berthier and Karl-Otto von Ocrizen to
produce Strecaming Tales, Slavica and Nicholas were well acquainted prior to this projeet.
Slavica felt that she could trust the other to coordinate activities on his cnd. This trust was im-
portant because both artists had to make technical and aesthetic choices on cither end based
on the circumstances of the location. As she explained while playing a video clip of the art-

work for me:

SC% - “[Nick Steadman and I] went shopping one day in Toronto, during Christmas, and
that's when we actually bought the materials for [the artwork]. But otherwise | didn’t

93 See Online research documents: Ceperkovic (2006)

9 SC will henceforth refer 1o Slavica Ceperkovic in interview transcripts.

142



know what it was going to look like, how he was going to build it [...]. | thought the scale
would be much larger and | thought that it would be outside. :

[...] So his problem was that it had to fit in the size of a deep freezer in order to freeze
the ice because otherwise you couldn‘t. So we had to have access to a place that had o
deep-freezer, a high end network connection, safety: you had to have because of safety
precautions in Banff because it's a national park. You had to put fire extinguisher and you
had to have it cleared by safety. There was a lot of things like that. Obviously you had to
have access to welding to do all of the metal fabrications of if. And he did all of the elec-
tronics on his own. So we had to mailorder all of the electronics because there were no
electronic stores in Banff because it’s a national park. So that's the difficulties with build-
ing on the Banff side. And vice versa. A lat of it was shipping stuff back and forth.”?*
(Slavica Ceperkovic and Galen Scorer, 24 April 2007)

Because she had initially studied at Ryerson University in Toronto, she could also counton
additional feedback and support with technical tests from friends and students there. Ina
2007 interview with her and Galen Scorer. one of the students who worked at Ryerson at the
time of the event’s production, 1 asked them whether familiarity with collaborators was impor-

nt:

GS% — “Yeah, and build a sort of, a kind of trust between or familiarity with what the
other person is doing. [...] If | would do a collaboration with [Slavica], and she was in
France again that’s basically because I'm sort of very familiar with her style of work. |
understand you know, what she’s capable of, you know, her strengths, her weaknesses
and she would know that about me. We could base it on a relationship prior. So I'm not
saying it would be impossible to do that without knowing someone before hand but it
would be... | wauld find it very difficult using such a restrictive environment.” (Slavica

Ceperkovic and Galen Scorer, 24 April 2007)

For Slavica, the challenge in designing the artwork was to make distance visible and eredible,
1o enable uscers to pereeive and understand the characteristics of the mediation, the distance

of interaction:

SC - “[...] because the event itself was the first time we did the install of it and ice melt-
ing, because its reactivity is so slow, people didn't know they were actually affecting an-

other environment necessarily. It was over time, it was a very slow effect. Because we had

95 The interview with Slavica Cerpovick and Galen Scorer was conducted at the Canadian Film Cengre in To-

ronto., Canada on the 24 April 2007

9 GS will henceforth refer 10 Galen Scorer ininterview transeripts,
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it last over several hours. This is the one thing about these interactions, how we create a
long lasting, you know, durational, interaction. You know, what would that look like? Hav-
ing an event is very different than doing a performance. | don’t know. But something was
very different and even more sculptural than that? So people were asking: “How do |
know this is Canada? How do | know it's not my freezer? How do | know it's not taped
video? They were really interested in the authenticity of the experience, you know: "is it
really...2” And for me that was integral about it. You know: “of course it’s Canada, of
course it's real time, of course the fime difference.” And how that becomes transparent in

the work? | don‘t know...”(Slavica Ceperkovic and Galen Scorer, 24 April 2007)

Here Slavica related a similar challenge for Melt to the onc identified in Paul Sermon’s exam-
ple: to mediate distance in a way that made it perceptible to the user. In this case, the distance
in time needed to observe the melting of the ice based on the user’s actions in France had to
be made as credible as the distance between the two nodes. As with the other two previous
cencounters, Access Grid as a media form was of lesser concern to the artist’s design than the

overall experience produced for the uscr.

4.5 Conclusion

In this chapter, I set out to construct the carcer of an ICT, particularly how it is designed and
uscd by artists who work with the conventions of telematics. Section 4.2 constructed a socio-
historical trajectory of both high bandwidth academic networks and Access Grid as media
forms developed within an academic discursive space. Scction 4.3 then introduced the con-
ventinns of telematies and how this could be applicd to the design and usc of Access Grid
nodes, particularly within the MARCEL Newwork. Finally, section 4.4 developed four encoun-
ters with artworks that employed Access Grid in order to construct 4 formal understanding of
Access Grid’s design and use by artists. Aceess Grid and the high bandwidth academic net-
work were used as media forms by art world actors to produce artworks through a combined
process which I have designated as experimentation - the work of designing and using/
consuming [CTs as art world conventions. These experimentations, situated in particular
times and places, constructed a particular st of conventions for Access Grid among those

who design/usc it to produce, distribute and appreciate telematic artworks.

But such an account docs not provide us with a deeper understanding of the relationships
these artists have with ICTs over time, particularly, whether or not they are successfully able
to articulate a conduct of maverickness in relation to the design and use of ICTs, For this, the
following chapter will construct a sccond thread, that of an artist’s career working with new

media,
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Chapter 5

AN ARTIST’S CAREER WITH NEW MEDIA - DON FORESTA

5.1 Introduction

This chapter is an historical account constituted by Don Foresta’s career as an artist, begin-
ning with his background in the video and new media art world as well as his work with MAR-
CEL. The aim is to offer an account and an analysis of his work in articulating the ardst’s role
and its relation to 1CTs through his publications and other projects. The account presented
in this chapter is based on participant observation, document analysis and interviews with him
as well as with other artists and colleagues (sec chapter 3 for the methodological detail). This
is an historical account of the artist’s carcer leading up to, and including, his time as coordina-
tor for the MARCEL Network. It describes how he has articulated a relationship between the
artist role and new media technologics over the years and analyses the power dynamics sur-
rounding such a relationship — whether or not it enabled him to shape the constraints and af-

fordances of the ICTs he designed and/or used.

Chapter 2 fleshed out a conceptual framework for understanding the work of contingently
articulating an artist’s role — as suggested there, such a role is not a fixed state but onc thatis
constructed by the individual’s conduct and by other social, cultural, and technological forces,
This chapter is subdivided into several biographical moments: the pre-artist moment, video
moment, telematic moment. The approach is informed by a Foucauldian analysis of govern-
mentality as developed by Nikolas Rose and particularly Paul du Gay as a discursive practice in
relation to personal sovereignty and discipline or “conducting conduct” (du Gay and McFall
2008 11) as described in chapter 2. [t argues that a specific form of governmentality - in some
ways parallcl to their conceptualisation of ‘entrepreneurial government’ (du Gay 1996: 186-
193) - called maverickness is (re)produced in Don’s articulation of the artist role. Maverick-
ness is a particular historical discursive construction for the conduct of artistic agency which
can, in turn, be deployed as a source of power in an art world. The previous chapter hinted at
some of the ways in which itis deployed through conventions and standards (see chapter 6 for
more detail). The artist’s career is not examined as an illustration of structural constraints and

support as in White and White’s Canvases and Carecrs (1965). Rather, cach moment consid-
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- ered in this chapter examines Don’s prescriptive statements about the performance of the art-

ist’s role in relation to the design and use of ICTs for the production of art.

1 have encountered many other artists over the course of the rescarch. Some members of the
MARCEL Network, some not. By selecting Don Foresta as the artist’s carcer thread, I do not
intend to infer a preference for, or a prioritisation of, his carcer over that of others. Asex-
plained in the methodology chapter (chapier 3), this carcer was retained as the artist’s thread
partly out of circumstance, partly because of his status as one of the MARCEL network’s
founding members and its membership coordinator (sce chapter 6) and also partly due to this
carcer’s longstanding ties to the research topic and to media art in gencral. The last section of
the chapter (section 5.8) compares Don'’s articulation of the conduct of maverickness to that

of other individuals encountered over the course of the field work for the case study.

5.2 Don Foresta

[ tirst me1 Don in carly May of 2005 after submitting my application for the LSE research stu-
dentship that would fund my rescarch. Hoping for beucer information about MARCEL, T ar-
ranged to meet him at a restaurant located in what he referred to as his regular London hotel

ncar the Russell Square tube station.

Don is a tall older man with tousled white hair and a thick grey moustache occasionally sur-
rounded by stubble. Judging by pictures, he has worn this moustache since at least the late
1970s. He wears the casual dress of an artist — chequered shirts and jeans are his usual attire -
and he often carrics with him a leather satchel with fringes (leather work being onc of his hob-
bics). If you meet him on his way to or from an airport or train station (which is oftcn the

casc), he also trails with him a mid-sized whecled travel bag.

An carly episode in which I witnessed Don explain his interest in Access Grid (AG) as an im-
portant activity for the MARCEL Network, and for artistic practice in gencral, ook place in
conference room A318 at the London School of Economics on 21 March 2006. This was dur-
ing the sccond day of the MARCEL Network’s Website Managers” meeting. Though the ex-
plicit goal of the mecting concerned the network’s management of the website (which is dis-
cussed in chapter 6), the meeting was also a pretext for existing and potential MARCEL
members to meet face-to-face and discuss their current and future projects. Fifteen individu-
als participated in the mecting, all seated around a large rectangular conference table in the
centre of the room. They included represcntatives of media arts organisations or rescarch
centres as well as teachers and students from academic institutions from parts of western
Europe and North America. This was an important meeting for Don since, as coordinator of

" the MARCEL Network. it could determine the futurc of MARCEL’s website and the network
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in general. Atonc point, during the latter hall of the day, the conversation turned to the im-

portance of indicating whether or not members listed on the website were AG enabled.

Participant: “I wonder if this high bandwidth discussion is still the big thing?”

DF7 - “I think it is. [ think it's absolutely essential for the simple reason that it allows the
maximum of experimentation. For instance, today... Two of the very active members of
the MARCEL in Helsinki and Alaska are actually doing a very, very high bandwidth music
performance that will probably use about 35 megas. So that's a different kind of experi-
mentation that obviously is a very important part of what we're trying to do. So... But at
the same time, | agree that there’s an evolution going on and we're going fo find differ-
ent tools coming along, again for different things. And...I don‘t think anybody is wedded
fo Access Grid as being the only solufion. Not by any means. And when we communicate
with [one of the other MARCEL members] because he cannot get his school to install Ac-
cess Grid... We do it with iChat when we do, like, three or four connections over iChat.
And we've done a little experimenting doing courses online with iChat. So | think that's
one of the objectives of MARCEL is to explore all those different possibilities as they come

along and to keep that open. Access Grid is o platform that's being promoted...””®

Adcbate on Access Grid's usefulness and the prospective importance of high bandwidth for
artists and the general public ensued. This conversation offered an opportunity to examine
Don’s representation of the practice of experimentation and Aceess Grid’s importance within
such arepresentation. Here, AG was mobilised as a potential *solution® 1o experimentation
which was consisient with the analysis developed in chapter 4. Don presented it as a tool that
would allow MARCEL to ‘maximisc’ experimentation without dismissing other, more widely
available technologies. Nevertheless, for him, Aceess Grid represented an opportunity 1o oc-

cupy the academic high bandwidth network and influence its design and use:

DF — “The other side too is [that] the objective of MARCEL was to be part of that re-
search... And to be part of that development. So that we're not confronted with the situa-
tion where in 10 years from now we have a new medium thot exists and art is excluded as
we've seen throughout the 20th Century. Every single communications media that was
proposed in our society, art came to it a generation later and it was too late. And if you
look at all of them, that has been the case, so arl, artists have never participated in the

evolution of a new media.”??

97 DF will hencelorth refer o Don Foresta in interview cranseripts.,
9 See Annex 1; MARCEL Archives ooo86

9 See annex 12 00086 MARCEL Archive
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> Work with Access Grid represented an investment or commitment (see chapter 4) that could
secure a particular — but unclear - position for artists in the future of online networks. Here
was one of my first encounters with Don’s work of classifying the artist in a distinct role that
needed to be defended or nurtured, a role that could be included or excluded from media
forms'°. His argument suggested that, through experimentation with an emerging media
form, artists were able to define its parameters, to design the media form itself. Aspects of this
objective were consistent with the process of experimentation identified in chapter 3 but the
disagreement among the participants suggested I should dig deeper into the individual articu-
lation of the artist as an “experimenter” - as one who works with ICTs through design and
consumption/usc. | realised then that Don expressed a particular relationship to the media
form that was not nccessarily shared by other participants in the meeting. 1 would have to un-
cover what underlying discursive construction informed his conduct of experimentation with

1CTs.

5.3 Non-artist moments

Don was born Donald Anthony Foresta on May 26th 1938 in Buffalo NY, United States of
America. In onc of four interviews conducted with him over the course of the research (sce
chapter 3 for methodology). he explained to me how his working class background in Buffalo
in no way anticipated his carcer path in the arts: he could not recall any artworks on the walls
of his childhood home. A formal introduction to tic arts came only later in lifc in university
thanks to an introductory undergraduatc course on the history of art that “probably stopped
around 1900™"°" (Don Foresta, 22 June 2007). He did not view artas a significant part of his
childhood yet he quickly gained an interestin certain artists by the time of early adulthood,

notably the French-expatriate artist Marcel Duchamp.

This interest in the artist Marcel Duchamp would become instrumental in his later articulation
of the artist role and his sclecting the name for MARCEL in homage to the artist (see section
5.6.1). His identification with this artist, as well as his admiration for Henry Bergson and Teil-
hard de Chardin, French icons of culture and philosophy, laid the ground for his esteem of
France. Such an identification also implied certain art world allegiances to contemporary art-
ists of the 1960s and 1970s such as Nam June Paik, John Cage and other members of the

Fluxus group who traced their artistic influence back to Duchamp (de Duve 1997). These art-

oo Here 1s a discursive technique thai came up frequently: the timeline or the project list (see chapter 6). Don

frequently mobilised historical timelines in order fo put his accomplishments or objectives in perspective.

19 The second of four interviews with Don Foresta was conducted in an office at the department of Media and

Communications at the London School of Economics in London, United Kingdom on 22 June 2007.
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ists would function as art world reference points for many other members of the MARCEL

network, particularly those familiar with art history and video art (see section 5.8).

Don went on to graduate from the University of Buffalo in 1961 with an undergraduate degree
in American History and Government. He later attended the Johns Hopkins School of Ad-
vanced International Studies wherc he was awarded a Master’s degree in 1971. In parallel with
his studies, he eontinued on a carcer path in government, working from 1961 to 1976 as a
member of the US Foreign Service in posts in Africa, Washington and finally, in Paris as of
1971. It was at this point that Don was named director of the American Cultural Centre in

Paris.

A number©? of individuals encountered over the course of the research suggested that it was
his background in international diplomacy that provided Don with the nctworking skills for
which he would later be recognised. When asked whether this was in fact where he learned his

nctworking skills, Don countered this characterisation by inverting the premise:

DF — “I didn't learn diplomatic skills. | think | became the diplomat because | was that
kind of a person that liked bringing people together. Long before ! was involved in net-
work, my artist friends called me ‘Mr. Network’ because that's what | would do. If | met
somebody and they said ‘Oh, you know, !I'm doing this’ I'd say ‘Oh well you gofta meet
so-and-so.” And that's just my personality. So that was just a part of that. So it's the
other way around, | was a diplomat because | am like that, and because | am like that |

got interested in the network.” (Don Foresta, 22 June 2007)

Don expressed a reflexive understanding of his personal history which in itself seemed neces-
sary for work as an artist. The individuals interviewed for the case study who strongly identi-
fied themsclves as artists expressed well-developed reflexive understandings of their personal
narrative as integral to the reasons they worked as artists™3. Don knew that some who were
familiar with his work as a diplomat associated this past work with his role in the arts. But for
him, this diplomatic career was more the resultof his own predispositions rather than a cause
ofhis pereeived skills as a networker. His background and training in diplomacy also intro-
duced the difficult task of classifying Don as an artist. As later scetions of this chapter demon-
stratc, the artist’s role was not consistently applied to Don by others or even by Don himself.

In some cases, his background and lack of traditional artist’s training were given as explana-

02 Over the course of the interviews, seven of the interviewees emphasised the importance of Don’s abilities as a

networker. My very choice of Don as a gatekeeper to the MARCEL Network supports this.

9 See Peterson and Anand (2004: 317) for how life history can serve as a resource for the artist’s career. This

served 1o support the autobiographical interviews as a research methodology. See chapter 3.
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tion™®4. Nevertheless, these early ties to government institutions and other organisations

+ dedicated to public service would remain a fixturc in his professional career. Don also be-
lieved that his close ties to the United States influenced other aspects of his social place in
France as an expatriatc. He would become a French citizen in 1996, expressing his frustration
about his homeland, yet he would also regularly return and, to some extent, be viewed by
many around him in France as an American. [n intcrvicws, Don expressed having a difficult
time during hisbearly days in Paris because of his affiliation with the United States Information

Agency, combined with perccived common anti-American sentiments in France.

5.4 Video-art Moments

The last five years of Don’s employment with the US Foreign Service in Paris were as the Di-
rector of the American Cultural Centre in Paris on the rue Dragon. Itwas there that he builta
reputation for showcasing early Avant-garde video artists working in America such as Nam
Junc Paik and Woody and Steina Vasulka. Likc other civil servants before him, he would
choosce to resign from the Centre and from the Untted States Information Agency at the end of

his term in order to remain in Paris (Arndt 2005: 372-373).

Having lcft the Centre Don started his first collaborative art project, a video called “Paris a la
carte”, with two other artists. The project was made possible through a 1976 Rockefeller
Foundation Grant and consisted of producing a video art piece as part of the Visa scries con-
ceived by the artist Nam Junc Paik and supported by the Cable Arts Foundation out of New
York (Sturken 1987). He later assumed the role of artistic director for the independent Centre

for Mcdia Artat the American Centre in Paris from 1978 to1g81.

[t was therefore with video that Don’s preoccupation with ICTs as media forms first mani-
fested itself. Frustrations arose with the perecived formal limitations available to video as an
aruistic convention, specifically with the means of production and distribution related to tele-
vision as a broadcast medium and the limited presence of artists and vidco art on television in
the United States and Europe. He shared this sentiment with other American vidceo artists and
cnthusiasts of the time who saw television networks as “monolithic institutions” (Sturken
1987: 12) or avast “wastcland” (Dawson 2007: 525). Don also expressed a worry that publicly
owned European television networks were in danger of being transformed into similar net-
works as those of commercial television in the United States. For him and others who shared
this view, artists represented agents that could bring about tclevision’s transformation as a

media form into an enlightened art world convention better suited to ereative ventures. Don

1 Three respondents who worked closely with Don for extended periods of time indicated that they did not

view him as an artisi because of his training.
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participated in the articulation of the work of the video artist as being in opposition to the me-
* dia form of commercial television. In a 1982 interview on video art, he already employed as-

pects of experimentation to contrast the two worlds:

DF - “Although, research and independent creation in the field of video began as an al-
ternative to television. In the beginning, many video-artists were disappointed by the
modest resources available to video and how few possibilities for diffusion existed. These
past few years, there has been a tremendous amount of progress, especially with cable.
There was therefore 15 years of marginal experimentation and cable made everything
explode in these last couple of years.” (Veaute 1982: 31, author’s translation from

French)

For him, technological progress represented a catalyst for greater creative freedom and also
cnabled experimentation as an altemative to television’s production and use practices. Com-
mercial television and video art were represented as two distinet art worlds based on similar

yet incompatible media forms.

Don frequently expressed in his writings'®s at the time that television had been designed to
appeal to the lowest common denominator, be it in North America or Europe. lts commercial
and/or government overseers were only interested in its development for greater economic or
political gain. Don’s own portrayal of television in writing and in interviews was as a media
form designed and used as an art world convention for entertainment rather than enlighten-
ment. These portrayals included a recurring critique of television’s omnipresence that was
tinged with a grudging admiration for its potcntial as a channel for the dissemination of in-
formation. Don’s representations of television in the sample analysed varied from the innocu-
ous, but bland and everyday, to the oppressive and hegemonic. Nested within this characteri-
sation was a specific articulation of the artist’s relationship to television. In some cases, Don

explicitly referred to the artist as being ‘excluded’ from the media form:

“The artist has been almost universally excluded from television as being irrelevant to that
medium’s objectives.” (Foresta 1989: 105)

This was a generalised artack levelled at television as an art world convention - its overall con-
tent and social structurc'®®, Such an exclusion was very closely related to his conceptualisa-

tion of who had control over the media form; namely commercial and/or political interests

195 Thematic analysis of the documents identified at least three instances in which this is the case.

06 Of the 51 documents analysed, 30 instances were identified representing commercial ielevision’s design and

use as dependent on commercial interests.
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who determined all of its aspects including media experiences. He acknowledged in other
texts that certain other art worlds were represented on television — such as theatre, dance, and
classical music - but that the propertics of their combination negated one another: these
other art worlds and their related formal conventions were simply broadcast using the conven-
tions of commercial television (specifically, sec Foresta (1979)). Without artistic experimenta-
tion, he believed that such combinations of art worlds would only lead to television’s absorp-

tion of these other art worlds within its own conventions of representation.

Video art was presented as television's more flexible alternative where artists were given a
central role. Flexibility and experimentation for Don went hand in hand (as in chapter 4).
However, flexibility touched on the artist as an individual able to modify or control video
technologies for intuitive personal expression. Some of the attributes that Don claimed made
up an excmplary video artist included the ability 1o ercate works by mastering the usc of video
technologics as well as prefiguring aspeets of video's development as a media form, or design-
ing technological improvements for video. The video artist Nam Junc Paik frequenty served
as Don’s model for such an artist7. In Don’s references to him, Paik was not only a maverick
for being one of. if not the, carlicst artist to usc video technologics to producce artworks.
Through artworks like Global Groove™ in 1973, Paik also prefigured many socio-technical
innovations that would take place in commereial television (such as channel surfing and access
to multiple international channels on television). Paik, for Don, was therefore a prototypical
artist maverick in that he not only contested conventional uses of media objects but also de-

signed them which in wrn instigated new media forms.

5.5 Telematic moments

Don’s career did not smoothly transition from video to online telematic work. Nor did the
change take place in one life-altering break in his carcer, Many of the interests and beliefs that
would guide his artistic experimentation with digital networks — including the relationship
between art and science, the importance of networks for the distribution of artworks, the mas-

tery of media forms for the production of artworks — were already being developed with video.

07 Of the 279 instances ol maverickness identified in the corpus ol Texis selected for this section ofthe case

study, 16 instances referred to Jam June Puik as both a maverick designer (8) or user (8) of video teehnologies.

08 Louise Poissant {2003 233-234) describes Global Croove as an early example of “collage™ which involves re-

appropriating found video footage, in this case television commercials, using a synthesiser.

152



Don first experimented with online networks over telephone lines thanks to an invitation from
Orto Piene and Aldo Tombelini, representatives of the Centre for Advanced Visual Studies at

MIT, to participate in an artistic event using slow scan television™ (SSTV) in 1981.

- [...] “we basically took the press photos of each country’s president — Giscard d'Estaing
in France ond newly elected Ronald Reagan in America ~ and cut them into sixteen
pieces ond photographed these little pieces with the correct machine which was called o
robot. It was o slowscan machine. And then we would send those images over the phone.
Of course they would pick up parasites. Then on each end we photographed the results
on the screen that we received the images on and then did a big blow-up and pinned that

on the wall to make a mural.“11° (Don Foresta, 1 May 2007)

Don met Otto Picne through other events related 1o video art and, as a result, all of the work
of preparing and coordinating the event was conducted by phone and fax including Don’s
statement for the show’s publication (Foresta 1981) Thesc first experiences using long-
distance video transmission and online coordination of events between multiple distant points
piqued his interest: “1loved itand 1. I really got hooked. 1 thought: “You know, there’s

somcthing in this.”” (Don Foresta, 1 May 2007).

Don helped organise a similar event as commissioner for the American contingent of the 1982
Paris Bicnnale. The contingent of American photographers, who were unable to attend the
event because of federal budget cuts, sent their works 1o Paris via SSTV. By 1986, he was in-
vited as co-commissioner for a section of the 42nd Venice Biennale named Art and Technol-
ogy with Roy Ascou™ and Tom Sherman™. This was the argest high-profile new media event
ofits time where “over 100 artists in three continents interacted through networks involving
computcr, vidcotext. slow-scan television and facsimile” (Locffler and Ascott 19g1). This
comprised of a similar image exchange planned between multiple cities in Europe, North
Amcrica and Australia. On this occasion, however, some of the artists connected using Macin-

tosh digital personal computers. Despite this new technology. transmission time still took up

19 Stow scan television or narrowband television, is a method of still picture transmission “usually lasting from
abaut eight seconds taa couple of minutes” (hup://en.wikipedia.org/wiki/SSTV). It is distinguished from
broadcast television because of its use ol a much smaller bandwidth.
"o The first of four interviews with Don Foresta was conducted in a hotel room in central Montreal, Canada on
the 1 May 2007.
" Wilson (2002: 29) refers to Roy Ascort as a “longtime pioneer” of new media art who has worked extensively
with the journal Leonarda.
"2 Tom Sherman is an American video and media artist and writer who has worked extensively in Canada. See

Online research documents: Moreau (2004)
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to ten minutes for an image of 50k to appear on screen. For Don, these time lapses at once

rcpresented a problem and an advantage:

“You really had fo be patient. And the nice thing with the [SSTV] was that it would come
in line by line. So it was fairly dramatic. We had slow scan at the Biennale too. And it
would come in line by line so you could sit there and watch the screen and it was kind of
nice to see this thing unfolding. When we switched over to [Macintosh personal comput-
ers], you basically had the bar. You know, the black bar going across the screen waiting
for the image fo come in. And it certainly lacked the drama. But it was much more flexi-

ble. So at that point | decided to stay with computers.” (Don Foresta, 1 May 2007)

As developed in chapter 4, the mediation of the transparency of distance was an important
consideration in the media instance’s design. By changing media forms, new considerations
of time and spacc came into play. Flexibility was also cxplicitly deployed to justify the transi-
tion from onc technology to anothers. All of these innovative cvents based on networked
connections took the form of punctual projects that arguably represented a different, more
involved form of curatorial work for Don. He and his collaborators invited artists to produce
artworks using [CTs that had been sclected for the most part by the curators and/or the spon-
sors of the event (Apple and France Telecom, for example, in the case of the Venice Bicnnale
(Gervasoni 1986)).

All the while, Don also worked as a teacher of video art (see section 5.6) and curator for other
events. By the late 1980s and early 1990s, these individual projects were represented under
the banner of organisations or networks (see chapter 6) rather than individual events. To
manage somce of these events and other freelance work, Don created a private company known
as International Mcdia Consultants. In 1988, he also created the organisation Art en Réseau
with the help of collaborators including Georges-Albert Kisfaludi, his former student. This
was an academic network for the distribution of video art tapes between art schools. Together,
they assembled approximatcly 300 art tapes with the help of the National Studio of Contem-
porary Artin Le Fresnoy as the central holding point. Part of this ambitious project included
developing a system by which the videos were distributed over Minitel, the French digital
nctwork created by France Télécom in the early 1980s (Flichy 2006). But the technology
proved to he unsuitable for such transmissions. The project would later be discarded due to
the logistical challenges of distributing the physical casscttes and the copyright issues sur-

rounding their use.

13 An example given to me by Don for the case of the digital computer over SSTV was that it aflorded the artist

with the ability 10 “draw” online instead of posting images.
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Contacts with the Americans, Kit Galloway and Sherric Rabinowitz™, led to the production of
afew online events as the Paris branch of their Electronic Communication Access For Every-
bady or Electronic CAFE. Don and Georges-Albert Kisfaludi soon inaugurated the Paris an-
tenna of the Electronic CAFE International out of the Cité des Sciences et de I'Industrie in La
Villette in 1989 as part of the festival PARIGRAPH (in some cases, this branch of the Elec-
tranic CAFE was also referred to as the Studio des Images) using the Numeris network ™ and
Macintosh Computers. Events included the gth Documenta in 1992, 49th Venice Biennale in
1993, and the Lyon Biennale in 19g6. Eléonore Hellio, one of their collaborators at the Elec-

tronic Café International in Paris described her time working there as follows:

“The Paris branch of the Electronic CAFE International was o nomadic minilaboratory. We
didn’t have a permanent location. Our the time we spent in various locations would fluctu-
ate from one fo the other: the Galerie du Sous-sol, the Galerie Natkin-Berta, the Espace
des Halles, the Webbar, as well as different institutional locations such as the Cite des Sci-
ences et de I'lndustrie, the Fort d’Aubervilliers. We organized videoconferences in an am-

phitheatre at the CNAM as part of a pedagogical project with Stéphane Natkin”.1¢

Subscquent experiments with ISDN'7 fed Don and Georges-Albert to create Artistes en Ré-
scau in the latter part of 199z as a means of connccting “14 citics in 4 countrics, principally in
France but also in Germany. the United States and Japan™ (Foresta and Mergier 1994: 80),
(sce chapter 6 for an in-depth analysis of this period). Documents and accounts from this pe-
riod arc unclear as to exactly which events fell under the banner of Artistes en Réseau and
which came under the banner of the Elcetronic Café International. This may have led to cven-
tual disagrecments between the differcnt participants and the eventual dissolution of the rela-

tionship between the Paris branch and the Electronic Café International.

™ The two had met Don in Paris through mutual friends and would go on to produce the Electronic CAFE as an
event for the 1984 Olympic games in Los Angeles. A later permanent version was established in 198g at the Santa
Monica 18th Street Arts Complex in Los Angeles (See Online research documents: Rabinowitz and Galloway
2000}. Wilson (2002: 515-516) refers to the work Hole in Space by Sherrie Rabinowitz and Kit Galloway as

“legendary in the ground it broke in geographically dispersed collaborative art.”
5 Numeris was a commercial version of the French RNIS which stands for Réseau Numérique a Intégration de
Service, 1 digital online network.

16 See Online research documents: Hellio (2005). author’s wranslation.

" ISDN stands for Integrated Services Digital Network. “In ayideoconference, ISDN provides simultaneous

voice, video, and text eransmission between individual deskiop videoconferencing systems and group (room)

videoconferencing systems,”
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By this time, telematic events organised online had shifted from collaborative drawings in the
style of a “cadavre exquis” — where a drawing would go back and forth between artists, alter-
ing the drawing each time - to online performances with musicians such as Luc Martinez in
Nice, France or videoconferencing events. The pedagogical dimension of these events was
also never 1o far from Don’s concerns. In 1994, Don already expressed an interest in produc-
ingan Art and Science course online that would later appear as a project in the Souillac I re-

portand contribute to the template for the Global Threads project™.

The difficulty in identifying Don as an artist resurfaces again here. Many of these works did
not involve “his” artworks because they involved the participation of a number of other artists
and support personnel even though Don played a significant role in sclecting, designing and
coordinating aspects of the event or artwork. By 1996, both Georges-Albert, who had recently
been appointed to a teaching position in Nantes, and Don expressed frustrations with what
they perecived to be government and commercial resistance ata national and international
level to supporting artists” high bandwidth nctworks. They also felt that the exertion of inde-
pendently solving logistical needs for cach networked project was too much strain. These ob-

servations led them to abandon their artistic projects and focus on other directions™™:

“And we said to each other: ‘You knaw, we're still doing the same thing. Even though we
switched into performing arts and we're getting better and the bandwidth is a litile bet-
ter, we're still basically doing the same thing.” And | said: ‘Yeah, you know, we really
have to get past this technical mess. We have to make the technology transparent and
just go right to the content.” And | said: ‘The only way we're going to do that is fo get
institutions that can handle this connected and get permanent spaces where peaple just
walk in and turn on a connection like they do a light.””2° (Don Foresta, 31 January

2008)

Despite their decisions to move from the cadavres exquis to video and dance online, they still
felt that the interrelated conventions that enabled their work were too repetitive. They blamed
the cause of this problem, for the most part, on technical limitations. It was this diagnosis that
informed Don’s choice to shift from organising punctual events to a quest for a permanent

online network for artistic experimentation,

8 See section 5.7.3 for more details on the Global Threads project
"9 In interviews, both Don and Georges-Albert identify this moment as significant in their careers, Don also
recounts this event as one of the early moments that shaped his interests in MARCEL.

“20 The third of lour inlerviews with Don Foresta was conducted in his residence in Paris, France on the 31 Janu-

ary 2008,
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In Don’s quote above, he explicitly referred to transparency (see chapter 4) as a permanent
broadband network. In this case, transparency was articulated in a positive fashion: as some-
thing that allows the artist to “go right to the content”. Georges-Albert and Don’s frustrations
were nol unique as a number of the artists from that period (sce section 5.8) encountered dur-
ing this study related similar frustrations about the level of complexity in getting connected
with sufficient speed and quality. In written accounts or in interviews, Hellio, Georges-Albert.
and Don related how one of the main challenges for members of Electronic Café International
was to continually solve technical issues in order to maintain connections. In this sense, the.
wandering cye brought-on by maverickness allowed Don to search elscwhere for other tech-
nical solutions that cnabled them to remain connected “transparently”. The solution devised
resurfaced the issuc identificd in my theoretical chapter (chapter 2) in which maverickness is

articulated in relation to the need for greater ICT standardization.

The way in which Don chosc 1o stop producing events also demonstrated how the maverick-
ness extended beyond the artist’s role. Don set out to look for ereative affordances and means
ofidentifying and contesting cstablished standards despite the fact that he had stopped pro-
ducing and curating cvents. Georges-Albert and Don did not see themselves at this point as
artists, but as sympathizers or cnablers. Arguably, it was not the role of the artist that was
Don’s sustaining resource among other artists and enthusiasts but his maverickness — his
sceming ability to intuit or predict future developments in ICTs and their relation to art and to
articulate contention of established conventions. But such a characterisation of Don’s indi-
vidual relationship to the artist role and experimentation with technology may oversimplify
the diversity of working as an artist with new ICTs. He had no formal training as an artist and
so much of his work was as a tcacher, supporter, facilitator or curator of artistic work. In this
sense, maverickness extended beyond the frame of the artist as producer of artworks and into
other related working practices. Maverickness was not conducted as a uniform prescription
for artistic practice but instead found many different and, in some cases, competing manifes-
ations. The following scction explores one such practice in Don’s art world carcer, namely

teaching.

5.6 Teaching: maverickness in the classroom

At this point in the chapter, the construction of Don’s carecr thread runs the risk of overem-
phasising individual initiative over contextual support and constraint. A significant organisa-
tional tic throughout his career was the academic environment, specifically University Art de-
partments and Art Schools. Upon leaving the American Cultural Centre in 1976, Don also
helped ereate the firstvideo art department in France at the Ecole Nationale Supéricure des

‘Arts Décoratifs (ENSAD). Don’s status as an carly proponent of video art in Paris art world
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. circles and ties to internationally recognised video artists in the United States made him an
expert in this new emerging art world. Part of his work in cstablishing the department in- - -
volved creating an ideological programme and assembling a series of technical support struc-
tures for training such as video cditing suites. His ideological programme was in large part
consistent with his vision of a video art world/television art world dialectic presented in sce-
tion 5.4 above (see also 5.6.1 for an in-depth consideration of writings on the matter). Work
within the department also allowed him to invite recognised contemporary video artists to
work in the department. This was the start of his work as an academic, a continuous involve-
ment that was still underway over the course of my participant observation from September

2005,

Marshal McLuhan’s theorics served as a significant intellectual influence along the way, par-
ticularly in formulating an argument for the artist as an “educator of pereeption™2, This
meant that it was through the work of the artist that new ways of perceiving, and thereby un-
derstanding, the world werc possible. Arguably, Don’s pedagogical and artistic work were
linked to an articulation of new formative experiences with ICTs. Despite Don’s emphasis on
the importance of focussing on the production of content in the previous section, he re-
maincd consistently preoccupied with the affordances of media form: artistic innovation was

brought about at the level of transforming the art world conventions of the media form.

Don perecived teaching as a good way of supporting art work (Foresta 1977). Teaching also
afforded Don the opportunity to identify collaborators. Many a student encountered in the
classroom would later become a co-conspirator in artistic projects. One of his students at EN-
SAD in 1986, Georges-Albert Kisfaludi, became one of Don’s long time collaborators, first
working with Don’s independent company, the Internct Media Consultants, later becoming a
partner in the development of the European hranch of the Electronic Café International,
Artistes en Réscaux, and the Laboratoire de Langage Elcctronique. What is more, tcaching
scrved as an carly introduction to aliernative networks of distribution, particularly for vidco
art works. Work within these academic circles arguably represented access to a different, yet
interrelated, well-funded and stable network of individuals and resources from video art
worlds. Creating a vidco art department was both consistent with media categorisation in the
arts and allowed him timc and resources to better articulate the classifications of conventions

of media form. As he would fater explain in his book Monde Multiples:

1 Although retired, Don continued to give lectures and seminars in France and in the United Kingdom.

2 There are 13 direct references to McLuhan in the documents analysed, 10 of which explicitly refer to the artist

as an “educator of perception”.
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“As a video art professor during its early days as an art form, | had fo develop a logic and
u philosophical basis for the works produced in the field. | wanted to present a semblance
of order and continuity to students concerning late 20th. century creativity. Meanwhile,
meore and more artists were appropriating - in often random ways — the instruments born

of these new technologies.” (Foresta 1991b: 7, author’s iranslation)

Seen in this light, the construction of the art world dialectic between video art and commercial
television was partly a means of providing “a semblance of order and continuity”. Over time,
he carned a summa cum laude doctorate in Communication Science from the University of
Paris 2 and was named Chevalicr of the Order of Arts and Letters by the French Ministry of
Culture in 1986. In 1995, he founded the Laboratoire de Langage Electronique in collabora-
tion with Georges-Albert Kisfuludi while he worked as a Professor in the interactive multime-
dia department of I'Ecole Nationale Supéricur d’Arts, Paris/Cergy. This was a network simi-
lar to Artistes en Réscau but was presented as a more permanent infrastructurc between aca-
demic art departments in France — Bourges, Cergy, Lyon, Nancy, Nantes, Strasbourg (see
chapter 6). Its objectives were mainly pedagogical and included developing interdisciplinary
programmes, particularly between artists and engineers through assigned technological col-
laborations on projccts (Deshayes ctal. 1998: 98-113). The students were asked to collaborate
in groups to producc artworks. A report published by the Ministry of Culture in 1998 examin-
ing media teaching practices in France noted the extent to which Don’s philosophies occu-
picd a central role in his teaching. It deseribed Don’s teaching style as highly personal and
distinctive (Deshayes et al 1998: 100). The philosophy outlined in the report was relatively

consistent with the principles enumerated in his book Mondes Multiplcs (sce below).

Students at ENSAD, and other Art Schools such as the Ecole Nationale Supéricurc d’Arts
Paris-Cergy, the National Studio of Contemporary Art in Le Fresnoy and the Wimbledon
School of Art would contribute members to the MARCEL Network. All of the four former
students interviewed for this study who had also collaborated with Don over the course of his
carcer brought out Don's ability to predict the future of technological development as an in-
dicator of his ability as an artist and a tcacher. It was this prescience that they, among others,
suggested as one of his main qualifications as a collaborator and teacher. Don scemed to have

the ability to synchronize his appropriation of media forms to technological development.

By this point in Don’s career, namely between the early to mid-19gos, many of the clements of
the MARCEL Network arc already hinted at in the interviews and texts sampled: research
laboratorics for artistic cxperimentation, advanced network connections for exchanges be-
tween artists and audiences. But his experiences working with SSTV and other ICTs, in com-

bination with his experiences working in academia, led him to adopt a broader stance on
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. technology as media forms. His book, Mondes Multiples would allow him o develop these

idcas further.

5.6.1 Mondes Multiples

Don handed me a signed copy of Mondes Multiples as a gift in November 2005. The book was
published in 1991 by Editions BaS and co-cdited by the Fondation Européenne des Métiers de
I'lmage ct du Son. It represented the maturation of his reflection on the relationship berween
art and science that had alrcady become a Ieitmotif'in his teaching, publications and artworks.
Much of the book attempted to establish parallels between the nature of scientific rescarch
and innovation with that of artistic practice. Among the many theories and concepts deployed
to examine the claim that scientific and artistic innovation were similar was Kuhn's conceptu-
alisation of the paradigm as a “set of theories about reality based on an arrangement of univer-
sually accepted facts™ (Foresta 19gib: 17, author’s transtation). Don used the concept of the
paradigm as a means of bridging theorics of relativity from physics with cognitive theorices of
subjective human pereeption and expression. The title of the book is itself attributed to Hugh
Everett’s “Many-Worlds™ theory of quantum mechanies (see, for example, Foresta 1ggta:
140). The objective of the book, as stated in the introduction was to explicitly define sucha

vole by claborming its ties to scientifie rescarch:

“This book attempts to understand the artist’s and the scientist’s role. To see how their dif-
ferent visions of the world penetrate humanity’s collective subjectivity in order to represent
objective reality. This will lead to the adoption of a new attitude towards science — now
conscious of its fallibility, but also of ifs creativity — and redefine the contemporary artist’s

role as a researcher.” (Foresta 1991b: 8, outhor’s translation)

The book was written as a kind of manifesto that defended the importance of the artist’s role

in the process of innovation for ICTs and their subsequent appropriation. Although the book
dealt with collective aspects of rescarch, both the artist and the scientist were referred to in
the singular, third person. Both the artist and the scientist were deseribed as individual moral
actors whose work shaped and would continue to shape human pereeption and understand-
ing. Justas Nam June Paik typificd the maverick video artist, scientific thinkers such as Fin-
stein were presented as mavericks for their soctal worlds; able w bring about radical social and

technological transformations.

The seventh and eighth chaprers of the book developed Don’s conceptualisation of the artist’s
role as rescarcher and communicator. The role of the artist was articulated as one that at-
tempted to break with existing traditions, bringing about artistic innovation. This innovation
was then linked to the transformation of pereeption and pereeptual abilities. “To understand

the human condition and to communicate a personal vision of the work and new pereeptions™
160



{Foresta 19g1b:11g, author’s translation). The artist’s role was clearly equated to the maverick:
artists, by the very nature of their role, strove to produce innovation and challenge the status
quo. It was in this sense that Don perceived a problem in the art world of television: the exclu-
sion of the artist, not as producer of cultural artefacts, but of the artist as instigator of cultural
innovation and change through experimentation with conventions. The constraints brought
into play by television’s conventions and standards appeared to Don to have limited the de-
gree to which the artist could exercise maverickness, Mondes Multiples represented Don’s
aﬁcmpt at extending beyond a dialectical opposition between two art world conventions of

media forms into a generalised articulation of the artist’s relationship to 1CTs.

Although Don alludcd to the work of other artists and scicntists to support his arguments,
they were recruited more as classificatory typologies rather than as allics in a struggle over
competing art world participants. Necessarily, by sclecting such individuals Don suggested
preferences and ideological alliances. But instead of fortifying a position within the video art
world in order to increase his standing among its other participants, he extended his reach to

include multiple media forms.

For Don, the artist’s main conceptual tool is intuition. The artist was presented as an individ-
ual who reflected society through his or her creative freedom and tapped into personal subjec-
tivity as a resource for artistic expression. Don’s articulation of maverickness depended on
the combination of art and science as contrasting yet analogous open-cnded, rescarch prac-
tices, Paradigmatic worlds of pereeption and expression were produced by cach individual
artist through their subjective interpretation of the surrounding environment, The maverick-
ness of the artist instigated a kind of perpetnal secking out of experimentation fuclled by

technology:

“Technology creates tools for a specific purpose which responds to specific demands. The
artist invents other functions for these toofs, taking them beyond their initial purpose and,
in doing so, make the technology progress. He socialises the machines and technologies by
attributing to them an aesthetic role that in some coses requires some ameliorations and
changes to which the engineer must respond. This has often taken place in the field of elec-
tronics. Artists that | have spent time with have gone through three successive creotive
phases which will be repeated in all future technological innovations to come. First of all,
they introduce themselves into the technology by playing with it. This is seemingly the best
way to overcome the infimidation brought on by the technology’s complexity. Then,
through experimentation and production, they master the technology. As of that point, they
have passed onto inventing and collaborating in the development of new systems to re-

spond to their creative needs.
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{...] At this stage, the artist accomplishes a part of his duty to society as researcher by inte-
grating a certain vision of technological systems into the human environment. These tech-
nolagies are no longer passive tools at the service of predetermined human needs but be-
come a part of an active system evolving in step with humanity that is subsequently an in-

tegral part of human culture.” (Foresta 1991b:130-132, author’s translation)

This extensive quotc, at the end of the seventh chapter of Mondes Multiples, summarised
Don’s asscrtion for how the artist should conduct a relationship with ICTs™3. The three
stages of the relation progressively shified from a stage wherein the artist assumed the role of
the user of technology to one where the artist assumed a designer role. The user role was not
ncgated. Instead, it was presented as the embryonic stage from which the artist could grow to
master a technology and, subscquently, take on the designer role. Don prescribed artistic
conduct as a process of developing mastery over the tools used - a mastery typificd by the abil-
ity 1o modify the tool itself. The artist was regarded as being imbued with the capacity, cven
duty, 1o contest established conventions. This contention would, in turn, produce a new
monde as a result of the artist’s creative vision. The clearest representation of this double role
was manifcsted in Don’s reading of Marcel Duchamp’s Trois Stoppages-Etalons - French for

“three standard meters”.

“In 1913, Marcel Duchamp reprised the idea of man in a simple yet pertinent way in his
work « Trois Stoppages Etalons ». It consisted of a series of works he created by letting a
number of meterfong strings fall from the height of one meter. He preserved the results of
this experiment by producing new wooden meters whose edge reproduced the shape cre-
ated by the falling thread. By constructing new standard mefers, he manifested the exis-
tence af numerous ways of measuring the world and the fact that each of us, in our way, is
a measure of man - a standard meter. The subjectivity of perceptian furnishes each indi-
vidual with his own measure of the world. Communicating these diverse measures defines
reality. Like the artist, we constantly create our own vision of the world. We, however, are

often oblivious to the degree of this subjectivity.” (Foresta 1991b: 106, author’s translation)

Cenrral in thisaccount is the artist’s unencumberced ability to produce new standards for

measuring'. Don’s interpretation of Duchamp’s representation of the individual as a meas-
urc of worlds provided an insight into how Don used the artist’s capability to conduct maver-
ickness to measure a media form’s worth as an art world convention. Applying this linc of ar-

gumentation to an example: by denying the artist a central role in defining/contesting the

25 The three stages reappear in the Council of Europe report (Foresta et al. 1ggs).
A4 Duchamp’s artwork later functioned as the inspiration for the iconography of the MARCEL Network’s web-

site (see chapter 6).
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conventions of television as a media form, television art world actors remained oblivious to its

potential.

Subsequent academic work and publicly funded research led Don to refine his theories cven

further. A text produced for Revue d’Esthétique with the help of Alain Mergier (Foresta and
Mergicr 1994) and later an extended study for the Council of Europe with Alain Mergicr and
Bernhard Sercxhe (Foresta et al. 1995) provided insight into Don’s progression from his con-
ceptualisation of Mondes elaborated in Mondes Multiples to that of a communication space.
Hcre, the analogy of space was extended to the point of describing “a new geometry” for
communication between multiple actors using digital information communication technolo-

gies.

1t was via this metaphorical usc of space to describe 1CTs that 1 would argue that Don articu-
lated a particular moral and aesthetic conduct of maverickness as a relationship between the
artist and 1CTs as a media form that 1 will refer to as squatting. Don made no use of the term
squatting in any of the written work analysed in this chapter other than in passing in an inter-
view in 2007 (Tiffon 2007). But over the course of the participant observation, | witnessed
him make use of the term repeatedly including at the MARCEL Managers’ Meceting (sce sec-
tion 5.2). He used the term to describe a kind of “pre-emptive appropriation” of the network
as a communication space. For Don, the lesson to be learned from video art and similar cases
of media forms appropriated for the production of artworks throughout history was that ap-
propriation had to take place in the carly stages of the ICT’s development, before the media
form could be constrained by other social forces into established conventions and/or stan-
dards that constrained the artist, By engaging at an carly stage with engincers and commercial
partners that would develop these 1CTs, he hoped to design a flexible ICT, thereby ensuring a

placc for the artist’s maverickness.

5.7 Building a Space: Souillac and MARCEL

After his decision to “stop being an artist”, Don dirccted his cfforts towards political and cco-
nomic means of developing a permancnt high bandwidth network informed by his articulation
of the media form of online digital networks as a communication space and a fundamental
privileging of the artist as agent of change. Don’s professional frustration with the contin-
gencey of networked installations and his theories of squatting came to coalesce in the mid-
1990s. With this merging came the identification of a permancnt broadband network in the
style of a laboratory space. The most significant step towards achieving such a goal was his
contribution to the organisation of the Souillac Conferences in Souillac, France and the even-

tual publication of the Souillac Charter for Artand Industry.
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5.7.1 Souillac Meetings

The idea for the first Souillac meeting took shape during a conference in London organised -
by Jonathan Barton at the LSE’s Information Society Obscrvatory in December of 1996. The
meeting was arranged by Don, Fernando Lagrana for the International Telecommunication
Union (ITU) and Jonathan Barton from the LSE, with the support of the city of Souillac and
the Midi-Pyrénées regional authority, for July 19g7. In all, 20 participants from nine different
countrics attended. This included representatives of arts organisations such as V2 of Rotter-
dam and MIDE in Cuenca, representatives of the European Commission in Brussels and the
ITU in Geneva. The meeting was presented as an opportunity to propose a “dialogue between
artists and the telecommunications industry, with the involvement of governments and inter-
national organisations, on the importance of artistic creativity and the new forms of expres-
sion available through advances in telecommunications” (Foresta and Barton 1998: 226). The
resulting charter presented the artist as an “advanced user” - a kind of resource for experi-
mentation with ICTs. Arguably, the charter’s principle objective was to articulate and dis-
seminate the notion of the artist as maverick uscr -~ as an agent of technological and cultural

innovation:

“The artist pushes to extremes the communication tools chosen, inventing new tools in the
process. The sum of artistic production in a particular medium usually makes statements

about the direction that medium is taking, but industry has often been unaware that this

type of artistic exploration has led to much invention in both content and hardware in the

use of the new toals.”(Foresta and Barton 1998:226)

For somc, like the art historian and curator, Julian Stallabrass, the Souillac Charter for Art
and Industry was symptomatic of an online culture “governed by the various dilutcd forms of
Western European social democracy” (Stallabrass 2003: 78). Stallabrass argued that it repre-
scated a further “technocratisation” and “instrumentalisation” of art tied to corporate inter-
csts. But his critique also underlined the similarity between his reasoning and Don’s argu-
ment for the centrality of artistic agency in the appropriation of ICTs. Stallabrass’s suspicion
of commercial and political intercsts was tied to individual artistic freedom and of constraints
on the openness available to the artist. Nevertheless, given Don’s suspicion of and frustration
with tclevision, one must acknowledge Stallabrass’s argument if only becausc such a jointat-
tempt to gain corporate support scemed to contradict Don’s own suspicions towards corpo-
ratc involvement in the arts. Over the course of the rescarch | was given two justifications for

the Souillac Charter that. with the benefit of hindsight, made it fit into Don’s career.

Firstly, the charter was a product of its time. Still in the throes of the Internet Bubble and with
successful collaborations under their belt, its instigators and the other participants of the first
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Souillac meetings were testing the waters for a more explicit engagement on the part of indus-
trial partners for artistic experimentation. Companies like France Télécom had been signifi-
cant contributors to such works since as far back as the Venice Biennale of 1986. In an inter-
view with Georges-Albert Kisfaludi, he suggested how much of his and Don’s carly work had
been possible because of commercial sponsorships. They could both recall working with en-
gineers from rescarch labs. Both belicved the latter saw in such collaborations the opportunity
to promote new technologics. They also believed that these collaborations had been possible
because expcrimental ICTs served little or no commercial application at the time. As
Georges-Albert suggcsts; whilc recounting his and Don’s time collaborating with Créanct. a

research arm of France Télécom:

“So what was pretty amusing was that we were confronted with engineers who had all
sorts of technical gadgets, technical discoveries, and they didn’t know what to do with
them. They hod developed these things, these intelligent communicating objects. So you
have a badge, | have a badge. If we're in empathy because our heart rates are similar,
our breathing or our heart rate accelerate - because we see @ woman — then a light

goes on or something like that.”'2% (Georges-Albert Kisfaludi, 30 January 2008, author’s

translation)

But Georges-Albert specified that, at the time. his and Don’s suggestions scemed to fall on
deaf cars. One of the conclusions they drew from these experiences was that they neededto
influcnce thosc administrators who would evaluate the worth of these exchanges. Addition-
ally, such collaboration was nceessary in the eyes of Georges-Albert and Don because of the
high cost of hardware and connections at the time, not to mention the level of sophisticated
cexpertisc needed to sct up the connections themsclves. The Souillac Charter served to publi-
cize previous industrial/artistic exchanges such as Créanct as a working practice for other

interested partics (sce Chapter 6).

Sccondly, the Souillac Charter represented the artist as an “advanced user” — one who made
morc demanding and complex usc of technologics —and an unrestricted free agent cmbarking
onarescarch programme. 1t stated that such a programme could not be pre-determined nor
cven be influenced by commercial or government interests. Thesc institutions could only pro-
vide support in the hope of one day reaping the benefits of the artist’s advanced experimental
practice - hardly an instrumentalisation. For the Souillac Charter’s signatorics, collaboration
with government and industry was not a threat as long as artistic rescarch and the artist’s indi-

vidual freedom to experiment did not come undcr fire:

'35 The interview with Georges-Albert Kisfaludi was canducted in French in a bookstore in Paris, France on the

30 January 2008,
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_ “The artist con provide innovation in the process of creoting relevant and useful communi-
cotion tools through experimentatian in o wide variety of directions without any immediote
practical application. This process brings obout diversity in systems, equipment ond appli-
cations from processes usually intended for one purpase, ond dramotically demonstrates

ather potentials (and limitations).” (Foresta ond Barton 1998: 227)

Some, like Fernando Lagrafia of the ITU, expressed how they felt that it was this uncompro-
mising aspect of the charter that made it more difficult for industrial partners to implement its
declarations as some form of collaboration. Subsequent Souillac meetings addressed more
pointed artistic interests (see chapter 6 for a more detailed account) such as discussions sur-
rounding an artist’s online rights and the relevance of concepts such as “authorship, original-
ity, artistic appropriation, ownership and public interest with the context of new working
practices™26. Artistic agency did not come into conflict with such an examination of legal or
policy frameworks concerning online authorship. In fact much ofits implicit focus was argua-
bly towards strengthening the artist’s individual subjective agency online — exploring options
for a less restricted flow of intellectual property while cnsuring that artists werce able to make a
living from their labour. Don continued to usc the Souillac mectings to refine his own con-
ceptualisation of the artist’s role in his teaching and in his participation in the MARCEL Net-

work.

5.7.2 Coordinating the MARCEL Network: National Studio of Contemporary
Artin Le Fresnoy

To date, Don’s carcer was developed in a way that involved the prescription of maverickness
and its articulation as a relationship between artists and [CT's through different work practices
such as teaching, curating, writing, and producing arcworks. But maverickness was not some
external, intangible force guiding his work from the outside. A closer look at his carcer sug-
gests that Don was able to fashion his own brand of maverickness which he occasionally re-
ferred to as “squatting”. This type of maverickness was developed over the course of his ca-
reer as a means of estahlishing an artist’s working relationship with media forms as communi-
cation spaces. The following section details his efforts to squat high bandwidth academic net-

works as 1 space for artistic practice.

In October of 1999, Don began work at Le Fresnoy, a national studio for contemporary arts in
the city of Tourcotng in northern France. Le Fresnoy functioned as both a production studio
and graduate school for artists working within art worlds such as film, photography and those

relating to digital ICTs. Part of the studio’s cachet, as its Director Alain Fleischer claimed,

20 See Annex 1 MARCEL Archive ooi25 - Souillac Group (2000). Authorship in the New Communication

Space, Souillac, France: Souillac Group, p. 3.
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was that unlike most art schools in France, its faculty was composed entirely of visiting teach-
ers who worked there for a maximum of two years. In exchange for their work at Le Fresnoy,
the visiting teachers received support from the studio staff and students to produce a project
of their own choosing. Fleischer was familiar with Don’s early work at the ENSAD and his
work using SSTV; having been one of the artists who worked closely with him at the Paris Bi-
ennale, and on the Art en Réseau project. According to Fleisher, Don had not been invited to
teach there as an artist because he did not produce artworks. Nevertheless, Don had demon-
strated a sufficient amount of intuition about the artist’s role in relation to ICTs that Fleischer
hoped Don would help the studio develop the new possibilities of digital networks as a media
form for artistic work. The two agreed that, despite not being an artist, Don would neverthe-

less “produce something™7 (Alain Fleischer, 12 February 2007) during his stay.

Don’s initial objective while working at Le Fresnoy was to begin construction of a permanent
broadband network space. But this installation was complicated by two circumstances: the
first was that the school was not equipped for high specd Internet connections. Because of the
way RENATER, the academic network in France, had been designed, Art Schools such as Le
Fresnoy did not have direct aceess to high speed connections (Jaume-Rajaonia et al 2003:
103-123). This meant that Don and his collaborators, including Georges-Albert Kisfaludi,
spent a considerable amount of time and effort convincing the proper technical and adminis-
trative representatives to get connected, some of whom “dragged their feet” on the matter.
Over his two years there, Don eventually managed to sceure a room in Le Fresnoy for the

connection:

“They emptied out a store room for me. We built walls and | had a space that was ten
meters long and five meters wide. The end of the space was a screen with a rear projec-
tor. The back of the... The entrance of the space was a black curtain thot we used to hide
the equipment so that we had just visuolly empty space that theoretically was prolonged
in the other space.” (Don Foresta, 1 May 2007)

The second difficulty for Don was that he would only be present as a member of the faculty for
a maximum of two years. His eventual departure meant that he could not personally ensure

the spacc’s online and offline ‘permanence’:

[...] | left because my two years were up and | went back there for an event that we had
planned to inaugurate [the space]. Which we did, again, with Luc Martinez, Georges-
Albert and myself and students from Le Fresnoy. And it was quite a successful event and |

realised that they had locked my space up. They had locked it up with all of the equip-

"*7 The interview with Alain Fleischer was conducted in his office at the National Studio of Contemporary Art in

Le Fresnoy, France on 12 February 2007.
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_ment in it besides. Which is completely idiofic. And | said to Fleisher: “Why don't you at
least give the key fo some students so they can do it¢” (Don Foresta, 1 May 2007)

One of the students who gained access to the rooms was Slavica Cerpovick of Ryerson Uni-
versity in Canada who would eventually use the room to produce Melt (see chapter 4). It was
during Don’s stay at Le Fresnoy that, over time, the projects developed at the Souillac meet-
ings camc to be known undcr the banner of the MARCEL Network. While the technical and
administrative challenges for the high bandwidth connection were being resolved, Don, his
collaborator Gabriella Kardos, and other artists and students began the work on designing the
MARCEL website (sec chapter 6 for a more in-depth study of this work). The work at Le
Fresnoy, with the support of students there, laid the groundwork for MARCEL. By the time
his two years there came to an end in the summer of 2001, Don had alrcady been accepted as

an visiting researcher at the Wimbledon School of Art in the United Kingdom.
5.7.3 Coordinating the MARCEL Network: Wimbledon School of Art

On 1 October 2000, Don was awarded a three-year Arts and Humanities Research Board
(AHRB, later renamed the Arts and Humanities Rescarch Council or AHRC) “Fellowship in
the Creative and Performing Arts™ through the Wimbledon School of Art™#® Rescarch Centre
for the following academic ycar. The fellowship’s proposal, “Artistic Exploration of High
Band-Width Networks”, had been developed with the help of the School in order to continue
to develop the work initiated at Le Fresnoy. Over he course of the fellowship, Don would

have to file a number of reports to the AHRB in which he indicated his aims and objectives™

“The research programme’s objective is fo integrate the performing arts into the interactive
virtual space provided by high band-width networks (beyond internet), to develop and en-
courage the synthesis of the performing and plastic arts in interactive practice, to explore
cross-disciplinary approaches in both artistic and technical fields, and to assure the pres-
ence of artistic experimentation and cultural content in the developing communication

systems.”12?

It was during his time at Wimbledon that, for Don, the MARCEL Network took shape:

[...] “MARCEL actually started in 2001 in December with that first connection between
Ryerson and Wimbledon, and by that time we had already made the decision for piggy-

backing the academic network, working through institutions, and using the Access Grid

138 Later renamed the Wimbledon College of Art, see below.

4 See annex 1: MARCEL Archive ooto ~ Foresta, D. (2003). AHRB End of Project Report. Wimbledon

School of Art, Wimbledon, p.3.
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platform. Those decisions had already been made as the only way that we could, as
practicing artists, have access fo the kind of bandwidth that would make sense.” (Don

Foresta, 22 June 2007)

Because this was the period during which a connection between Ryerson and Wimbledon us-
ing Access Grid was first tested, Don classified it in our interview as the moment of the net-
work’s birth. In spite of the other early work on the website, the high bandwidth connection
quaiificd as the basic requirement for the network’s existence. Most of the connections were
initiated between the Wimbledon School of Artin London, United Kingdom, Ryerson Uni-
versity in Toronto, Canada. and Le Fresnoy, near Lille in France. As described in chapter 4,
Don and his collaborators were able to secure a location in the School’s Research Centre from
which to establish the events’ connections. By September 2002, thanks to a European Com-
mission grant rclated to the ALTERNE projeet (sec below) Don had recruited an independent
rescarch support tcam at the School. The team consisted of Gabriela Kardos as ALTERNE
coordinator (whom he had worked with at Le Fresnoy on the MARCEL website), Grzesick
Sedck as Network Manager, and Briony Pope (later Briony Marshall) as MARCEL Manager.
The three members of the team were initially contracted to work at the School two days a weck
for avear's®. At this point. according to available documents (sce methodology chapier), a
campaign for promoting Access Grid and high bandwidth inside Wimbledon ensucd. A num-
ber of cvents, presentations, and workshops were planned for staff and students in the hope
that some would develop an interest in using Access Grid for their work. Throughout these
activitics, MARCEL was presented to the School as a network for experimental collaboration
in a way that was consistent with Don’s view of how an artist should conduct his or her rela-

tionship to technology:

“For MARCEL, the network has a major role in the creative process: partners engage in
coflaborative projects over the high-bandwidth network. Here the network itself becomes a
communication space and, at the same time, a technological tool for artistic creation. This

constitutes a significant difference from the other artistic/technological networks that are

basicafly networks for information exchange only. In the past, artists have come to new
communication spaces (such as television) only after their inception. Today, with the arrival
of the high-bandwidth network in educational institutians artists can be in that communica-
tion space right from the very beginning of its usage and thus help define it before its con-

tent becomes fully commercialised. 13!

4 At the point when I met Crzesiek in October 2005 in section 4.4.1, he had been hired on by the School ina
contract unrelated to MARCEL.
3 See annex 1: MARCEL Archive ootni- Kardos, G. {2002). MARCEL and ALTERNE. Wimbledon School of

Art, Wimbledon. p.3.
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This brief passage in a document circulated within the School effectively summarized Don’s
awn combination of artistic agency and communication spaces into the practice of squatting.
But activity was not only limited to promoting Access Grids use by the School. In tandem with
the AHRB research grant, Don and the team also participated in a parallel consortium known
as Alternative Realities in Networked Environments or ALTERNE that included a number of
other partners from six different organisations across the United Kingdom, France, Belgium
and the Czech Republic. As part of the consortium’s activities, the gfoup worked with Mathias
Fuchs of the University of Salford on a project referred to as Multiple Viewpoint Teleprescnce
or as the Virtual Faculty/Global Threads project. The overall objective of the project was to
generate an online space in which well-established scientists and artists were invited to con-
tributc to a “virtual faculty™: 2 multi-media cnvironment whercin the arts and sciences could
find common ground. The specific technical objective of the project involved designing sucha
virtual space over the high-bandwidth network using a combination of Access Grid, Pure
Data, and a version of the Unreal Tournament gaming cngine in order “to create a platform
for online presentations of speakers and materials supporting the speaker”™2. A pilot version
of the platform bascd on the work of Jean-Claude Rissct was presented on 11 November 2004

at the SC Global Conference in Pittsburg (sce image 2.5 in annex 2).

The result of the project was arguably an even more explicit design of the communication
space. Instead of the “windows” style video signals streamed within distinct virtual venues as
designed for the Access Grid platform {sce chapter 4), the user created an avatar that walked
from virtual room to virtual room 1o vicw and manipulate information. The project remained
consistent with Don’s conceptualisation of the three phases of an artist’s work with ICTs as
presented in Mondes Multiples: by creating a new platform, the team was no longer “playing”
with the technology, it had moved on to mastering it and designing new applications for its
uscrs. But the team also identified a number of issucs related to the project, particularly per-

taining to the disscmination of this new platform to new users:

“In general, all the projects in ALTERNE operate in a complex technical environment which
limits their use in other areas and over other support structures. The experimentation and
production was on a very high level but confined to two virtual spaces, that of the SAS
Cube, which required the set-up existing only in Laval and that of the high bandwidth net-
work, at this point historically, limited to the academic networks of member countries. This
wilf undoubtedly change in the future and the work done will be more accessible to a
wider and wider public as bandwidth grows and the various teams move into other poten-

tial presentation spaces,”1%?

12 See Ontine research documents: Alierne (2005)

11 See Online research documenis: Sedek (2005)
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Another limitation for its distribution was due to the high cost of using propﬁetéry software
such as the Unreal Tournament gaming engine as part of the design (Access Grid and Pure
Data, being open source, did not pose such constraints). These restrictions, combined with
the limited timeframe, meant that little of the project moved beyond the experimental stage as
in many of the projects prescated in chapter 4. Similarly, the team’s promotion of high band-
width and Access Grid to staff and students at the School met with mixed results. Based on
documentation from the period as well as interviews with the team members and School rep-

resentatives, three hurdles at the School stood in the way of the team’s successful promotion

of Access Grid:

1) Rumours at the time were circulating among staff that the School would eventually be inte-
grated into the University of the Arts London. Because of this, the future of the School's
programmes, including the Rescarch Centre and its related infrastructure, were perecived
by members of the team to be uncertain, The team related an impression that few in the
School were willing to commit to an ambitious and unfamiliar project before these institu-

tional uncertaintics were resolved. '

2)The team began implementing its promotional projects in the latter part of the first aca-
demic term of 2002 after having set up their offices in the Research Centre. By this time,
most of the faculty had difficulty intcgrating the projects into their curriculum. Similarly,
rescarch projects conducted by graduate students were already well under way, leaving liule

opportunity to cxplore possible rescarch projects with these students.

3) The team encountered a number of technical challenges for coordinating the design and
usc of the relatively expensive resources needed for working with AG. As described in chap-
ter 6, acquiring and keeping track of cameras, laptops and other technical gear as well as
sccuring them for the team two days a week required a good deal of planning and “running
around”. Morc broadly, the team faced resistance on the part of the School’s Information
Technologics (IT) department. Documents available (and confirmed by intervicws with the
team and some administrative staff) suggest that representatives of the [T department were
reticent to allowing members of the tcam to modify network security parameters and band-
width scttings. In one instance, an onlinc event was cut off in mid-production because of

disagreements between the tcam and [T staff.

The characteristics of these hurdles had similaritics with the issues of organisational distance
and flexibility for artists” design and usc of Access Grid developed in chapter 4. By the end of

the 2003-2004 academic year, most of the MARCEL projects at the Wimbledon School of

-3 In 2006, “the Wimbledon School of Arts joined the University of the Arts London and renamed 10 Wimble-

don Coltege of Art” See Online research documents: Wimbledon College of Art (2007)
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Art had ceased save for an occasional connection initiated by Grzesick (sce chapter 4). Don
would not continue to work with the School despite their continuing status as a MARCEL

Node Manager until March 2006.

In the end, Don maintained limited contact with both Le Fresnoy and Wimbledon after leav-
ing, making it difficult for him to oversee the building of interest in activities with Access Grid
there. In the case of Le Fresnoy, Access Grid use, as with any technology according to its di-
rector, was evaluated more on a case by case basis relating to the students’ needs for produc-
ing their individual projects. In the case of Wimbledon, Grzesiek remained on staffat Wim-
bledon, mostly working on non-Access Grid related contracts and maintaining the MARCEL
website until its move to the University of Mainc (see chapier 6). The work at both Schools
represented one of Don’s opportunities 1o conduct his own version of maverickness that he
had developed over the course of his carecr. In this case, such a conduct was specifically di-
rected towards the mediation of Access Grid and high bandwidth. Despite this opportunity, a
good deal of the work seemed to focus on Access Grid’s promotion as a media form rather
than on exclusively contesting or developing new standards/ conventions. Maverickness de-
pended on an explicit distance between the artist and the organisation. While some teaching

work provided stable income.

I met Don for our third interview in his personal office in his flat in a Parisian suburb. In the
middlc of the carpeted room with large windows and book shelves along its walls was a desk
with an Apple desktop computer from where he now conducted most of his work as the
MARCEL coordinator. It was interesting for me to sec the room from wherc he and I had had
more than a few Skype vidcoconferences. Although retired, he spent much of his time travel-
ing and in mectings. His retirement, he explained, provided him with an allowance for time
and mobility for coordinating MARCEL, resources that he felt were not so easily available to
other participants in the nctwork who were swamped with the “regular” work of their em-
ployers. But these opportunities were also made possible through his institutional connec-
tions with invitations to colloquia and conferences to speak, along with travel and project
grants, acting as a means of mecting new people and the possibility of arranging meetings to
stay in touch with cxisting MARCEL members. His reputation as a networker was not idly
won. Incxpensive and relatively short transatlantic flights made it possible for him to stay in
face-to-face contact with connections in North America. Trips to Canada or the United States
were often extended to three or four city tours of university campuses, arts organisations as
well as friends and family. In conversations during the field work and in interviews, he ofien
stated something along the lines of “I'm not going 1o do this forever” but nor did there secm
10 be an ¢nd point in sight. The contingency of access 1o place and commitment from the in-
stitutions tended to limit Don’s commitments. But similarly, MARCEL itself, as we will sec in
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, the following chapter, followed him through these displacements. The contingent nature of
work in organisations such as the ones Don encountered involved understanding that one’s
position is not fixed nor will one necessarily leave a trace behind. When [ asked about whether
or not the MARCEL network could function without him, he insisted that it should. His
choice of title - MARCEL coordinator ~ was, he explained, a reflection of his desire to avoid

“taking ownership” of the network.

5.8 Maverickness within the art world network

This scction turns to a decper thematic analysis of the documents and interviews involving
non-artists and other artists working with the art world network to determinc to what extent
maverickness was shared among them. What is clear is that Don’s role within the MARCEL
Network was significant and that a description of the network is incomplete without a deeper
understanding of his views. As Professor Owen Smith, one of the MARCEL managers and

director of the New Media program at the University of Maine, putit in an interview:

“We've worked with Don certainly as our kind of primary contact. And, you know, I think
a lot of us are responding to Don, frankly. To who he is as a person and his vision and his
long-term interest and engagement, not only in the network and high bandwidth but in
the specific realisation of MARCEL. And | think we understand his vision, and we agree

with it and we want to help him see that come to fruition, frankly.”

[...] I think on more on a functional, sort of day-to-day level, | don't really think of it spe-
cifically viewed through Don’s vision. But, you know, during meetings or thinking more
broadly about what should MARCEL do, or what can it become, or how might it be used,
I do tend to go back to, you know, Don’s ideas and - not that it alff has to return to that
but, you know, | see them as being aware of a certain knowledge of art and technology
and art and science. That is, he’s a useful touchstone to think about, you know, ‘where is
it going?’ and ‘where might it go now?’ and those different sorts of things.”1%5 (Owen
Smith, 23 April 2007)

Of the nine non-artist actors interviewed over the course of the case study, five expressed
catcgorisations of the artists’ work as either technologically prescient and/or technically un-
conventional. In the former catcgory, the artist had the ability to anticipate future technologi-

cal developments:

1 The interview with Owen Smith was conducted in his office at the University of Maine in Orono, United States

on 23 Aprit 2007.
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“And the artist as well, you know, traditionally we see the artist as someone who antici-
pates society’s next steps or at least can really synthesise what’s going on in society and
in @ new way, and a new take on what’s going on. And often if can be rather humorous
or you know, redlly, you know, dramadtic. [laughs] “*(Jonathan Barton, 29 January
2008)

This catcgory matched well with Don’s own articulation of squaﬁing in that it depended on
the inwitive identification of future ICT standards. The artist in this category was to some
extent compelled to predict and/or produce new social or technological developments. In the
latter category, the artist was classificd as having expertise rom another social (art) world.
These abilities were pereeived to be productively deployed when integrated into a collabora-

tive process of ICT experimentation:

“One of the things that | thought ortists were doing that was very interesting was accepi-
ing the fact that these networks were imperfect, they infroduced delay, they introduced
jitter, there was a possibility of breakdown in communication. This is part of the artistic
process. But artists are trained fo do that, scientists are not.” (John Brooke, 5 March

2007)

“And it's amazing really because you don‘t even think... you don’t even think that you're
doing things in a certain way. You know, ou just think: “I’'m doing what | want.” You
know. [...] So that's the jab of an artist probably, isn‘t it¢ To break things up and to make
you look af things in a different way. And that’s what she did. She just came in and said:
“Let's get rid of that, let’s get rid of thal, let's change that, let’s change that, it’s far more
inferesting if it does that. Can | put video in2” (Mike Daw, 5 March 2007)

The two quotes above, arguably represent an outsider’s perspective on maverickness: that is
of the artist “being” unconventional. The artist was valued in the process of experimentation
because of how her expertise contrasted with the scientific expertise or user habits of other
participants. In cither case, maverickness was not articulated as a constraint or hindrance to
experimentation but as a positive resource, onc that could be harnessed for technological in-
novation. Nevertheless, some respondents did qualify their answers, specifying limits to the
cxtent to which maverickness could be taken before it became an impediment to collabora-

tion.

Bascd on my cncounters with artists over the course of the research, Don was not alonc in ar-

ticulating a dialectical relationship between two or more art worlds. Other artists expressed

136 The interview with Jonathan Barton was conducted in his flat in Paris, France on 29 January 2008.
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similar arrangements. As Ruth Catlow from Furtherfield explained in one of the Independents :
meetings (see chapter 6), the arts group established itselfin opposition to the Brit Art move-

ment of the early 1990s:

“We kind of grew up just as Brit Art was really taking off. And this, for us, provided a
rather kind of smothering culture. And we kind of got started because we wanted fo share
our enthusiasm for works that we thought were really interesting and that deserved a plat-

form and that deserved to be seen and to be talked about that kind of couldn’t break
through this very kind of star — celebrity based kind of culture that was kind of springing

up in a fairly horrible way in our view.”’37

Just as in Don’s dialectical construction of television and video art worlds, the artist repre-
scnted an opposing art world that scrved as a means of providing references for her work.
Other artists and directors of art departments expressed an identification with canonical fig-
ures stich as Marcel Duchamp and Nam Junc Paik that suggested an affinity to Don’s under-
standing of art. Nor was Don alone in facing the carly challenges of getting connccted. Kelli
Dipple cxpressed similar challenges for getting online in the mid and late 1ggos. Because of
this, she agreed to some extent with the importance of collaborating with other disciplines.
She also presented similar instrumental arguments for the value she could bring to such col-

laborations:

“And it was these things that I noticed [about AG] that I think [the director] went: “Ok,
that's really relevant and interesting, and valuable to what we're trying to do.” Because
he wasn't looking at it from quite the same perspective as the scientists were using it. He
wos looking at it in terms of development and computer science research and how to im-
prove the technology.” (Kelli Dipple, 11 May 2007}

In the casc of the artists encountered, many expressed their relationship to technologics as a
complex one. Although, as in the quote above, maverickness was in some cases a resourec,
providing the ability to question standards relating to the design and usc of ICTs or to be lev-
craged into access to organisations or other resources, work over time with 1CTs also repre-
scnted a strategic and, arguably, an emotional investment. Conventions relating to the design
and use of ICTs were not so casily taken up or discarded (sec also chapter 6). As with ICTs,
some artists expressed the need for organisational support from other art world actors, that is,
thosc who could ensure that the artist maintained organisational distance from his or her en-

gagements with the spaces that were engaged.

w7 See Online research documents: Catlow (2007)
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Of course there’s larger politics. [...] | don‘t know, I think you’ve got to transcend that: all
those issues to actually get fo the real reason why you're doing it. And I think, you know,
that @ good curator will take those... The artist's issues and concerns on board before
they start. And | certainly, myself, see it when it's not going the way it should be going. .
(Paul Sermon, 13 July 2007)

Artists working with high bandwidth ICTs dcployed similar arguments to Don’s view that
early experimentations with AG or similar media forms held the promisc of discovering ways
in which artists could appropriate high bandwidth academic networks, such as JANET in the
United Kingdom and Internet2 in the United States, in order to produce artworks. Jon Ippo-
lito. onc of the members of MARCEL from the University of Maine, stated in a posting on the

Ncutime mailing list in March of 2005;

“If the "official” Internet2 consortium is @ symphony orchestra in tails, the MARCEL network
is a makeshift performance troupe. Internet2 has 200 university and corporate sponsors;
MARCEL has a motley crew of artsy scientists, network performers, and Jitter jocks. Inter-

net2 uses stable high-bandwidth videoconferencing for the privileged participants and net-
cast for everyone else; MARCEL uses the rickety Access Grid platform, which permits all

users fo participate af the same level.”'%8

Here was an outline for a maverickness suited to an art world network’s design and usc of Ac-
cess Grid. Its extensive tics to academic high bandwidth made it inaceessible to many (see
ALTERNE projcct above and chapter 4) and, thercfore, susceptible to accusations of being a
reserve of those in the “ivory towers” of academe (see chapter 6 seetion 6.4 ). But by squat-
ting thesce very same academic networks, MARCEL could arguc that it contested its design
and usc by these very same academics. Such a contention could also be categorised within the
wider debate around “net neutrality” (Mansell 2008, Owen 2007, Showeroft 2007) and con-
cerns related to the implementation of IPv6 and how it could affect artists” ability to produce
and distribute their work. The contrast between the “symphony orchestra” and the “perform-
ance troupe” suggested a choice between a stifling order or efficiency and a grassroots cgali-
tarianism consistent with tactical media movements expounded by the likes of Garcta and Lov-
ink (1997) or Galloway (2004). It was therefore possible for Access Grid to be used by the

MARCEL Netwwork as the contention of a standard design and use by academic networks.

138 See Online research documents: Ippolito (2005).
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5.9 Conclusion

As part of the research, this chapter set out to combine an historical construction and the-
matic analysis of Don’s writings, interviews, and participant observation in order to determine
to what extent his articulation of maverickness, as a form of discursive conduct, shaped of the

artist’s relationship with ICTs.

This thread offers only a very partial narrative of a life and a carcer. Don Foresta was not an
automaton whose single purpose in life was to perform the role of the artist. He is also a fa-
ther, a husband, a friend and competitor to scores of other individuals. His articulation of the
artist role provided only a partial skctch of some of his many needs and desires. The artist role
as witnesscd in Don’s career was not fixed or easily defined. His adherence to the role, as ex-
pressed by him and those around him, fluctuated. Simply put, he was constructing a role for
the artist even to the extent that he was not necessarily embodying it. 1t was important to make
room for such deviance as it demonstrated the situated and situating nature of roles: at times,
individuals chosc to dispense with such roles if they fecl it is to their bencfit. However, acon-
sistency that transcended Don’s understanding of the artist’s role was its articulation as the

conduct of maverickness.

Maverickness may be understood as a mode of conduct that continually struggles to assert
artistic frecdom through the contention of conventions. Don’s particular articulation - squat-
ting — was dirccted towards media forms and informed by an “acceptance” of the inevitability
of technological change and scientific progress. His strategy was to occupy what he identified
as emerging communication spaces to cnsure the possibility of conducting maverickness on
its standards of design and usc, thereby shaping new conventions for artistic practice. Its con-
duct was not only articulated through the production of artworks but extended to multiple

forms of work including teaching, writing, discussing.

Re-examined in the light of the previous seetions, the encounter related in 4.2 between Don
and the MARCEL website managers can be understood in a more nuanced way. At stake in
Don’s defence of Access Grid is not so much the technelogy itsclf but the particular articula-
tion of squatting in rclation to the process of experimentation. He expressed the artist’s work
with high bandwidth acadcmic networks as squatting. Used in this way, squatting carried cer-
tain connotations. It was consistent with his spatial analogies cmployed to describe the net-
work: 1o squat the network was to occupy the network as a space - and to occupy it in a par-
ticular way. The following chapter will now turn to a more in-depth examination of other ac-

tivitics between participants of the MARCEL Network.
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Chapter 6

CLASSIFYING THE MARCEL NETWORK

6.1 Introduction

This chapter turns to the collective aspect of artistic work with ICTs in an art world network in
order to ask how classification work takes place in the MARCEL Network and, spccifically,
how Access Grid is classified as a part of its activities. If both ICTs in their appropriation in
time and space through a process of experimentation (see chapter 4) and the individual’s ar-
ticulation of the artist’s role related to ICTs (chapter 5) arc contingent, then in what way does
this contingency enable or constrain the collective coordination within an art world network?
To answer this question, 1 need to analysc the type of collective work within an art world net-
work that includes artists. other support personnel such as administrators and technicians, as
well as the ICTs they experiment with. In interviews and documents, most of the individuals
encountered during this case study cither dircetly, loosely, or not at all linked to the MAR-
CEL network, the term “collaboration” was most commonly used to describe such collective
work. The terms that were repeatedly when referring to Aceess Grid's design and use in the
sample literature included examples such as “group-to-group collaborative visualization”
{Childers et al. 2000) and “group-oriented collaboration” {Stevens et al. 2004) to name but a
few titles of papers. And Don frequently referred to artistic cellaborations to describe his
work. In both cascs, collaboration, like coordination or cooperation, arguably implies an
cgalitarian sort of work in which represcatatives from different social worlds who participate
in the work are treated as equals. The following section examines this practice and explores
what insights a power relations-informed networks perspective (sce section 2.4) provides

into the construction of a networked art world network.

In this chapter, | arguc that implicit (or in some cases, explicit) within collaboration is classifi-
cation work, specifically the development of a system of classification by artists and their sup-
port personnel. In chapter 2, scetion 2.3.3 classification was defined as constituting part of
the work of representing new media standards as art world conventions and vice-versa, Classi-
fication, therefore, plays a potentially significant role in enabling or constraining the artist 1o
contest established standards and conventions.
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The chapter is subdivided into three main empirical moments: the first consists of Don Fore-
sta’s and Georges-Albert Kisfaludi’s earlier work of designing networks prior to the formation
of the MARCEL Network. In chapter 5, section 5.2 addressed the ways in which Don chose to
defend Access Grid because of its uscfulness as an experimental platform for occupying high
bandwidth academic networks. It demonstrated how the permanent network was part of
Don’s vision of a permanent “artistic space for creative experimentation”. Section 6.2 of this
chapter examines this objective in greater detail. Section 6.3 examines the MARCEL website
and offers a reflexive analysis of the work that surrounds its design and use, and scction 6.4
provides an account of the work of recruiting independent media art centres into the MAR-
CEL Network in the United Kingdom.

6.2 The lists of art world networks

Chaptcer 5 introduced Don’s use networks as an integral part of his artistic practice over the
coursc of his career. Don’s past work, including public service, teaching in academia and
curating vidco art, helped him appreciate the importance of social networks. Similarly, an ex-
tensive and varied number of media expericaces with networked 1CTs, digital or otherwise,
shaped his understanding of artistic practice. Throughout his carecr, an extensive list of
cvents and organisations related 1o networking issucs emerged - International Media Ex-
change, Art en Réscau, Artistes en Réscau, Laboratoire de Langage E]ectmnique, Electronic
CAFE International, ALTERNE, the Souillac Group, to name but a few — cach of these a net-
work with varying ties to individuals and other organisations, projects and technologies. This
scction will casc into the analysis by returning to some of the rescarch sample data from the
previous chapter in order focus on one form of representation of networks: lists encountered
in Don Foresta’s and Georges-Albert Kisfaludi’s work with networks prior to MARCEL.

In Don’s case, his career and conduct of maverickness through artist work and elsewhere was
arguably alrcady part of a classification project when engaged with vidco art. This section
demonstrates how these lists were produced as both representations of artistic collaboration
in the process of experimentation and as arguments for the establishment of conventions for
an art world network(s). As indicated in chapter 3, section 3.6.3, the research identified three

types of lists: members lists, technical lists, project lists.

6.2.1 Member lists

In the sample 20 membership lists were identified. They offered to the reader a sense of a
network through its relevant participants (a list of names, a number of members, etc. - see
scetion 3.6.3). Many of the members lists that made-up the sample resembled the lists used by
Diana Cranc when constructing art world networks described in The Transformation of the

Avant-Gardce (Cranc 1987.153-158)(scc also pages 145-148 for her methodology).
179



An example of Don’s earliest written texts as curator contained an extensive rundown of
American video artists and their work. They had been selected for an exhibition at the Ameri-
can Cultural Centre called “Video Art from America”. As the exhibition’s curator, Don made
the casc for their relevance, explaining the value of each of their works and articulating a rela-
tionship that ticd them together as an art world network. This relationship was defined as
Amcrican artists who experimented with the artistic possibilities of video as an art world me-
dia form. This was part of Don’s work in contributing to the construction and classification of

the vidco art world examined in chapter 5.

Alater 1985 article on the video department at ENSAD presented a list that included Don and

agroup of vidco art students. At this point, networked activity was represented in a more “col-
laborative’ way, cmphasising working relationships between members, In this case, the article
described their collective work as informally structured in which two or three students shared

the diffcrent tasks involved in producing video art. The article also suggested that the network
had a name: Maitres du Monde (literally Masters of the World 2 name that may have tied in to

Don’s book, Mondes Multiplcs, in 1ggr).

Subsequently. there was a discernible shift in the articles from the time Don and Georges-
Albert moved to La Villette in 1g9gr (see seetion 5.7 for an historical imeline), from relating
instances of experimental connections as, for cxample, was the case with the Café Electronic
in the late 1g8os to the portrayal of a formully established and sustained experimental online
network through member lists. In 10 of the articles describing the networks, particularly arti-
cles about Artistes ¢n Réscau from 1ggo until 1g9gs, lists of network members were particu-
larly prevalent. The lists did not consistently refer to specific members and in most cascs only
referred to particular citics or countrices. French participants such as Lyon, Nantes (where
Georges-Albert Kisfaludi became a teacher at the Ecole des Beaux Arts de Nantes), and
Poitiers figurcd prominently. The lists also included international locations. Among the
names of countrics and cities were Germany (specifically Cologne and Karlsruhe, though
Kassel and Hamburg were cach mentioned once in separate instances), Japan (Nagoya was
mentioned twice in articles in 1gg1 and 1992 however, two art schools in Tokyo. Asagaya and
Musashino were mentioned in later articles), and the United States (Santa Monica, the origi-
nal sitc of the Electronic Café was mentioned in 1ggr and 19g2, New York was also mentioned
three times between 1991 and 1994). Denmark and Switzerland also figured prominently as
well as Spain, Canada and the United Kingdom. Thesc lists did not indicate to what extent the
different nodes met face-to-face or online. Nor did they specify explicit commitments on the
part of the people or places listed. They represented nctworks as ongoing rather than as scries
of onc-off events thereby arguably implying a level of ‘permanence’ that would later be explic-

iy articulated in the MARCEL Network. It also gencrated a representation of collaboration
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between artists and support personnel on an international scale. These aspects of the network
would be reinforced in later representations, such as an evaluation of work of Laboratoire du

Langage Electronique (which was itself limited to France):

“Created in 1988, [Artistes en Réseau] defines itself as a network between art schools, re-
search centres and independent artists who are united by the goal of creating and commu-
nicating via digital information networks. It is an international network that can count on
approximately thirty permanent representatives in ten countries.” {Deshayes et al. 1998:

98, author’s translation)

Other member lists encountered in subsequent documents such as thosc in the Council of
Europe study (Foresta ct al. 1995) took on a wider scope, representing an outline of a
Europcan-wide media art world rather than a specific networked art world network. In all
cascs, these member lists arguably functioned in part as representations of the network to po-
tential stakcholders and audiences. Member lists, when combined with technical or project
lists (sce below), were implicit representations of commitments to the conventions of the net-
work. The lists could also be used as wols for recruitment. Finally, they also provided quanti-
tative (for example, the number of countrics involved) and qualitative (for example, the im-
plied distance between connected points) characteristics of the telematic artworks produced

by the networked art world networks.

Once MARCEL was up and running, Don assumed the role of its coordinator and by the be-
ginning of the research in 2005, he had assumed the manager role for its Members category
(see seetion 6.3.1 below for greater details about categorics). As related in chapier 3, section
3.4. Linitially encountered difficultics identifying what constituted membership in MARCEL
in the carly days of the ficldwork. The members lists on the website did not equatc to a formal
or legal engagement with MARCEL. At first [ expected that the person managing the net-
work’s membership held what Castclls calls networking power — in a sense, that he or she
could include or exclude individuals through membership. But when asked how he sclected

members, this view seemed far less clear cut:

FL - “So would you say there’s a kind of instinctive way of finding members2”

DF - “Yeah, first of all, | don‘t go out and find members. | let members kind of find me,
and it doesn’t mean | say yes to everybody, | generally da but what | found over the
years, you don't even have to say na, because they just disappear themselves. Because
people say ‘What do | have to do to be a member? Does it cost anything?’ | say ‘No, it
daesn’t cost anything. Being a member is anly your telling me you want to be a member

and you use it.”” (Don Foresta, 22 June 2007)
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Some members signalled their interest, signed up, and only participated in one or two events.

In other cases, they did not participate in any events. In participant observations, artists work-
ing as part of MARCEL occasionally used the term re-activate to describe how some members
who had been inactive for extended periods of time would occasionally reappear to work ona

project. In some cases, Don would occasionally attempt to increase commitment on the part

of a member:

DF - “And then I'll start prodding them to commit themselves a little bit more fo it.”
FL - “So what would thot kind of commitment consist of2”

DF - “They just start doing something on it. Because I'll say ‘What are your plansé What
are you gonna do?’  And if they come back to me and say ‘Well I'd really like to do this
thing on interactive dance.’ Il say ‘Okay let me put you in tauch.” (Don Foresta, 22
June 2007)

[tis partly through this ability to put you in touch that Don cultivated his reputation as Mr.
Network (sec chapter 4). Other current and former members who actively connected mem-
bers included Hannah Reddler and Tim Jackson. Thinking of Star and Bowker’s illegitimare

stranger (Star & Bowker 2000: 295), | asked who could not be a member of the network:

FL - “Who couldn’t be a member of the MARCEL2”

DF - “Well, | think there is a defining idea, even though ! don’t pound on it, that we're
really coming from art. And ! think if a company, for instance wanted to be a part of
MARCEL but didn’t give a shit about art, | wouldn‘t accept them. Daniel Summer is our
only industrial member of MARCEL because it—he wants to be involved in art. First of all,
he’s an ex-art student and considered himself to be an artist, and doesn’t do any art, but

he’d like to do it again.

[...] 1 think if Hewlet-Packard came ta me and said ‘I'm interested in your research and I'll
fund this, but we would like your people to do this, this, and this.” | would probably say
"No.” If Hewlett-Packard, which they have done in the past with other peaple, came and
said ‘We would like to set up some kind of a program to do research in conjunction with
artists.” God, welcome aboard, money or not. So | think that's it. | don‘t think that's my
private vision. | think most peaple coming into MARCEL have that same idea.” (Don For-
esta, 22 June 2007)
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Underlying the scemingly arbitrary practice of acquiring members presented in the earli'cr
quote, a classificatory system was still applied whereby art functioned as a means of selecting/
retaining members. MARCEL members deployed the conceptualisation of art to establish
connections with other members in the art world network. (see 6.3.5 section specific to ques-
tions of art and industry) To a certain extent, therefore, those who participated in the MAR-
CEL activitics applied or were subject to a classificatory system which depended on identify-
ing an individual’s relation to art. In this sense, rather than an arbitrary nomenclature
(Bowker and Star 2000:12), these membership lists classificd collaborative exchanges as art

world activity.

6.2.2 Technical lists

Two different kinds of technical lists were identified in the sample: the first type comprised
lists of media forms; the sccond, what I refer to as lists of media conventions. Media form lists

were arguably used to compare and relate infrastructure of media forms. For example:

“So-called interactive television, CD-ROM?'s, video games, only allow interactivity with some
pre-designed process, a series of predetermined givens and not with a real human being

on the other end.” (Foresta et al. 1995: 15)

The particularities of thesc lists are in most cases Ieft vague or undeveloped. The carliest me-
dia conventon list encountered in the sample constituted an in-depth description of the video
cquipment available in the video art departmentat ENSAD from 1985. In the case of digital
information networks, three lists of people, places and/or organisations for networks such as
Artistes en Réscan in the primary sample were accompaniced by a detailed description of the
technology involved in the collaboration. For carly digital networks, these lists constituted an
important component for collaboration: without a detailed list of what was used between the
different nodes, it was next to impossible for an individual or organisation interested in con-

necting to the network to replicate the network’s connection standards.

“The programme invites each art school fo acquire a Macintosh SX. A Macintosh Quadra

700 would be even better. You will also require the Timbuktu screen sharing software, the

drawing software Photoshop, a Quicklmage video graphics card, and a Canon lon camera
able to record pictures on a magnetic support (which enables the direct transfer to the
video graphics card). Needless to say, you will also require the necessary equipment to

access RNIS, specifically the Planet card.” (Artistes en Réseay 1992)

When distributed to other individuals these technical lists became implicit attempts to cstab-

lish specific minimal technical standards as conventions within the art world network. Al-

183



though connecting did not equate to collaboration, sharing a minimum set of infrastructural
standards such as the right hardware and software was deemed necessary for collaboration.

Later examples of the use of technical lists encountered elsewhere during the ficld work were
the cxchange of inventory lists among MARCEL members and support personnel during its
activitics at the Wimbledon School of Art between 2000 and 2003. Some 20 examples of
such lists were identified in the archives. Most of these lists involved taking stock of, or re-
questing funding for, technologies related to the MARCEL Research Laboratory at the Wim-
bledon Schoot of Art. AMARCEL Equipment Inventory'9, for example, was circulated
among members of the team and the School administrators as a way of taking stock of what
technologics were available to the team and what technologies were missing or being used by
other School members. Three lists“© in the sample provided detailed standards for construct-
ing an Access Grid node which were then circulated among project members or the wider
MARCEL membership. No specific technical lists were made available on the MARCEL web-

sites {sce scetion 6.3).

Technical lists were not isolated to art world networks. Simitar examples of technical lists
were encountered in the rescarch were the detailed instructions for standards for designing
and using an Access Grid node (AG Website, AG reports, AGSC website - sce chapter 4).
When used by the MARCEL members, however, these lists were explicitly used to coordinate
art world activity by classifying standards as conventions.

6.2.4 Project lists and the Souillac Mectings

Between 1993 and 1994 project lists began to appear in the original sample: lists of activitics,
objectives or tasks. These lists represented variable and contingent work through collabora-
tion: mostly tied to art cducation or experimentation as developed in chapter 4. These four
lists found over the two year period of ficld work represented the successful enlistment of col-
laborators for the punctual production of artworks and highlighted the vaciltating permanence
and confluence of the networks such as Artistes en Réscau, Arts et Réseau and the CAFE
Electronique International identificd in chapier 5, section 5.5. It was arguably the combina-
tion of subscquent project lists (sec section 6.3) under the umbrelia of the Souiltac meetings
and its combination with the two previous types of lists that the MARCEL Network could take
shape. Although a considerable number of project lists were encountered over the course of

this project, the following scction focuses on this combination of project lists over time. The

34 See annex 1: MARCEL Archive 00027 - Pope, B. (2002). MARCEL Equipment Inventory, Wimbledon
School of Ar1, Wimbledon.

e See annex 1: MARCEL Archive 00034, 00035, 00041
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section examines the further deployment of all three types of lists in the work leading up to
MARCEL’s creation,

Based on the previous scts of lists — member lists, technical lists and project lists - it was clear
that Don and some of his early collaborators were already reflexively trying to represent an art
world network prior to the Souillac meetings. These lists constructed relationships for art
world work with ICTs. The first set of meetings that led to the Souillac Charter of 1997 was
therefore more of a continuation of existing cfforts to create an international art world net-
work of artists, scientists and technicians connected by a permanent high bandwidth digital
nctwork. When MARCEL was eventually created, it appeared to replicate many of Don’s,
Georges-Albert’s, and others” carly beliefs and values such as the parallel interests of artistic
and scientific research and the primacy of artistic creativity in the development of 1CTs (sce

chapter s).

“So the idea was to say: “Look, let’s do something that people can espouse in modular,
you know, ways.” But that people can take on board and say: “Right, you own this part.
Run with it.” And just assume that everyone’s just grown up enough to know how fo im-
plement their own, you know, piece that they said: “l want this. | want to appropriate it
for myself because | believe in it and it's close enough to what I'm doing and | think that
it's coherent in @ whole.” So... It was a really kind of philosophy of the network as well
where each node interacted pretty nicely with the whole concept, you know. And so that
was a way of practically achieving everything without also having a massive budget be-

hind it.” (Jonathan Barton, 29 January 2008)

The Souillac Charter included a list of 20 signatories and consisted of an outline for a three-
way relationship between artists, industry and governments for the production of experimen-
tation with digital information networks. Some cfforts were made to gencrate a larger mem-
bers’ list over the four years covered by the three Souillac conferences. The publication of
“The Souillac Charter for Art and Industry” in the pages of Leonardo (Foresta and Barton
1998) ncarly a year after the first Souillac meetings was accompanicd by an announcement
titled “Souillac Charter: Update”. Itinvited Leonardo readers to provide “names, addresses,
E-mail addresses, Web Sites , cte. of individuals relevant 1o [the Souillac Charter] project”

(see Foresta 1998).

The Souillac I mectings in June of 1998 included a number of lists including, in an appendix,
alist of “Individuals and Institutions Interested in a High-Bandwidth Network™ (Foresta et al.
1999: 206-207) with 27 names from parts of North America and Europe as well as “Interested
Industrial Groups” with five interested industrial partners. One could also find Yists of relc-
vant websites and budget outlines (Ibid: 207). The participants produced a report listing a
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number of projects, The document was subdivided into seven sections each describing a spe-

cific project in order to ‘build on’ the recommendations of the 1997 Souillac Charter:

1) Innovation Exchange Workshops — producing a series of workshops conducted over the
span of 1998 and 1ggg in parts of the United Kingdom, France, and The Netherlands. Simi-

lar events were also forccast for Germany, Spain and Canada.

2)High [Bandwidth] Network for Artistic Experimentation — creating an information network
of contacts, resources, and commercial partners able to develop and support a high band-
width nctwork for media artists and arts organisations. Although the design for the geo-
graphical topography of the network spanncd “from the US west coast, through the cast
coast, Canada, across the Atlantic to France, Germany, the UK, the Netherfands and Spain”
it also listed a number of criteria for identifying cligible work: “1. technical development
and innovation ii. interesting partnerships iii. development of new “languages” in the wid-
estsense iv. be considered a prototype v. be seen in public spaces, i.¢. muscums, etc. vi. be

highly legible — visible vii. be user conscious. ™42

3) The Navihedron (NAVIgation by polyHEDRON) — building an online tool in order to ¢n-
able individuals to access information about Souillac related activitics. Itwas suggested that
the Navihedron, a project initially developed by Roy Stringer and AMAZE in the United
Kingdom (sce scetion 6.3.2 below), would support project 2 presented above. The platform
would be composed of twelve categorics that were defined as: “i. The Souillac Charter for
Artand Industry: Aims, Objectives and Related Documents, ii. Interactive Art Network:
Members; Institutions, Schools, Laboratorics, Artists..., iii. Education: Curricula, Courses,
Programmes, Scholarships, iv. Research: Themes and Projects, v. History of Interactive Art,
vi. Bibliography. vii. Project Workspace: (entry through project password), viti. Newsletier:
Funding, Events, Conferences, Workshops and Mectings, ix. Discussion Groups, x. Public
policics: Authors’ Rights, Laws, Regulations and Conventions, xi. Contacts with Industry:

Projccts and Possibilities xii. Technical Information and Development. ™43

4)Artists’ Rights in the New Communication Space - initiating a research project cxamining
the changing nature of artists’ rights in dealing with digital ICTs.

5)Education: Intcractivity and Pedagogical Tools — developing a series of pedagogical re-
sources including an international obscrvatory of online artistic practices, shared pedagogi-

cal techniques using ICT networks.

"t See Online research documents: Foresta et al. (1999)
12 See Online research documents: [hid

13 See Online research documents: Ibid
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6)An International Virtual Faculty on Art and Science - developing a series of online lcgmrcs
that assembled an ‘outstanding’ artist and an “outstanding’ scientist to discuss a related

topic, thereby contributing a wider ‘science/art perspective’.

7) “Instrument Makers”, An Exhibit for Building a New Space of the Imagination - the name
says it all: producing an art exhibit for gallery or museum spaces that examined the artist’s

contribution to the development of new technologies and the wider impact on society.

Each of these sections also provided a list of interested individuals and organisations as well as
the contact details of designated coordinators for each project. The basic outline of MAR-
CEL’s future activities and interests were in place™. The network’s ambition would be to
promote the development and use of a high bandwidth network for artistic purposes. Souillac
1 constituted a plan of action. It shifted from the gencralised cataloguing of the European
Commission or the demands of Souillac 1 to the proposal of conercte dircctions. The Soutllac
1l Report therefore represented a strategic shift away from attempting to convince commercial
interests to support the creation of a high bandwidth network for art towards a focus on aca-

demic organisations as potential backers of such an endeavour.

The name MARCEL had not yet been chosen by the end of Souillac 1T or 1L By the third
Souillac in Junc of 2000, four project reports detailed the network members’ progress: “High
[Bandwidth] Networks: Artistic cultural and educational uses and innovations”, ““Instrument
Makers” — An Exhibition (working title) Building a New Space of the Imagination in the 20th
Century”. “Authorship in the New Communication Spacc”, “Global Threads: A virtual fac-

ulty for art and scicnce. A project of the STArt Group”.

Two of the three types of lists developed above were found in the Souillac documents. How-
ever, technical lists, specifically lists of media conventions, were mostly absent. To a certain
cextent, this could be explained by the conferences” overall objective of appropriating a com-
munication spacc on high bandwidth nctworks. At such an carly stage, it may have been the
intention to lcave out the details of such a communication space for fear of too much specific-
ity. Such a choice would have been informed by the fluidity of high bandwidth technology at
the time and the level of diversity and complexity in designating standards for all interested
partics. The initial discussions around potential collaborations were also arguably left broad
cnough not to be too demanding of interested partics. Butas the projects themselves became
more concrete and sub-lists of tasks and interested individuals and organisations started to

take shape, the entire collection of initiatives was represented as a cohesive whole, namely as

H It should also be noted that the outlines of subsequent projects such as the Global Threads project, the AL-
TERNE project (see section 5.7.3) and even the wider context of my own research, were all to varying degrees

represented in this project list.
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the MARCEL Network. The very basic classification work of producing and disuibuﬁng these

lists laid the ground for representing a cohesive art world network.

The following two sections address the MARCEL website as a media object on the World
Wide Web as well as a project where many individuals came together to work including my-
self. Over time, the website became an even more sophisticated and claborate epistemological
project for the network, essentially making mediating the lists into an online formal represen-

tation of the art world nctwork.

6.3 The MARCEL Website

The previous examination of the work produced prior to and during the Souillac meetings
demonstrated how a classificatory project for classifying an art world network had already sig-
nificantly developed. One of the objectives that took shape during the Souillac Il was the pro-
duction of a portal site for “Art, Science and Industry” (Foresta et al. 1999). The portal would
contain links to documentation related to the network’s activitics as well as other websites
containing information deemed rclated to the network. Initially, its creators intended to
dedicate a significant scetion of the portal site to the Souillac Charter and its related activities.
By the end of the Souillac III meetings, however, the Charter only occupied a subsection of
one ofits twelve categorics. Although it was not the anticipated permanent broadband inter-
active network to tie together the art world network, it was the first attempt to represent
MARCEL online.

6.3.1 Le Fresnoy and the first MARCEL website

In 2000 and 2001, Gabriclla Kardos, an artist who worked with new media in London began
taking regular trips to Le Fresnoy to work with Don Foresta as well as invited speakers and
students from Le Fresnoy in order to design the MARCEL portal site. During four workshops
there, they built on the criteria first claborated in the Souillac 1 mectings to develop the por-
tal’s catcgorics.

The twelve categorics for the first MARCEL website were designed based on discussions
raised in the Souillac 11 and 11 meetings'ss as part of the work conducted at Le Fresnoy (sec

scction 5.7.3) as shown in Table 2:

"5 As mentioned in section 6.3.2 below, the only category 1o have significantly changed from the initial list pre-

sented in the Souillac I report was the Souillac Charter category. [t was replaced by the Art and Science node.
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Table 2: List of categaries on the MARCEL website

Members Art and Science Education
Rights and legislation Research Project Workspace
Discussion Groups Art and Indusiry Technical Information
Resources Electronic Arts Newsletters

Each of the twelve categories was then subdivided into twelve subcategories (following the
navihedron model, see 6.3.2 below). For example, the Research category was subdivided into:
“Rescarch projects (with password), Research results, Project proposals, List of laboratories,
Rescarch sites, Publication, Project grants, Conferences, Symposiums, Art theory, Episte-
mology”. Each of these subcategories would then be subdivided into 12 third level categories:
“List of laboratorics™ would then be subdivided into “ZKM, Germany, Le Fresnoy, France,
MIDE. Spain, V2 Nctherlands, Wimbledon School of Art, UK, Super Computer Center, UC-
San Diego, USA” 146,

By March 2001. two students working at Le Fresnoy produced a comprehensive 81 page re-
port called the “Dossier des Sites References pour le Site Portail MARCEL™7 which initially
surveyed 157 websites related to new media art. The report focused on three categories — Pro-
ject Workspace, Technical Information, Newsletters — and how they would be used to classify
the aforementioned websites. The two students gencrated a referencing template through

which they cvaluated cach site. The template included five classification axes:
1) Basic information about the site - name. country of origin, ctc.,

2)Which of the three MARCEL catcgorics and subcategories would they fit under (could in-

clude more than one),

3)A description of the information available on the site (factual or documentation), modes of
presentation (text, text and images, multimedia), type of access to the site (restricted or un-

restricted) and the language used on the site (French, English or Other)
4)A “yes or no” rating of cach site’s navigation based on a set of criteria such as “external
links”, “casc of navigation”, and “information organisation”,

5)A bricf summary of the sitc and the organisation hosting it.

14 See Online research documents: MARCEL Nerwork (200.4¢) Don Foresta (26 June 2001) MARCEL Multi-

media Art Research Centres and Electronic Laboratories

47 See annex 1: MARCEL Archive oooo3
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Of the initial 157 sites referenced, the team retained a total of 57 organisations under the three
categories. Of these, 26 organisations were based in France, nine in the United States, sixin
the United Kingdom, four in both Canada and Germany, as well as three in Australia, two in
Switzerland and in Spain and finally one in Austria. In total, 13 URLs were identified for the
Project Workspace category, 24 URLs for the Technical Information category and 93 URLSs
for the Newsletter category. All 130 separate URLs were then classiﬁcd under specific sub-

catcgories.

In an interview, one of the students who had worked on this part of the project described it as

the basic structural work of MARCEL:

“It's like o filing system in a library. How would you give proximity to these elements in a
time and place and ensure that it will be useful to someone at some point? So our partici-
pation in the Souillac [ll] discussions were more along those lines. There were warking
groups. Some were concerned with archiving, others with more technical questions, still
others dealt more with online networking between artists and scientists and what were
the... The subcategories within scientific research that would be of interest to artists —

things they would share together.”'#8 (Christl Lidl, 12 February 2007, Authors translation)

The work of classifying all of thesc sites was an art world network classification in which sites
were cither included or excluded as part of MARCEL’s representation of media art. But it was
also the initiation of the MARCEL website classification work as a programme, in the sense
used by Castells (Forthcoming), in that it constituted a systematic activity and an intcgral part
of MARCEL'’s existence as an art world network. As the subsequent sections demonstrate, the
work of meeting, discussing, and designing, the website was onc of MARCEL’s most signifi-

cant activitics.

An HTML page on the first site indicated a list of MARCEL Members: 84 “confirmed Institu-
tions and individuals” with most organisations - Universitics, Art Schools, Media Labs -lo-
cated in Europe and North America but including one intercsted partner from Australia, Tai-
wan, four artists from “clsewhere”, as well as Nascent Form (creators of the Navihedron),
Verizon and Telefonica as “intercsied industrial groups™. As part of the list, institutions who
were using the Aceess Grid platform were highlighted in red. Some 31 of the 84 were so high-
lighted'#. Thesc indications werc the closest thing to a technical list one could find of the

wcbsite.,

4% The interview with Christl Lid| was conducted in an office at the National Studio of Contemporary Artin Le

Fresnoy. France on the 12 February 2007.

119 See Online research documents: MARCEL Network (2004d).
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Much like the MARCEL Access Grid Virtual venue (see chapter 4.4.1), the website was a col-
lection of media objects. But it differed from the virtual venue in that it had multiple symbols
that explicitly represented the MARCEL network (logos, names, projects, etc.) including the
recurring usc of Marcel Duchamp’s artwork Trois Stoppages Etalons (see chapter 5 and 4 for
adiscussion of Don Foresta’s interpretation of the work and section 6.3.2 below for further
analysis of its use in the website). Those working on the MARCEL website left traces of their
agency on its construction. One of these traces was a list of names of contributors to the site’s

design that would grow from its first version to the third version:

Don Forcsta

Gabriclla Kardos

Roy Stringer

Christelle Fillod Version 1
Christl Lidl

Magali Desbazcille

Samucl Bianchini

e

Lilian Frank

Lorella Abenavoli

David Le Grand

David Oliver Version 2
Grzesick Sedek

Graziano Milano

Dag Hensten Pettersen

Mike Scott

Heidi Cregge

Frédcrik Lesage Version 3
Ycshe Parks

Jacob Landry

These traces, in rn, created an historical archive of the site’s existence as a collection of pro-
jeets. Itwas employed to classify activities without necessarily producing them. If the project
was 1o develop a permanent network, then the ambition embedded in the website was to cover

. allof the disparate clements of the participants activitics and interests and present it as a
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whole to the public. Classification work, as the following sections demonstrate, remained a

significant part of the work of MARCEL itself.
6.3.2 The navihedron

The navihedron was devised as a way of navigating large amounts of information online
quickly. Its sclling point was that within only “three clicks” of the mouse, one could reach “a
potential of 1728 links™5°, From its inception during the Souillac Il meetings until the end of
the field work, the navihedron was an integral media object for the website. The Souillac 11

report presented it asa “non-hierarchical information architecture tool allowing intuitive

navigation of the network space” that would:

[...] allow participants of the 'Souillac Network' to post information on relevant art projects.
educational programmes, research, events, pertinent information in many categories, on-

line collaboration, and parinerships. It will be an open plotform fur exponsion to interested

future participants.’s’

The essential visual impression created by the navihedron was of a floating dodecahedron - a
three dimensional object with 12 equidistant points — embedded within the webpage. Each of
these points, called nodes, is represented by a red cirele labelled with onc of the MARCEL
catcgorics. The user can then “turn” the object in place by dragging the mouse to bring cer-
tain points closer while the other points secii: to become more distant as they fade into the
background®2, If the uscr clicked on onc of the points, the object rotated so that the point
sclected moved to the front and centre of the object, “closest” to the user. A sccond click then
initiated another rapid animation that “zoomed in” 1o the point in order to reveal the 12 sub-
categorics arranged in a similar fashion. A “back™ button allowed the user to return to the

previous sct of catcgories.

Production work began on the navihedron in 2000 in collaboration with Roy Stringer of
Amaze Inc. (later renamed Nascent Form Limited) from Liverpool, United Kingdom who had
developed its initial design and prescnted itin the Souillac meetings's!, By some accounts, the
number of catcgories listed on the website was based on the formal properties of the navihe-

dron. Technically, however, it could have been designed for almost any number of categorics.

150 See annex 1 MARCEL Archive 00003

5 See Online research documents: Foresta et al. (1999)

15 See annex 2: image 2.6

53 A 2001 application 1o the Arts and Humanities Research Board (AHRB) (MARCEL Archive 00126: 4) filed by

- Don states the worth of Roy's contributions o the project were estimated 1o be over £90,000 “by way of naviga-

tional software and consultancy.”
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[t represented an aesthetic media object for classifying and organizing information before the

wider availability of “Web 2.0” content management system (CMS) such as Drupal (sce sec-

tion 6.3.3 below).

Sadly, Roy Stringer would succumb to a deadly illness in 2001. Disagrecment surrounding
Nascent Forms proprietary rights to the navihedron ensucd, making it impossible to use be-
fore the second version of the site was launched. Despite such sctbacks, the active members of
MARCEL continued their commitment to the navihedron as the MARCEL website’s system

of navigation, dedicating part of the website to his memory:

“The authors of MARCEL wish to honour the memory of Roy Stringer without whom there
would be no MARCEL. His devotion, energy, generosity and friendship make him one of

the principal founders of the project. Roy died on February 9, 2001. The project will con-

tinve with a special dedication to him.”'%*

The second version of the site - using Macromedia (later Adobe) Flash — fully integrated the
navihedron into its navigation. A user visiting the sitc would encounter an introductory ani-
mation in which the clements of Marcel Duchamp’s work Trois Stoppages Eralons (see chap-
ter 5, scetion 5.6.1) slid out from the edges of the screen and assembled themselves into a
whole to produce the artwork. The lines of the work would then shrink into a graphic clement
of the website’s title bar in which the network’s full name — Multimedia Art Research Centres
and Elcctronic Laboratorics — was spelled out in both English and French (one could click on
these names to alternate the language of the site’s navigation buttons from French to English
and back). Once the user clicked on onc of the points of the navihedron’s subcategories, a
static wikipage using HTML appearcd with lists of information, documents and/or links. The
navihedron was located below this title bar, accompanicd by a menu on the left-hand side of

the sereen that displayed a brief summary of the catcgory or sub-category selected by the user.

As presented in chapter 4, this sccond version of the site was assembled by the MARCEL tcam
at Wimbledon School of Art. Some of the tcam who helped to set up the new site on the serv-
crs at Wimbledon and integrate the navihedron cxpressed reservations about its uscfulness in
interviews, Becausc the site was initially intended 1o be entirely designed using Flash, they
helicved it would have been too difficult to modify or manage content on the site. It was be-
causc of this worry, that the third “layer” of the navihedron was developed as wikipages which

were deemed to be much easier to edit.

Bencath the navihedron, onc found a set of links arranged horizontally for other functions

availablc on the portal including: subscribing to the MARCEL newsletter, a search function

'51 See Online research documents: MARCEL Network (20041)
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for the site, a calendar, and also access to a section of pages about the MARCEL Network it-
self. This last section included a brief history of the portal as well as a list of members totalling
ror'55 from Australia, Canada, Croatia, the Czech Republic, “Elsewhere” (see above), Fin-
land, France, Germany, Hungary, Italy, The Netherlands, Spain, Sweden, Taiwan, the United
Kingdom, and the United States. All of these members could also be found in the Members
category on the navihedron under one or more of the following subcategorics: Art Research
Centres, Art Schools, Performing Arts Centres, Museums & Foundations, Industrial Labora-
tories, Science Laboratories, Media Laboratories, Faculties, Music & Sound Research Cen-
tres, Individual Creators, Film Schools, and Architecture and Urbanism. Those who had an
Access Grid connection (through an Access Grid node or through a personal interface to the
Grid) had their names highlighted on the wikipages within the subcategorics as in the first
version of the site. The members section, which was managed by Don Foresta by the time |
began working on the site in 2005, listed a total of the ror members (in some cases, members
were repeatedly listed in different subcategories giving a much larger number than o1, for
example, the University of Southern California in San Dicgo was listed 10 different times in as
many subcategorics of the members category). Of thosc listed, 54 organisations or individuals

were connected to Access Grid in the 12 member categories.

The navihedron’s formal properties did not shape the number of categorices to some extent
becausc it allowed for any even numbcr of categories: twelve was not necessary. It could be
argucd that the navihedron was a manifcstation of MARCEL’s maverickness in thatit repre-
sented a somewhat unusual media object for navigating information on the World Wide Web.
But none of the individuals or documents encountered over the course of the research pre-
scnted the object as an artwork. Its exceptionality was presented as functional: the way in
which it allowed a user to navigate quickly through many links and as a personal tribute to Roy

Stringer’s contributions to the project.

As media objects, the two first iterations of the MARCEL website were embedded within the
media form of the World Wide Web. Its pages were aceessible from alimost any web browser
cquipped with a Flash plug-in as in the second generation website (which could be down-
loaded online for free) and a basic Internct connection. The sitc was designed for users to en-
gage with it through everyday media instances and experiences despite the navihedron's ex-
ceptionality. It functioned as a portal of links to other Internet websites related to MARCEL’s
classifications of what were the important issucs facing media art and could be periodically
accessed by any user at any time. Events could be posted on the site’s calendar (few were how-

cver) but most of the information was madc available as hundreds of links to other pages and

135 See Online research documents: MARCEL Network (2006}
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sources. But these links could duickly become outdated or erroneous: in some cases, the
URLSs they led to changed, in other cases, the organisation would disappear or changed its
name. Subscquently, 2 good deal of the work of maintaining the MARCEL website involved
maintaining these links. The portal’s many pages and specifically the validity of the links for
each of the websites selected had to be confirmed regularly and, if incorrect, either discarded

or updated.

By the time [ began working for MARCEL on the Arts and Industry node in 2005, a third ver-
sion of the site was under construction. Based on a sample of nine lists which identified the
twelve MARCEL website categories, their node managers and their related organisation (the
earlicst of which is dated late 2000 with the creation of the first website through to the cate-
gory lists madc available on the website at the end of the case study in 2008) the names of the
twelve catcgories remained unchanged over cight years. Although the categories had not
changed in those eight years, the managers for each category and their related organisations
changed extensively. Other than Don, only one of the individuals who had attended the first
Souillac Meeting remained a manager. In her case, she had also continucd to maintain the
same node throughout all of the configurations. One manager who had attended the Souillac
Il meeting also remained consistently committed to one node throughout's. In a different
case of change between two consecutive lists, commitment to managing the node was per-
sonal — the individual remained manager of the same node despite moving to a new organisa-
tion. In six cases of change from one list to the next, commitment was organisational and the
responsibility of managing the node would shift from one individual to another. Based on the
sample, there were an additional eight changes between lists in which the organisation and the

individual managing the node changed entirely.

Some ccllaborations were ephemeral, Ieaving no trace on the website of activities or its par-
ticipants. In the managers’ mecting as well as in interviews with six former or current manag-
crs, somc of the managers expressed having difficulty justifying working on MARCEL pro-
jects from within their own organisation — allotting time and effort to something that was not
of the organisation itsclf. But the very contingency of these commitments meant that it was
casy to sever ties on cither side by ‘just disappearing” as Don putitin section 6.2.2 (sce also

scction 6.3.5 below).

Certain moments arguably represented opportunities to discard or replace some of the cate-
gorics. Two of the 12 categorics went through an extended period of inactivity while discus-

sions and ncgotiations were underway to find a node manager. The Art and Science node was

5 Artists’ Rights and Art History were the two nodes and ERICArts and The Langlois Foundation were the two

organisations that committed to it.
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inactive for a good part of first three years of MARCEL’s activities while the Technical Infor-
mation and Development node did not have a definitive manager in any of the lists found. This
seemingly contradicts the network dynamics described by Castells in which programs can be
discarded and reconfigured. Despite all of these changes and opportunities for change, the
categories persisted. The classification system remained as a meta structure for relating and

categorizing MARCEL members and their relationships through projects. The classification
first produced in the Souillac meetings became formalised through the MARCEL website as a

reflexive classification project that involved constructing an art world nctwork.

There existed a “thirteenth” catcgory on the websitc that could be accessed through various
points in the site including sections and subscctions in the Project Workspace category. This
was the Working Groups category. These groups consisted of specific projects in which
MARCEL members were involved, having to do with “high bandwidth and AG’. The catcgory
listed ninc projcets, one of which was the “Hi-Bandwidth Art Rescarch Network-UK” (ad-

dressed in greater detail in section 6.4).

Al MARCEL related activitics were elassificd under one of the 12 categorics and/or under the
Working Groups. At this point, the MARCEL website as a media object on the World Wide
Web, was deemed insufficient to keep MARCEL Network members connected. It did not en-
able real-time collaboration and did not dircetly further their cause of appropriating the high
bandwidth network. But it did arguably become a boundary objeet (Star and Griesemer 1989)
for the art world network in that it mediated understanding of the network’s members and
activitics. despite the varying disciplinary backgrounds of these members.

6.3.3 The MARCEL Website in daily work

In sections 6.2, 6.3.1 and 6.3.2 1 have analysed the MARCEL Network through its formal clas-
sifications as lists and, subscquently, its digitally networked system of classification on the
MARCEL portal website. This seetion trns 1o a reflexive analysis of my personal expericnces
in contributing to the maintenance of the MARCEL website based on participant obscrvation

from 2005 10 2008.

My work with the MARCEL Network began in September of 2005, Don had initiated an email
correspondence with me to begin work on planning some aspects of what 1 was told was the
first face-to-face meeting of all of the MARCEL managers. We also began to work towards
sccuring funding for this mecting as well as other administrative issucs. | was encouraged
right away to get Skype or iChat in order to “sct up a connection™ between the two of us in
order to avoid expensive long distance calls between London and Paris where he was focated.
This first period was somewhat chaotic for me, Most of my days were spent juggling between
my own ficld work — mecting MARCEL members, making arrangements for the managers®
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meeting, reading documentation, etc. — and my academic obligations to the Media and Com-
munications PhD programme at the LSE - attending the induction and first-year lectures and
seminars, producing coursework, etc. As part of my studentship, the department gave me ac-
cess to an office where I could conduct some of my research and especially install and use Ac-
cess Grid. Over the next few wecks my office sctup began to take shape as | waited for differ-
ent staff to install my computer and later to get permission to install the “correct applications”
(see chapter 4). Soon, someone from LSE maintenance inserted a standardized LSE label on

the office door that read: “Frederik Lesage, MARCEL Project Officer, Department of Media

and Communications”.

Once set up, Don and I began a regular correspondence over Skype (since the LSE did not
support Apple products, I could not contact him via iChat, his preferred platform for such
correspondence). Over the course of the ficld work, | documented at least 42 such meetings
either by phone or over Skype (in some cascs, we would switch to the phonc instcad of Skype
because of a bad conncction or other technical difficultics). These meetings never took place
at regular intervals and varicd from a few short minutes to more than an hour. In some cases,
we would arrange a time using email. In other cases, cither onc of us would try 1o reach the
other via Skype if their status on the desktop toolbar indicated that they were online. In most
cases, these mectings were spent relating our progress to the other on any number of MAR-
CEL activitics including funding applications, making travel arrangements, and preparing
meetings as well as work on updating the site. Another 20 mectings took place in person (not
counting group meetings such as the MARCEL Managers’ meeting, the Independents meet-
ings (scc below) or Global Threads mectings (an additional project which this document does
not address, sce sections 3.6.3 and 6.2.4). Three of these meetings took place at the Wimble-
don School of Arts in the latter part of the case sidy (see below), the rest taking place cither
in LSE offices (mostly my own), or the occasional London coffee shop or hotel lobby depend-
ing on who else we were mecting. As was the casc with the phone and Skype conversations,

our work on the website was only one of the many projects discussed during these meetings.

Early on in the study, Don sent me a copy of a document named “MARCEL web site man-
agement - Geuting started ™57 which provided instructions for accessing and modifying the
sccond generation website’s content. Instructions were fairly straightforward for someone
like me who was familiar with HTML and who had already cdited wiki pages. [ must concede,
however, that | reccived invaluable additional pointers from Grzesick Sedek during an early
meeting with him at the Wimbledon School of Art (see section 4.4.1) and subsequently via

cmail throughout the period of the ficld work (see also section 6.3.5). Most of the work de-

157 See annex 1: MARCEL Archive ooo55
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scription focussed on maintaining and updating links in each of the twelve subcatcgories.
Don explained to me that other node managers intended to add or had already added addi-
tional services to their sections but the Art and Industry node consisted entirely of links to
related sites as well as information about events such as the Souillac [ Charter for Arts and In-
dustry. Early on, Don suggested I not spend too much time adding new links as a newer web

site, the third version, was on its way and would soon be online.

The instructions provided in the document for getting started did not include a template for
selecting links similar to the one developed by the students at Le Fresnoy (sce section 6.3.1)
nor did it provide some kind of editorial policy about what constituted the Arts and Industry
nodc. Both Don and Roger Silverstone who was designated as the LSE’s Arts and Industry
node manager at the time refrained from giving me any specific guidelines about what the
node’s content should entail. I was essentially given the freedom, the flexibility, to decide
what links should or should not be a part of the node. In my case, this complicated matters as |
did not want 1o mischaracterise what constituted appropriate sites to include within the sec-
tion. These reservations may have been amplified by my own hesitant nature and my initial
worrics about the objcctivity of my research. But this freedom scemed linked to the values that
circulated among the MARCEL membership. The following example illustrated this well.

Ata point in the MARCEL Managers’ mecting (sce below) I took the opportunity to ask the
group of MARCEL website node matiagers what they thought about the relationship between
art and industry, specifically its tics to notions of the creative industries. I asked this question
becausc the creative industries, familiar to me through my MA studies, represented a signifi-
cant and incrcasing body of literature that scemed to me at the time to deal in interesting ways
with the relationship berween the arts and commerce in innovation. All of the four managers
who replicd to my question during the meeting treated the term with suspicion. They cach
provided some historical references 1o what they felt were divisions between artists and their

work from other practices:

Participant: But you also have to be aware that the term creative industries is highly po-
litical, you know, coming from the UK, and there’s another term ~ the culture industries —
it has a strong history and base in the Frankfurt school. Which is something a little bit dif-
ferent from the thing called creative indusiries as being used today especially in the UK
which is again something different from art and industry and if you acknowledge the de-
bate, I think art and indusiry is very relevant because they're saying: “Okay, there are
artists and there are professional artists, they are doing their work and they don't neces-
sarily have to be an artist and not everybody is an artist.” Which other concepts of the

creative industries more or less use this notion of “everybody is creative”. 158

58 See Annex 1: MARCEL Archives 00086
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Though this suspicion was made clear, I was also told that each participant could producg and

arrange links and texts within the category in the direction of their choosing.

DF - Of course it's the take of one person for the time being. | mean, what’s our choice?
\Hopsfu”y you'll develop contacts with other people and get other feedback on the whole
thing. But, you know, you're the ultimate filier. And | don't think there’s anything wrong
with that. Obviously there has fo be a point of departure and that's it.’5?

In my case, the category of Art and Industry served as the point of departure. I had to take re-
sponsibility for the category and develop my own take on the matter. But the issue of develop-
ing an cditorial policy, of creating a framework for classifying which links were appropriate
and which were not, still related to an understanding of art or, more specifically, of the artist.

As in section 6.2.1 where the conceptualisation of what it was to be an artist was presented as a

kind of litmus test for membership, the underlying reference point for work in the category
remaincd a shared vision of what it was to be an artist. | would continue to maintain and prune
the links displayed in the Arts and Industry node until work began on the third generation of
the website. | felta sensc of anticipation, and a bit of apprehension, at the idea of developing
my own “take” about the relationship between art and industry. Unfortunatcly for all involved,

the transition to thc newer version of the site proved difficult.

6.3.4 First meeting of the MARCEL Managers
I first encountercd a version of the third generation of the MARCEL website at the MARCEL

Managers’ mecting that took place at the LSE on 20 March 2006 (see also chapter 5, section
5.2). The meeting’s objective was to discuss the current design for the third generation of the
website. The sccond version was believed to be too difficult to update. For example, any new
information posted on a page of the site had to be writien in basic HTML within the existing
codc of the page. According to MARCEL members such as Graziano and Grzesick, recent
developments in online content management systems (CMSs) for large websites and blogs
werc emerging as a standard for providing more cfficient means of updating content. One

such system was used to develop the third generation of the MARCEL website.

A few days prior to the meeting, however, | was informed of 2 major complication. Just as
there had been a problem with Nascent Form and acquiring the navihedron for the second
gencration website, a new obstacle had blocked the third site’s development. THEpUBLIC,

which was to open in 2006 in Birmingham and had been the organisation behind the site’s
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development, had since gone into appointed administration’®. One of the original pam'ci'-
pants in the Souillac meetings, Hannah Reddler, had worked there before moving on to the
Dana Centre in London and Graziano Milano, a former student at the Wimbledon School of
Art had subsequently taken on a number of MARCEL related projects there (see section
4-4.3). It was at THEpBULIC that Graziano Milano, with the help of other employees there
and some private contractors, had developed the website using Exponent, a CMS for the
World Wide Web. Because of this recent organisational uncertainty, it was unclear whether
there would still be enough resources to finish the site’s development or if the site could be
maintained on THEpUBLIC’s servers. At the time, the second generation site was still stored
on servers at the Wimbledon School of Art. MARCEL members had hoped to house the new
site at THEpUBLIC, These unfortunate developments meant that the responsibility for de-

veloping and maintaining the sitc would have to be transferred to another organisation.

Graziano’s ensuing presentation of the third generation website was subsequently compli-
cated by the new situation. What was initially planncd as a presentation of the site’s function-
ality, a discussion of best practice standards (for example, he suggested that the best web
browscr to usc for visiting and updating the site was the open source Mozilla Firefox browser)
and an opportunity to collcct feedback from the assembled MARCEL managers, also became

an urgent discussion about who could take on the site’s development™®.

Besides this implicit concern, three issucs surrounding the website’s future were raised dur-

ing the discussion that centred around working standards for the site:

The first of these issues focused the what language would be used on the site itsclf. The previ-
ous site prescnted two alternate versions, onc in French and one in English. For every update
in one of the two languages, a similar change on the other language’s equivalent page had to
be made. Because most of the MARCEL Managers at the time did not speak or write in
French'™2, much of the work of maintaining two parallel sites meant finding translators that
could make these changes. This represented a considerable amount of time and resources for
Managers. Although the first site had been ercated in France in part by French students, the
current site was now housed in the United Kingdom and none of the MARCEL Managers
other than Don Foresta were located in France. Three main solutions for the issue were dis-

cusscd at the meeting: to limit the site to English only, to maintain the site in both languages

% {r would later open its doors in a new building and under new management in June of 2008. See Online Re-
search Documents: Sudjic (2006)

"% fn a different part of the meeting, Graziano would also present Streaming Tales. (see section 4.4.3)

1% Besides me, only three other MARCEL Managers could speak French including Don Foresta and the two

longest serving node managers.
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as best possible, or to rid the site of any explicit language thercby cnabling anyone to post
links in the language of the site it linked to. For example, a link to a site written entirely in
German would be posted in German only. The first and last option presented the advantage of

only having one set of pages instead of a second “mirror” site.

The firstoption for the new website was deemed the simplest as the site had already been de-
veloped in English. The designers simply needed to “cut and paste” the material from the old
site into the new one. The design also did not enable its users to write content in an alphabet
that employed accents. Two reservations were expressed about this option: 1) Don felt that
keeping the French site would help to promote the site in France in the hopes of re-activating
more French members; and 2) the two Canadian node managers at the time felt that discard-
ing the French site limited MARCEL’s appeal to their provincial and national government
stakcholders who encouraged bi-lingual collaboration. In the end, it was determincd that the
design would focus on getting the English site up-and-running, leaving the final decision for

another tme.

The first option for the new website was deemed the simplest as the site had already been de-
veloped in English. The designers simply needed to “cut and paste™ the material from the old
site into the new one. The design also did not enablc its users to write content in an alphabet
that cmployed accents. Two reservations were expressed about this option: 1) Don felt that
keeping the French site would help to promote the site in France in the hopes of re-activating
morc French members; and 2) the two Canadian node managers at the time felt that discard-
ing the French site limited MARCEL’s appeal to their provincial and national government
stakcholders who encouraged bi-lingual collaboration. In the end, it was determincd that the
design would focus on getting the English site up-and-running, leaving the final decision for

another rime.

A sccond issuc focussed on the importance of the navihedron as the basic media object for
navigating the site’s information. Inits existing state, the sitc’s design had not integrated the
navihedron. Some wondered whether it was at all necessary to include the navihedron in the
newer version of the site. This discussion related to a wider consideration of the site’s design

history and the process through which it had been built to date:

Participant: You know, you build something and then you get some more money and then
you build something onto it and something onto it. MARCEL kind of feels like that be-
cause, the navihedron was — remember when we were talking about this at first — four

clicks into how many rooms? Twelve, twelve, twelve...

DF - Yeah, one thousand eight hundred...
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Participant: Of course, that was the beginning of using that tool. So that was like walking
into a foyer. Twelve doors, open one, twelve more, twelve more, twelve more. And then
that, because of Roy’s death, came fo a rest. And then the next generation, the next ver-
sion of the website... So it's like a poor man’s Kentucky home. We built a little of this,
and “Oh a new architecture!” and we joined onto it. And I think that's the essence of
what were talking about. When you're building a website, you're building a metaphor
for a building. “What should I see firste What's important? Is it the links2 Or the pro-

jects?[...]163

With the usc of a content management system to design the new site, the navihedron’s func-
tionality as an efficient means of navigating the site was questioned. But this exchange and the
metaphor of the poor man’s Kentucky home also summarized the overall uneasiness or uncer-
tainty among the managers about what standards (as in the case of what language to use) and

what media objects to keep from previous sites and what to discard.

By the end of the mecting, the managers determined to take out the navihedron from the site
or at least to nestle it within a subsection of the third site as part of an archive of the second
site. The decision represented a compromisc between those, like Don, who wanted to keep

the navihedron as part of the new site and those who suggested that it be discarded altogether.

The third issue concerned what kind of commitment each of the managers was willing to make
to MARCEL and the work of maintaining the site. As was alluded to in the question of what
language to usc for the site, much of MARCEL’s activitics were funded by public stakeholders
such as Arts Councils or through rescarch grants. And as alluded to in the Kentucky home
metaphor, much of the funding for updating and maintaining the website took the form of
project grants. MARCEL itself did not generate revenue from sales of its works or tickets to
attend events, nor did it receive a steady stream of structural funding on a recurring basis.
Each step of the website’s development was, to some cxtent, independent: each step had to
define its own objectives to stakeholders. The daily work of maintaining the site and the rela-
tionships between managers did not, in the short term depend on funding. All of the manag-
ers” daily work was tied to other personal or organisational interests: in some cases relating to
academic worlds, scientific worlds, the art market, personal artistic careers, etc. This could be
understood as being akin to Becker’s actors” “side-bets” (Becker 1960, see also Star 1gg2:
402) when developing commitments within a social world: commitment to MARCEL for these
managers represented one of many ongoing commitments. The commitment on the part of
the managers to cach of these side-bets would have to be weighed against their limited access

to timc and/or resources.

%3 See Annex 1: MARCEL Archives 00086
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For example, my own work updating the Arts and Industry node on the MARCEL websit; was
only part of a whole set of other projects and personal commitments. Besides other MARCEL
projects and the academic work referred to in section 3.4.2, the period covered by the field
work also involved taking on part-time contracts for teaching and research through the LSE.
In this span of time, | would also experience great personal sadness such as attending Roger
Silverstone’s funeral who had been one of my supervisors, as well as great personal joys such
as getting married. All of these events were intermixed with the personal and professional
lives of the other MARCEL Managers and contributors who also took on other contracts and,
in some cases, alluded to important personal events like the birth of children, the loss ofa job,
or new romantic rclationships. As discussed in section 6.2.1, most engagements to MARCEL
were voluntary and flexible in the sense that the time and resources dedicated to the work
could be “de-activated’. Collaboration work in MARCEL implicitly meant respecting or at
least acknowledging everyone’s contingent commitment to its projccts. But part of the objec-
tive of the meeting was to determine what kind of commitment each of the managers was will-
ing to make 1o the website. This meant signing a contract that made commitment explicit at
cither an organizational or individual level. Each of the members were asked to take away

these contracts to sign.

Over the coursc of the two-day meeting and subsequent email exchanges, the managers de-
termined that the site’s existing structure was too complicated for anyone else to complete. As
the MARCEL coordinator, Don Foresta took on the work of coordinating the construction of
the site and to determine who would eventually take-up the new site. Taking up this task rein-
forced Don’s network making power within the MARCEL network: specifically, using the
fcedback from the MARCEL managers, Don would re-programme the site’s design in order
to fit MARCEL’s current position. But necessarily, this could not be accomplished on his
own. It was at this point that other manifestations of power relating to networks became ap-

parent.
6.3.5 Work on the third gencration of the MARCEL Website

The programmer role is not the only form of network making power relating to collective
work in the process of building and maintaining networks. The other role identified by Cas-
tells for this cxercise of power is switching (see section 2.4.3) — in this case linking technical
standards of new media to the art world ncework. In this casc, it required certain forms of
knowledge that Don, as the coordinator, did not possess. This brings the chapter to another
transition that examines some of the power relations involved in managing MARCEL in the
development of the website was the choice of platforms for developing the third generation of

the website.
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The feeling expressed by managers at the end of the MARCEL Managers’ mecting was that
the website’s design was paralyzed because the recent developments at THEpUBLIC. Don
and Graziano would latcr inform me that they encountered problems with the developer con-
tracted for the design of the website’s third generation because of issues of remuncration
complicated by THEpUBLIC’s appointed administration. Negotiations had stalled, leaving
no recourse for Don and the MARCEL members but to start from scratch without any re-
sources. This stalled the third generation’s progress for over a year. Some, including Grzesick

Sedck. volunteered their time to picce together a new site over this period.

Starting from scratch represented an opportunity for the site’s new designers to make certain
choices about the new site’s design and its 1echnical standards. Grzesick, who worked from
the Wimbledon School of Arts and who was designated as the third gencration website’s new
designer., picked a different content management system known as Drupal for its overall de-
sign. Grzesich had been one of the MARCEL members who expressed dissatisfaction with the
inflexibility afforded by the second MARCEL site’s use of Flash (sec scction 6.3.2 above).
During onc of our subscquent meetings 1o design the website, he explained how his choice of
Drupal was based on its flexibility as a content management system. He also believed thatit
was most likcly 1o “survive™ as a content management system standard becausc of its large
community of uscrs. Ina way these arguments echoed Mike Daw’s arguments for Access Grid
(see chapter 4). Similarly 1o him., Grzesick felt that, although “people are scared of Drupal
becausc it’s complex™ (Grzesick Sedek 6 November 2006) this issue was remedicd once the
designer knew what was needed and the site was sct up. Keeping with the analogy used in
chapter 4. section 4.4.2. one could reiterate Grzesick’s argument as being that the MARCEL
website designed with Flash produced a toaster media object. while Drupal’s design resulted
ina grill. This view was also supported by his past experience in using Drupal to design the

Aherne website (see section 5.7.3) and some of its design advantages'™,

As aself-described *Open Source and Linux enthusiast”, Grzesick was familiar with many
programming languages and anline protocols. This meant that from an ideological stand-
point, applications such as Drupal — an open source conteat management system — and Ac-
cess Grid or Pure Data (sce section 4.4.1) were better suited to his view of new media work

than more "mainstecam” applications being taught in most art schools at the time:

“I've been using open source for many years. I'm just really trying not to use anything

else. [...] You see, the thing about Art Schools is that it's pretty mainstream you know, the

1 One example he gave me was that Drupal provided each content page with its own URL, thereby making it

much easter 1o search for information and to update.
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things they want fo teach you is Photoshop, and Dreamweaver, and Final Cut Pro, and

things like that.” (Grzesiek Sedek 6 November 2006)

Becausc Grzesick was employed on many other contracts (His contract with Wimbledon
School of Art unfortunately did not cover, as he put it, “paying for cool experiments with
video and video streaming.” (Grzesick Sedek 6 November 2006)), much of his work design-
ing the website took place in spurts on his own time. The basic design for the site required a
level of expert knowledge of Drupal and programming language that few of the MARCEL
members could help with. By 29 May 2007, however, the site’s new design had rcached a
point where Don believed certain tasks could be taken on by others. It was with this in mind

that Don, Grzesick and [ arranged a mecting over Skype to discuss and coordinate the work.

Part of the objective in this redesign was to install a WYSIWYG'5 toolbar in all of the text en-
try ficlds available for node managers and other users. This would make updating the site pos-
sible for uscrs who were not familiar with HTML language. Another objective was to update a
number of user profiles on the sitc and to install a keyhole function (literally represented as a
keyhole on the site) that allowed only registered users to access particular content and func-
tionalitics on the sitc. Othcr MARCEL members including a graphic designer in Boston ~
who would design the visual aspects of the site — and students working at the University of
Maine — who would transfer the site onto the University’s servers (since the Managers” meet-
ing, they had accepted the role) — were also waiting in the wings to work on the site. Unfortu-

natcly, other obligations on Grzesick and Don’s end impeded progress on this first mecting.

A sccond mecting was arranged for 1 June 2007. This time, 1 visited Grzesick at the Wimble-
don School of Art to work with him on the site in his free time. We met in onc of the School’s
computer labs. The lab was made up of two connccted rooms, approximately 7 meters by 5
meters, the other 5 meters by 5 meters. Each room had long tables with different computers
sct up on them: different screens in different sizes, all in the old style cathode screens, in dif-
ferent brands. The walls were plastered with A4 sheets reading “No food or drink”, and in-
structions for printing and making DVDs. I found Grzesick in a small adjacent office in the
corner of the larger room while a dozen students worked on some of the computers™. [ would
later find out that his makeshift Access Grid node next to the printing rooms (sec section

4-4.1) had since been closed.

We met with Don using Skype for audio. Both ends loaded the website and began to work

with only intermittent interruptions. Occasionally, on Grzesiek’s end, a student would inter-

. "% Acronym for What You See Is What You Get

6 See Annex 1: MARCEL Archives 00083, 13.00, Wimbledon School of Art, 1 June 2007.
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rupt to ask a question about using Photoshop. Even though Grzesiek was on his lunch brcgk,
he would step out to help. We could hear the noise of Parisian street traffic on Don’s end. At

one point, both ends needed to disconnect and re-connect because of “scratchy” sounds in

Skype’s audio signals.

The work of programming and switching was mediated on two levels: 1) at level of information
exchange about the site’s design; and 2) at the level of information exchange about how to
design the site. Information exchange took place over the course of the discussion on Skype.
Both Don and I were géning a real-time tutorial from Grzesick about how to accomplish cer-
tain tasks on the sitc. Don determined the order of the design work using a list of changes that
needed to be completed. He needed these changes to be done in order to move the project on
to other designers (sec above). While running down the list, which included sewing up the
WYSIWYG toolbar and changing some of the user settings for individual profiles, he also
prioritised the specific tasks related to cach change based on what was repetitive and simple
against what was complex. The lauer was reserved for Grzesick to accomplish. The former
tasks, such as copying and pasting texts or ticking boxes in hundreds of ficlds in order to acti-
vate specific propertics in specific sections or profiles of the new website, Don sct aside for he

and I with an “I’ll do that”.

After an hour’s work on Skype, we disconnected with Don. The three of us cach had a list of
changes that nceded to be done on the site. We communicated via email to arrange the next
mecting. By the time of our next mecting on 12 June 2007, the new website boasted a new
navihedron as part of its main navigation. A ncw version had been developed by one of the
students at the University of Mainc and put online with Grzesick’s help. Despite the Manag-
crs’ meeting’s conclusions, Don had asked that the navihedron be integrated into the sitc’s
basic design. In this case, however, a Drupal menu bar was still visible on the lefi-hand side of
the website so that one could navigate the information without the use of the navihedron. This
time, Don and I met with Grzesick in person on the second floor of the Wimbledon School of
Art’s Research Office. Don having travelled to London for a series of mectings. This other
officc was in a scparate building from the rest of the School and had fewer students circulat-
ing. Grzesiek had a station in one of the office rooms with Mac desktop computers. We pulled
up some chairs and sat around him as he alternated between his station and his laptop as he
worked. Each of these working sessions was an opportunity for Don to clarify his priorities for
the site. Grzesiek, on the other hand, explained to us what could and could not work. Don
would ask if something was possiblc and, if unable to provide an answer, Grzesick would reply
that he “would have to work on that” between then and the next meeting. For example, he
informed us that there were compatibility issues with the WYSIWYG toolbar and that it
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would take more time to figure out. All the while, Don and I would use other stations to up-

date user fields.

The three of us would meet again onc last time at Wimbledon on 17 September 2007. By then,
the site had been moved from the Wimbledon servers to the University of Maine and the
WYSIWYG editor was in place. As we sat down to finalise some of the user profile scttings,
Grzesiek identified a problem. He could not edit some of the work because the site had been
reconfigured at the University of Maine using an older version of Drupal instcad of a more
recent version Grzesick was using in Wimbledon. This caused compatibility issues with some
of the changes Grzesiek had been asked to make to the site. This problem illustrated the de-
gree of complexity in coordinating such work between a number of different sites. It was at
this point that my contribution to the design of the third generation of the MARCEL Web-
sitc’s backend came to an end. Most of the work would subsequently be conducted in North
America. Don would continue to coordinate the site’s design from Paris, sending me the oc-
casional progress update either during our other meetings or via email over the MARCEL

website’s mailing list. Grzesick also remained involved in parts of the site’s development.

By the end of the field work on 1 April 2008, the site had moved completely to Maine. Each
gencration of the website had had a different physical location: the firstin Le Fresnoy in
France which, in turn, moved to Wimbledon in the United Kingdom where the second site
was developed. As the third was completed, it also moved, this time to University of Maine in

the United States.

But onc must also not overlook the enjoyment these two took in working together — appreci-

ating the talents of the other. As I subsequently noted after our last mecting:

“Don, at one point, turns rapidly to me with [a] smile of disbelief and admiration as we
waich Grzesiek scroll through the thousands upon thousands of lines of code on one of the

screens in front of him“1¢7

The proficicney with which Grzesick could scan through code and resolve complex technical
issucs was undeniably impressive. 1 had to admit that it was also a pleasure to watch them work
and to learn of all of these new developments and to see how expertly one could use or modify

online tools.

%7 See Annex 1: MARCEL Archives 00083, 15.00, Wimbledon School of Art, 1 June 2007.
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6.4 The independents

The previous sections developed the classifications used to represent collaborations among
the MARCEL members and specifically, how the MARCEL website was designed and used as
a media object for such a classification. This section now turns to the work of classifying Ac-
cess Grid and the high bandwidth network within the MARCEL network. Its focus is a series
of meetings, discussions and other forms of work surrounding the development of a working
group (see section 6.3.2) relating to providing high bandwidth connections to media art cen-
tres in the United Kingdom. The section also develops some aspects of a media centre’s work

on adiffcrent platform as a contrasting version of classification.

6.4.1 Geuing the independents connected

Alarge part of the participant obscrvation conducted over the 31 month period involved fol-
lowing Don Foresta or other MARCEL members to various meetings with representatives of
other organisations to discuss potential collaborations or projects. Since Don had ‘stopped
being an artist’, the work of promoting the network and recruiting new members for MAR-
CEL occupied much of his time. Part of the goal in such recruitment was to encourage indi-

viduals and organisations to produce works on the high bandwidth networks.

Having Icarned from the work developed and implemented by Don and Georges-Albert Kisfa-
ludi in France for Artistes en Réseau, Don, Tim Jackson and others concentrated their cfforts
on gaining access to the academic network as a means of squatting existing resources. MAR-
CEL mcmbers hoped that drumming up interest and projects would provide the “critical
mass” nceded 1o get MARCEL going and thereby classify high bandwidth standards into art

world conventions.

“We stifl need that notion of belonging to an ideq, so that if we set a precedent for in-
stance, in the UK in getting the independent media art cenfers on-line, on the academic
network, then people in Canada or the US or France can pick up that same idea and go
to their administration and say ‘Look, they did it there. Why can‘t we do that here?’”
(Don Foresta, 22 June 2007)

In at Jeast three cases in interviews, members referred to the Société des Arts Technologiques
(or Socicty for Arts and Technology, SAT) from Montreal, Canada, as an example of success-
ful overscas exchanges. Seven representatives from Montreal’s media art world had partici-
patcd in the Souillac [l meetings and had successfully employed the Souillac Charter to lobby

local and national stakeholders for funding support in Canada ™,

"% See hitp://archives.sat.qe.ca/references/ for a version of the related report
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The “Hi-Bandwidth Art Research Network-UK” working group represented a similar initia-
tive. [t was devised to act as a “representative of independent centres vis-&-vis other bodies, as
a platform for joint funding for specific projects or programmes and as a lobbying body for
furthering the objectives of the combined organizations ™ relating to high bandwidth con-

nections in the United Kingdom.

By the carly 2000s, national funding bodies in the United Kingdom such as the Arts and Hu-
manitics Research Board (AHRB, later renamed the Art and Humanities Research Council in
20035, scc AHRC (2008)), the Joint Information Systems Committee (JISC) and the United
Kingdom Education and Research Networking Association (UKERNA which would later be
renamed JANET(UK) ) demonstrated some openness towards providing access to the na-
tional rescarch network JANET through the creation of initiatives such as the Methods Net-
work (sce section 4.2.4). MARCEL’s goal of “finding a place for art, culture and education in
the high bandwidth network space™% coalesced well with attempts to encourage independent
art centres to produce artworks on the high bandwidth network. But convincing artists’ cen-
tres and the United Kingdom’s institutional support structures that provided access to the
conncction 1o work together represented a considerable challenge facing MARCEL. As with
other initiatives in the network, a working group was formed. In this casc, its objectives con-

sisted of exploring:

[...]Jthe potential of the high speed UK Educational Internet Network, Super Janet, as a
space for creative productions and to identify the opportunities for new types of research
that innovative networked ICT tools can facilitate between different sectars of the creative

industries and the research base.!”!

Thesce objectives were to be artained in large part through actvities such as seminars of inde-
pendent media centres in the hope that an eventual agreement beeween UKERNA and the

indcpendent media centres would be reached.

6.4.2 Meeting the Independents

I first accompanicd Don for a meeting with what he termed the independents — media art cen-
tres that were independently run and funded by multiple funding sources including public
subsidy and audicnce revenucs — on 1 December 2005, The meeting took place at the Water-
shed Media Centre in Bristol. We arrived late to the meeting due to a delay on the British rail

nctwork from London. The 12 participants sat at a set of tables arranged in a square in the

9 See Online research documents: MARCEL Network (2006)
'™ See Annex 1: MARCEL Archives 00086

7 See Online research documents: MARCEL Network (2007)
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middle of a conference room in the Centre. Everyone attending had waited for Don’s arri\(al
to start officially. Half of them had brought laptops and were already typing away and would do
so for most of the meeting. The day’s schedule was divided into morning and afternoon scs-
sions. Two hours in the morning session were dedicated to an open exchange between the
participants. All worked for/with independent media art centres from across middle and
South-cast England. As | sat through the morning, the mecting was a flurry of unfamiliar
names and acronyms of people, organisations and technologies. Don presented Access Grid
and high bandwidth nctworks, specifically JANET, to those prescnt as a means of opening the
door for independents media art contres (o new audiences. Conversely, he presented the
mecting as an opportunity for independent media art centres to convince UKERNA represen-
tatives that they would be suitable providers of cultural content for the high bandwidth net-
work. Despite this, many participants expressed frustration with the degree of limited finan-
cial resources and knowledge expertise available to them in order to access high bandwidth
networks (sce seetion 4.2.4 for a detailed description of costs). They also expressed reserva-
tions about the limited scope of the network’s audience. Because physical connections to the
high bandwidth network were limited, some argued that it represented little to no advantage
in trying to rcach audicnces online, especially those outside academic circles, These frustra-
tions became a recurring theme all along the discussions of Aceess Grid and MARCEL over

the course of the rescarch (sce below).

The afternoon scssion was reserved for two presentations. The first by Hilary Baxter, a repre-
sentative of the UKERNA. She expressed an interest in making the “over engincered” JANET
amore public service network, at one point mentioning that UKERNA had sponsored access
to further continuing cducation programmes on JANET for convicted felons. This was imme-
diatcly scized upon by participants in the mecting, including Don and, subscquently, Grazi-
ano Milano who would latcr appropriate this statement in order to producce a playful argument
along the lines of “1f prisoncrs can getaccess to JANET for free, it scems reasonable that are-
ists would too” in subscquent meetings. The sccond presenter was Mike Daw from the Uni-
versity of Manchester. 1t was during his presentation that [ first witnessed artworks using Ac-

cess Grid including the SC Global conference and Kelli Dipple’s work (see section 4.4.2).

As with other MARCEL projects, the working group would continuc to coordinate the project
and move it forward between mectings. At this stage, getting the United Kingdom's inde-
pendent media centres connected through MARCELs initiative was in large part coordinated
by Graziano Milano who kept in contact with Don via cmail and occasional meetings in Lon-
don. Graziano had initially been able to build on his successcs as a project manager for the
THEpUBLIC in getting a high-speed connection up and running with events such as the
Swreaming Tales project (see section 4.4.3). ltwas Don and Graziano's initial hope that build-
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ing a consortium of independent art centres in the United Kingdom would not only increase
the number of artworks but also ensure that THEpUBLIC would have interested collabora-
tors in the country. Once THEpUBLIC went into appointed administration in 2006, how-
ever, Graziano continued to build on this initiative in the hope that such a consortium would
take shape despitc THEpUBLIC’s untimely problems. This meant organising and coordinat-
ing further meetings between art centres and especially finding the funding and institutional

support that would ensure this working group’s coordination over time.

As part of this work Don, Graziano and | scheduled a mecting on 4 Scptember 2006 in my
office at the LSE. Another reason for the mecting was to preparc an application for an Arts
Council England (ACE) Grant to fund some of the improvements for the MARCEL website
(sce section 6.3 for a discussion of the third MARCEL Website). Graziano had alrcady initi-
ated some rescarch on the matter of the Independents. He informed us that JISC/UKERNA
were planning a call for projeet proposals that included a section for the arts and humanitics.
Of those who had attended the previous independents’ meeting in December 2005, five me-
dia arts organisations had signalled their interest in pursuing this venture and had alrcady
signed on as members of MARCEL. A second meeting of the independents represented an
opportunity to put together a JISC proposal and potentially get funding for ongoing access to
JANET. Don explained to me that part of this funding would include a contract for Graziano
to work as the project manager. According ) Graziano, cither the Arts and Humanitics Re-
scarch Council ICT Methods Network (Mcthods Network), a partnership of academic institu-
tions including the Centre for Computing in the Humanitics, the Royal College of Art, Royal
Holloway and the Humanities Rescarch Institute, or the Arts and Humanities e-Seienee Sup-
port Centre (AHeSSC) were willing to sponsor a sccond meeting. Both the Methods Network
and the AHeSSC were housed in oflices at King’s College London. only a few streets away

from my office at the LSE.

By the end of the meeting. Don and Graziano exchanged information about recent events,
projects, and interests. The conversation eventually led to a comparison of Aceess Grid's
video streaming capabilities and that of QuickTime and other simifar video compression for-
mats. Graziano argucd that platforms such as Access Grid would eventually disappear because
these other commercially supported formats benefited from more regular updates and could
now also dcliver functionalitics such as multicast (see scction 4.2.3). Although Don conceded
this point, he believed itimportant to usce as many of these tools as possible because it pro-
vided greater flexibility. In the case of videoconferencing, for example, this meant using iChat
(which uses QuickTime), Skype and AG. The mecting convened in a similar fashion to our
work with Grzesick on the website, with an agreed upon set of tasks for cach of us 10 accom-
plish before our nexe mecting. This included filling out different sections of the ACE applica-
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tion and developing a list of interested parties that would eventually include 12 media art cen-

tres from across the United Kingdom'?,

We would not meet face-to-face again until Don’s return to London on 17 October, 2006. As
with the work of designing the third generation of the MARCEL website (see sections 6.3.4
and 6.3.5), meetings and similar work would take place in spurts. Since neither Don nor
Graziano were working only on the Independents project, meetings and correspondences
were irregular and had to fit with everyone’s schedule. From a personal perspective, this made
progress scem slow as | was anxious to continue the fieldwork. 1also worried that  was “kept
out of the loop” for certain email correspondences or mectings. However, after a few wecks of

silence, email exchanges would start up again and work resumed where we had left off.

The 17 October meeting also took place in my office, Graziano and I worked in the late afier-
noon to complete and piece together the ACE Grant application for the website discussed in
the previous meceting. Later in the day, Don joined us to discuss the Independents’ meeting
and projected application to the JISC and UKERNA. [ soon realized that Don and Graziano
were having an ongoing conversation over the course of this work about the future of high
bandwidth. Evidently, they did not share identical conceptualisations of the potential for high
bandwidth. On the one hand, Graziano likened UKERNA 1o the “[British Telecom] for aca-
demic networks™ 73, Like BT, he believed JANET would eventually be privatized. This, he
argucd, did not necessarily represent a bad thing since it would lead to grearer public access
and less burcaucracy. He also related to us some of his recent experiments with vidcoconfer-
cneing applications such as iChat or non-proprietary ¢quivalents for the Streaming Tales pro-
jeet (see scetion 4.4.3) and how he and his collaborators hoped to install the performance in
kitchens rather than simulating such a setting in an academic or other kind of space. A more
accessible form of high bandwidth, he felt, was better suited to this kind of experimentation.
On the other hand, Don acknowledged that an eventual privatisation of academic networks
was a possibility, but that it represented a significant danger. He perecived this imminent
commercialisation as inevitably limiting high bandwidth’s potential as an emancipating tool
for artists working onlinc. As an cxample, he argued that in its early days, television was also
touted for its potential as an educational tool for the masses (This fit within Don’s wider ar-
guments about the limitations of the television art world, sce chapter 5). Don believed in the
importance of creating an expert ‘communication space’ for artistic production where ex-

perimentation could take place (see chapter 4 for a more in-depth investigation into his phi-

2 See Online research documents: MARCEL Network (2007)

3 See Annex i: MARCEL Archives 00081, London School of Economics and Political Science, 17 October

2006.
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losophy). Practically speaking, Don felt that the surest course to take was to find support
among academic and national public funding bodies such as JISC: to squat the network before
it was commercialized. Graziano, as others had done in the Watershed meeting, argued that
such a media form was too costly and constrained by bureaucratic tics. He argued that it was
preferable seek out what the research would categorize as an ‘everyday’ media form where

audicnces could more easily access the connection, thereby making the work more accessible.

The outcomes of that day’s meeting disappointed Don. As a result of this second meeting, it
became clear to him that the representative from UKERNA was only interested in developing
a ‘political document’ instead of a project proposal. He expressed his frustration with aca-
demic organisations who “don’t understand deadlines™. Again, we divvied up a scries of
tasks between the three of us and went our scparate ways. We would reconvene again on 20

November 2006.

Sadly, our efforts in applying for the ACE grant would prove unsuccessful. Two other applica-
tions to different funding institutions for different projects would also go unrewarded over the
course of my work with MARCEL. Applications were an important part of work in the net-
work: secking out calls for applications and project proposals. meeting with application offi-
cers, filling out forms. This in turn contributed to a large extent to the unccrtainty of realizing
projects and ensuring consistent and sustained funding for aspects of the ncework. The 20
November 2006 mecting confirmed a1 approximate date for a second Independents meceting.
The date would be set for 1g March 2007. In a way, these meetings were not only an opportu-
nity for the two to advance projects relating to MARCEL, it was also an opportunity to sit to-
gether and discuss options and new developments, be they technological or otherwise. The
dcbate between Don and Graziano did not end that day. These talks provided me with impor-
tant clues about the necessary work of attempting to classify Access Grid and other media
forms as part of the network. As with the discussion raised in the Managers” meeting, a wider
ongoing debate about the usefulness of squatting the academic high bandwidth network was
underway.

6.4.3 VisitorStudio

Over the course of these mectings, 1 developed an interest in further investigating some of the
other options available to thesc artists for real-time online collaboration between multiple
connections. Specifically, during our first meeting, Graziano had mentioncd that low band-

width options were being investigated by media art centres. One such example, developed by

1 See Annex 1: MARCEL Archives 00081, London School of Economics and Political Science, 17 October

2006.

213



a group known as Furtherfield and whom he had collaborated with, was known as VisitorStu-

dio.

It was in part through Graziano that | was able to come into contact with the two founding
members of Furtherficld: Marc Garrett and Ruth Catlow. Ruth had attended the Watershed
meeting in December 2005 and shown an interest on their part for furthering the [ndepend-
ents’ initiative. Graziano had since started working with them on aspects of the VisitorStudio
project. I arranged a series of interviews with Furtherfield in their studio in an industrial zone
of North London to discuﬁs their work 75, As | arrived in their space on 29 September 2006, a
gigantic joystick, over 3 meters tall and just as widc, took-up most of their gallery space as part
of'a scparate collaboration piece. We sat in an adjacent office space/living area to discuss

their work.

They explained to me how they had deliberately developed the platform to work on a 56k mo-
dem (ie. low bandwidih). VisitorStudio was similar to Access Grid only in that it allowed for
synchronous enline collaboration between multiple users. Since 2004, Furtherficld and col-
laborators had designed the platform as a simple web-based interface to allow registered uscrs
to upload and sharc imagces, video, audio and text in real-time. As the platform’s official site

described:

“Participants uplaad sound files and still/moving images (jpg, png, mp3, flv, swf) to a
shared database, mixing and responding ta each other's campositions in reaktime. Indi-

viduals can also chat with each other and are located in the interface by their own

dancing-cursors.”17¢

With a functioning design complete, Furtherficld had begun working with Graziano in devel-
oping training programmes and organising initiation cvents for potential users — mostly
community centres and other media arts centres in urban areas of the United Kingdom and in
parts of Europe and North America. The two felt that Graziano’s previous experiences work-
ing with diverse communitics in community centres such as THEpUBLIC madc him an ap-

propriate coordinator for such initiatives'™.

Thesc kinds of training programmes were possible because of the platform’s minimal use of

bandwidth but also. arguably, because it substituted certain telematic conventions for more

%5 See annex 5 for details of participant observation.
16 See Online research documents: Furtherlield (2006)
" Llollowed Graziano ona project with children at the Bruce Grove community centre in North London on 20

February 2007 and 25 February 2007. He worked with them as a community develapment project using Visi-

torSiudio platform.
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widely available new media standards. Because VisitorStudio was limited to a standard desk-
top interface, complex physical installations were unnecessary. Arguably, any individual famil-
jar with accessing applications online using a desktop PC and able to access the World Wide

Web could learn to usc VisitorStudio.

But, for Furtherficld, VisitorStudio’s use of certain new media standards did not absolve it
from necessary artistic compromiscs. Their usc of Flash to programme much of the interface

mcant that they were also running contrary to some pereeived new media standards:

RC!78 _ “Things like VisitorStudio — when | showed this to [a FLOSS purist] he just says
“Oh, I hate shit like this!” [laughs] And it’s because it uses a Flash interface, it isn’t de-
signed with open code so the code would have to be commented very, very carefully for
other people to take it and then modify it and it relies on Flash which is proprietary soft-

ware and... So it’s a “dirty” solution. But for us, it was more important that we pravided a

platform and that people could have this behaviour than it was to be squeaky clean.”
MG!7? - “Although everything else we use is free software like PHP for websites...”
RC ~ "When we can...”'® (Ruth Catlow and Marc Garett, 8 February 2007)

Here, the two reaffirmed some of Gr..esick’s and other MARCEL members” reservations
about non-open source products such as Flash (sce seetion 6.3.5 ahove). However, in their
case, non-open source was not so much inflexible ora toaster technology. Rather. it repre-
sented one of many new media standards that could be wransgressed. Despite these reserva-
tions, VisitorStudio’s use of well-known new media standards and low handwidth enabled
Furtherfield and Graziano to try to reach new groups of users. Much of this outreach took the
{orm of providing training sessions for users™ or training sessions for individuals who could
provide training for users™. For Marc and Ruth, developing a platform that was casily acces-
sible to groups of users was more important than what specific media forms were used. This

was, in part, duc to the constant changes in new media stanclards:

T RC will hencelorih refer 10 Ruth Catlow in interview transcripts,
MG will hencelarth refer 1o Mare Garett in interview ranscripts,
e The second of Two interviews with Ruth Catlow and Mare Garetr was conducted in their studio in North Lon-

don. United Kingdom on the 8 February 2007
" See annex 1: MARCEL Archive 00082, Bruce Grove, Landon, 8 February 2007

" See annex 1: MARCEL Archive 00082, Furiherficld shudio, London 22 January 2007
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RC - “Working in this field as artists you find this all the time that you make work fhaf is

innovative but because the technology moves so fast and because of this relationship be-
tween technology and capitalism, it’s moving at a really fast rate in terms of technologi-

cal innovation and you just get overtaken all the time. And then the context of what

you've done is just completely changed. Which is a big windup!” [laughs]

MG - “But - and that's why it's so important for us to be so well connected to the people
who use this stuff because it’s very much about their own ~ their own psychology, their
own behaviour again and their relationship as creative people ~ that in a way informs us

~ that we’re not just making a product and...”

RC — “It's also what gives the work any longevity is a kind of real sense of content that

actually means something beyond like new fricks really.” (Ruth Catlow and Marc Garett,

8 February 2007)

At first, bascd on minimal descriptions by MARCEL members and others, VisitorStudio had
scemed to me t be the World Wide Web collaborative equivalent of Aceess Grid. It therefore
mitially seemed to me that their membership in the Independents working group was of little
usc to Furtherfield. When 1 asked why getting connected to high bandwidth would be of any
interest, they answered that they could imagine VisitorStudio on high bandwidth, but that this
would only be onc in many versions of the same work. Their wider interest in the working
group lay in the wider social networks that MARCEL represented (they had, after all, met
Graziano through MARCEL). The significance of MARCEL, for them, was not so much its
technological aspects but for the connection to international academic social networks and to
the wider discussions about high bandwidth and its futare. For Furtherfield, MARCEL repre-
scnted a chance to gain access to new contacts, new resources, and new perspectives on their

own work and the work of others.

This independent media art organisation’s work provided an interesting contrast to the com-
bination of maverickness and experimentation presented to date. Both artists still articulated
aspects of maverickness, of wanting to contest established conventions and to seek out inno-
vative practices. But their work deployed maverickness in relation to the everyday as opposed
1o Don’s strategy of ‘squatting’ expert ICT networks. Their work also suggested a concern for
a different kind of user. Much of MARCEL’s work had focussed on the artist as an “advanced
user” or other more complex designer/user configurations (see, for example, chapter 4). In
VisitorStudio’s case, the user was not specifically an artist but rather anyone interested in be-

ing ‘creative’.
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6.4.4 Second Independents’ meeting

The second independents’ meeting took place with the support of the Methods Network on 19
March 2007 in a conference room of the Centre for Computing in the Humanities at King’s
College London. The meeting was advertised as an Arts and Humanities Research Council
ICT Methods Network Seminar called “The Potential of High Speed Networks as a New
Space for Cultural Research, Innovation and Production™®3. The day began with presenta-
tions by artists working in the United Kingdom including Kelli Dipple, Ruth Catlow, Paul
Sermon and Thor Magnusson about their reeent experimentations with real-time collabora-
tive platforms and/or high bandwidth. The afternoon was reserved for open discussions con-
cerning:

“Potential connections and opportunities for new type of research and production with uni-

versities, archives, and other institutions

Ways in which the high speed internet technology allows a more “seamless” connection

between the artist/researcher/curator/archivist and student.[...]

Research issues, problems, or questions related to the creative process and creative prac-
tice involved in the pursuit of creative activities and productions in High Speed

Networks,”184

By the end of the mecting, everyone present asserted their interest in getting connected to the
academic high bandwidth but remained hesitant relative to the cost of installing a connection
and the future possible projects resulting from the connections. Giles Lane of Proboscis, an
independent media arts group in central London, accepted the role of the working group’s
coordinator. His main objective would be to look into potential funding opportunitics and
collaborative projects with commercial partners. In a subsequent interview with him, he cx-
plained to me that he still felt reservations about the importance of Access Grid for the MAR-

CEL Nctwork despitc taking on the working groups coordinator role:

“I don't see that Access Grid is in any way... is anything other than a tool that might assist
in a certain articulation for some of MARCEL's objects. So for me, Access Grid and the
focus on Access Grid and virtual connections has meant that we‘ve [Praboscis] partici-

pated less and less because it’s not connected to our work in a meaningful way. So I think

#3 See annex 1: MARCEL Archive cooga

"1 See annex 1: MARCEL Archive cooga
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Access Grid is a bit of a... it has its purposes, but for me it’s not interesting, and it's not
what we're a part of MARCEL for. And for me, what interests me in MARCEL is its—the
things I was saying about kind of capturing and reflecting an the history of the impact of
artists—artists and artistic practices in this kind of collaborative area, and also building up
a network thot shores this knowledge, and helps reinforce it in other areas. Ideally, you
also wont to create networks because you want to find new partrers and new funders,
and you know—thot’s what you've created these networks for.”1%%(Giles Lane, 14 May

2007)

Here re-emerged the significance of the artist role as a means of classification within MAR-
CEL. In this sense, Access Grid and the high bandwidth academic network were only a part of
the wider whole of what interested MARCEL's members. But nor was Access Grid completely
ignored outside the MARCEL Network as a potential artistic convention. Other artists work-
ing independently from the MARCEL network were also testing its possibilities. On 17 No-
vember 2006, [ atiended a conference at the Ikon Gallery in Birmingham in which artists from
the region were mecting to discuss new technological developments for artistic production,
onc of which was the Access Grid platform. By the end of the discussion concerning Access

Grid, onc artist presented his own analogy for classifying the platform along the lines of:

“The video is the least interesting. What | like is the possibility to collaborate. Because of
the bandwidth, you can do more and work collaboratively in real-time with software online.

It's like the steroids of computing online.”18¢

6.5 Conclusion

This chapter was constituted an account of multiple collaborative projects which took place
prior to und during the MARCEL Network’s existence with particular attention to the classifi-
cation work involved in thesc collaborations. Section 6.2 identified three types of lists used to
classify collaborations among artisis such as Don Foresta and Georges-Albert Kisfaludi prior
to the creation of the MARCEL Network and leading up to the Souillac meetings: member
lists, technical lists and project lists. Sections 6.3 and 6.4 examined in detail two of the pro-
jects which were part of the MARCEL Network's activities. Section 6.3 detailed the design of
the MARCEL websitce through document analysis and participant observation of maintenance
work for its sccond version and its subsequent upgrade to a third version. Section 6.4 was an

account of attempts to promote Access Grid and high bandwidth as an artistic convention to a

5 The interview with Giles Lane was conducted in the Proboscis studio in London, United Kingdom on the 14
May 2007.

6 See annex 1: MARCEL Archive 00082, Ikon Gallery, Birmingham, 17 November 2007
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group of independent United Kingdom arts organisations by members of the MARCEL Net-
work. Now that the three empirical threads have been developed, I rethread them in chapter 7
in order to produce a synthesising analysis in response to the rescarch questions informing

this study.
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Chapter 7

WEAVING THE THREE THREADS - AN ANALYTICAL MOMENT

7.1 introduction

In the previous empirical chapters (Chapters 4, 5, and 6), three investigative threads have
becn developed: 1) a digital information and communication nctwork’s carecr, 2) an artist’s
carcer, and 3) an account of a scrics of collaborative projects as part of the MARCEL Net-
work’s activitics. In this chapter [ weave these empirical threads together in an analytical mo-
ment of interpretation that is intended to synthesize and claborate upon the carlier insights.
This chapter is divided into two parts: 1) it recaps the key findings and then addresses how the
themes uncovered in the cach thread answer the rescarch questions set out at the end of chap-
ter 2 in section 2.5; and 2) it relates these insights to the coneeptual framework developed in

chapter 2. The principle rescarch questions are:

How do artists design and use digital information and communication networks for the pro-

duction of artworks?

1) Do artists articulate a conduct of maverickness in relation to networked ICTs? If so, how is

itarticulated and what arc the resulting power dynamics for the production of artworks?

Il)How do artists engage with the mediation of digital information and communication net-
works? Specifically, how do new media standards become meaningful conventions for art-

ists and their art world networks?

1) Does the mediation of networked 1CTs by artists in some way cnable or constrain the
(re)production of maverickness in an art world nctwork? Specifically, arc artists able to

conduct maverickness in order to contest network standards?

As presented in chapter 3, scction 3.6.4, a number of sub-questions were posed within cach of

the empirical chapters in response to these main rescarch questions.

7.2 Summary of the three empirical threads

. In Chaprer 2. [ suggested that the artist’s sclection, design, and/or usc of a tol for artistic

production cannot be understood as an isolated relationship. In the case of the tradition of the
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*production of culture’, the dissemination and collective success of art worlds is tied to the
level of resources and support they are able to secure. Becker (1982: 131-164) states in Art
Worlds that conventions developed by an artist or other art world participant need to extend
beyond individual work and gain the respect of gatekeepers (Ridgeway 1989) such as critics
and patrons in order to persist.. It was unclear, however, how one could secure such support
if both the technology and the artist role were to some extent unstable. The previous chapters
have examined two carcer threads, that of an ICT and that of an artist, and analysed the classi-
fication process in an art world network. The following summarizes the empirical findings of
cach thread and develops several thematic openings whereby the threads can be woven into a

final moment of analysis.
7.2.1 The Access Grid career thread
By engaging with academic high bandwidth nctworks, MARCEL artists and others designed

and used Access Grid as an art world convention with a focus on producing telematic art. For
some, this technology promised to be a resource that enabled artists to design new ways of
collaborating and interacting with the artists and users. To a certain extent, Access Grid sct
thesc artists apart from artists working with other digital information networks like the World
Wide Web. both litcrally and figuratively. Academic high bandwidth nctworks such as JANET
were designed as expert media forms in which research and collaboration were initially framed
as scientific and, later, generally academic, endcavours (see chapter 4, section 4.1). The semi-
immersive collaboration described by members of the Futures Laboratory was arguably one
that took place berween academics and other experts within a rescarch context. As shown in
chapter 6, this pereeption of Access Grid nodes as being part of a discursive space scparate

from the gencral public represented a key fault line for the MARCEL members.

In chapter 4 T examined a process of mediation which [ referred to as experimentation through
the historical construction of the Access Grid’s design using four instances of appropriation
and conversion. Some actors referred to experimentation explicitly as a means of determining
the possible designs and uses for Access Grid as a set of new media standards for vidcoconfer-
cneing and semi-immersive collaboration. [ have likened experimentation to Silverstone’s
conceptualisation of domestication (sce chapter 2, scetion 2.3.5) entailing a three tiered
process of commodification, appropriation, and conversion. Experimentation secms similar
to domestication in that an unfamiliar ICT design and usc is ncgotiated within and among
groups of social actors. But experimentation also seems to entail some significant differences

which § discuss here.

In chapter 4, scction 4.1 L demonstrated how the Access Grid’s design involved a complex

* weaving together of multiple standards into a media form for the production of videoconfer-
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encing and online semi-immersive collaboration that extended into and was integrated with
offline spaces. Its design also involved articulating the potential meaning and function of
ICTs. In this case, instcad of being packaged as a commody, the Access Grid was presented as
both a functional means of videoconferencing and, most importantly, as an experimental
technology - an extensible ICT for testing connections and developing new modes of online
collaboration. The Access Grid circulated within what the research identified as an academic
discursive space. Access Grid’s standards initially circulated within the social worlds of aca-
demic research and new media as acomponent of technology for testing online connections
and collaborations prior to its circulation within an art world. Its design also did not produce a

commodity for market cxchange because of its circulation as an open source platform.

Access Grid’s status as an cxperimental technology design was all the more evident in the case
of Manchester Computing’s installation of the first node in the United Kingdom. This repre-
scnted an example of appropriation by Access Grid’s initially intended user group — an aca-
demic rescarch department within a university. What followed, however, can be seen as a
process of appropriation in which these meanings and functions were appropriated through
the situated practices of different groups of users - artists - within the same discursive space.
Appropriation was complicated by the meeting of distinet social worlds. The first was that of
academic rescarch comprised of the new media social world and its actors who promoted an
cxperimental ICT to a new user group. The sec..nd was an art world whose artists werce work-
ing in the ficld of telematic art and on new techniques for online collaboration. As a media
form, the Access Grid on the high bandwidth academic nctwork was presented as a potential
platform for collective collaboration. However, its evolving technical and social status gave ita
complex st of relations that did not appear to casily fit into the artists” desires and objectives
when these were directed towards the production of telematic art works. The academic high
bandwidth network represented a challenge in that its ties to academia — economically, tech-
nologically. discursively — were shown to constrain the possibilities for artists to gain access
to the network. These constraints took the form of prohibitive costs for connection, the need
for expert technical knowledge, and the need for the necessary support or eredibility among
other social worlds. Despite these challenges, the artists encountered in the research were
attracted to the technical possibilities afforded by AG as an emerging experimental ICT. It
should be stressed, however, that such an interest was integrated into a wider evaluation and
classification process that will be addressed in a later section of this chapter (sections 7.2.2

and 7.2.3).

These observations begin to address the first part of question 11, namcly, “How do artists en-
gage in the mediation of digital information and communication networks?” 1 suggest that
artists were able to engage with all three stages of mediation in varying and inconsistent ways.
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Experimentation therefore can be seen as a process of mediation to influence the arrange-
ment of transparencics of standards pertaining to ICTs, in this case Access Grid as a media
form and its related media objects, instances and experiences both online and in the physical
installations of Access Grid nodes. In Schaffer’s (1989: 67) conceptualisation of transparency,
standards in the process of scientific experimentation are made transparent over time in order
for scientists to concentrate on the expected results of the experiment itself. Similarly, Star et
al. (2003) present transparency as a concept that enables cooperation when designing and
using technologies, allowing designers and users to “work together”. In this study it secms
that levels of transparency in the process of experimentation were, in many cases, contingent
and that their mediation — the artists’ or other art world actor’s ability to create, identify, and

modify standards — were a driving factor in initiating the cxperimentation process itsclf.

To investigate this further, let us consider two of Star ct al.’s initial questions for analysing
transparency, “For whom and when is a particular tool transparcnt?” and “How arc new com-
ers taught to make the tool, interface, or retrieval system transparent for themselves?” (Star et
al. 2003: 242-243), specifically in the casc of artists. To answer the first question, transpar-
ency needs to be examined at every unit of analysis of media: i.c. the media form, media ob-
ject, mediainstance, and media experience at cach stage of experimentation, Overall, one of
the principal ways in which the networking standards of Access Grid as a media form were
madc transparent for artists through mediation 1. as by working with cngincers or other actors
with relevant expertise. The latter would iron out technical details while artists focused on
other aspects of the work without concerning themselves with the “technical details” of the
media form. However, as was the case of Streaming Tales (chapter 4, section 4.4.3), much of
Access Grid as 2 media form remained transparent even for artists who did not have access to
engincers. In these cascs, artists simply worked with the affordances of particular media ob-
jects such as video and audio signals. Whereas engincers working within academic organisa-
tions who specialised in computing were able to modify the propertics of Access Grid as a
media form, such as by extending its affordances by modifying its code, not all artists had the
same kind of access (sce below). Much of the artists” engagcment with Access Grid observed
in this study took place at the level of changing the propertics of the specific aspects of the
media objects such as the size and shape of vidco signals, the volume of sound, the placement
of offlinc objects and lighting within the node. Approached in this way, my analysis runs the
risk of overlooking the specificity of the works obscrved or becoming lost in the particulari-
tics of cach work. Too avoid this, | now cxamine transparcncy in the context of two overarch-

ing themes identified in the analysis in the preceding chapters: distance and flexibility.

In chapter 4, scction 4.2 | demonstrated how the academic high bandwidth network as a media
form was designed in ways that enabled semi-immersive collaboration between distant nodes.
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Access Grid was shown to have been designed and used by artists to (re)produce conventions
of telematic practice. It was through the reproduction of telematic conventions that certain
forms of distance®” were introduced to artistic design and use of Access Grid as a media ob-
ject for artistic production. The design of art installations employing conventions of telematic
artin general, including those based on Access Grid, necessarily depended on distance. Iniits
most basic form, distancc meant a spacc of a few mcters or of many kilometres between two or
more connected nodes. Access Grid was designed as a communication tool that allowed indi-
viduals to overcome physical distance in order to collaborate or meet “face to face” without
being in the same room. But all of the examples encountered in scction 4.4 cmphasised trans-
atlantic conneetions in synchronous communication: large physical distances with minimal
temporal distance at the level of media expericnce for participants. These large physical dis-
tances, as stressed by Paul Sermon in his interview, nevertheless, resulted in significant time
differences related to time zones. Therefore, distance was not only measured in space but also
in time. By connceting two or more points together in real time, these large distances mani-
fested themselves in the artist’s work not so much in space but in time, just as in the cxample
of the event between China and the United Kingdom presented by Paul Sermon in section
4-3.: ‘So in actual fact the only times that we would have the possibility to do it together
would be carly in the morning or late at night for both.” (Paul Sermon, 13 July 2007). The dif-
ference in time zones represented an added challenge when coordinating connections — as in
the account of my first use of Access Grid in scetion 4.4.1 where mectings had to be timed to
accommodatc participants in multiple continents. This synchronous temporal distance was
not simply due to fimits in Access Grid’s affordances. One could upload content on Access
Grid in ways that could be accessed asynchronously but, during my ficld work, nonc of these
techniques were cmployed by artists. This was consistent with the conventions of synchronic-

ity in telematic art presented in 4.3.1.

The importance of temporal distance suggests a further examination of the production and
mediation of media instances. The encounters and other examples presented chapter 4 (sec-
tions 4.2 10 4.4) could be categorised along a sliding scale between extremes of media in-
stances: those designed with the temporal convention of an exception and those designed
within a more open-ended convention of open time. The exceptional instances had a set be-
ginning, a middle, and an end that were known to all participants. A good example of this was

Kelli Dipple’s Navigating Gravity in which audicnces were invited to view a specific live per-

" tele- defined by the Oxford English Dictionary as “[...] afar, far off; used in numerous (chiefly recent) scien-
tific and technical terms, mostly denoting or connected with special appliances or methods for operating over
" long distances; also in several terms connected with psychical research, denoting actions or impressions pro-

duced at a distance [rom the exciting cause, independently of the normal means of communication.”

224



formance taking place at a certain time. Melt and Telematic Dreaming, for example, depended
on the opening hours of the galleries that contained the different nodes of the artwork and
would end once the gallerics closed the respective exhibits. The open instances depended on
more transparent social norms for meeting online without explicit objectives or a planned be-
ginning and end. In this sense, the distinction between open and exceptional instances
pointed, to some extent, to the distinction between instances of appropriation, in which the
artist spent time learning to use Access Grid, and moments of conversion, in which the artist

represented Access Grid’s design and use to others.

In both cascs, temporal distance resonated within a larger, organisational distance between
connected points. Here 1 understand organisational distance as the differences between/
within similar discursive spaces such as between two academic conference rooms in two dis-
tinct academic organisations. In order to choose one or both of the two conventions for open
and exceptional media instances, artists had to ensurc that this was possible within the organi-
sations that managed the space. Graziano Milano’s description of gaining access to Access
Grid and the high bandwidth network at Wimbledon School of Art (section 4.3.3) was instruc-
tive of the organisation of time around aceess. Having the keys to an out-of-the-way room at
Wimbledon suggested that *playing” with Access Grid was not a fixed exceptional ime. in-
stead, the time spent learning to use Access Grid and deciding how to use it was embedded in
a physical and organisational space that enablea (luid temporal engagement with the technol-
ogy — the Wimbledon School of Art’s Research Centre with funding from the AHRB.

Interestingly. this temporal dimension of the work of appropriating the technology harkens
back to the issuc of control in Silverstone’s work on teleworking. Based on his findings in col-
laboration with Haddon (Haddon and Silverstone 19g5), he identified the contribution of or-
ganisational politics in both the home and the workplace to appropriate new technologies. In
that casc, bringing home a new technology to enable work did not necessarily change the poli-
tics of the home. In this case, the initial context was reversed in that the technology was lo-
cated within an cxpert discursive space: the principle spacc for artists to conduct experimen-
tation with Access Grid identified in this study was the academic space of the office or confer-
ence room. One might initially assume that its appropriation was a simple case of artists at-
tempting to develop new uses for Aceess Grid within a discursive academic space. Based on
Graziano Milano’s account. however, the Wimbledon School of Art did not seem to provide
an explicit organisational framing to the appropriation of Access Grid other than to ‘give them
the keys” to the rescarch lab. On the surface, such an open offer represented a particular kind
of non-cngagement on the part of Wimbledon for the appropriation of Access Grid. 1n chap-
ter 5.7.3 I related how Don Foresta and the independent research support team’s work in the
Wimblcdon School of Art’s rescarch laboratory consisted of promoting high bandwidth and
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Access Grid. In this specific case, the politics of the School remained relatively unchanged as
the team conducted its experiments, leaving the team's work as an excluded exception within
the established temporal structure of the academic year. Here re-emerges the issue of time,
suggesting that its thythms and control were closely linked to organisational practices. MAR-
CEL’s work at the Wimbledon School of Art remained an exceptional experiment for the
School, one that was never fully integrated into its daily expert work as an academic institu-
tion. This suggests that the artist’s ability to design media instances with Access Grid did not

necessarily result in achange of organisational politics in the School.

Similarly, the coordination of time was a key factor in the case of Kelli Dipple’s work with
Manchester Computing and other universitics as discussed in section 4.4.2. The ncgotiation
of time between the artist and the organisations that controlled the nodes was not only tied to
the instance of the performance itsclf, but to the preparation and rehearsal time also.
Throughout the process of experimentation with telematic conventions of distance in the
works there needed to be someone present in the other nodes to exceute the artist’s designs.
The artist’s control over time could not only be limited to one node but had to be extended to
all of thosc participating in the collaboration, Such control over time enabled the artist to take
on a designer role in relation to media instances. The artist could not simply depend on tem-
poral standards/conventions (for cxample: opening and closing times of gallerics) to find
common time and coordinate between the orgarisational distances between nodes. She
could, however, depend on the various organisations temporarily ceding control over the co-
ordination of thesc instanccs in order for the experimentation to take place, a control which
would subsequently be reacquired thereby returning to the routine practices surrounding the

node’s use for vidcoconferencing.

The inter-refated mediation of distance in time and organisational distance suggests the me-
diation ofa particular kind of transparency. When temporal distances — at an expericntial,
organisational, and even national or intcrnational scale — were limited, the design, appropria-
tion and conversion of these media instances remained relatively transparent, particularly in
the cases of open media instances. When temporal distances were prevalent, artists had to
work considerably in order to find ways of overcoming or minimising such issucs, thereby

making them “transparent for themsclves™.

But distance was not only something to be overcome. Once the process of conversion — in
which Access Grid's design and usc was presented to others as telematic artworks — was en-
gaged. somc cases of distance could become desirable for the artist. Access Grid’s initial de-
sign focusscd on minimising the challenge of distance between research centres and academic

departments by facilitating videoconferencing and semi-immersive collaboration. For some
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artists, particularly in Melt, the representation of distance as a credible part of the user’s expe-
rience was integral to its successful conversion as an artwork. In this sense, Melt complicated
Bolter and Grusin’s conceptualization of telepresence as a media form that is “highly medi-
ated” while still “supposed to be transparent, in the sense that it should transmit a view to the
human operator and allow the operator to interact “naturally” with what she sees” (Bolter and
Grusin 2000: 215). Although the artist wanted the user to expericnce mediation in the work,
the characteristics of this mediation - specifically how the user experienced distance — was
part of her objective: Although Melt “celebrate[d] the reality of its own mediation” (Bolter
and Grusin 2000: 215) as the authors suggest of telepresence installations, such a mediation
was not uniform. What was evidently mediated for the user and what remained transpareat to
the user through the artists’ conversion of the platform represented a challenge that could not
be entircly controlled in this particular artwork. It was only by continually returning to a proc-
css of trial and crror in open time, as in the case of Streaming Talcs (scctions 4.4.3 and 6.4.2),
that somc of the artists were abie to conceive a desired conversion and modify their design
accordingly. Nevertheless, based on the findings of the encounters first presented in chapter
4, artists’ conversion of Access Grid into a set of art world conventions for the
representation/ minimisation of distance, be it temporal or organisational, were exceptional.
Most of the Access Grid nodes (with the temporary exclusion of THEpUBLIC and the BNMI,
(sce scetions 4.4.3 and 4. 4.4 respectively) existed within academic discursive spaces. Because
of these academic ties, experimentation scems all the more appropriate to describe this proc-
ess of mediation: Access Grid was never entircely converted, remaining in a recursive state of
contingent design, appropriation and conversion. Even within the academic spaces, particu-
larly in those whosc focus was artistic work, Access Grid was not decply embedded into the
organisational structure — lcaving the technology “at a distance” from the organisation’s day

to day operations.

Another aspect revealed by the analysis of the fieldwork data that calls for a more complicated
analysis of telepresence than that provided by Bolter and Grusin was apparent in the artists’
process of conversion for exceptional instances. Many of the works produced involved the
production of transparency of media objects for the audience’s media experience. Artists ex-
pressed the desire to keep media objects such as the “windows” that surrounded video out-
puts that usually appcared in Access Grid’s basic videoconferencing interface hidden from the
user. (With the exception of Streaming Talcs, although the artists’ plans for the installation
suggest this was an carly objective that had to be discarded for practical reasons.) Similarly,
keyboards were not made available to users nor were the Access Grid interfaces and the op-
tion to navigate to other virtual venues made available to users. Such modifications suggested

that the artists wanted to design a ccrtain levels of constraint between the user’s media experi-
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ence of Access Grid’s media form as experienced by the artists themselves. As suggesied
above, it was the possibility to alter the transparencies of certain media units that made Access
Grid attractive to artists in the first place. I refer to how Access Grid was suited/made to be
suited to such alterations as flexibility. Flexibility is here related to socio-technical and cul-
tural affordances (Gibson 1977) of media form, object, instance, for altering standards. It was
the capacity to “do what [ want” for artists from the point of view of standards of design or
use/consumption. Certain standards relating to Access Grid led some to consider it as either
flexible or inflexible. The rest of this section examines these variations of flexibility in more

detail.

The flexibility provided by Access Grid's initial design as a tool for semi-immersive collabora-
tion was well summed up by the “grill” and “toaster” analogy offered by Mike Daw (section
4-4.2). By using well-known, open source software that could be modified over widely avail-
ablc hardware, Access Grid as a set of standards provided access to many affordances: [P mul-
ticasting, control over multiple video and audio streams, integration of other applications. But
this kind of flexibility depended to a large extent on the degree of expertise at one’s disposal.
This was reflected in the difference between Access Grid as a grill and Skype as a woaster.
Based on observations in the field, Access Grid was ideal to support designer roles telating to
the production of semi-immersive collaboration and telematic experience because individuals
with the right knowhow were able to choose and produce some characteristics of the media
form as well as its objects and instances. For example, artists could use Pure Data paiches with
Access Grid to modify and edit video signals (section 4.4.1). But this flexibility was notiso-
lated to Access Grid on its own. This could be described as Access Grid’s “extensibility” —
howwell it was ablc to work with other applications in order to extend its standards. Extensi-
bility depended on Access Grid’s capacity to be adapted to or absorb other applications and
also to cnablc the addition of multiple media objects in the offline environment such as addi-
tional projectors or sound systems. Access Grid's extensibility also depended on having the
right connection and security settings in order to gain a stable IP multicast high bandwidth
connection which, at the time when most of these works were produced, was mostly only
available from within academic or other rescarch institutions. Extensibility was therefore cm-
bedded within a sct of other technical and social layers only available to those who had gained
the necessary expert knowledge and had access to the resources needed to purchase all of the
hardwarc. Nevertheless, if one had gained access to all of the requircments, working with such

media forms cnsurcd greater control over aspects of the form’s design and usc.

A similar “toaster” videoconferencing application such as Skype, although more widely avail-
ablc and inexpcnsive, considerably limited an actor’s ability to modify the propertics of any
mcdia units becausc of its status as a proprietary, and therefore user/consumer oriented, ap-
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plication. Skype was therefore perceived in this study as less experimental because of its less
extensible status and closer ties to supporting user roles. Its status as everyday, proprictary
software was opposed to a “grill” technology like Access Grid that was open source and there-
fore extensible. But such a status did not preclude Skype from being “hacked” in order to
create the desired design. Although not encountered directly in this research, some artists
related experiments with hacking applications - iliegally modifying the code of a media form —
such as Skypc in order to design the desired results. Hacking had significant advantages and
complications. In many cases, hacking seemed to be based on ubiquity and disposability.
Skype was pereeived by actors in this study as a commodified media form that could circulate
rapidly and whose standards were more readily available. This meant that it could provide
things like vidcoconferencing with less of a technical, economic or social cost which, in turn,
scemed to reinforee the notion among the artists encounterced during this research that work-
ing with a singlc media form as a convention was a bad investment. The career trajectories of a
single media form would ‘inevitably’ be surpassed by newer, cheaper, innovations. (Oddly
cnough, it was this same logic of “incevitable’ market transformations that lead the Futures Lab
to design Access Grid in the way they did (see section 4.2.2).) Expending energy on designing
extensible media forms was not only difficult for the reasons outlined above, it could also lead
to being “left behind” relative to the new media standards. Hacking a toaster technology not
only meant “hedging oncs bets” that the technology would one day be obsolete, it also fitin
nicely witha “hacker” maverickness - challenging commercial interests and striving to ensure
a particular kind of “frecdom to create™ (Castells 2001: 46). In cases such as VisitorStudio’s
usc of Flash, artists were almost apologetic about using proprietary software without a signifi-
cant degree of hacking. But the disadvantage with such an approach was that it also pushed
the resulting media objects to the periphery of legal practices. In some cases, however, these
mixes came into conflict. This scemed to be particularly the case between open source and

proprictary softwarc as in the casc and Unrcal gaming engine (scction 5.7.3).

Access Grid did not represent the “perfeet” tool for the production of telcmatic artworks, its
embeddedness within academic computing departments and pedigree as an experimental
platform for computing research and collaboration also provided significant rhetorical sup-
port for the promotion of the MARCEL Network as an art world network conducting maver-
ickness. Nevertheless, the more Aceess Grid and other technologics that provided similar
media expericnees became ubiquitous, the less they represented an asset to those whose
reputation depended on trying to stake an carly claim on emerging ICTs. The overall trans-
parency of high bandwidth was articulated along similar lines. As connections became more
stable, less costly or artists gained consistent aceess to/or no longer required 1T support for

cnabling connections outside academic discursive spaces, high bandwidth appeared to be-
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come less ofa concern and therefore more transparent. Artists could steer their attention
away from the challenges of using the high bandwidth academic network and focus on the

formal and social aspects of designing the media objects, instances, and experiences instead.

Another instancc of flexibility was epitomised in the variable use of the “black box™ analogy as
both toaster and grill. Artists and engineers in telematics expressed the black box (space) as
the ultimate in flexibility, similar to the theatrical black box, instead of referring to the black
box as employed in science and technology studics to describe an object which hides its work-
ings. Most offline sp;atial arrangements for Access Grid nodes were designed with the stan-
dards of conference rooms and uscd for mectings. Use of multicasting, until recently, re-
stricted the number of potential locations where events could take place. It was therefore un-
derstandable that the theatrical black box, in which spatial arrangements could be easily modi-
ficd and with a greater degree of control, was deemed to be more flexible than a standard con-
ference room layout. Here again, a black box opened up the opportunity for the artist to play a
designer role - defining the offline affordances of the node. However, when the artists at the
University of Maine (scction 4.4.3) considered how Access Grid’s installation in a black box
rclated to its intended users, they decided it was no longer a positive quality. When an organi-
sation such as the University of Manchesier allowed an artist to redesign its Access Grid node
for Navigating Gravity, it was perecived as “disruptive” and “shaking things up” (scction
4.4.2) because the Access Grid node was usually only available for standardised videoconfer-
encing or scientific rescarch. Both of these examples suggest simitar themes for the physical
space in which Access Grid was designed and uscd as thosc identificd for media instances
above — namely open space and exceptional space. Spaces such as “black boxes” and confer-
cence rooms essentially functioned as transparent spaces for artists or cngineers to cxperi-
ment. In the case of the black box, this was possible becausce of how it allowed the artists to
physically alter the space depending on what he or she felt was necessary — the space for the
artists became functional. For engincers, conference rooms played a similar role in that it
provided a comfortable, flexible physical space for collaboration. But when the artist came to
the point of producing the telematic event itself, both open spaces became relatively con-

straining.

In the case of Navigating Gravity, the temporary transformation of the space was only possible
because of organisational support by the team at Manchester Computing and the other Uni-
versities that collaborated in the cvent. All nodes in the installation were physically modificd
to accommodate the artist’s particular vision for the event. The time and the space, the media
forms and the media instances, needed to make such an event happen depended on the organ-
isational flexibility of not only one university but two or more. Without someonc at the other
end to execute the designs for spatial arrangements, the artist would have had o infer what
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spatial standards were most likely be in place: based on the observations in this study, these
would more than likely include conference rooms or desktop setups using PIGs. Based on the
observation of Access Grid nodes, the “standard” conference room setup for Access Grid
nodes was itself fairly un-standardised (section 4.4.1): the number, shape and size of screens,
for example, were not consistently applied. The flexibie affordances provided by Access
Grid’s extensibility in effect made it difficult for an individual, be itan artist or otherwise, to
infer the exact spatial properties of other Access Grid nodes without direct contact with each
participating node. In this sense, flexibility compounded organisational distance between

nodes through non-standardised spatial arrangements.

Rathcr than semi-immersive collaboration in fixed locations, some artists interviewed for this
study using Access Grid for telematic works expressed the desire to experiment at the level of
media expericnee: finding new locations for telematic events, designing nodes” offline spatial
arrangements using other conventions such as thosc of dance studios, galleries, and even din-
ner tables. This was the case for Streaming Tales. Although the open space of the theatre at
the University of Maine afforded the artists with the chance to experiment with the media
form, it limited the meaningful design of a space for the audience they wished to engage. The
carcers of many Access Grid nodes as spaces for artistic production were therefore short-
lived, only lasting the duration of preparation and presentation of each specific event. In such
cases, simple and inexpensive ‘toaster” technologies, although more limited and only recently
available, were better suited for such events. Aceess Grid’s design for permancnce in the uni-
versity context scemed to work against it for artistic usc whilc its prohibitive cost and techni-
cal complexity made the construction of new nodes outside the academic sector difficult for
artists and arts organisations. As was shown in chapter 4 and 6, more traditional and well-
cstablished arts organisations or academic organisations that focussed on art were unable or
unwilling to provide sufficicntly “up-to-date™ and sophisticated contexts for the carly appro-
priation of Access Grid over the academic high bandwidth network. For artists, these appro-

priations often needed to be done on a peripheral (at home, on your frec time) basis.

Flexibility with Access Grid could therefore also be extended to the artist’s conceptualisation
of the audicnce/uscr’s media expericnce. For example, other artists experimenting with
videoconfcrencing for producing telematic artworks chose not to usc a platform designed
with [P Multicasting because it “required that users identify themsclves prior to the event,
precluding spontaneous intcractions by those fortuitously browsing” (Knott 2001: 13). As has
been shown above developing a telematic work with Access Grid implied mobilising certain
temporal and spatial standards that extended beyond the desktop format. Designing experi-
cnces with an Access Grid node afforded an artist with potentially many different spatial ar-
rangements. But again, this flexibility depended on the artist gaining access to and control
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over the resources needed to modify more than one Access Grid node. Conversion of Access
Grid by the artist did not have to be uniquely directed to distant audience-users or everyday
users. As in the case of Navigating Gravity, engineers constituted one of the intended audi-
ences. The artist’s contention of standards made these same standards un-transparent to en-
gineers during the process of appropriation. Such contention was viewed by those same engi-
neers as a positive outcome. The question of flexibility of Access Grid nodes brings abouta
tension among the artists” practices relating to telematic and other ICT related collaborative
artworks. Among the artists intervicwed for this study, some expressed the need to explore or
produce cxeeptional spaces while others expressed the need to have consistent, open spaces
for production and experimentation: the difference between the flexibility to select spaces for
artistic production or designing flexible spaces for artistic production. In either case, onc art-

ist’s grill was another artist’s toaster.

What was arguably at stake in these shifting transparencies of media units in space and time
was the articulation of the ICT’s function and meaning within the art world network. The me-
dia units rargeted by artists in order to “do what they wanted” were not uniform in focus or
intent. As was shown in chapicers 4 and 5 and will be argued in sections 7.2.3 and 7.2.4 below,
the politics of high bandwidth and control over its space played a significant role in defining
the artist’s role. Although aspects of Access Grid’s media form - its networking protocols for
cxample ~ remained transparent, artists were able to develop designer roles at other levels of
media units, particularly media instances and the offline media objects of Access Grid nodes.
But, by the end of the ficld work for this study, it was still unclear whether Access Grid and
academic high bandwidth, in the long term, would develop into a significant art world conven-
tion for artists who produce tclematic artworks and other art world actors. Arguably, such a
tuture depends on the ongoing experimentation with distance and flexibility as developed in

this scctton.

Although experimentation was cmployed among the agents encountered during the course of
this study, in this context, it was used to describe a particular kind of mediation work with
1CTs which combined design/production and usc/consumption roles and within discursive
spaces over time and space. Such work was not individual nor was it independent of techno-
logical and social devclopments. Part of the experimentation process observed in the encoun-
ters during this study hinged on the negotiation of power relations relating to the artist’s role
— ensuring that the role was not only limited to the appropriation and conversion work ofa
user, but also developing designer rolcs for particular media units. As these power relations
emerged, the artist was shown to have been able to conduct maverickness as a discursive tech-
nology, contesting and mixing together cstablished or new conventions. In cach encounter,
the artist was found to be distant from the organisation in which he or she operated; conver-
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sions remaining, for the most part, exceptional instances. By constructing a career that con-
tinually contested or questioned established new media standards or other normative rules
(c.g. everyday life of sitting at the dinner table), artists could convert their work within an art

world as artworks.
7.2.2 Don Foresta’s career thread

In the case of the artist’s thread, I investigated the articulation of the artist’s role and its rela-
tion to ICTs in chapter 5. Close historical examination of the artist’s carcer suggested that the
artist’s role was contingent (du Gay 1996: 4-5) and unstable for the individual. Don Foresta
was shown to have articulated the contention of certain conventions and standards through a
particular form of discursive conduct, what [ have called maverickness. Such conduct was pre-

scnted as being closely tied to the work of being an artist.

What was arguably significant in the earlicr part of Don’s articulation was his construction of
what 1 would call 2 “contestable”, or “anti-" artworld. For Don, the sct of values cmbodied in
conventions and standards in the television world should be challenged because of their “ex-
clusion’ of artistic agency. Artists from art worlds using vidco or any other media form were
not invited to shape television’s art world conventions. A closer examination of this argument
suggested that his work sought to articulate a generalised set of “straw man™ art world con-
ventions for television related to everyday entertainment. Through his published works and
interviews in the sample, as well as Lis work as a curator and artist, Don classified a set of
standards in order to contest them as conventions: by designating broadcast tclevision as a
media form from which the artist was excluded. Constructing this constrained and constrain-
ing art world, in turn, cnabled the production of its rival. In this way, artists working with
video could deploy maverickness to produce a new set of power relations. As discussed in
chapter 2, maverickness suggested the possibility that Don, among others, would be able to
fashion a discursive dialectic between worlds — opposing broadcast television, the “box’, to
video art and subjective artistic practice in general. But nor did Don present the video art
world as completely independent from hroadceast television (Foresta 1980). Rather, vidco art
was classificd as a parallel media form enabling a “subjective” agency — mostly referred to as
cxperimentation — that would provide artists with “limitless” possibilitics in contrast to those
afforded by commercial television. By working to classify competing art worlds — broadcast
tclevision and vidco art — art world conventions surrounding experimentation with video as a
media form could be articulated as conducting maverickness to other art world actors includ-
ing artists and potential stakcholders like curators, audiences and universitics (see section
below). Without television, video art arguably could not have been articulated in such a man-

ner,
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One might be tempted to explain Don’s eritical engagement with the conventions of an art
world structure such as broadcast television in order to co-create competing conventions
through Scott Lash’s structural reflexivity (Lash 1994). Employing this line of reasoning, Don
is “set free form the constraints of social structure™ in order to reflect “on the ‘rules’ and ‘re-
sources’ of such structure” and “on agency’s social conditions of existence” (Lash 1994: 115).
However, Don’s arguments attributed a great deal of importance to the artist as a central
agent in the design and use of media forms. His contestable art world is employed as a discur-
sive technology for the articulation of a video art world - one where the artist regains a central
role in its production. In the texts analysed for this study, Don articulated the video art world
as being more creative and innovative than the television art world because of this very fact.
But who or what was an artist?®® Don’s use of the term clearly contrasted with Lash’s modern
reflexive subject. Don’s reflexive understanding of cither art world was not entirely set frec of
the constraints of the socio-cultural in that he attributed importance to what was an histori-
cally constructed form of agency, one imbued with the potential to contest and transform ex-
isting conventions: the maverick artist. Although I will suggest later in this chapter that there
was an element of sclf-reflexive monitoring on Don’s part, this reflexivity scemed to be em-
bedded within the well-established discursive conduct of what this rescarch calls maverick-

ness.

Don'’s frustration with the exclusion of the artist and related conventions from television net-
works as a media form and commercial and public television as a whole was converted into the
production of a parallel art world in which individual artistic agency would hopcfully be se-
cured. The work of articulating the media form as a competing convention to its design and
usc as another art world convention supported the articulation of the artist role in prescribing
the conduct of maverickness. Maverickness afforded a key resourcc for his artistic carcer: the
artist’s ability to identify and articulate points of contention that in turn suggested new direc-

tions for the design and usc of the media form.

Later in his carccr, as in the quote in section 5.2, Don referred to video as 2 media form and
the video art world in order to illustrate his vicws on emerging ICTs. These revisions were riot
to temper his attacks on television but rather to argue that avant-garde art worlds were too late
in accepting and integrating video as an artworld convention (see section 5.2). Their inability
1o appropriatc vidco, he argued, had only precipitated the television art world’s domination of
the media form. He also referred to video art media forms to distinguish between early video
artists who were oo satisfied with playing with its technological propertics and quirks from

thosc artists who were interested in its potential 1o create “meaningful artworks” (See chapter

' De Duve asks analyses how this same question was already being asked at the time by many working in the

avant-garde art worlds of Europe and North-America. (De Duve 1997)
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6) - an argument similar to the one formulated in Crane’s analysis of certain American 20th

century art world networks (see section 2.2.5 for an overview).

Don’s brand of maverickness was articulated in specific ways such as in his book, Mondes
Multiples. An assessment of the complexity and diversity of these arguments extends beyond
the scope of this study. However, it is worth comparing the book to similar arguments about
the relationship between the artist and the scientist that had been claborated within many dif-
ferent artistic disciplines since at least the late 1960s (Crane 1987: 54). Crane’s sociological
investigations into stylistic art world developments made similar claims to what could be la-
belled as “paradigmatic shifts™ in artistic work (Crane 1987: 141). Onc can trace an influence
of Thomas Kuhn’s work in both Cranc (1987: 44) (sec also Peterson and Anand (2004: 322) as
well as Zolberg (1989:327-328) and DiMaggio (2000) for a discussion of Kuhnian influence
on the production of culture tradition) and Don Foresta (scction 5.6.1)). But whercas her re-
scarch focuscd on an empirical analysis of stylistic shifts in artistic production within specific
social networks, Don’s reach extended towards a programmatic articulation of the artist role.
Technological maverickness for artistic production in Cranc’s work became a constraint, or
worsc, for sustaining art world network activity (Cranc 1987:141). For Don, the affordances
and constraints of technology operated from within a relational network of multiple social
worlds. He construcred wider socio-technological change and development as an incvitability
10 be dealt with by the artist. Technology and our contemporary means of perceiving reality
were inextricably finked, and the artist’s role was to explore the potential for new and cmerg-
ing technologics as perceptual wols through/for sclf expression beyond a particular art world

- to experiment.

It should be noted that Don’s specific use of the term “experiment” was both different from
and similar to the one developed in the previous section. Experimentation, he argued, was
madc possible through the three stages of the artist’s work with ICTs. If one were to reformu-
tatc Don’s model of experimentation in the light of the conceptual framework set out in chap-
ter 2 (section 2.5), the artist’s relationship with a new technology progressively shifted from a
stage whercin the artist assumed the role of the user of technology — tentatively appropriating
and converting its propertics for the production of artworks — to one where the artist assumed
adesigner role. The user role did not disappear in this model, instead, it was classified as the
preliminary stage from which the artist could grow to eventually master a technology and as-
sumc adesigner role. [t was a progression that characterised Don’s theory of experimentation
as a form of creative power relative 1o ICT standards. In this sense, Don presented a specific
oricntation for the artist’s role within the process of experimentation. Assuming a designer
rolc cquated to the expression of a kind of power over the technology rather than guiding,
articulating, the technology through use. Such a representation of the power of the artist ar-
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guably aspired to a kind of masculine command of the media form and object®. The artist
actively set out to contest established technical standards and related convention because the
inverse equated to passively submitting to ICTs service of “predetermined human needs™
(Foresta 1ggra: 132, author’s translation) ; what seemed to be the perceptual drudgery and the
technically unimaginative everyday work typified by Don’s interpretation of the television art
world. One can therefore understand how the constraints of an established media form such
as broadcast television or the financially prohibitive cost of online connections were projected
as obstructions to artistic creation: they constituted finite sets of potential affordances be-
causc of their ties to existing conventions and standards. Don’s defimition of the artist placed
the role squarely between the media form’s design and its appropriation into social worlds.
The artist represented a bridge between new media standards and their circulation in everyday
lifc prior to their appropriation. In order to grow from user to designer, the artist had to be
able to design and appropriate ICTs before the market or governments imposed their own

constraints, before other social world actors could affix meanings and uses to them.

In chapters 2 and 3, 1 argued that it would be difficult to apply conceptual metastructures such
as nctworks in this research, in part, because of how art world actors also used these terms in
their own situated work. This scction has alrcady discussed this challenge in the diverging
articulation of paradigmatic shifts and cxperimentation. Similarly, the conceptual application
of worlds to the study of cultural preduction and use/consumption, such as in Becker’s use of
the Artworlds, cannot simply be treated as an equivalent to Don’s use of the term Mondes
(French for Worlds) in his book. Yet there does seem to be a coneeptual parallel between the
two. It is based on an understanding of the artist’s place within the social world, specifically as
it pertains to the artist’s ability 1o control the production of artworks and how it is partly de-
pendent on the infrastructural relations that enable and constrain work. But whereas Becker’s
symbolic interactionist~inspired placement is a methodological choice to help him analyse the
meaningful construction of meaning, Don’s was a prescriptive placement. The latter appealed
for artistic work to be treated as open-ended scientific research in an attempt to justify the
production of a socio-technological infrastructurc that would empower the artist to contest
the same infrastructure. Don’s designation of the artist at the centre of the Mondc produced a
similar, albeit distinctive, resnlt from Becker’s art world: the artist was articulated as an indi-
vidual who should be able to construct meaning and relationships without the constraints of
surrounding power rclations. Unlike Becker, the artist was imbued with the capacity, even the
duty, to perform maverickness. Don’s view could therefore be submitted to a critique similar
to the onc levelled on symbolic interactionists by Du Gay (section 2.2.3) that too much impor- I

tance was given to an individual, unrestricted agent within the social world. Put into practice,

“ Muis telling to note 1hat ali but two of The engineers encountered in this research were male.
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such an articulation may explain Don and Georges-Albert’s desire to avoid “doing the same
thing” (section 5.5 and 5.7) — arguably a marker of maverickness. Maverickness was deployed
as a resource for generating the new and avoiding routine, bringing value to their artistic
practice. Despite their decisions to move from the cadavres exquis to video and dance online,
they still felt that the interrelated standards/conventions that enabled their work were too re-
petitive. This desire then informed Don’s choice to shift from organising punctual excep-
tional events to a quest for 2 permanent open online network for artistic experimentation.

So far, I have analyséd Don’s articulation of the relationship of the artist to surrounding social
worlds and the standards/ conventions therein as being consistent with the conduct of maver-
ickness. As presented above, however, such an articulation also demonstrated distinctive
specificitics that were particular to his focus on media form. Such specificitics came through

particularly in his recasting of Mondes as space, as well as the practice of squatting.

A new geometry, Don and his collaborators argued (scction 5.6.1 and 5.7), was necded to un-
derstand this increasingly complex space. Although theorists from Marshall McLuhan (Gow
2001) to Castclls (1996) have used space to refer to ICT media forms, space’s application in
this case secmed particularly fitting for a number of reasons. Firstly, because gcometrical
analogics tied in elegantly with Don’s arguments taken from the world of physics and mathe-
matics strengthening the tics he wished to ‘establish between art and science. Secondly, Don’s
engagement with digital ICT networks had a strong offline spatial component in part ticd to
the telematic conventions used for the production of artworks (sce section 4.3.1 for a discus-
sion of telematics). To a certain extent, a permanent ICT infrastructure was only possible
through a parallel conceptualisation of where the infrastructure would be physically accessed
from. A third rcason why the spatial analogy was appropriate to Don’s conceptualisation of
ICT media forms was that space allowed him to clearly articulate dynamics of power, similar to
Castells’ networking power (see scetion 2.4), concerning the relationship between artists and
media forms. Space in this case implicd physical limitations for presence. Using it to describe
media forms refined his portrayal of ICT's as not merely constraining and enabling for artistic
agency butas cnvironments from which one could be physically excluded (as in his articula-
tion of the television art world). With the help of others, Don began formulating a representa-
tion of the technological infrastructure through a spatial metaphor. One could be “inside” the
spacc or “outside” the space. His spatial metaphor in itsclf generated boundarics for media
forms and the social worlds in which they were designed and used. He was not simply articu-
lating an artist’s rolc, he was articulating a role, a media form, and the relationship between

the two. The analogy of Mondes, when applicd to media form, was too nebulous'®® for the

o See Becker and Pessin (2006) for a similar discussion about the strengths and weaknesses of world analogies

compared to spatial analogies of the field.
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clear relationships he wished to articulate. Don and his colieagues deployed a spatial analogy
to describe relations of power between the artist as a “subjective individual” and his relation
to emerging media forms. In their case, however, the artist was the essential vehicle who

would carry the communication space from its formal properties into the social world.

Taken together, Don’s representation of the artist’s role and of the media form as space could
be articulated into a situated type of mavercikness — squarting. Squatting implied occupying a
media form that was not one’s own; almost an unwelcome or secret residence. Squatting also
implicd a necessary or pressing occupation, one on which the squarter’s survival depended.
Temporally it was an occupation in the hopes of appropriating the space in the long run, of
usurping a part of its ownership and pre-cmpting any other occupation. Rather than con-
structing an habitable media form for the artist by the artist, | would arguc that Don hoped to
construct a type of artist’s role that could, in turn, inhabit any media form in order to deter-
mine its conventions, He constructed an artist on the network as an enabled, multi-capable

individual.

A criticism levelled at du Gay’s work on conduct of conduct is its conceptualisation of agency
as being overly determined and not Icaving enough place for individual agency (Fournicr and
Grey 1999). Although Don never explicitly referred to maverickness, his fater articulation of
squatting was an illustration of a situated conduct of maverickness that was not simply deter-
mincd by outside forees. It was a resistance to the perceived constraints of hegemonic/
ubiquitous technologics that was, nevertheless, inscribed in well-established artistic dis-
courscs that could not be sustained alonc. In Don’s case, the process of experimentation
identificd in the rescarch was therefore nurtured by a shared conception of what it was to con-

duct oncselfas an artst in relation to media forms, whether one assumed that role or not.

Squatting also had a temporal dimension linked to the establishment of convention relative to
wider flows of new media change and innovation. Here, art’s relationship to media forms was
presented as unsynchronized: artists came too late to past media forms and therefore were
excluded. By being part of the rescarch and development and assuming a designer role in the
carly stages ol a media form’s emergence - being ahead of the curve, if you will - artists could
have greater creative power. As developed in chapter 2, maverickness does not necessarily
have to be directed towards technology or identifying and constructing media forms in con-
trast to other existing media forms. However, as squatting, maverickness was articulated as a
continuyl struggle to subjectively develop and contest conventions and standards of media
forms through individual and collcctive artistic work. In order to “squat’, onc had 1o continu-
ally scarch for and produce what I refer to as maverickness. Specifically, for Don this meant

designing and using 1CTs whosc status as a media form consisted of a “vacuum which lcaves
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everything to be invented” (Foresta and Mergier 1994: 87, author’s translation™'). A concep-
tualisation of new ICTs as leaving “everything to be invented” conveyed the freedom of a
blank canvas. New digital media forms were constructed as “blank pages” where embryonic
scts of standards could more casily be mediated and, subsequently, classified as art world con-
ventions without being bullied into everyday commercial habits or other such concerns. Such
an approach was therefore arguably well suited to technologies such as Access Grid whose

design and use was itself deemed experimental (see section 7.2.1).

Nevertheless, ascribing maverickness to a particular kind of conduct of the artist in relation to
ICT development gencrated a paradox in that the artist’s continued and unrestrained subjec-
tivity was dependent on the development and dissemination of technological standards as well
as the articulation of conventions for the artistic practice of maverickness itself. Working with
Access Grid did not exempt an artist from the flow of technological or organisational change
or from the discursive spaces and other social worlds that mediated access to its nodes. In a
sensc, the emphasis of form over other aspects of media was a means of negotiating the flows
of technological change. And so, the struggle for an online digital artists’ space was, at times,
astruggle to overcome and control technological and social flows. But this was dependent on
an articulation of the artist that privileged the role of designer over empowered user. As Don
promoted Access Grid as a platform that provided a ‘maximum cxperimentation” he was in fact
arguably promoting a set of conventions for ma: "mising artistic capabilitics embodied in
squatting — a situated version of maverickness that was not entirely shared by his collaborators

as shown in chapter 6.

Don’s participation in the creation of the MARCEL network also continued his shift away
from his carly dialcctical opposition between broadcast television and video art in that it was
not explicitly created in opposition to an existing art world model. As was demonstrated in
scerion 6.2.4 and 6.3, concrete objectives were formulated for the network that did not de-
pend on contrasting contention of established conventions. Instead of critiquing an existing
art world through the creation of a similar yet separate art world, MARCEL was an attempt to
pre-cmptively produce an art world network using digital information networks. One could
therefore argue that it was still, to some extent, designed in dialectical opposition to estab-
lished media forms such as thosc of commercial networks. But Don’s view of digital high
bandwidth was of'an open, blank space that needed to be squatted. Alrcady, worries about the
development of digital information networks voiced in the European Commission report

(Don ctal. 1995) suggested that a space had to be created for artistic work, Similarly, those

" The exact quote in French reads as follows: “Une situation d’innovation technique est caractérisée par un vide

qui fait que tout reste a tnventer. ™ (Foresta and Mergier 1994: 87, author’s italics)
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who helped to organise the Souillac Meetings expressed their worry that the emerging nct-

work would not have the content it needed.

Articulated as squarting, maverickness for the to design and use of media forms for the pro-
duction of art, was deployed as a means of anticipating future developments of ICT', depend-
enton the ICT’s diffusion as a network standard. Rather than a synchronicity with the flow of
tcchnological development it was an attempt to pre-cmptively appropriate an ICT before its
standardisation. However, with this came the risk of “betting on the wrong horsc”™. Con-
verscly, the morc high bandwidth became transparent (sce previous scction) the less it be-

came urgent, and rewarding, to “squat” it.

Comparing the artist’s carcer to that of Access Grid, one can identify a number of converging
or complementary meanings that extended beyond the simple conventions of telematic art.
Acccess Grid’s status as an cxperimental platform within an acadcmic discursive space madc it
a suitable candidate as a “blank page™ for squatting. Access Grid meshed will with Don’s ar-
ticulation of the artist’s rclationship to media forms, particularly as onc that supported open
spatial and wemporal appropriation and conversion. But as Rosalyn Krauss (1981) suggests.
attempts in the 20th Century to producce innovation using blank canvascs led a number of art-
ists to repeat long established conventions. In the same way that she identified how the form
of the *grid” was presented as a modernist technique for achicving innovation on canvas by
avant-garde artists despite its well-cstablished use as a convention in previous art worlds, Ac-
cess Grid's conversion as a new media form for artists at the very Ieast reproduced established
conventions of telematic art. Taken onc step further, Don could perecive Aceess Grid as a
blank page because both he and it worked within a simitar discursive space of scientific and
academic experimentation. One could therefore argue that Don’s initial interest in Access
Grid was not only ticd to its innovative status as a media form, but also that it represented a
flexible open media form whose design had beeninitially deveiaped within a scientific and
academic discursive space that was aligned with his own carcer and his articulation of the art-

ist’s role.

Bascd on the findings of this rescarch, [ suggest that artists do articulate a conduct of maver-
ickness in relation to networked ICTs. Its articulation is situated and negotiated over time
among multiple social actors and does enable the production of power which is related to the
artist’s role. In this case, the specilic relationship identilicd was that of squatting. At this
point, one might also venture an carly answer to sub-question HI (“Docs the mediation of
nerworked FCTs by artists in some way cnable or constrain the (re)production of maverick-

ness inan art world network?”) by suggesting that squatting, in Don’s case, was deeply en-
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tangled with his relationship to Access Grid. But in order to get a clearer picture of this ongo-

ing relationship, a closer examination of classification work is in order.
7.2.3 Classification in the MARCEL art world network

Finally, the third cmpirical chapter (chapter 6) examined classification work involved in the
development of MARCEL and my own reflexive account of events working within the net-
work. It focussed on the processes of collectively coordinating collaboration for the design

and use of media objects and media forms in an art world network.

Bowker and Star state that there can be no standards or conventions without classification
(Bowker and Star 2001:15). One would therefore reason that prior to the contention of stan-
dards or conventions, the work of classifying them has to take place. Part of this process was
observed cven prior to chapter 6 (in chapter 5, section 5.4), relating to Don’s articulation of a
dialectic between television and video art worlds. In section 7.2.2 above, | identified how as-
peets of the production of culture tradition such as the conceptualisation of “worlds” and the
artist’s place within them were not far from the Don’s grounded work and his formulation of
Mondes, communication spaccs, and the artist’s role. Similarly, there are some parallels be-
tween Don’s carly attempts to classify television in opposition to video art and DiMaggio’s
(1987) work on classification and the social construction of art worlds. Don’s dialectical rep-
resentation, consistent with that of others at the time, can be viewed as a kind of artistic classi-
fication system (DiMaggio 1987) used to produce relations of power through diftcrentiation
and hicrarchies such as “high art” over “low” or “popular” art forms. It scems unlikely that
such efforts did not include, at Icast to some extent, the desire to attain a certain level of ca-
reer distinction among pecrs (sec Bourdieu 1979) and institutional gatckeepers (Ridgeway
198g). This “production of culture” reading of Don’s cfforts illuminates some of the dynamics
of the wider institutional art world and the politics of clevating the artist’s role within its struc-
tures. But it overlooks the decper individual articulation of maverickness as the relationship
between an artist and video or television as media forms; a relationship that extended beyond
simplc class divisions into his desirc for a particular kind of maverick artist to have a greater
degree of access to and control over media forms placed outside his or her conventional realm
of influcnce. Such a relationship, as argued in chapter 3 (sections 3.6.2 and 3.6.3), could only
be examined over time as it was negotiated within an art world nctwork through collective
work — a collective work that was most often referred to by actors in both the new media social
world of academic high bandwidth networks and in the MARCEL art world network as “col-
laboration”, be it working with Access Grid or working as a member of MARCEL or both.

As developed in scetion 6.1, collaboration implicd a particular kind of equality among partici-

pants within the experimental process. A characteristic of this equality among the collabora-
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tion’s participants was manifested as a degree of independence or distance. The Oxford Eng-
lish dictionary reminds us of this distance with a second definition of collaboration as the
“Traitorous cooperation with the enemy.” (Oxford English Dictionary Second edition 1989).
I do not quote this second definition to suggest that collaboration engendered betrayal.
Rather, that the dynamics of power between collaborators depended on a certain level of dis-
tance - disciplinary, political, cultural and/or otherwise — between them. A distance similar to
the organisational distance developed in section 7.2.2. Marilyn Strathern’s anthropological
research on interdisciplinary academic research (2006, see also 2004) recognised the chal-
lenges of collaboration between heterogeneous social worlds and their experts. She argued
that critique became problematic among collaborators because of what [ refer to in this study
as “distance”. As a result, she demonstrates how determining the level of success for such col-
laborations was problematic for some participants because the disciplinary “common ground”
nceded for critical judgement between contributors was not necessarily available. In such
cases, interdisciplinarity could become not only a means to an end, but an end in itself
whercby participants seck to understand aspects of the research from the perspective of other
participants. Strathern sites Annelisc Riles’ case study of a network (Riles 2000) to suggest
that interdisciplinarity became not only a tool but “also a sign” (Strathern 2006: 200), effec-
tively urning the rescarch process “inside out” {Riles 2000). In the casc of this research,
much of MARCEL’s classification work involved representing a “network” as an organisa-
tional and technological tool for online collal. ration among artists and a number of other ac-

tors. This scction now turns to an analysis of this work.

As discussed in chapter 2 (section 2.4), the meaning of “network” itsclf was multi-facctred
and in somc cases even contradictory. The network as an organisational and technological
support for collaboration in chapter 6 was not only applied as a meta-structure but applicd
and negotiated explicitly among actors in situ. Networks were at times technical, atother
times social or ideological and yct at other times they encompassed all three. In chapter 6
documented and analysed how the MARCEL Network cmbraced these contradictions and
overlaps. It was thercfore important not to overlook the reflexive nature of the artist’s classifi-
cation of networks when collahorating with others in an art world. Classifying the “nctwork”
of collaboration(s) was not simply the reproduction of “outside™ catcgorics but the produc-
tion from “inside” the dynamic and contingent activitics of the art world itself and its wider
social and culwrai context. In this study we can therefore interpret collaboration as both an
historically constructed practice in a way that is similar to our interpretation of culture and
new media (sec chapter 2) and one that is formally implemented through the classification of

social, cultural, and technological aspects of “nctwork™ into art world conventions.
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To examine more clearly what kind of classification took place when members of the art world
network collaborated, it was necessary to further explore the collective dimension of artistic
work with ICTs. In chapter 6 an investigation into the work of producing formal iterations of
the MARCEL art world network as a network was presented. This focused on the formal ar-
ticulation of the network through texts and media objects using ICTs. Section 6.2 docu-
mented Don Foresta’s, Georges-Albert Kisfaludi’s and others” development of a classification
system for an organisational and technical network prior to the creation of MARCEL. These
networks were not only organisations or media forms. They could be understood as an ongo-
ing interplay between social relations and multiple media units - a collection in time and
space of people, projects, meetings, and media objects. Implicit and in some cascs, explicit,
within collaboration was classification work, specifically the development of a system of classi-
fication by artists and their support personnel to coordinate art world activity: defining work
and, in this casc, nctwork standards in a way that ecnabled an art world network to develop and

contcst conventions.

As suggested in chapter 2 (in section 2.6.1), generating conventions for collaboration through
classification work was not just about gaining advantagcous positions in relation to other
competing individuals as would playcrs in a ficld, it was also necessary for coordinating basic
telematic activities between multiple nodes through which subsequent power relations could
be generated. The inconsisiency of membership and iechnology lists reinforced the identifi-
cation (in chapicr 5) of contingency as a part of the artist’s role when working with new media.
In this case, itunderscored the contingency of individual, organisational, and technological

commitments between the art world network’s actors.

What emerged out of the Souillac meetings, and even to some extent before these meetings,
was a relatively consistent list of projects and underlying categorics in which memberships
and technologies could remain contingent. Although no explicit procedure existed for how
artistic collaboration for the production of telematic artworks should take place among
MARCEL participants, scctions 6.3.1 and 6.3.2 identified a number of categorics for the net-
work. These categorics were not imposed from outside the network nor were they limited te
the categorisation of media forms. They were (re)produced, over time, as a means of repre-
scnting the work of collaborating within an art world network by/for actors. Taken in this
light, the categories were the most consistent manifestation of the MARCEL network. This
list of catcgorics was eventually designed as part of a media object ~ the MARCEL website —
that the MARCEL members maintained over time and space. By the end of the field work for
this study, it was still unclear whether the number of categories posted on the MARCEL web-
sitc was determined by the navihedron’s structure or vice versa. But to focus on such a ques-
tion was a kind of “chicken or the egg” conundrum that overlooked the ongoing, decply em-
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bedded relationship that online tools had with the overall development of the categories. As
with Strathern’s analysis of interdisciplinary research, the website was not only a project initi-
ated by the network; to some extent it also embodied the network, becoming one of its formal
representations: a sign of what MARCEL had accomplished and an ongoing projectat the

heart of its activities.

An analysis of the MARCEL website provided a much broader temporal scale for artistic col-
laboration than the cncounters with AG artworks and nodes. In a way, the website’s three
generations provided a glimpse into the development of new functionalities for the World
Wide Web over a period of ten years: from basic static website, to one developed using Flash
and wiki pages, to onc developed using an even more sophisticated and dynamic content
management system. Bricf collaborative efforts on the website’s different iterations melded
togcther to become an extended collaborative arc. The list of “friends and colleagues” who
were attributed to helping build the MARCEL site could be cxcavated like archacological
strata of past collaborations from the early work at Le Fresnoy at the top of the list moving
progressively towards the work in Wimbledon, followed by the move to Maine (sce scction
6.3.5). For some, this contributed to its existence as a Poor Man’s Kentucky Home. Butitalso
left traces of work over time. Squatting, to a certain extent, was not only for Don Foresta and
the other artists” roles. Like Don’s artistic career (sce chapter 5), the MARCEL website was
continually transported and transpl-nted into multiple, varying contexts and designed using
what was at the time relatively new media forms. The website produced its own kind of squat-
ting: it was moved from country to country, organisation to organisation, server to server, tak-

ing with it bits of past incarnations.

What came through around the work of designing the website was the give and take process of
the collaboration. Don demonstrated a significant ‘network making power’. Specifically, he
could dictate the website’s propertics based on an overall awareness of the network’s history
and its objectives, The best illustration of this was the choice to allow the navihedron to con-
tinuc to function as a significant part of the site’s navigation despite other members’ reserva-
tions. Part of this power stemmed from his role as one of the network’s primary programmers.
Don’s vision of art and artists was significant “touchstone” for members when working as part
of the MARCEL network (sce chapter 5, section 5.8). The way in which Don’s work acted as a
touchstone could cxplain the consistency of the MARCEL categories: these catcgories fell
within a wider carcer programme that was very closely tied to Don’s own carcer and the early
catcgorics developed as part of the Souillac mectings (sce chapter 5). However, the “day-to-
day” work and its rclation to Don’s programme were presented as distinct. In specific cascs of
collaboration such as the production of the third website, Grzesiek played the role of a
switcher to a specific social world, a mediator between the new media social world of content
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management systems and their objectives and its conversion/classification into a convention
for the art world network. Grzesiek’s expert knowledge of new media standards enabled him
to dictate, 10 a certain degree, what MARCEL could and could not do on its website. Just as
the engineers in the cases of AG collaborations between academic centres and artists had po-
sitioned themselves as those who were able to make AG’s functionalitics transparent, he was
abie to design the affordances of the site itseifand even choosc a number of its standards.
Grzesick also had power through his availability. Although, or possibly because, he was not
paid for much of his work, he was abie/forced to maintain a degree of distance from the net-
work’s activitics and therefore was not obligated to mect any fixcd timelines. In this sensc,

both he and Don were able to cxercise forms of power over the other throughout the course of

the collaboration.

In order to gain the support and recognition from the art world or new media gatekeepers, the
members of the art world network felt that they had to represent the network to others and to
themselves using the website. To a large extent, Don defined the network’s programme but
depended on many others to provide links to other social worlds and to keep the network ac-
tive. Though Don was ‘Mr. Network” (see chapter 5), connecting the different components of
the network - switching between social worlds such as bringing in new media standards for
content management systems for the World Wide Web — meant depending on members such
as Grzesiek to define and inform its parameters. This was also made apparent in the talks be-

tween Don and Graziano.

about the future of high bundwidth. Their discussion was conducted between two consumers
of the technology, and between conecerned artists who would design and/or use the technol-
ogy to produce artworks. Roles mixed together to inform their arguments: consumer and
produccr, user and designer. Where their opinions significantly differed was that Don be-
licved in the importance of creating an cxpert ‘communication space’ for artistic production

where experimentation could take place.

By examining the culture of collaboration for the production of cultre, it has been possible to
obscrve the dissemination of conventions and/or standards among art world actors including
those relating to the design and use of a website and the promotion of Access Grid and high
bandwidth. Arguably, the websitc enabled MARCEL members to formally articulatc catego-
rics for the art world network in a way that the MARCEL virtual venue on the Access Grid
platform could not. Despite the label that appeared in the text field for the MARCEL virtual
venue, MARCEL cxisted within the pre-existing category of a “Not for profit Organization” in
its “cexits pancls’ (sce scction 4.3.1) next to 2 number of other virtual venue lobbics. No traces

of contributing members, technologies (other than Access Grid itself), or projects were listed.
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Based on interviews and participant observation with MARCEL managers, the MARCEL
website’s function was seen as partly promotional - as an outward facing platform to promote
the artworks that were produced in other contexts such as on the Access Grid platform. On
the surface at least, the website’s construction was not presented as a tool for artistic expres-
sion. But, asrclated in chapter 6, the work of maintaining the website represented a signifi-
cant MARCEL activity. As a media object, the website enabled the network to represent itsclf
and its activities. Significantly, Access Grid as a media form for artistic cxpression was only
marginally mprcscﬁtcd in the different generations of the website (although it was more
prevalent in the third generation). Much of the cffort of coordinating an art world network for
squatting the high bandwidth network over the period obscrved therefore consisted of pro-
ducing a media objectin an altogether different media form: the MARCEL Network website.

Nevertheless, the two media objects were inter-related in that they both constituted a part of
MARCEL’s presenee online. Just as Cranc (1987:145-148) described art world networks as not
having ncat and clear boundarics that enabled a rescarcher to know when and where its activi-
tics began or ended, one could notlook 1o a specific media form to provide a clear-cut bound-
ary for the MARCEL art world network. But a brief comparison of the MARCEL virtual venue
and the MARCEL websitc as “boundary™ media objects — namely, as a play on Star and Grie-
semer’s (1989) “boundary objects” that “inhabit several intersecting social worlds™ (Ibid :
393) ~ is instructive for analysing MARCEL'’s classification work. Although the virtal venue
cnabled production of telematic artworks, it was the website that was designed and used for
classification work. Returning to the latter part of sub-question 1., Access Grid’s new media
standards were at least partly classified as meaningful conventions by artists using a differcnt
mcdia form. Such a statcment should not be taken as irreconcilably problematic: one can pro-
ducc a museum cataloguc as a fitting media object for the classification of a corpus of paint-
ings. But what was significant in this classification work was that: 1) the MARCEL members
were themselves doing the work of classification instead of leaving it to external gatekeepers,
2} this classification work resulted in a media object that constituted an explicit attempt to
representa “network” as an organisational structure, and 3) that this organisational struc-
ture’s scope was not only limited to the production of specific artworks but was also extended
to the social and technological infrastructure surrounding its production, distribution and
appreciation. In other words, classification work was not only conducted as part of an art
world network but in cffect was an attempt to produce an art world network. Before develop-
ing this last point further, I examinc classification as it related to Aceess Grid and other media

forms for the production of artworks in greater detail.

VisitorStudio was introduced in chapter 6 in order to producc a comparison with Access Grid
as a media form for the production of artworks. The VisitorSiudio platform was designed us-
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ing Flash. Because of this, the artists who helped design it felt that it remaincd a somewhat
inflexible media form to other new media designers. However, asa media object for its in-
tended uscrs, the artists felt that it was well-suited because of its limited use of bandwidth and
its widely available format. By designing it in a way that kept the standards of the media form
transparent to the user, the designers of VisitorStudio prescnted it in interviews and on their
webpage as well suited to an everyday audience who wished 1o collaborate online for the pro-
duction of artworks. Though Access Grid was designed using open source code that was
widely available to new media dcsigners familiar with its protocols, arts groups like the Inde-
pendents still hesitated in developing it as a convention. A preliminary observation suggested
that Access Grid represented a liability as its technological life expectancy and usefulness, its
future as a new media standard, was perccived by many as uncertain. This uncertainty made
Access Grid’s potential as an ast world convention uncertain. MARCEL’s work of promoting
the high bandwidih network and Aceess Grid to independent media centres in the United
Kingdom was an attempt to promote a new media standard to artists in order to cncourage its
disscmination as an art world convention. But, bascd on the obscrvations in this study (as re-
lated in section 7.2.1), short technological life expectancies were not uncommon for artists
working with new media. This suggests that the Independents” hesitation was not so much
dirccted towards Access Grid and MARCEL but rather to the academic high bandwidth net-
work on which Access Grid was madc available. "his was in large part, | would argue due to: 1)
its tics to academic discursive spaces from which the Independents were, to a greater or lesser
extent, excluded (hence the name “Independents™); 2) the pereeption that these academic
spaces were distant from the Independents” intended user-audiences for their artworks; and
3) the long-term challenge of developing a permanent high bandwidth network for what was to
be designed and uscd, for all intents and purposes, for an undetermined amount of open or
cexceptional experiments. An extensive commitment to Access Grid was inconsistent with the
arusts’ culture of engaging with multiple media forms. In the case of Furtherficld, they ex-
pressed a willingness to adapt VisitorStudio for high bandwidth, but as a way of reaching a
different user-audicnce — that of academic researchers. For them, Access Grid and the aca-
demic high bandwidth represented once of many “side-bets” (Becker 1960, see also Star 19g2:
402} for iterations of the VisitorStudio project. Similarly, the artists working on Streaming-
Tales were able to repeat the projects in different locations and instances using different me-
dia forms. Access Grid’s and academic high bandwidth’s classification from scts of new media
standards to meaningful art world conventions was therefore not a straight forward process.
On the onc hand, its long-term success was contingent on its future as a new media standard,
onits future as something that would enable artists’ online collaboration with cxisting and

new designer and user communities. On the other hand, some artists were satisfied with a
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temporary engagement with Access Grid and high bandwidth as media forms for cxpcriincnta—

tion within academic discursive spaces.

Access Grid's potential was measured based on how it cnabled experimental collaboration.
One could, at this point, venture to answer the remaining two questions formulated by Star et
al. (2003) for the analysis of transparency, namely: “What happens when degrees of transpar-
ency are different for various subgroups of users?” and “How does something become invisi-
bly usable at [an organisational level rather than an individual level], and what differences are
required in process and design content?” (Ibid: 242-243). Access Grid was uncvenly under-
stood as a tool for enabling artistic collaboration. Much of the work around classifying it as a
convention, as abscrved in chapter 6, did not take place through collaborations for the pro-
duction of artworks but through collaborations among actors in meetings, seminars, and facc-
to-face exchanges as part of related work. One could argue that Access Grid had not become
transparent within the art world network as its valuc for supporting collaboration was still un-

der discussion.

Bascd on the analysis in this section, the cost of committing to an endeavour such as the pro-
motion of academic high bandwidth as an art world convention seemed to outweigh the bene-
fits. In answer to rescarch question 111, one could therefore argue that an cxtended cngage-
ment in the mediation of a networked ICT resilted in constraining the (re)production of mav-
crickness. But this scction has also demonstrated that classification work was not seamlessly
integrated into the process of mediation. Quite the contrary, the scope of classification work
extended well beyond any specific media form or artwork into what I have argucd was the pro-
duction of an art world network. Artists’ engagement with Access Grid and MARCEL could
be activated and de-activated and in the case of Access Grid, multiple commitments to media
forms was deemed advantageous. [t is at this point that the conceptual model scems to strain
under the weight of the research in order to answer the rescarch questions. How is it possible
to answer question 1] if the classification work observed was not directed to or supported by
*he very ICT I sct out to examince? [tis with this question in mind that I now turn to the syn-

thesis of all three rescarch threads.

7.3 Synthelic moment

In scetion 7.2.2 1 have argued that artists conducted the mediation of Access Grid as part of
what I refer to as a process of cxperimentation within an academic discursive space. I sug-
gested that the transparency of Access Grid's standards, specifically relating to distance and
flexibility, was inconsistently produced between its different media units. Greater flexibility or
minimal distancc at the level of media form, object, instance, or expericnce was not uniformly

possible nor was it nceessarily desirable for artists. Experimentation involved negotiating
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these inconsistencies among artists in order to produce designer and user roles, the results of
which were closely tied to the power dynamics of producing, distributing and appreciating
telematic artworks with Access Grid. Similarly, the analysis of maverickness in section 7.2.3
suggests it was not articulated as a fixed mode of discursive conduct. Although ts ties to the
artist role were consistently understood as significant among all of the actors encountered, its
specificities changed among actors and even for individual actors over time. Don’s own ar-
ticulation of maverickness - squatting — was craficd over time and his work shifted between
multiple media forms. Viewed in this way, one could arguably speculate that the two career
threads — Access Grid’s and Don’s - would dovetail nicely into production of an artwork: Ac-
cess Grid’s career as an cxperimental technology circulating within an academic discursive
spacc made it an idcal tool for a telematic artist with existing ties to acadcmic research while
Don’s articulation of the conduct of maverickness suggested that an emerging platform for
semi-immersive collaboration was a suitable candidate for his desire to squat new media

forms.

But such a vicw depends on a narrow focus upon a singular artistic project: a brief, cxcep-
tional encounter between an artist and an ICT for the production of an artwork. Itoverlooks
the repetitions and interruptions in both carcers made up of discourses, conventions and
standards such as: how telematic conventions of distance encountered in this research in-
volved working with multiple actors in real-time; how squatting was specifically dirccted to
mecdia forms rather than to the design and usc of other media units; and how artists experi-
mented with many diffcrent media forms in order to perfect a specific artwork. When viewed
over an extended period of time, all of these factors came into play when members of MAR-
CEL cngagedin classification work. Once the long-term collective project of classification for
artistic collaboration is taken into consideration, both mediation and articulation work spill
into a complex scries of negotiations within the art world network. The distinctions between
the three sub-frameworks developed in chapter 2 (scction 2.5) become muddled. Itis here
that one must take a closcr look at the two aspects of work identified in the conceptual frame-
work which cnabled the shift from art world conventions to new media standards: conversion
and classification. In the conceptual framework, [ equated conversion, the part of the media-
tion process in which the artist represented the 1CT to the outside world, with classification as
the shifi from standard to convention. The two were treated as equivalents because, in the
conceptual framework, both resulted in the shift between new media standards and art world
conventions. However, based on the findings of this rescarch, both conversion and classifica-

tion work took placc in very different ways for very different purposes.

Conversion

249



Access Grid’s conversion by different artists varied considerably. To some extent, this was its
strength as a tool for artistic production. However, when artists produced artworks with Ac-
cess Grid, they all ensured that aspects of its flexibility as a media form was madc transparent
to the audience-user’s media experience. This transparency was the product of what one
might call the artist’s “second order™ role as a designer of Access Grid media units in the me-
diation process. This second erder designer role folded design and conversion in on itsell.

For examplc. the artists producing Streaming Tales appropriated Access Grid's design in
open time in order to test ways in which they could re-design its media instances and the
physical Access Grid node before converting it for the user/audience. In terms of the produc-
tion of relations of power. this specific design/conversion work with Access Grid enabled the
artist to conduct maverickness by exceptionatly introducing norms of the dinner table into a
videoconferencing experience. But conversion was not an attempt to redesign a part of Access
Grid’s infrastructure for an indefinite period of ume: the artists were not redesigning Access
Grid in the hopes of promoting it as a plattorm for artistic dinncr parties berween diasporic
communitics. Their second order changes to its design were part of the production of a spe-
cific artwork. Streaming Tales. as part of their careers as artsts who conduct ma crickness.
Artists” comversion of Access Grid therefore involved designing exceptional conventions:
conventions that could be repeated but whose meaning in the art world would be tied to the
artists” ageney.

Classification

As for the classification work with Access Grid standards observed in this study. much ofit
was not conducted with Access Grid itsell. Meetngs. websites. proposals. emails. and the like
constituted many of the actual occasions for classitication work of Access Grid and high
bandwidth among art world network actors. More importantly. most of the classification work
was not dirccted towards arworks produced with Access Grid or high bandwidth per se. but
to the categorisation of the art world network as a collection of members. technologies. and
projects. The successive mectings. such as those at Souillac. and projects leading to the crca-
tion of the MARCEL Nerwork arguably constituted the formulation of a “programme’” (Cas-
tells farthcoming) facused on the collective and “permanent” occupation of the high band-
width academic network for artistic experimentation. A marker of the consistency of this
MARCEL Nerwork programme was the stability of the categories generated for/ with the
navihedron. In such a programme. infrastructure became a central concern. The MARCEL
Nework’s programme. arguably. was to design an ontine art world network - classifing
MARCEL's organisational and technological structure via the production of media objects
such as the MARCEL website and the promotion of media forms. The MARCEL website's

design as a “filing svstem inw librany™ {LidL. section 6.3.1) perfecty summarised its purpose as
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an infrastructural blueprint for MARCEL's activities. Classification work was also “outward
facing” in that MARCEL'’s infrastructure such as Access Grid was actively promoted as con-
ventions in the case of the Independents. Such classification work was not intended to pro-
duce an artwork or a meaningful categorisation of 2 corpus of artworks. It was deployed to
categorise the actors, technologies and activities involved in the production, distribution and
appreciation of artworks. The distinction between the two is key because it suggests a similar
“inside out” reversal to the one developed by Riles (2000). Classification work such as the
website and the Independents” meetings were therefore not simply means to an end but ends
in themsclves. Classification differed from conversion not only because it involved represent-
ing Access Grid in multiple media but also because it involved representing Access Grid as an
open sct of conventions: as a sct of conventions that were not tethered to any specific artist or
artwork. This is where the problem resurfaces for the artist’s conduct of maverickness as the
production of relations of power. Not so much because the artist cannot contest established
standards/conventions through classification work, but because he or she cannot do so as an
artist. Before expanding on this further, I will elaborate this statement as it applied to Don’s

carccer.

Even from his carly writings on art, Don conducted classification work. In chapter 5, 1 dem-
onstrated that his brand of maverickness was not only articulated through the production of
artworks but also through teaching, writing and curating to name but a few activities. These
works extended to the construction of “Mondes™ and of the artist’s ability to gencrate para-
digmatic shifts through communication spaces. These were attempts to shape a comprehen-
sive conceptual model of the overarching socio-technical categories within networks for cul-
tural production and was perhaps why so many striking parallcls appeared between Don’s
conceptualisation of the artist’s role with aspects of the “production of culture” tradition:

both developed models of the production of artworks with the artist’s role as the core agent
within a nctwork of socio-technical relationships. (I should once again stress that I found no
cvidencee that Don’s work was in any way divectly inspired by the “production of culture” tra-
dition.) In Don’s model, the artist’s role was embodied by individual artists such as Nam June
Paik and Marcel Duchamp. The latter and his arework Trois Stoppages Etalons explicitly func-
tioned as a yardstick, as an allegorical convention, for Don’s representation of artistic agencey
and was ecmploycd by MARCEL members to develop the MARCEL Network programme. In-
terestingly, Alfred Gell (1998:245-250) uscs the same artwork by Duchamp to develop his
theory of cach artwork as being “a place where [the artist’s] agency “stops’ and assumes visible
form™ (1998: 250). [ do notaddress Gell’s work in detail here (for a discussion that does jus-
tice to his work, sce Georgina Born (2005: 15-24)). 1 bring in this quote to suggest that Don’s

usc of Duchamp as a conventional representation of the artist’s role was intended to produce
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a media form — what he referred to at varying points as Mondes or as communication spaces ~
where artistic agency could begin’ rather than stop. To generate an infrastructure in which
artistic agency, specifically the conduct of maverickness, could bloom. According to him, this
required that he halt his artistic career, his production of artworks, in order to generate the

network power for a particular media form.

This halt was comparable to the conceptual jump from the first sub-framework in section 2.5
to the production of network power and network making power in the third sub-framework.

In choosing to stop being and artist, Don chose to help generate an infrastructure by produc-
ing the art world network from the outside rather than from the inside, by attempting to pro-
duce the conditions for the conduct of maverickness rather than conducting maverickness as
an artist. As with the assumed cquivalence between conversion and classification, however,
the original conceptualisation of a dichotomy between a social understanding (outside) of the
object of research and a cultural understanding (inside) of this same object is insufficient for
at Icast two reasons. Firstly, classification work also involved mediation of media units such as
the Drupal content management system and the navihedron. This work was itself taking place
within the very fabric of the daily rhythms of the organisation rather than as an abstraction
“from the outsidc™. Secondly, although Don shed his role as an artist in order to help create
MARCEL, the resulting programme still arguably fit within his articulation of the conduct of
squatiing as leading artists to “inventing and collaborating in the development of new systcms
to respond to their creative needs” (Foresta 19g1b:13r, author’s translation): what [ would ar-
gue is assuming a maverick designer role. Classification work with digital information and
communication networks could therefore be deployed to contest standards/conventions as a
‘programme’. But the set of conventions that resulted from such classification could not be
linked o an individual artist’s agency for fear that it would in turn constrain the very artistic
freedom such work tried to foster, producing a dichotomy of roles between programmer-
designer and artist-user. The former linked to the promotion or socialisation of standards and
conventions through classification work and the latter to linked to the enculturation of stan-
dards and conventions through conversion as part of mediation work. An answer to the overall
research question would therefore be that by designing and using digital information and
communication networks through mediation, articulation and classification work, artists are

redefining the socio-cultural parameters of who and what is an artist.

The usc of the term “network™ in the “MARCEL Network™ was not simply limited to a digital
information and communication nctwork or an organisational network of individuals but was
an attempt to reify a particular coneeprualisation of conventions into something that could
sustain the artist’s conduct of maverickness, specifically as it pertained to the design and use
of media forms, the “MARCEL conventions”, if you will. One could therefore argue that in
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attempting to assume both a user and designer role in the appropriation of digital information
and communication networks, the artist did not only work to produce artworks, but also
worked to produce the conditions for the production of artworks, programming and classify-
ing an art world nerwork. In this case, the core of this art world network programme was, |
would arguc, a particular understanding of the conduet of the artist’s role as one who squats

media forms for the production of telematic artworks.

7.4 Conclusion

In this chapter, I have examined the information compiled from the field in greater detail in
order to produce a synthetic analysis of all threc cmpirical threads. Three subscctions within
scction 7.2 analysed the findings of the Access Grid thread (7.2.1), Don Foresta’s carecr
thread (7.2.2) and classification in the MARCEL network (7.2.3). In section 7.2.11 showed
that artists’ mediation of Access Grid, specifically as it pertained to enabling transparency
through distance and flexibility, was inconsistently applied but did result in the creation of
designer rolcs for artists. The artist did articulate a conduct of maverickness but that aspects
of this articulation were specific o the artist (scc section 7.2.2). In7.2.3, classification work
was shown to be a significant part of the MARCEL network''s activities, but that this work did
not involve the classification of artworks so much as the classification of aspects of the art
world network. Finally, in section 7.3, 1's: 1thesised the three threads in order to answer the
overall rescarch question: How do artists design and use digital information and communica-
tion nctworks for the production of artworks? In order to do so, the conceptual framework
developed in chapter 2 (scction 2.5) had to be revised in order to produce 4 clearcr distinetion
between the conversion of new media standards into art world conventions and their classifi-
cation. The resulting analysis suggested that, in assuming both designer and user roles with
digital information and communication nctworks for the production of artworks, artists had to
work to producc a reified art world network based on their articulation of the conduct of mav-

crickness as well as the artworks circulating within such a network.
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Chapter 8

CONCLUSION

8.1 Chapter summary

Once each of the career threads identified in chapter 3 had been constructed individually in
chapters 4, 5, and 6, it was possible to weave together the three empirical threads through an
analytical moment of interpretation intended to synthesise the carlier insights in the chapter
{chapter 7). Before moving onto a discussion of the wider implications of the findings result-
ing from this analysis (scction 8.4), | first review the empirical sub-questions formulated in
chapter 3 (section 3.6.4) and summarise the respective findings for each one (sec section 8.2
below). In section 8.3, 1 develop the theoretical and methodological implications of the study,
arguing for the strengths of the conceptual and methodological framework and addressing
some of the principle points of contention wat its results appear to raise. Building on the dis-
cussion of the implications of the study, scetion 8.5 concentrates on future avenues of re-

scarch stemming from the theories, methods and rescarch findings developed here.

8.2 Review of empirical contributions

Despite the presence of the preduction of culture tradition as part of my theoretical founda-
tion for this study. The principle object of research was the culture of networks for the pro-
duction of culture rather than the social networks of cultural production, As the result of such
an approach, it was possible to gain a deeper understanding of how artists design and use digi-
tal information and communication networks for producing artworks through an in-depth

cxamination of three rescarch threads. Specifically, linvestigated:

What iy Access Grid and how is it mediated by artists through design and use and within
which discursive space(s)?

In order to answer the first part of this question, it was necessary o conceive of Access Grid
through an infrastructural inversion (Bowker and Star 2002: 34) whereby one understands its

sct of standards as a series of practices and objects whose meanings are not fixed in time and

space and subject to various relations of power. In this case, | focused on how artists engaged
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with the mediation of Access Grid by mapping its design, appropriation and conversion, fol-
lowing how it was converted as part of particular artworks. I identified a specific type of me-
diation practice, designated as experimentation, which included all three stages of mediation:
dcsign, appropriation, and conversion. Experimentation with Access Grid was found to be
closely linked to academic discursive spaces both physically — in space through the Access
Grid nodes constructed in universities and art schools as well as through the temporal
thythms of working in these nodes —and through resources such as financial and organisa-
tional support. Employing the stratification of media units referred to in section 3.4.2, itwas
possible to examine how artists identified different affordances for design and use. One of the
main insights produced by answering the above question was that artists were able to perform
designer roles related to the appropriation and conversion of standards for Access Grid media

units despitc shifting technological and social standards that were not universally aceessible to

the artist.

A thematic analysis identificd two key overarching themes related to experimentation with
Access Grid for the production of artworks: distance — coordinating physical and organisa-
tional distance in both time and space between multiple actors — and flexibility — negotiating
the perecived affordances of Access Grid’s various media units among actors. Although the
theme of flexibility was relatively consistent with those propertics defined by Castells (Castells
Forthcoming: 52-53, sce section 2.4.1) for networks, the theme of distance did not neatly co-
incide with his conceptualisation of scalability and survivability: questions of distance im-
pacted on the scale of network connections and how the coordination of artworks was config-
urcd from inside academic discursive spaces. It was also shown that the conversion of Access

Grid’s standards was an integral part of the artists’, or group of artists’, telematic artworks,

Does Don Foresta articulate a condict of maverickness in relation to the artist s design and use
of ICTs? If s0, how? Does this maverickness extend to other members of the art world net-

work?

In answering the first of these questions, I hoped to understand how an individual articulated
the conduct of maverickness through the construction of an artistic career in an art world
network. Don Foresta did not articulate the conduct of maverickness only through the pro-
duction of artworks. however. Maverickness, like other forms of discursive conduct (du Gay
1996: 139-145). cxtended beyond the boundarices of the workplace. In the case of this individ-
ual, the artist’s conduct was also articulated through writing, intcrviews, tcaching, and con-
fercnces. Nor was maverickness limited to the contention of one particular standard or con-
vention: the individual cngaged with multiple and, at times, overlapping media forms. Over an

cxtended period of time, it was possible to identify how this individual formulated his own
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particular articulation of maverickness, in this case, the pre-emptive contention of emerging
digitally networked media forms which he referred to as squatting. Squarting could be under-
stood as the artist’s reaction to the perception that artists” ability to innovate and create new
artworks is overly constrained by established media forms, similar to Bolter’s (2007, see sec-
tion 1.2) concern that the overwhelming scale of developments in new media social worlds
relative to art worlds threaren the artist’s ability to innovate. Don’s conceptualisation of the
importance of power related to designer roles as part of this conduct with media forms was
also a key facet of squatting, He emphasised how the artist should strive to progress from user

to designer as indicated by a thematic analysis of the samples of his writings and interviews.

Answering the third question above involved examining whether art world network actors
sharc the wider collective articulation of maverickness in the specific art world network in or-
der 1o berter understand whether and how artists articulate a conduct of maverickness in rela-
tion to digital information and communication networks. Such an understanding required
analysing the wider circulation of maverickness among art world network actors. [ found that,
despite art world network actors sharing a conceptualisation of the conduet of maverickness
as a constituent part of the artist’s role, the particularitics of how such a conduct should be
implemented by artists was not uniformly understood. [t was not possible to conclusively de-
termine the degree to which other actors fully subscribed to Don’s squatting, for example.
Internal debates and discussions suc! as those described in section 6.4 partly involved the
negotiation of different articulations of maverickness conduct. These could be summarised
through oppositions such as: “Should we try to experiment at the level of media forms or at
the level of media objects?”, “Would our efforts be better directed towards pre-emptively en-
gaging with future technologics or mediating more readily available and established technolo-
gics?”, “Are extensible technologics better suited to the making of artworks or are toaster

technologies?”(sce section 7.2.1).

How does classification work take place in the MARCEL Network? How is Access Grid classi-
Sied as a part of the MARCEL Network?

The first of these two questions was used to analyse the meaningful classification of new media
standards inte art world conventions. This analysis was focussed on how collaboration among
multiple actors within the art world nctwork was classified in order to coordinate art world
activity by rcprcsénting that activity to themselves and to others. [ identified three categorics
of lists circulating prior to, as well as during the conception of, and subsequently over the
coursc of the implementation of the MARCEL Network and its activitics. These three catego-
rics — members’ lists, technology lists, and projects lists — constituted one of the basic traces

of classification work in MARCEL, enabling actors to collaborate and to represent this col-
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laboration to others. The MARCEL website (see section 6.3.2) was a combination of these
lists into a media object becoming not only one of its representations but also a significant
focus of collaborative work in itself, thereby echoing Riles’s (2000) analysis of the network
turning itself “inside out” . The navihedron, it could be argued, functioned as an allegory of

dynamic socio-technical relations within the art world network.

The second question above was formulated on the conceptual premise that conversion and
classification were equivalents. | sct out to answer the question by examining how Access Grid
standards were classificd by MARCEL members and potential members. The hypothesis

hased on the conceptual framework sct out in scetion 2.5 was that Access Grid standards

would be classitied through the mediation of conventions in order to gencrate and/or contest
conventions as part of the artists” conduct of maverickness. However, as demonstrated in sce-
tion 7.3, this equivaleney between conversion and classification had to be revised in order to
factor in both of their particularitics. Conversion was not simply part of the process of mediat-
ing ICTs for the production of artworks. It also involved a more open process of mediating
1CTs as tools for the production of artworks. Likewisc, classification work was found to ex-
tend beyond specifie artworks into the representation of the art world network itself, Al-
though art world actors did collaborate in order to produce artworks, classification and net-
working practices for cxerting power over/through technologics, be it work programming or
switching, involved producing and coordinating the art world network. Nor were conversion
and classification of standards/ conventions uniformly developed as collective practices. The
same oppositions coneerning the conduct of maverickness identified above - “experimenta-
tion with media forms or with media objects, pre-emptive cngagement with future technolo-
gics or with technologies that were more readily available, extensible technologies or toaster
technologies” — were part of the efforts to classify standards into conventions, ncgotiating
between art worlds and new media social worlds. Because of these ongoing negotiations, Ac-
cess Grid could only represent one of the many contingent relationships that constituted part
of the MARCEL Network. Like the network’s active/inactive members {sce scetion 6.2.1) and
transient projects {sce section 6.4.2), Aceess Grid’s rolc asa tool for the production of art-
works and squatting the high bandwidth nctwork could not occupy a permanent status as one
of the network’s defining characteristics. The MARCEL Network therefore struggled to finda
consistent technological boundary for what we might call “networking the art world net-

work”, particularly as it pertained to the classification of new media standards over an cx-

tended period of time.

Having complcted this cmpirical investigation, [ argucd that the specific art world network
programmc identificd in the rescarch focussed on the production of a particular kind of may-
crick artist role, one with the capacity to generate conventions through classification and pro-
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gramming work as well as to produce telematic artworks through the mediation of digital in-
formation and communication networks. The work of producing, distributing and appreciat-
ing telematic artworks within particular discursive spaces itsclf depended on programming a
parallel and inter-related ensemble of work practices for producing, distributing and engag-
ing with the art world network as a system of conventions in which art world activity could take
place. Before elaborating on the consequences of such findings, 1now briefly review the theo-

retical and methodological contributions of this study to the ficld.

8.3 Theoretical and methodological contributions of the study

In chapters 1 and 2. | indicated that the objcctive of this study was, in part, to consider the
complexitics of our understanding of culture and specifically its production by artists in an
age of digital information and communication nctworks. By combining aspeets of the produc- '
tion of culture tradition with thcorics of mediation and power, 1 gencrated a conecptual
framework for understanding how artists design and use digital information and communica-
tion networks to produce artworks. In the spirit of social scicntists such as Howard S, Becker
and Michal M. McCall (1990}, Roger Silverstone (1994), and Craig Calhoun and Richard Sen-
nctt (2007) who have called for conceptual bridges between the sociology of art and cultural
studics, this study’s conceptual framework has, | suggest, enabled a novel and in-depth ex-
amination of a related case study utilising to great effect the strengths of two theoretical tradi-
tions: the production of culwre tradition and mediation theory. Intcgrating discursive con-
duct with the production of culturc tradition enabled the conceptualisation of individual and
collective production of artworks while the theorics of mediation and network power enabled
the conceptualisation of actors’ design and use of digital information and communication

networks over time.

Drawing on the the work of those such as du Gay (1996, 1997, du Gay ct al. 1997, du Gay and
McFall 2008), Rosc (2000) and Foucault (1984, 19g1), the conceprualisation of maverickness
as a kind of governmentality or “conduct of conduct” facilitated an analysis of the circulation
of artistic innovation, and the artist role overall, as something embedded in social worlds and
linked to discursive power relations. It also enabled an examination of working practices be-
tween artists and their tools as ongoing and meaningful, yet historically contingent relation-
ships, that arc key to understanding the artist’s role as an agent. Through maverickness it was
possiblc to study how artists strove to produce innovation and creativity while avoiding anor- -
mative conceptualisation of both of these terms as necessarily positive and the result of indi-

vidual agency unconstrained by its social, cultural or technological context.

Similarly, Castells’ (forthcoming) conceptualisation of network powers also proved uscful as

part of the concepual framework. Specifically, network making power and its related pro-
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grammer and switcher roles served well in the analysis of classification between the art world
network and the social worlds of new media. When applied to the analysis of the mediation of
new media standards, network power — the power of standards and their related cost of coor-
dination — also served the framework well. Artists did perceive a cost to contesting certain
established standards. However, network power’s expected importance in constraining art-
ists’ work with digital information and communication networks for producing artworks was
lessened due to the transparency of some standards and the artists” ability to mediate different
strata of media units as a means of developing various designer and user roles. Artists did not
have to challengc all aspects of an ICT. They could pick and chose which standards relating to
which media units they wished to cngage with. In combining the different conceptualisations
of network power with stratified media units and the mediation of transparency related to me-
dia standards, the conceptual framework was able to provide a ruanced analysis of digital in-
formation and communication network’s design and use. | thercfore argue that the strength of
Castells” framework lics in the sophisticated interaction it enables between the four concep-

tualisations of network power.

The principle theoretical contribution of this study has been to establish bridges between
studies of new media and of the production of art. With few modifications, the conceptual
framework was helpful in interpreting the research findings. The framework can also serve as
a warning of the dangers of focussit:;; too much on the artworks as part of the rescarch as well
as on the work relating to their production and appreciation to the detriment of other related
activities surrounding art world work, such as classifying the art world network itself. | sug-
gest that in order to produce a satisfactory understanding of art world activity, it is cssential to
be able not only to producc a conceprual framework which integrates the artist as producer,
the artworks, and other art world actors such as audience members or other support person-
nclinto its structure, but that such a framework should also consider external factors such as,

in this case, the dynamics of standards in new media social worlds.

This is why, from a methodological perspective, multiple interwoven carecr threads arguably
were so uscful. They enabled a wider historical and thematic analysis of complex research sub-
jects that did not necessarily neatly or discreetly fit into a specific social world. By construct-
ing threc distinct, yet inter-related, empirically informed threads - a historical account of the
Access Grid's design and its eventual appropriation and conversion by artists in order to pro-
ducc artworks, a biographical account of Don Foresta’s work in articulating a conduct of
maverickness for experimentation with emerging media forms, and an in-depth historical ac-
count of classification work involved in collaborations within the MARCEL Network — [ was
able to produce a detailed construction of meaningful work within the art world network.
Each thread highlighted the contingency and indeterminacy of their development in time and
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space despite their occasional coming together into art world activities. The stratification of
media units proved useful for identifying overlaps and contradictions, contentions and trans-
parencies, relating to standards and conventions for artists, particularly in ensuring that the

online and the offline were not examined in isolation.

Onc of the main strengths of the study was the ability to examine relations of power without
ignoring the artworks and without isolating the art world from other social forces. One could
argue that the scope of the research design, focussing on only three empirical threads, repre-
sents a weakness. This methodological choice carried the risk of over-emphasising certain
actors and technologics to the detriment of others, thereby skewing the findings and limiting
their overall generalisability. However, as 1 argued in chapter 3 (section 3.2), the data col-
Iccted for this study provided a basis for an analysis which yielded a decp and contextualiscd
understanding of a specific case study which was, in turn, well-suited to answering the re-
scarch questions formulatced using the conceptual framework developed in chapter 2. Al-
though the focus on one digital information and communication network and one artist may at
first seem counterintuitive for the study of an art world network, this approach was suited to
the dynamism and contingency of an art world structure with continually changing member-

ships and activitics.

Another potential critique of my approach is that it did not present participant obscrvation of
the production of artworks by artists or of the artworks’ appreciation by audiences. This is at
once strength and a weakness as my own inability to produce such observations duc to the
timing of the ficld work inevitably informed the research findings. The strength of ethno-
graphic rescarch lics in recognising the importance of the “mundanc details” (Silverman
2006 46) of daily activitics. In this casc, it led me to observe how artists not only mediated
1CTs but also how they articulated and classified their work with these 1CTs. To have ignored
such work in order to scek out the production of artworks would have hindered the very
strengths of the methods used in the research, Nevertheless, based on the foregoing analysis,
it may be instructive to look to other projects where production through design/conversion is
taking placc in order to observe whether similar articulation and classification practices are
taking place. But before delving into potential avenues for future research, [ turn to a short

discussion of the key rescarch findings.

8.4 Discussion

Recent academic work on the production of culre calls for “puitting art back into social sci-
ence approaches to the arts” (de la Fuente 2007). Namely, that in trying to get rid of the myth
of the “creative genius™ in the arts, social scientists also jettisoned other aspects of art, namcly

acsthetics and the specificities of artistic practice, that werc essential to a proper understand-
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ing of its place in the world. De la Fuente and others (see Becker et al. (2006) and Born
(2009) for examples) suggest different re-evaluations of existing approaches to the study of
the arts in which the properties of the artworks (or art in the making) are not understood as
scparate from the social processes surrounding their production, distribution and apprecia-
tion. What | want to suggest is that this study is, in effect, 2 demonstration of how artists de-
ploy both the social as part of the artwork and the artwork as part of the social and how these
deployments led to an overall problematisation of the artist’s role itself. To illustratc how this
argument is pertinent on a wider theoretical frame, | briefly turn to Lev Manovich’s (2001
218-243) development of the databasc as onc of the dominant forms of expression with digital
ICTs. Manovich presents the databasc as 2 means for artists to structure the “endless and un-
structured collection of images, texts, and other data records” (Ibid: 219). He argues that digi-
tal ICTs represent a significant tool for the development of this form and goes as far as to sug-
gest that it could Jead us to “develop a poctics, acsthetics, and cthics of this database”(Ibid).
But by limiting the scope of power within his conceptualisation of the development of form in
a similar way to Bolter and Grusin's work prescnted in chapter 2 (scetion 2.6.3), Manovich
misses the opportunity to move beyond the formal properties of the database and into wider
socio-cultural practices in which the databasc is embedded: how the databasc can simultanc-

ously function as part of the artwork and as part of its supporting infrastructurc,

The classification work produced by the members of the MARCEL Network through the pro-
duction of lists, meetings and media objects like the navihedron developed the network as an
allegory of the social which structured in a similar way to the database but extended well be-
yond the limited frame of the artwork. 1 am not arguing that the MARCEL Network is an art-
work. Rather, I suggest that the social, cultural, technological and acsthetic facets of the work
obscrved were not kept neatly compartmentalised between the meaningful artwork and the
surrounding social world(s). The production of telematic artworks, with their use of real-time
multidirectional connections, required a complex online/offline socio-technical infrastruc-
ture, onc designated by MARCEL as the “network”. The MARCEL members’ support and
promotion of this network, or some of its facets, was an essential part of promoting or circu-
lating artworks and ensuring the production of future artworks. This may cxplain why Mano-
vich (2001 162) finds it improbable that artists cxperimenting with synchronous communica-
tion can develop sustainable practices - because the coneeptual tools for understanding the
work involved in making these artworks at once meaningful and sociable are not yet at our

disposal. This study has, I belicve, taken some steps towards developing such tools.

I have argued in this study that practices and discourses cmbedded within specific and over-
lapping social worlds shape our understanding of creativity and innovation. Returning to Bol-
ter’s (2007) concern for the artist’s ability to contest authority through formal innovation with
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new media, [ would firstly argue that aspects of such a formal innovation are still entirely pos-
sible. As has been shown in this study, artists were able to generate unconventional formal
engagements with/through digital information and communication networks. However, art-
ists were not working in an isolated art world that depended on a homogenous infrastructure,
free from the flows of change taking place in new media social worlds. Returning to the theo-
retical cxample developed in section 2.2.6 where one asks a painter which of the two ques-
tions - “Whar kind of paint to use?” and “How to use paint?” — was more important, [ would
argue that, as it applies to artists’ engagements with new media, the distinction berween the
two has not yet set in. Because of the complex and contingent flows of technological develop-
ment taking place in new media, artists are continually discussing and debating what to usc
and how to usc it. | found that part of this balancing act between worlds not only involved at-
tempts to produce formal innovation but also involved generating the conditions that would
cnable the {re)production of artistic power through such innovations. Such conditions in-
volved testing different configurations of the designer/user opposition {Suchman 2002)
which stemmed from discourses of the new media social worlds where designer and user arc
distinct. This may be rclated to the carly period of an art world’s development where transpar-
cncies of roles between artist and support personnel are not yet sct. Just as Baker and Faulk-
ner {1991) found in the casc of block buster films, telematic art and other artistic practices re-
lated to new media scemed to require a redistribution of artistic roles berween design and use
in which uncven relations of power arc emerging. Whether this redistribution will lead to an

individual able to deploy all the skills required scems unlikely.

Nevertheless, artists” cngagements with new media observed in this study were not able to
access a great deal of resources nor were the results of their work made widely available to
and/or accesscd by a large audience. This latter statement may hint to the worry that lics at
the heart of Bolter’s concern (and to some cxtent my own and, I would arguc, to those of a
number of other researchers dealing with contemporary art and new media as well as many of
the individuals encountered over the course of this research): that artists who work within art
world networks will remain peripheral to wider cultural and technological flows. It will likely
always be difficult to anticipate which artists will have an impact on wider cultural forms, val-
ucs, and aesthetics and to understand how such an impact is made possible. When viewed in
the light of this rescarch, and with a bit of critical self-reflection, | believe that this worry
touches on 1 normative expectation of what artists’ impacts should be. An underlying belief
that artists should be able to reach out into the cultural and social ordinary (Silverstone 1994
994) of wider global audiences while remaining unconstrained by broader structural relations
of power. This may cxplain why artists like those observed in this study attempt to produce

socio-tcchnical structures for production as well as producing artworks in the hope of main-
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taining this freedom. What this study demonstrates is that such structures are necessarily ex-
tended and intertwined with other social worlds and their related power structures.

8.5 Avenves for future research

I have already alluded to a few options for future research in this chapter. In one case by ex-
tending the scope and range of the cxisting study to more empirical threads related to this

casc study and, in another case, by engaging in participant observation of the production of
artworks as part of a similar casc study. Research related to the latter of these two options
could lead to further insights into the development of distinctions between what I referred to
in chapter 7 (section 7.2.1) as “open” and “exceptional” conventions. Such work would be
useful in building further bridges between the production of culture tradition, especially re-
cent work by Becker ct al. (2006) on the completion of artworks, and research into appropria-
tions of new media technologies. But there arc also three other possible avenucs of research

that could benefit from further investigation. 1 address cach of these in this section.

The first of these options involves examining the mediation of other applications and hard-
ware such as Photoshop, Arduino, Flash, Pure Data, und the iPhonc by other groups of expert
individuals who produce culturc such as graphic designers, industrial designers, or even me-
dia critics. The interest in conducting such research would be to build a more generaliseable
framework for bridging the production of culture tradition and mediation theory by examin-
ing groups of individuals whosc focus is not formal innovation and who do not share similar

conventions and articulations of the conduct of relationships with ICTs.

The second option would entail further rescarch into telepresence and telematics. Some of
the frameworks developed in this rescarch could usefully be applicd to what scems to be an
incrcasingly blurred division between online and offline technological arrangements for the
production of culture, including synchronous broadcasts of theatre performances to distant
venues™?, Such emerging practices could benefit from further investigations into questions of
distance and flexibility as applied to the coordination of the production of culture with digitai

information and communication nctworks in real-time.

Finally, a third option would involve a broader historical and theoretical cxamination of the
articulation of maverickness and the acsthetic conventions of the social, similar to the atle-
gorical usc of the network by the MARCEL Network, as part of overlapping relationships be-
tween artistic discourse and practice and modern culture. From a theoretical perspective,
such a study might look to works by Alison Krauss (1981), Peter Biirger (1992), and Thierry de

Duve (1997), cach addressed in this study, which have provided historical constructions of

W2 hutp:///www. nationaltheatre.org.uk/ntlive
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avant-garde movements. These histories, however, were mostly limited to well-established
figures and movements of art history. On the opposite end of the spectrum, work by Boltanski
and Chiapello (2005), for instance, argues that neo-liberalism has been able to assimilatc
avant-garde practices as part of a broad management discourse of flexibility with what I would
suggest are similarities to du Gay’s (1996) conceptualisation of entrepreneurialism. Although
Chantal Mouffe (2007) attempts to engage with Boltanski and Chiapello’s work in order to
rescue an artistic practice of contestation, she does so almost entirely without any art histori-
cal context. My interest would be to examine how avant-garde movements and other produc-
ers of culture have developed their own representations of the social as part of their practices

and to investigate whether and how such representations have made their way into our other

aspects ol contemporary culwre.

8.6 Conclusion

This chapter brings the study of how artists design and use digital information and communi-
cation nctworks 1o a close. It has reviewed the empirical contributions of this research by an-
swering cach of the empirical sub-questions devised in chapter 3 (section 3.6.4) in section
8.2. The following scction (8.3) presented the main theoretical and methodological contribu-
tions of the study, first dealing with the strengths and weaknesses of the conceptual frame-
work, lollowed by a similar overview of the wethodological approach. Section 8.4 was re-
served for a discussion of the results of the study, leading to an overview of'a number of new

potential rescarch directions building on the present study.

264



Bibliography and annexes

BIBLIOGRAPHY

Abbas, A. (2004). Grid Computing: A practical guide to technology and applications. Hing-

ham, Massachusctts: Charles River Mcdia.

Albertsen, N., & Diken, B. (2004). Artworks’ Networks: Ficlds, system or mediators? The-

ory, Culture & Society, 21(3), 35-58.

Alexander, V. D. (1996). Muscums and Moncy: The impact of funding on exhibitions, schol-

arships and management. Bloomington: Indiana University Press.

Alexander, V. D. (2003). Sociology of the Arts: Exploring finc and popular forms. Oxford:
Blackwell.

Aming, P. (1982, Scptember 1982). Des Images par Téléphone: Interview de Don Foresta. Art

Press, 11.

Altheide, D. L. (2000). Tracking Discourse and Qualitative Document Analysis. Poctics, 27,
287-299.

Anand, N. (2000). Defocalizing the Organization: Richard A. Peterson’s sociology of organi-
zanons, Poctics, 28, 173-184.

Apple Magazine (1992, July-August, 1992). Artistes en Reséau pour les Artistes du Monde.
Apple Magazine, 3.

Arndy, R. T. (2005). The First Resort of Kings: American culwral diplomacy in the twenticth

century. Dulles, Virginia: Potomac Books.

Artistes en Réscau (1992, 5 April 1992). Le Programme Artistes en Réscau. RNIS: La lettre du

réscau numérique a intégration de scrviees, 6.
Bakardjicva, M. (2005). Internct Socicty. The internet in everyday life. London: Sage.

Bakardjicva, M., & Smith, R. (2001). The Internct in Everyday Life: Computer neworking

from the standpoint of the domestic user. New Media and Socicty, 3(1), 67-83.
265



Baker, W. E., & Faulkner, R. R. (19g1). Role as Resource in the Hollywood Film Industry.
American Journal of Sociology, 97(2), 279-309.

Barabisi, A.-L. (2003). Linked: How everything is connected to everything else and what it

mcans for business, science, and everyday life. New York: Penguin Group.

Barry, A., & Slater, D. (2005). Introduction. In A, Barry & D. Slater (Eds.), The Technologi-
cal Economy (pp. 1-28). London & New York: Routledge.

Battani, M. {1gg9). Organizational Ficlds, Cultural Fields and Art Worlds: The early effort to
make photographs and make photographers in the 1gth-century United States of America.

Media, Culture and Sacicty, 21, 601-626.

Battani, M., & Hall, ). R. (2000). Richard Peterson and Cultural Theory: From genctic, to

intcgrated, and synthctic approaches. Poctics, 28, 137-156.
Bauman, Z. (2007). Liquid Arts. Theory, Culture & Society, 24(1), r7-126.

Bayma, T. (19g5). Art World Culture and Institutional Choices: The case of experimental

film. Sociological Quartcrly, 36(1), 79-95.

Becker, H. S. (1960). Notes on the Concept of Commitment. The American Journal of Soci-

ology, 66(1), 32-40.

Becker, H. S. (1g70). Sociological Work. New Brunswick, N.J.: Transaction Books.

Becker, H. S. (1974). Art as Collective Action. American Sociological Review, 39(6), 767-776.
Becker, H. S. (1982). Art Worlds. Berkeley and Los Angeles: University of California Press.
Becker, H. 8. (19g0). ”Art Worlds” Revisited. Sociological Forum, 5(3), 497-502.

Becker, H. S. (1995). The Power of Inertia. Qualitative Sociology, 18(3). 301-309.

Becker, H. S. (1gg8). Tricks of the Trade: How to think about social rescarch while you're

doing it. Chicago and London: University of Chicago Press.
Becker, H. S. (2000). Predictions. Sociological Research Online, 4{4), 1-4.
Becker, H. 8. (2002). Studying the New Media. Qualitative Sociology, 25(3), 337-343-

Becker, H. S. (2005). Inventer Chemin Faisant: Comment j“ai éerit Les Mondes de 1 Art
("Making it up as you go along: How | wrote Art Worlds”) (V. Roberge, Trans.). In D, Mcr-
- cure (Ed.}, L Analysc du Social: Les modes d’explication (pp. 57-73). Québec: Presses de
1"Universit¢ de Laval.

266



Becker, H. S., & McCall, M. M. (Eds.). (rggo). Symbolic Interaction and Culturat Studies.
Chicago: University of Chicago Press.

Becker, H. S., & Pessin, A. (2006). A Dialogue on the Ideas of “World” and ”Field”. Socio-

logical Forum, 21(2), 2006.

Becker, H. S., Faulkner, R. R., & Kirshenblati-Gimblett, B. (Eds.). (2006). Art from Start to
Finish: Jazz, painting, writing and other improvisations. Chicago: University of Chicago.

Bennert, T. (1995). The Multiptication of Culwure’s Utility. Critical Inquiry, 21(4), 861-889.

Benncut, T. (2001). Acting on the Social: Art, culture and government. In D. Mcredyth &J.
Minson (Eds.), Citizenship and Cultural Policy (pp. 18-34). London: Sage.

Bennett, T. (2003). Culture and Governmentality. In ). Z. Bratich, ). Packer & C. McCarthy
(Eds.), Foucault, Cultural Studics, and Governmentality (pp. 47-63). Albany, New York: State

University of New York Press.

Bennett, T., & Watson, D. (Eds.). (2002). Understanding Everyday Life. Oxford: Blackwell.
Berien, A. (1999). Dispositif, Mcdiation, Creativite: Petite genealogie. Hermes, 25, 33-47.
Bevir, M. (1999). Foucault, Power, and Institutions. Political Studics, 47, 345-359-

Biclby, D. D., & Harrington, C. L. (2002). Markcts and Meanings: The global syndication of
television programming. In D. Cranc, N. Kawashima & K. i. Kawasaki (Eds.), Global Culturc:
Mcdia, aits, policy, and globalization (pp. 215-232). New Yotk and London: Routledge.

Bishop, C. (2004). Antagonism and Relational Acsthetics. October, 110, 51-79.
Blau, J. R. (1988). Study of the Arts: A reappraisal. Annual Review of Sociology, 14, 269-292.

Boltanski, L., & Chiapello, E. (2005). The New Spirit of Capitatism. International Journal of
Politics, Culture, and Society, 18(3-4), 161-188.

Bolter, ). D., & Grusin, R. (2000). Remediation: Understanding new media. Cambridge:

MIT Press.

Bolier, J. D. (2007). Digital Media and Art: Always already complicit? Criticism, 49(1), 107-
8.

Bourdicu, P. (1979). Distinction: A social critique of the judgement of taste (R. Nice, Trans.).

London: Routledge.

267



Bourdieu, P. (1993). The Feild of Cultural Production: Essays on art and literarure. Cam-
bridge: Polity Press.

Born, C. (1995). Rationalizing Culture: IRCAM, Boulez and the institutionatuzation of the

musical avant-garde. Berkeley: University of California Press.

Born, G. (2005). On Musical Mediation: Ontology, Technology and Creativity. Twentieth-
Century Music, 2(1), 7-36.
Born, G. (2009). The Social and the Aesthetic: Methodological Principles in the Study of Cul-

tural Production. InJ. C. Alexander & 1. Recd (Eds.), Meaning and Method: The cultural ap-
proach to sociology (pp. 77-u8). Boulder, Colorado: Paradigm Publishing.

Bourriaud. N. (2002a). Postproduction (sccond ed.). New York: Lukas & Sternberg.

Bourriaud, N. (2002b). Relational Acsthetics (S. Pleasance & F. Woods. Trans.). Paris: Les

Presses du Reel.
Boutoulle, M. (1994, January 1994). Dc I’ Art Autour d’un Verre. Golden, 132-134.

Bowker, G. C., & Star, S. L. (2000). Invisible Medtators of Action: Classification and the

ubiquity of standards. Mind, Culturc, and Activity, 7(1&2), 147-163.

Bowker, G. C.. & Star., S. L. (2001). Social Theoretical Issues in the Design of Collaborato-
rics: Customized software for community support versus large-scale infrastructure. In G, M.
Olson, T. W. Malone & J. Smith (Eds.), Coordination Theory and Collaboration Technology
(pp. 713-738). Mahwah, New Jersey: Lawrence Erlbaum Associates.

Bowker, G. C., & Star, S, L. (2002). Sorting Things Out: Classification and its conse-

quences. Cambridge Massachusetts: MIT Press,

Boyatzis, R. E. (1998). Transforming Qualitative Information: Thematic analysis and code

development. London: Sage.

Brown, ). S. (1998). Internct Technology in Support of the Concept of ” Communitics-of-

Practice”: The casc of Xerox. Accounting, Management and Information Technologics, 8(4),

227-236.
Burawoy, M. (1998). The Extended Case Mcthod. Sociological Theory, 16(1), 4-33.

Burawoy, M., Blum. J. A., George, S., Gille, Z., Gowan, T., Haney, L., etal. (2000). Global
Ethnography: Forces, connections, and imaginations in a postmodern world. Berkeley, Los

Angcles, London: University of California Press.

268



Biirger, P. (19g2) “On the Problem of the Autonomy.of Art in Bourgeois Society” in Artin
Modern Culture: An Anthropology of Critical Texts, (Frascina. F. and J. Harris eds) Phaidon,

London, pp. 35-54.

Calhoun, C. (r9g8). Community Without Propinquity Revisited: Communications technol-
ogy and the transformation of the urban public sphere. Sociological Enquiry, 68(3), 373-397-

Calhoun, C., & Scnnctt, R. (2007). Introduction. In C. Cathoun & R. Sennett (Eds.), Practic-
ing Culture (pp. -12}, London: Routledge.

Callon, M. (1986). Some Elements of a Sociology of Translation: Domcstication of the scal-
lops and the fishermen of St. Brieuc Bay. In). Law (Ed.), Power, Action and Belicf: A new so-

ciology of knowledge? (pp. pp. 196-223). London: Routledge.

Callon, M., & Law, ). (1982). On Intcrests and their Transformation: Enrolment and counter-

cnrolment. Social Studies of Science, 12(4), 615-625.
Casner, S. (1994). Are You on the MBone? IEEE MultiMedia, 1(2), 76-79.

Castclls, M. (2000). The Rise of the Network Socicty, The Information age: Economy, soci-

cty and culture (2 ed.). Oxford: Blackwell.

Casiclls, M. (2000). Materials for an Exploratory Theory of the Network Socicty. British
Journal of Sociology, 51(1), 5-24.

Castclls, M. (2000). Toward a Sociology of the Network Socicty. Contemporary Sociology,
29(5). 693-699.

Castclls, M. (2001). The Internct Galaxy (sccond ed.). New York: Oxford University Press.

Castells, M. (2004). The Power of Identity, The Information age: Economy, socicety and cul-

wre (2 ¢d.). Oxford: Blackwell.
Castclls, M. (Forthcoming). Network Power.

Childers, L., Disz, T., Hereld, M., Hudson, R.. Judson, L., Olson, R., ct al. (1g9g9). ActiveS-
paces on the Grid: The Construction of Advanced Visualization and Interaction Environ-
ments. Futures Laboratory Publications Retricved September 1, 2006, from

htip: //www-unix.mes.ank.gov/{l/publications. html

Childers, L., Disz, T., Olson, R., Papka, M. E., Stcvens, R., & Udeshi, T. (2000). Access
Grid: Immersive group-to-group collaborative visualization. Paper presented at the Fourth

International Immersive Projection Technology Workshop, Ames, lowa.

269



Cohen, K., Elkins, J., Aaronberg Lavin, M., Macko, N., Shwartz, G., Siegfried, S. L., etal.
(1997). Digital Culturc and the Practices of Art and Art History. The Art Bulletin, 79(2), 187-

216.

Couldry, N. (2004). Actor Network Theory and Media: Do they connect and on what terms?
In A. Hepp & c. al. (Eds.), Culturcs of Connectivity pp. -14). Available from
hup://www.lsc.ac.uk/collections/media@lsc/pdf/Couldry ActorNciwork TheoryMedia.p
df .

Couldry. N. and A, McCarthy (2004) " Oricnuations: Mapping Mcdiaspace” in Mcdiaspacc:
Place, Scale and Culture ina Media Age, (Couldry, N. and A. McCarthy cds) Routledge. Lon-
don & New York., pp. 1-18.

Crane, D. (1987). The Transformation of the Avam-Gardc: The New York art world, 1940-
1985. Chicago and London: University of Chicago Press.

Cranc, D. (1989). Reward Systems in Avant-Garde Art: Social nenworks and stylistic change.
InA. W. Foster & J. R. Blau (Eds.), Art and Socicty: Readings in the sociology of the arts (pp.
261-272). Albany. New York: State University of New York Press.

Cranc, D. (1992). The Production of Culture: Mediaand the urban arts (Vol. 1). Newbury
Park, London, New Delhi: Sage.

Cranc, D. (2002). Cultre and Globalization: Theoretical models and emerging trends. In D.
Crane, N. Kawashima & K. i. Kawasaki (Eds.). Global Culture: Media, aits. policy and

globalization (pp. 1-25). New York and London: Routledge.

Crane, D., Kawashima, N., & Kawasaki, K. 1. (Eds.). (2002). Global Culture: Mcdia, arts,

poticy, and globalization. New York and London: Routledge.

Crowcroft, ). (2007). Net Neutrality: The technical side of the debate: Awhite paper. ACM

SIGCOMM Computer Communication Review, 3701), 49-55.
Danto. A. C. (1964). The Artworld. The Journal of Philosophy, 61(19)., 571-584.

Dawson, M. (2007). Home Vidco and the " TV Problem”: Cultural critics and wechnological

change. Technology and Culture, 48(3), 524-549.

Dcacon, D, Pickering, M.. Golding, P.. & Murdock, G. (2007). Rescarching Communica-
tions: A practical guide 1o methods in media and cultural analysis (2 ¢d.). London: Hodder
Armold.

270



December, J. (19g6). Units of Analysis for Internet Communication. Journal of Communica-

tion, 46(Winter), 14-38.

De Certeau, M. (1g84). The Practice of Everyday Life (S. Rendall, Trans.). Berkeley and Los
Angeles: University of California Press.

De Duve, T. (1997). Kant After Duchamp (2 ed.). Cambridge, Massachusctts: MIT Press.
Denis, C. (1993, 10-16 Junc, 1993). Electronic Café. L'Express.

Deshayes, S., Le Marcc, J., Pouts-Lajus, S., & Tievant, S. (19g8). Observation et Analyse

d’Usage des Réscaux. Paris: Ministere de la Culure et de la Communication.

DiMaggio. P. (1986). Cultural Entrepreneurship in Nineteenth-Century Boston. In P, Di-
Maggio (Ed.), Nonprofit Enterprise in the Arts: Studies in Mission and Constraint (pp. 41-61).
Oxford: Oxford University Press.

DiMaggio, P. (1987). Classification in Art. Amcrican Sociological Review, 52(4), 440-455.

DiMaggio, P. (2000). The Production of Scicntific Change: Richard Peterson and the institu-

tional turn in cultural sociology. Poctics, 28(2-3), 107-136.

DiMaggio, P., Hargittai, E., Neuman, W. R., & Robinson, J. P. (2001). Social Implications of

the Internet. Annual Review of Sociology, 27, 307-336.

DiMaggio, P., & Louch, H. (19g8). Socially Embedded Consumer Transactions: For what

kinds of purchascs do people most ofien use networks? American Sociological Review, 63(5),
619-637.
D’lstria. 1. (1983, January, 1983). Un Nouvcau Regard sur la Danse. Pour la Dansc, 38-39.

Dholakia, N., & Zwick. D. (2003). Cultural Contradictions of the Anytime, Anywhere Econ-

omy: reframing communication technology. Telematics and Informatics. 21(2), 123-141.

Du Gay, P. (1996). Consumption and ldentity at Work. London, Thousand Oaks, New Dcthi:

Sage Publications.

Du Gay. P. {19g6). Making Up Managers: Enterprisc and the cthos of burcaucracy. [n S. R.
Clegg, G. Palmer & S. MacArthur (Eds.), The Politics of Management Knowledge (pp. 19-35).
London: Sagc.

Du Gay. P. (Ed.). (1997). Production of Culture/Cultures of Production. London: Sage.

n



DuGay, P. (2000). Markets and Meanings: Re-imagining organizational life. In M. Schultz,
M. ). Hatch & M. H. Larsen (Eds.), The Expressive Organization: Linking identity, reputa-
tion, and the corporate brand (pp. 66-74). Oxford: Oxford University Press.

DuGay, P. (2002). A Common Power to Keep them All in Awe: A comment on governance.
Cultural Values, 6(1), 11-27.

Du Gay, P. (2003). The Tyranny of the Epochal: Change, cpochalism and organizational re-
form. Organization, 10(4), 663-684.

Du Gay, P. (2008). Organising Conduct, Making Up Pcople. In L. McFall, P. du Gay & S.
Carter (Eds.), Conduct: Sociology and Social Worlds (pp. 21-53). Manchester: Manchester

University Press.

Du Gay. P.. Hall. S., Jancs. L., Mackay, H.. & Negus. K. (2003). Doing Cultural Studics: The

story of the Sony Walkman. London: Sage.

Du Gay. P., & McFall, L. (2008). Introduction. In L. McFall, P. du Gay & S. Carter (Eds.).
Conduct: Sociology and Social Worlds (pp. 1-20). Manchester: Manchester University Press.

Eaglcton, T. (2000) The ldea of Culwre, Blackwell, Oxford.
Editor, V. H. (1985, Scptember, 1985). Les Maitres du Monde. Vogue Hommes.

Edge. D. (1995). Reinventing the Wheel. In S. Jasanoff. G. E. Marklc, ). C. Petersen & T.
Pinch (Eds.). Handbook of Science and Technology Studics (pp. 3-24). New York, Thousand
Ouks, New Delhi: Sage.

Egido, C. (1988). Vidcoconferencing as a Technology to Support Group Work: A review of
its failure. Paper presented at the Proceedings of the 1988 ACM conference on Computer-

supported cooperative work, Portland, Oregon.

Eriksson, H. (19g4). MBone: The multicast backbone. Communications of the ACM, 37(8),
54-60.
Eycrman, R., & Ring, M. (1998). Towards a New Sociology of Art Worlds: Bringing mcaning

back in. Acta Sociologica, 41, 277-283.

Ferguson, M. (1993) " Elcctronic Media and Redefining of Time and Space” in Public Com-

munication. The New Imperavives.. (Ferguson, M. ed.) Sage, London, pp. 152-172.

Fischer-Rosenthal, W. (2000). Biographical Work and Biographical Structuring in Present-
Day Socictics. In P. Chamberlaync, J. Bornat & T. Wengraf (Eds.), The Turn to Biographical

272



Methods in Social Science: Comparative issues and examples (pp. 109-125). London: Rout-
ledge.

Fitzpatrick, G., Kaplan, S., & Manficld, T. (1996). Physical Spaces, Virtual Places and Social
Worlds: A study of work in the virtual. Computer Supported Work ’96, 334-343.

Flichy, P. (2006). New Media History. In L. A. Lievrouw & S. Livingstone (Eds.), Handbook
of New Media: Social shaping and social consequences of [CTs. Updated student edition (pp.

187-204). London: Sage.
Foreman, P. B. (948). The Theory of Case Studies. Social Forces, 26(4), 408-419.

Foresta, D. (1974, 8 November to 8 December 1974). Paper presented at the Art Video Con-
frontation 74, ARC 2, Musée d’ Art Moderne de la Ville de Paris.

Foresta, D. (1977, 1t February - 20 March, 1977). Video Art from America. Paper presented at
the Video & Film Manifestatie: kijken en doen, Maastrich, Netherlands.

Foresta, D. (1979). Arton/as Television. In A. Silij (Ed.), Video 79: Video - the first decade
(pp. 15-18). Rome: Kane.
Foresta, D. (1980, 4-29 November, 1980). The Center for Media Art. Paper presented at the

French Video Art - Art Video Frangais, Paris.

Foresta, D. (1980). Introduction a " art vidéo. In D. B. Saint-Georges (Ed.), Artvidéo/Vidéo

art (pp. 6-9). Lyons, France: Nouveau Musée.
Foresta, D. (1980, September - November 1980). L’ Art de la Vidéo. Paper presented at the
X1° bicnnale de Paris, Paris.

Foresta, D. (1981). Telex. In O. Picne, E. Coldring & V. Grabill (Eds.), Centervideo: Film,
video, TV and telecommunication 1968-1981 at the Center for Advanced Visual Studics Mas-
sachusetts Institute of Technology (pp. 5-6). Cambridge, Massachusetts: Center for Ad-

vanced Visual Studics Massachusctts Institute of Technology and MIT Press.

Forcesta, D. (1982, October - November, 1982). La Vidéo et la Théoric de la Relativité. Paper

presented at the X11° biennale de Paris, Paris.

Foresta, D. (1982, 22 Scptember - 7 November, 1982). Vidéo/Danse. Paper presented at the

Photo Cinc Video Danse, Paris.

Foresta, D. (1985, 10 July - 4 August 1984). Le Récl de la Vidéo. Paper presented at the Le
Vivant ct 1’ Artificiel, The Living and the Artificial, Avignon, France.

273



Foresta, D. (1986). Communicating Individual Realities. In XLII Esposizione Internazionale
d’Arte: La Biennale di Venezia- Arte e Scienza (pp. 189-190). Venice, ltaly: Electra Editrice.

Foresta, D. (1989, 6-11 Dccember, 1989). Artist as Communicator. Paper presented at the

Synthesis: Visual arts in the electronic culture, Paris.

Foresta, D. {rggo, August, 19g0). Une Permanente [nsulte aI’Intelligence. Le Monde Dip-

lomatique.

Foresta, D. (19gra). The Many Worlds of Art, Science and the New Technologies. Leonardo,
24(2), 139-144.

Foresta, D. {1991b). Mondes Multiples. Guyancourt: Editions BaS.

Foresta, D. (1993, Mai 1993). Artistcs en Réscau au Café Electronique. Cité des Arts Fort

d’Aubervillicrs.

Foresta, D. (19g3). Changement de Paradigme dans )’ Enscignement Artistique. Quaderni: La

revue de la communication{(21), 55-72.

Foresta, D. (1g94). Economic Mondiale, Media et Culwre. Intertope la curicuse : Revue de

I"Ecole des beaux-arts de Nantes, 120-123.

Foresta, D. (1998). Souillac Charter: Update - Call for Information. Leonardo, 31(3), Front
Maner.

Foresta, D. (2003, 24-27 April, 2003). cCultural Policies: Existing/ Future Strategics: The
New Space of Communication, the Interface with Culture and Artistic Creativity. Paper pre-
scnted at the eCulwre: The European perspective - Cultural policy - Knowledge industrics -

Information lag, Zagrceb, Croatia.

Foresta, D. (2004). WSA Broadband Workshop - May 24-25. London: Wimbledon School of
Art.

Foresta, D. (2005, 23-24 June 2005). The New Renaissance - An interactive paradigm. Paper
presented at the Culwre Interactive Culture: Culture et information en ligne/Culture and

online information, Nantes, France.

Forcsta, D., & Barton, J. (1998). The Souillac Charter for Art and Industry: A framework for
collaboration (with introductions by Don Foresta and Fernando Lagrana). [document]. Leon-

ardo, 31(3), 225-230.

274



Foresta, D., & Fargier, J.-P. (1981). Jamais la Vidéo n’ Abolira le Hasard: Conversation. In ).
Baudrillard & P. Dumayet (Eds.), Hasard: Figure de la fortune - Traverse (pp. 131-135). Paris:
Editions de Minuit.

Foresta, D., & Gagnon, J. (2000, 26-28 June 2000). Instrument Makers - An exhibition
{working title): Building 2 new spacc of the imagination in the 2oth century. Paper presented

at the Souillac 111, Souillac, France.

Forcsta, D., Gotschl, J., Maurer, H., & Schinagl, W. (1993, Junc 1993). Interactive Informa-
tion Center. Papcer presented at the World Conference on Educational Multimedia and Hy-

permedia, ED-Media 1993, Orlando, Florida.

Foresta, D., Kisfaludi, G.-A., & Barton, J. (1999). The Souillac 11 Conference on Art, Indus-
try and Innovation: Final report (with an introduction by Martin Malvy). Leonardo, 32(3), 199~
207.

Foresta, D., & Mergicr, A. (1994). Artistes en Réseau: Un art de la préfiguration. Revue d'Es-
thétique, 25(1), 79-91.

Foresta, D., Mcrgier, A., & Screxhe, B. (1995). The New Space of Communication, the Inter-

face with Culture and Artistic Creativity: Council of Europe.

Foresta, D., Vasulka, W., Virillo, P., & Fargicr, J.-P. (1984, 13 March - 18 March, 1984). La
Fiction Video Entre Ja Physique des Quantas ct les Effets Digitaux. Paper presented at the

2nd International Videco Demonstration, Montbeliard, France.

Foster, ., & Kessclman, C. (1999). Computational Grids. In [. Foster & C. Kesselman (Eds. ),
The Grid: Blucprint for a New Computing Infrastructure (pp. 15-51). San Franscisco: Morgan

Kaufman.

Foster, L., & Kesselman, C. (Eds.). {2004). The Grid 2: Blucprint for a new computing infra-

structure {(Sccond cd.). London: Morgan Kaufman,

Foster, L., Kesselman, C., & Tuecke, S. (2001). The Anatomy of the Grid: Enabling scalable
virtual organizations. International Journal of high Performance Computing Applications,

15(3), 200-222.
Foucault, M. (1982). The Subject and Power. Critical Inquiry, 8(4), 777-795.

Foucault, M. (1984). What is an author? In P. Rabinow (Ed.), The Foucault Reader: An intro-
duction to Foucault’s thought (pp. 101-120). London: Penguin Books.

275



Foucault, M. (1988). The Political Technology of Individuals. In L. H. Martin, H. Gutman &
P. Hutton (Eds.), Technologies of the Self: A seminar with Michel Foucault (pp. 145-162).
Amberst: University of Massachusetts Press.

Foucault, M. (1988). Technologies of the Self. In L. H. Martin, H. Gutmen & P. Hutton
(Eds.), Technologies of the Self: A seminar with Michel Foucault {pp. 16-49). Amherst: Uni-

versity of Massachusetts Press.

Foucault, M. (1991). Governmentality. In G. Burchell, C. Gordon & P. Miller {Eds.), The
Foucault Effect: Swdies in governmentality (pp. 87-18). Chicago: University of Chicago

Press.

Foucault, M. (1991). Questions of Method. In G. Burchell, C. Gordon & P, Miller (Eds.), The
Foucault Effect: Studics in governmentality (pp. 73-86). Chicago: University of Chicago

Press.

Fourmentraux, ).-P. (2005). Art ct Interner: Les nouvelles figures de la ereation. Paris:

CNRS.

Fournicr, V., & Grey. C. (1999). Too Much, Too Liule and Too Often: A Critique of du
Gay’s Analysis of Entcrprisc. Organization, 6(x), 107-128.

Futures Laboratory, M. a. C. S. D., Argonne National Laboratory. (2002). Access Grid Node

Minimum Requirements. Chicago: University of Chicago.

Galloway. A. R. (2004). Protocol: How control cxists after decentralization. Cambridge, Mas-

sachusetts: MIT Press.

Galloway, A. R. (2005). Global Networks and the Effects on Culture. The Annals of the

Amcrican Academy of Political and Social Scicnee, 597, 19-31.

Garat, A.-M. (1gg1). AI"ENSAD, s'Initicr a1’ Art Vid¢o. In M. Martincau (Ed.), L’ Enseigne-
ment du Cinéma ct de 1’ Audioviduel dans | Europe des Douze (Vol. Hors Séric, pp. 177-179).

Condé-Sur-Noircau, France: CinémAction-Corlet.
Gaver, W. W. (1991). Technology Affordances. Association for Computing Machinery, 79-84.
Gell. A. (1998). Art and Agency. Oxford: Oxford University Press.

Gere, C. (2006). The History of Network Art. In T. Corby (Ed.), Network Art: Practices and
positions (pp. 11-23). London and New York: Routledge.

276



Gervasoni, M.-G. (Ed.). (1986). XLII Esposizione internazionale darte La Biennale di
Venezia Catalogo generale 1986. Venice: Electa Editrice.

Gibson, J. ). (1977). The Theory of Affordances. In R. Shaw & J. Bransford (Eds.), Perceiving,
Acting, and Knowing: Toard an Ecological Psychology (pp. 67-82). Hillsdale, New Jersey:
Lawrence Erlbaum Associates.

Giddcns, A. (1991). Modcrnity and Sclf-ldentity: Self and society in the late modern age. InF.
Frascina & J. Harris (Eds.), Art in Modern Culture: An anthology of critical texts (2003 cd.,

pp. 17-22). London: Phaidon Press Lid.

Gilbert, M. (1983). Notes on the Coneept of a Social Convention. New Litterary History,

14(2), 225-251.

Gilmore, 8. (1g88). Schools of Activity and Innovation. Sociological Quarterly, 2g(2). 203-

219.
Goffman, E. (1959). The Presentation of Sclf in Everyday Life. London: Penguin Books.
Goffman, E. (1981). Forms of Talk. Oxford: Basil Blackwell.

Gomart, E., & Hennion, A. (1999} A Sociology of Attachment: Music amateurs, drug users,
In). Law &J. Hassard (Eds.), Actor Network Theory and After (pp. 220-247). Oxford:
Blackwell Publishing.

Gombrich, E. H. (1999). The Uscs of Images: Studics in the Social Function of Art and Visual
Communication (New Ed ¢d.). London: Phaidon.

Gosden, C., & Marshall, Y. (199g). The Culwral Biography of Objects. World Archacology,
31(2}. 169-178.
Gow. G. A. (2001). Spatial Mctaphor in the Work of Marshall McLuhan. Canadian journal of

Communication, 26(4), 1-18.

Granovetter, M. (1985). Economic Action and Social Structure: The problem of embedded-

ness. The American Journal of Sociology, g1(3), 481-510.

Griffin, C. T., & Griffin, B. 8. (1g76). Artas Collective Action (Comment on Becker, ASR
December, 1g74). [Review of Becker’s carlicr article on art worlds and conventions|. Ameri-

can Sociological Review, 4i(1), 174-176.

Grudin, J. (19go. April 19go). The Computer Reaches Out: The historical continuity of inter-
facc design. Paper presented at the ACM SIGHI Conlerence, Seatlle, Washington, US.

277



Guerrin, M. (1993, 24 November, 1994). Le Quinziéme Festival Manca a Nice: Présences Vir-
tuelles, Sons Voyageurs. Le Monde.

Habermas, J. (198g) The Theory of Communicative Action, (New Ed edition) (trans. McCar-
thy, T.) Polity Press, Cambridge.

Haddon, L. (2004). lnformation and Communication Technologies in Everyday Life: A con-

cisc introduction and rescarch guide. Oxford: Berg.

Haddon, L., & Silverstone, R. (1995). Tclework and the Changing Relationship of Home and
Work. InN. Heap, R. Thomas, G. Einon, R. Mason & H. Mackay (Eds.), Information Tech-
nology and Society: A reader (pp. 400-412). London, Thousand Oaks, New Delhi: Sage.

Hakim, C. (2000). Rescarch Design: Successful designs for social and cconomic rescarch (2

cd.). London: Routledge.

Handley, M., & Crowcroft, ). (1999). Internet Multicast Today. The Internct Protocol Jour-
nal, 2(4), 1-16.

Harvey. D. (1989) ”From Spacc to Place and Back Again” in Mapping Futures, (Bird, J. c. a.
cd.) Routledge, New York and London, pp. 3-29.

Heise, U. K. (2002). Unnatural Ecologics: The metaphor of the environment in media theory.

Configurations, 10, 149-168.

Hennion, A. (1g89). An Intermediary Between Production and Consumption: The producer

of popular music. Science, Technology, and Human Values, 14(4), 400-424.

Hennion, A. (2001). Music Lovers: Taste as performance. Theory, Culture & Society, 18(s),

-22,

Hine, C. (1995). Representations of Information Technology in Disciplinary Development:
Disappearing plants and invisible nctworks. Scicnee, Technology, and Human Valucs, 20(1),

65-85.
Hinc, C. (2000). Virtual Ethnography. London: Sage.

Hirsch, E. (1994). The Long Term and the Short Term of Domestic Consumption: An cthno-
graphic casc study. In R. Silverstone & E. Hirsch (Eds. ), Consuming Technologics: Mcdia

and Information in Domestic Spaccs (pp. 208-226). London: Routledge.

Hirsch. P. M. (2000). Cultural Industrics Revisited. Organization Science, 11(3), 356-361.

278



Ho, H.-C., Yang, C.-T., & Chang, C.-C. (2004, 29-31 March 2004). Building an E-learning
Platform by Access Grid and Data Grid Technologies. Paper presented at the IEEE Interna-

tional Confcrence on e-Technology, c-Commerce and c-Service, Taipei, Taiwan.

‘Howard, P. N. (2002). Network Ethnography and the Hypermedia Organisation: New media,
new organisations, ncw methods. New Media and Society, 4(4), 550-574.

Hughes, M. (2000). Country Music as Impression Management: A meditation on fabricating

authenticity. Poetics, 28, 185-205.

Illouz, C. (1993, 15 to 21 July 1993). La Révolution Visiophone: ” Allo! Tu me vois?”. VSD,
75

Iimoncen, K. (2004). The Use of and Commitment to Goods. Journal of Consumer Culture,
4(1), 27-50.

James, B. (1991, Tuesday 8 October, 1991). Arts and Access and Coffec, Too: Electronic Café

lets artists interface internationally. International Herald Tribune, Special Report.

Kesselman, C., Foster, 1., & Prudhomme, T. (2004). Distributed Telepresence: The NEES-
grid earthquakce enginecring collaboratory. In I. Foster & C. Kesselman (Eds.), The Grid 2:
Blueprint for a new computing infrastructure (pp. 81-93). London and New York: Morgan

Kaufman.

King, A. (2000). Thinking with Bourdieu Against Bourdieu: A “practical’ critique of the
habitus. Social Theory, 18(3), 417-433.

Klein, H. K., & Klcinman, D. L. (2002). The Social Construction of Technology: Structural

Considerations. Science, Technology, and Human Values, 27(1), 28-52.

Knox, H., Savage, M., & Harvey, P. (2006). Social Networks and the Study of Relations:

Networks as method, metaphor and form. Economy and Society, 35(1), 113-140.

Knott, L. (2001). “World Wide Simultaneous Dance”: Dancing the connection between

”cyberspace” and the global landscape. Leonardo, 34(1), 11-16.

Kopytoff, I. (1986). The Cultural Biography of Things: Commoditization as process. In A.
Appadurai (Ed.), The Social Life of Things: Commaoditics in cultural perspective (pp. 64-91).
Cambridge: Cambridge University Press.

Kreibich, ). A. (1995). The MBone: The Internet’s other backbone. Crossroads, 2(1), 5-7.

279



Lacey, K. (2007). Home, work and Everyday Life: Roger Silverstone at Sussex. International

Journal of Communication, 1, 61-69.

Lally, E. (2002). Consuming Home Technology: Consuming home computers. In S. Miles,
K. Mccthan & A. Anderson (Eds.), The Changing Consumer: Markets and meanings (pp. 117-
130). London, New York: Routledge.

Lammers, ). C., & Barbour, ). B. {2006). An Institutional Theory of Organisational Commu-
nication. Communication Theory, 16(3), 356-377-

Lash, S., & Lury, C. (2007). Global Culture Industry: The mediation ol things. Cambridge:
Polity Press.

Lash, S.. & Urry, J. (1994). Economics of Signs and Spacc. London: Sage.
Latour, B. (1996). Aramis or the Love of Technology. Cambridge: Harvard University Press.

Latour, B., & Strum, S. {1999). Redcfining the Social Link: From baboons to humans. In D.
MacKenzic & ). Wajeman (Eds.), The Social Shaping of Technology (2 cd.. pp. 116-125).
Buckingham: Open University Press.

Law.). (1992). Notes on the Theory of the Actor Network: Ordering, Strategy and Heteroge-

neity. Systems Practice, 5(4). 379-393.

Law. )., & Hassard, J. (Eds.). (1999). Actor Network Theory and Aficr (third ed.). Oxford:
Blackwell Puhlishing.

Law, )., & Singleton, V. (2000). Performing Technology’s Stories: On social constructivism,

perfermance, and performativity. Technology and Culture, 41, 765-775.

Lawrence, T. B., & Phillips, N. {2002). Understanding Cultural Industrics. Journal of Man-

agement Inquiry, 11(4), 430-441.

Lca, M., O’Shea, T., & Fung, P. (1995). Constructing the Networked Organization: Content
and context in the development of clectronic communications. Organization Science, 6(4),

462-478.

Leadbeater, C. (2008). We-Think: Mass innovation, not mass production: The power of mass

creativity. London: Profile Dooks.

Lehtonen. T.-K. (2003). The Domestication of New Technologics as a Set of Trials. Journal

of Consumer Culwre. 3(3), 363-385.

280



Lessig, L. (2008). Remix: Making art and commerce thrive in the hybrid cconomy. London:

Bloomsbury Academic.

Lewis, D. K. (1969). Convention: A philosophical study. Cambridge, Massachusetts: Harvard

University Press.

Lindkvist, L. (2005). Knowledge Communities and Knowledge Collectivities: A typology of
Knowledge Work in Groups. Journal of Management Studies, 42(6), 118g-1210.

Lievrouw, L. A., & Livingstone, S. (2006). Introduction to the Updated Student Edition. In
L. A. Lievrouw & S. Livingstone (Eds.), Handbook of New Media: Social shaping and social
conscquences of ICTs. Updated student edition (2 ed., pp. -14). London, Thousand Oaks,
New Delhi: Sage.

Locftler, C. E., & Ascott, R. (19g1). Chronology and Working Survey of Select Telecommu-
nications Activity. Leonardo, 24(2), 236-240.

Louppe, L. (1984, July-August, 1984). La Vidéo-Danse au Bord de la Fiction. Art Press, 50-
5L

Lowood, H. (2001). Book Review: Sorting Things Out: Classification and its concequences.

Technology and Culwre, 42(2), 392-394.

Macedonia, M. R., & Brutzman, D. P. (1994, April 1994). MBone Provides Audio and Video
Across the Internet. IEEE Computer Magazine, 30-36.

Mackay. H., & Gillespic, G. (1992). Extending the Social Shaping of Technology Approach:
Idcology and appropriation. Social Studics of Science, 22(4), 685-716.

MacKenzic, D. (1999). Theories of Technology and the Abolition of Nuclear Weapons. In D.
MacKenzic & J. Wajeman (Eds.), The Social Shaping of Technology (pp. 419-442). Bucking-
ham: Opcn University Press.

MacLure, M. (1993). Mundanc Autobiography: Some thoughts on sclf-talk in rescarch con-
texts. British Journal of Sociology of Education, 14(4). 373-384.

Mahon, M. (2000). The Visible Evidence of Cultural Producers. Annual Review of Anthro-
pology. 29, 467-492.

Malraux, A. (1g67). Muscum Without Walls (S. Gilbert & F. Price, Trans.). London: Secker
& Warburg.

281



Mambretti, J. (2006). The Grid and Grid Network Services. In F. Travostino, J. Mambretti &
G. Karmous-Edwards (Eds.), Grid Networks: Enabling Grids with Advanced Communication
(pp- 1-15). Chichester, UK: John Wiley and Sons.

Manovich, L. (2001). The Language of New Media. Cambridge: MIT Press.

Mansell, R. (1996). Communication by Design? In R. Mansell & R. Silverstone (Eds.), Com-
munication by Design: The politics of information and communication technologies (pp. 15-

43). Oxford: Oxford University Prcss.

Manscll, R. (2004). Political Economy, Power and New Media. New Media and Society, 6(1),
96-105,

Manscll. R. {2008). The Life and Times of the Information Society: A critical review. Paper
presented at the Fifth Anniversary Conference of the Department of Media and Communica-
tions, "Media, Communication and Humanity”.

Marcus, G. (1995). Ethnography In/Of the World System: The emergence of multi-sited eth-
nography, Annual Review of Anthropology, 24, 95-117.

Marcus, G. (1998). Ethnography Through Thick and Thin. Princcton, New Jersey: Princeton

University Press.

Mark, G., Abrams, S., & Nassif, N. {(2003). Group-to-Group Distance Collaboration: Exam-
ining the “spaces between” . In K. Kuutti, E. H. Karsten, G. Fizpatrick, P. Dourish & K.
Schmidt (Eds.), ECSCW 2003: Proccedings of the Eighth European Conference on Com-
putcr Supported Cooperative Work (pp. 99-118). Helsinki: Kluwer Academic Publishers.

Martin-Barbero, J. (1993). Communication, Culture and Hegemony: From the media to me-
diations (F. Fox & R. A. White, Trans.). London: Sage.

Maupas. P. (1992, 21 February, 19g2). Les Artistes Partagent leurs Ecrans. or Informatique.
29.

McCall, M. M., & Becker, H. S. (1ggo). Introduction. In H. S. Becker & M, M. McCall (Eds.),
Symbolic Interaction and Culwral Studies (pp. v-15). Chicago: University of Chicago Press.
McCannc. S.. & Jacobson, V. (1995, 5-9 November1ggs). VIC: A flexible framework for
packct video. Paper presented at the ACM Multimedia g5 - Elcctronic Proceedings, San Fran-
cisco.

McRobbic, A. (2002). Fashion Culwure: Creative work, female individualization. Feminist

Review, 71, 52-62.
282



Menger, P.-M. (1999). Artistic Labor Markcts and Careers. Annual Review of Sociology. 25,
541-574-

Mouffe, C. (2007). Artistic Activism and Agonistic Spaces. Art & Research, 1(2), 1-5

Neff, G. (2005). The Changing Place of Cultural production: The location of social networks
in a digital media industry. The Annals of the American Academy(597), 134-152.

Negus, K. (1997). The Production of Culture. In P. du Gay (Ed.), Production of Culturc/
Cultures of Production (pp. 68-101). London: Sage.

Newhouse. S. J., & Schopf, J. M. {2007). Grid Uscr Requirements - 2004: A perspective from
the trenches. Cluster Computing, 10, 311-322.

Norman, D. A. (r9gg). Affordances, Conventions, and Design. Interactions, 38-42.

Owen, B. M. (2007). The Net Neutrality Debate: Twenty five years after United States v.

AT&T and 120 years after the Act to Regulate Commeree. AEI-Brookings Joint Center
Working Paper, 7(3). 15
Patton, P. {1998). Foucault’s Subjcct of Power. In J. Moss (Ed. ), The Later Foucault {(pp. 64-

77). London: Sage.

Peterson, R. A. (1979). Revitalizing the Culture Concept. Annual Review of Sociology, 5. 137-
166.

Peterson, R. A, (1982). Five Constraints on the production of Culture: Law, technology, mar-
ket, organizational structurc and occupational carcers. Journal of Popular Culture, 16(2), 143-
153.

Peterson, R. A. (1997). Creating Country Music: Fabricating authenticity. Chicago: Univer-

sity of Chicago Press.

Peterson, R. A (2005). In Scarch of Authenticity. Journal of Management Studies, 42(5),

1083-1098.

Peterson, R. AL, & Anand, N. (2002). How Chaotic Carcers Create Orderly Fields. In M.
Picperl, M. Arthur & N. Anand (Eds. ), Creativity: Explorations in the RLmakmgoink(pp
257-279). Oxford: Oxford University Press.

Peterson, R. A., & Anand, N. (2004). The Production of Culture Perspective. Annual Review

of Sociology. 30. 311-334.

283



Peterson, R. A., & White, H. G. (1989). The Simplex Located in Art Worlds. In A. W. Foster
& . R. Blau (Eds.), Art and Society: Readings in the Sociology of the Arts (pp. 243-259). Al-
bany: State University of New York Press.

Phillips, N. (1993). Analyzing Communications in and Around Organizations: A critical her-
meneutic approach. Academy of Management Journal, 36(6), 1547-1576.

Phillips, N., Lawrence, T. B., & Hardy, C. (2004). Discourse and Institutions. Academy of

Management Review, 29(4), 635-652.

Poster. M. (1995). CyberDemocracy: Internctand the public sphere. University of California,

Irvine.

Poster, M. (2006). Culture and New Mcdia: A historical view. In L. A, Licvrouw & S. Living-
stonc (Eds.), Handbook of New Media: Social shaping and social conscquences of 1CTs. Up-
dated student edition (pp. 134-140). London, Thousand Oaks, New Delhi: Sage.

Ricocur, P. (1977). The Rule of the Mataphor. London and New York: Routledge.

Ridgeway, S. (1989). Artist Groups: Patrons and Gate-Keepers. In A. W. Foster & J. R. Blau
(Eds.). Art and Socicty: Readings in the sociology of the arts (pp. 205-225). Albany, New

York: State University of New V' ork Press.
Riles, A. (2000). The Network Inside Out. Ann Arbor: University of Michigan Press.

Rivoire, A. (1999, Friday 2 July, 199g). Les Artistes Réclament leur Part d” Internet 2. Libéra-

tion,

Robins, K., & Webstcer, F. (1999). Times of the Technoculture: From the information socicty

to the virtual life. London: Routledge.
Rosc, N. (2000). Government and Control. The British Journal of Criminology, 40. 321-339.

Roscnberg, N. (1982). Inside the Black Box: Technology and economics. Cambridge: Cam-

bridge University Press.

Rowe, L. A., & Basncy. ). A. (2002). Access Grid Technology Development: National Sci-

cnce Foundation.

Sawhncy, H. (1996). Information Superhighway: Metaphors as midwives. Media, Culture and

Socicty, 18, 291-314.

284



Schaffer, S. (1989). Glass Works: Newton's prisms and the uses of experiment. InD. Good-
ing., T. Pinch & S. Schaffer (Eds.), The Uses of Experiment: Studies in the natural sciences
(pp. 67-104). Cambridge: Cambridge University Press.

Selwyn, N. (1999). The Discursive Construction of the National Grid for Learning. Oxford
Review of Education, 26(1), 63-7g. )

Sennett, R. (2008). The Craftsman. London: Penguin Books.

Shove, E., & Pantzar, M. (2005). Consumers, Produccrs and Practices: Understanding the

invention and rcinvention of Nordic walking. Journal of Consumer Culture, 5(1), 43-64.
Silverman, D. (1998). Qualitative Rescarch: Meanings or practices? Info Systems, 8, 3-20.

Silverman, D. (2006). Interpreting Qualitative Data: Mcthods for analysing talk, text and in-

teraction (2 ¢d.). London, Thousand Oaks, New Delhi: Sage.

Silverstone, R. (1985). Framing Science: The making of a BBC documentary. London: British

Film Insututc.

Silverstone, R. (19g1). Communicating Scicnce to the Public. Scicnee, Technology, and Hu-

man Values, 16(1), 106-110.

Silverstonc, R. (1994). The Mcdium is the Muscum: On objects and logics in times and
spaces. InR. Miles & L. Zavala (Eds.), Towards the Muscum of the Future (pp. 161-175). Lon-
don and New York: Routledge.

Silverstone, R. (1994). The Power of the Ordinary: On cultural studies and the sociology of

cultare. Sociology, 28(4). 9g1-1001.
Silverstone, R. (19g4). Television and Everyday Life. London and New York: Routledge.

Silverstone, R. (1gg5). Media, Communication, [nformation and the ”Revolution” of Every-
day Life. In S. ). Emmot (Ed.), Information Superhighway: Multimedia users and futures (pp.

61-78). London and San Dicgo: Academic Press (Part of Elsevier).

Silverstonc, R. (1998). Les Espaces de la Performance: Musees, Science et Rhetorique de

I’Objct. Hermes, 22, 175-188.
Silverstone, R. (1999). Why Study the Mcdia? London: Sage.
Silverstone, R. (2003). Private Reveries and Public Spaces: Some thoughts on the relation

between artand social scienee in an age of media and technology. Proboscis Culwiral Snap-

285



shots Retrieved 1 September, 2007, from

hutp://proboscis.org.uk/publications/SNAPSHOTS prps.pdf

Silverstone, R. (2006). Domesticating Domestication: Reflections on the life of a concept. In
T. Berker, M. Hartmann, Y. Punie & K. J. Ward (Eds.), Domestication of Media and Tech-
nology (pp. 229-248). Maidenhcad: Open University. '

Silverstone, R. (2006). Mcdia and Morality: On the rise of the mediapolis. Cambridge: Polity

Press.

Silverstone, R. (2006). The Sociology of Mediation and Communication. In C. Calhoun, C.
Rojek & B. S. Turner (Eds.), The Sage Handbook of Sociology (pp. 188-207). Londen, Thou-
sand Oaks, New Delhi: Sage.

Silverstone, R., & Haddon, L. (1994, 27 June - 1 July). The Careers of Information and Com-
munication Technologies in the Home. Paper presented at the International Working Con-

ference on Home Oricnted Informatics, Telematics and Automation, Copenhagen.

Silverstone, R., & Haddon, L. (1996). Design and the Domestication of Information and
Communication Technologies: Technical change and everyday life. In R. Mansell & R. Silver-
stonc (Eds.). Communication by Design: The politics of information and communication

technologics (pp. 44-74). Oxford: Oxford University Press.

Silverstone, R.. & Hirsch, E. (Eds.). (1994). Consuming Technologies: Media and Informa-

tion in Domestic Spaces. London and New York: Routledge.

Silverstone, R., Hirsch, E., & Morley, D. (1991). Listcning to a Long Conversation: An cth-
nographic approach 1o the study of information and communication technologics in the

home. Cultural Studics, 5(2), 204-227.

Silverstone, R.. Hirsch, E., & Morley, D. (1994). Information and Communication Technolo-
gics and the Moral Economy of the Household. In R. Silverstone & E. Hivsch (Eds. ), Con-
suming Technologies: Media and Information in Domestic Spaces (pp. 15-31). London and

New York: Routledge.

Silverstonc, R., & Manscll, R. (1996). The politics of Information and Communication Tech-
nologics. In R. Manscll & R. Silverstonc (Eds.), Communication by Design: The politics of
information and communication technologies (pp. 213-227). Oxford: Oxford University

Press.

Singerman, H. (19g99). Art Subjccts: Making artists in the American university. Berkcley and
Los Angcles: University of California Press.
286



Smarr, L. (2004). Grids in Context. In 1. Foster & C. Kesselman (Eds.), The Grid 2: Blue-
print for a new computing infrastructure (pp. 3-24). London & New York: Morgan Kaufman.

Spitte, S. (2002). Producing TV; Consuming TV. In S. Miles, K. Mecthan & A. Anderson
(Eds.), The Changing Consumer: Markets and meanings (pp. 56-73). London: Routledge.

Stallabrass, J. (2003). Internet Art: The online clash of culture and commerce. London: Tate

Publishing.

Star, S. L. (1991). Power, Technology and the Phenomenology of Conventions: On being al-
lergic to onions. In ). Law (Ed.), A Sociology of Monsters: Essays on Power, Technology and

Domination (pp. 26-56). London: Routledge.

Star, S. L. (1992). The Trojan Door: Organizations, work, and the ”open black box”. Systems
Practice, 5(4), 395-410.

Str, S. L. (1999). The Ethnography of Infrastructurc. Amcrican Behavioural Scientist, 43(3),
377-39L

Star, S. L., Bowker, G. C., & Neumann, L. J. (2003). Transparency beyond the Individual
Level of Scale: Convergence between information artifacts and communities of practice. In A.

P. Bishop,N. A. Van House & B. " Buttenficld (Eds.), Digital Library Use: Social practice in
design and cvaluation (pp. 241-269). Cambridge, Massachusctts: MIT Press.

Star, S. L., & Gricsemer, ). R. (1989). Institutional Ecology, ' Translation” and Boundary Ob-
jects: Amatcurs and Professionals in Berkeley’s Muscum of Vertebrate Zoology, 1907-39.

Social Swdics of Scienee, 19(3). 387-420.

Star, S. L., & Ruhleder, K. (2001). Steps Towards an Ecology of Infrastructure: Design and
access for large information spaces. In). Yares & J. Van Maancn (Eds.), Information Tech-
nology and Organizational Transformation: History, Rhetoric, and Practice (pp. 305-346).

London: Sage.

Stevens, R., & Futures Lab Group (2004). Group-Oricnted Collaboration: The Aceess Grid
Collaboration System. In L. Foster & C. Kessclman (Eds.), The Grid 2: Blueprint for a new

computing infrastructure (pp. 191-200). San Francisco: Morgan Kaufmann.

Stevens, R., Papka, M. E., & Disz, T. (2003). The Access Grid: Prototyping-workspaces of
the fuwure. 1EEE Internet Computing, 7(4). 51-58.

Stonc, E. (1993, September, 1993). Le Bistrot du Futur, C2o Ans, 24.

287



Strathern, M. (1994). Foreword: The mirror of technology. In R. Silverstone & E. Hirsch
(Eds.), Information and Communication Technologies and the Moral Economy of the House-
hold (pp. VII- XIII). London and New York: Routledge.

Strathern, M. (1996). Cutting the Network. The Journal of the Royal Anthropological Insti-
e, 2(3). 517-535. '

Strathern, M. (1996). Potential Property. Intellectual rights and property in persons. Social
Anthropology, 4(1). 1™-32.

Strathern, M. (2004). Social Property: An interdisciplinary experiment. Political and Legal
Anthropology Review, 27(1), 33-50.

Strathern, M. (2006). A Community of Critics? Thoughts on new knowledge. Royal Anthro-

pological Institute, 12, 191-209.

Sturken, M. (1987). Private Money and Personal Influence: Howard Klein and the Rockeleller

Foundation’s funding of the media arts. Afterimage, 14(6).

Suchman. L. (19g9,4). Do Categorics Have Polities? The language/action perspective recon-
sidered. Computer Supported Cooperative Work, 2. 17190,

Suchman, L. (199g). Working Relations of Technology Production and Use. In D. MacKenzie
& ). Wajeman (Eds.). The Social Shaping of Technology: Sceond edition (2 ed... pp. 258-
265). Buckingham: Open University press.

Suchman, L. {(2002). Located Accountabilities in Technology Production. Scandinavian
Journal of Information Systems, r.4(2). g1-105.

Suchman, L. (2005). Aftiliative Objects. Organization, 12(3). 379-399.

Suchman. L., Trigg. R.. & Blomberg. ). (2002). Working Artefacts: Ethnomethods of the
prototype. British Jowrnal of Sociology. 53(2).163-179.

Tadjer, R. (1gg8). IPV6: The alluring new Internet protocol - “Six” Appeal. Network Comput-
ing. 9(16). 44-54.

Taylor, S.. & Littlcton. K. (2008). Art Work or Money: Conflicts in the construction of a

creative identity. The Sociotogical Review, 56(2). 275-292.

Thompson. J. B. (1981). Critical Hermeneutics: A strudy in the thought of Paul Ricocur and

Jurgen Habermas. Cambridge: Cambridge University Press.



Touch. ].. & Postcl. ). (2004). Network Infrastructure. In L. Foster & C. Kesselman (Eds.),
The Grid 2: Blueprint for a new computing infrastructure {pp. 623-656). London: Morgan

Kaufman.

Turletti, T.. & Huitema, C. (1996). Videoconferencing on the Internet. IEEE/ACM Transac-
tions on Networking, 4(3). 340-351.

Urry, J. (2000). Mobile Sociology. British Journal of Sociology. 51(1). 185-203.

Van Eijck, K. (2000). Richard A. Petcrson and the Culture of Consumption. Pocties, 28.
207-224.

Veaute, M. (1982, Junc-August 1982). Don Foresta: Télé, cable. free aceess. Art Press: Spé-
cial Hors Série Audiovisuel, 30-32.

Warde. A. (2002). Setting the Scene: Changing conception of consumption. In 8. Miles. K.
Mecthan & A. Anderson (Eds. ). The Changing Consumer: Markets and meanings (pp. 10-

24). London, New York: Routledge.

Wenger, E. (2000). Communitics of Practice and Social Learning Systems. Organization,
~(2). 225-2,46.

Weiser. M. (2001). Whatever Happened to the Next-Generation [nternet? Communications
of the ACM. j4(g). 61-68.

Wellman, B. (2001). Camputer Networks as Social Networks. Scienee, 293, 2031-2034.
Wellman, B.. Salaft. ).. Dimitrova, D.. Garton, L.. Gulia, M.. & Havthornthwaite. C. (1996).
Conputer Networks as Social Networks: Collaborative work. telework., and virtual commu-
nity. Annual Review of Soctology. 22. 213-238.

Wellman, B.. Garton, L.. & Haythornthwaite. C. (1999). Studving On-Line Social Networks,

In 8. Jones (Ed.). Doing Internet Rescarch (pp. —5-106). London: Sage.

White, H. C., & White. C. A. (1965). Canvases and Carcers: Institutional Change in the

French Painting World. London: John Wiley & sons.
Williams. R. (1976) Keywords, (1988) Fontana Press, London.

Williamson, B. (1999). Developing IP Multicast Neoworks: The definitive guide to desigming

and deploving CISCO 1P Multicast networks (Vol. 1), Indianapolis: Cicso Press.

Wilson, 8. (2002). Information Arts: Interseetions of art. science, and wechnology. Cam-
bridge: MIT Press.
289



Wilson, 8. M., & Peterson, L. C. (2002). The Anthropology of Online Communitics. Annual
Review of Anthropology, 31, 449-467.

Wolf, M. (1985, September, 1985). La Section ”Cinéma d’ Animation ct Vidéo” dc I’"ENSAD.

Sonovision, 58-62.

Woolgar, S. (1981). Critique and Criticism: Two readings of ethnomethodology. Social Stud-

ies of Science, 11(4), 504-514.

Xia, Y., Zheng. Y., Zhu, X., & Kong, C. (2006, 2006). A Development Framework for Col-
laborative Applications Based on the Access Grid. Paper presented at the First International
Multi-Symposium on Computer and Computational Scicnces (IMSCCS ’06), Hangzhou,
China.

Zcelizer, V. (2005). Cutture and Consumption. In N. J. Smelser & R. Swedberg (Eds.), The
Handbook of Economic Sociology (2 ¢d., pp. 331-354). Princeton: Princeton University

Press.

Zolberg, V. L. (1989). Displayed Art and Performed Music: Sclective innovation and the
structure of artistic media. In A. W. Foster & J. R. Blau (Eds.), Art and Socicty: Readings in
the sociology of the arts (pp. 325-341). Albanv. New York: State University of New York

Press.

Zolberg, V. L. (19g0). Contructing a Sociology of the Arts. Cambridge: Cambridge Univer-
sity Press.
Zook, M., Dodge, M., Aoyama, Y., & Townsend, A. (2004). New Digital Geographies: In-

formation, communication, and place. In 8. D. Brunn, S. L. Cutter & J. W. Harrington
(Eds.), Geography and Technology (pp. 155-176). Netherlands: Kluwer Academic Publishers.

Zukin, 8., & Smith Maguire, ). (2004). Consumers and Consumption. Annual Review of So-

cialogy. 30,173-197.

ONLINE RESEARCH DOCUMENTS

PITppes—— AL ot i) Y S R S L8 p——

Access Grid (2007, 2007) Aceess Grid Home Page. Retricved o2 August 2007, from

hup://www.accessgrid.org.

290



AGSC. (2008, 26 October 2007). Access Grid Support Centre. Retrieved 2 April, 2008,

from hup://www.agsc.ja.net

AHRC. (2008). About Us. Retricved 2 June, 2008, from

hup://www.ahre.ac.uk/About/Pages/default.aspx .

Alternc. {2005). Multiple Viewpoint Telepresence. ALTERNE Retrieved 17 March, 2008,
from http://www.alterne.info/node/45 .
Berthicr, A., & Von Ocrizen, K.-O. (2005). Streaming Tales. Unpublished Master of Arts,

Libcral Smdics, Maine, Orono, Maine, from

hup://www.library.umainc.cdu/theses/pdf/ BerthicrA2005. pdf

Blais, ., & Ippolito, J. (2005, 08 Junc 2005). MARCEL at the University of Maine. Re-

trieved 03 August 2007, 2007, from hup:// newmedia. umaine.cdu/marcel/ .

Blanke, T. (2006). Access Grid - Briefing Paper. Retrieved 22 May, 2007, from

hup://www.ahesse.ac.uk/node/32 .

Brooke, K. (2001, 18 November 2002). Documentation for Manchester’s Access Grid Node.,
Retrieved 03 October 2007, 2007, from

hup://mrees.man.ac.uk/global _supercomputing/aceess grid.huml .

Catlow, R. (2007, 19 March 2007). VisitorsStudio: From passive audience to networked co-
producers. Paper presented at the The Potential of High Speed Networks as a New Space for
Cultural Rescarch, Innovation and Production, Centre for Computing in the Humanities, Kay

House, King’s College. hup://www.methodsnetwork.ac. uk/activitics /acu8report. html

Ceperkovic, S. (2006). Documentation - Sclected Works [DVD-R]. Toronto: Ceperkovic,

Slavica.

Daw. M. (2002, 18 November 2002). Documentation for Manchester’s Acecss Grid Node.

Reurieved October 1, 2007, from

Daw, M. (2005). Advanced Collaboration with the Access Grid. Ariadne  Retrieved 26

August, 2007, from http://www.ariadne.ac.uk/issuci2/daw/intro.html .

Daw, M. (2007). Supercomputing, Visualization & e-Science - SC Global 2001, Retrieved 3

August 2007, 2007, from http://www.sve.man.ac.uk/General/Gallery/AccessGrid/SCGo .

Daw, M., & Miller, ). (2004, 17 November 2007). Reducing Resource Implications of Access
Grid by Working Closcly with InSORS. UK ¢-Science Vidcoconferencing Programme  Re-
291



trieved o1 August 2007, 2007, from

hup://www.ja.net/ development/e-science/e-scienceve/reports.html .

Dipple, K. (2002, 2002). Navigating Gravity. Retrieved 7 March, 2007, 2007, from
hup://www.macster.plus.com/gravelrash/navigatinggravity/index. html

Dipple, K. (2007, 19 March 2007). Remote Exchanges and Collaborative Working Methods,
research and Access in High-Speed Networks. Paper presented at the The Potential of High
Speed Networks as a New Space for Cultural Research, Innovation and Production, Centre
for Computing in the Humanities, Kay House, King’s College.

hup://www.methodsnetwork.ac.uk/activities/acti8report. huml

Finlayson. R. (1999, May 1999). RFC2588: [P Multicast and Firewalls. Retrieved o5 October

2007, 2007, from http://rfe.nct/rfc2588.himl .

Foresta, D. (2003, 18 April, 2005). The Network Mctaphor. Alterne Publications Retrieved

12 December, 2007, from http://195.194.24.18/alterne/publications/nct._met.rtf

Foresta, D. (2005). Rediscovering the real through the virtual. Internet: A new way to learn
Retrieved 12 March, 2008, from

http://www.cite-sciences. fr/apprendre/en~lish/nouvelle/5.1.himl

Foresta, D. (2007, unknown). Don Foresta. Retrieved November 1 2007, 2007, from

hup://www.donforcsta.nct/ .

Foresta, D. (2007, 22 January 2007). Global Threads: A virtual faculty of art and science.
Retrieved 3 Junc, 2008, from
http://creativetechnology.salford.ac.uk/fuchs/projects/Virwal Faculty/Global%20Thread

s%h2osummary.htm

Foresta, D., Kardos, G., Stringer, R., Fillod, C., Milano, G., & Sedck, G. (2004). Multimedia
Art Rescarch Centres and Electronic Laboratories.  Retrieved 1 September, 20086, from

http://www.mmmarccl.org

Foresta, D. (2007, 22 January 2007). Global Threads: A virtual faculty of art and science.
Retricved 3 June, 2008, from

hup://creativetechnology.salford.ac.uk/fuchs/projects/Virwal _Faculy/Globat%2oThread
sh20summary.htm

Foresta, D., Kisfaludi, G.-A., & Barton, J. (1999, 11 October 2006). Lconardo On-Line:
Souillac 11 Final Report. Leonardo On-Line  Retricved 2 June, 2008, from

hutp://www.lconardo.info/isast/articles/souillac/ souiliacii.html

292



Foster, I. (2000, 7 Decembre 2000). Internet Computing and the Emerging Grid. Nature:
Web Marters Retrieved 03 August 2007, 2007, from

hup://www.nature.com/nature/webmatters/grid/grid.html .

Furtherfield. (2006, 18 June 2006). About VisitorStudio. Retrieved 5 December, 2008,

from hup://www.visitorsstudio.org/about_vs.htm|

Futures Laboratory, M. a. C. S. D., Argonne National Laboratory. (2004, 30 March 2004).
Virtual Venue Client User Manual: Access Grid toolkit documentation.  Retrieved o3 August

2007, 2007, from

Futures Laboratory, M. a. C. S. D., Argonne National Laboratory. (2004, 30 March 2004).
Virtual Venue Client User Manual: Access Grid toolkit documentation. Retrieved 03 August

2007, 2007, from

http: //www-unix.incs.anl.gov/fl/research/aceessgrid/documentation/ manuals/VenucClie

n/g o/.

Garcia, D., & Lovink, G. (1997, 16 May, 1997). The ABC of Tactical Media. Retrieved 6

March 2007, 2007, from hitp://project.w ag.org/tmn/frabe.heml

Hellio, E. {(2005). CAFE Electronique International PARIS, FRANCE 1993. Retrieved 2

March, 2007, from h

Hillaire, N. (1996, 11 March 2000). Extrait d’un Entretien avec Don Foresta (artiste). L"Art,
le Temps etles Technologics Retrieved 12 December, 2007, from
hutp:/ /archives.ciey. fr/ATT/index. htmi

Ippolito, ). (2005, 1 March 2005). Internet2: Orchaestrating the End of the Internet? Re-
trieved o1 August 2007, 2007, from

htip://www.ncttime.org/ Lists-Archives/nettime-l-0502/msgooo67.him|

Jackson, T., Boggart, B., & Scorer, G. (2001-2004, 2004). Synth/ops. Retrieved 03 August

2007, 2007, from htp://www.rcc.ryerson.ca/synthops/archive.him .

Jacque, D. (2001, Unknown). Access Grid Users Escape the Tyranay of the Desktop. Fron-

ticrs Retrieved 03 August 2007, 2007, from
htep://www.anl.gov/Media_Center/Frontiers/2001/b6excell. himl .

MARCEL Network {(2006). Multimedia Art Research Centres and Electronic Laboratories.

Retricved Jaruary 4 2007, 2006, from www.inmmarccl.org .
293



MARCEL Network (2004a). About MARCEL. Retrieved 16 February 2007, 2007, from
hup://www.mmmarcel.org/about.htm .

MARCEL Network (2004b). MARCEL. Retrieved 16 February 2007, 2007, from
http://www.mmmareel.org/old/index.html .

MARCEL Network (2004c¢). Categorics. Retricved 16 February 2007, 2007, from
hup://www.mmmarcel.org/old/english/categorics.huml

MARCEL Network (2004d). MARCEL. Retrieved 16 February 2007, 2007, from -
hitp://www.mmmarcel.org/old/english/members. html

MARCEL Network (2004¢). MARCEL. Retrieved 16 February 2007, 2007, from

hurp: //www.mmmarcel.org/english/members.htm

MARCEL Network (2004). MARCEL. Retrieved 16 February 2007, 2007, from

hitp://www.mmmarecl.org/marccl/index. php/ The%2oNavihedron

MARCEL Network (2007). Mulumedia Art Rescarch Centres and Electronic Laboratories.

Retrieved December 4 2007, 2006, from www.mmmarcel.org .

MARCEL Network (2007, 07 March 2007). MARCEL Virtual Venue for Access Grid. Re-

tricved 03 August 2007, 2007, from

McCanne, S., & Jacobson, V. (1995, 5-9 November rggs). vic: A flexible framework for packet

video, ACM Multimedia g5 - Electronic Proceedings, from

huep://dclivery.acm.org/10.1145/ 220000/ 215315/psi-mecanne himi?key1=2153158&keya=

59193204218 coll=GUIDE&dI=GUIDE&CFID=31990097& CFTOKEN=52632958

Media@ISE, D. 0. M. a. C. (2005). Further particulars for the EDS-LSE Rescarch Student-
ship: The Marcel Observatory Research Project. Retrieved March 10 2005, 2005, from

hup://www.Ise.ae.uk/collections/media@lse/pdf/MARCEL%20Rescarch%zoProposalvas

Moreau, N. (2004, 28 March 2004). Tom Sherman remporte le Prix Bell Canada d’art vidéo-
graphique. Retricved 2 June, 2008, from

hitp://www.canadacouncil.ca/nouvelles/communiques/2004/dqi27249841903593750.ht

m

294



Neilson, B., & Rassiter, N. (2005). From Precarity to Precariousness and Back Again: La-
bour, life and unstablc networks. Fibreculture Retricved 1o August, 2006, 2006, from

Oliverio, J., Quay, A., & Walz, ). (2001). Facilitating Real-Time Intereontinental Collabora-
tion with Emergent Grid Technologies: Dancing Beyond Boundaries.  Retricved 4 March,
2007, 2007, from

hup://www.digitalworlds.ufl.cdu/projects/dbb/mredia/ VSMM_Digital Worlds.pdf .

Olson, R. (2001, April 8 2005). Access Grid Hardware Specifications. Retrieved 1 Septer-

ber 2007, 2007, [rom htp://www.access

Rabinowitz, S. (1984. March 30, 2000). Eleetronic Café International.  Retricved May 20,

2006, 2006, from htp://www.ceafe.com/

Rabinowitz, S., & Galloway, K. (2000. 30 March 2000). Hole-In-Space. Retrieved 1y De-

cember 2007, 2007, from hup://www.ceafe.com/geny /HIS/

Refka, G. (2003. 11 July 2003). Building an Access Grid Node: From room construction to

cquipment configuration. Retricved 1 September 2007, 2007, from

A}
hitp://www.aceessgrid.org/agdp/guide/building-an-aceess-grid-node/2.4.6 /huml/book 1.k
tml

B)

hup:/ /veww.accessgrid, org//agdp/cuide /building-an-uceess-grid-node /2. .6/ huml/ ¢tio.
15

Sedek. G. (2005). Artistic Projects. Retrieved 17 March, 2008, from

hup://www.alterne.info/node/ 1

Sermon, P. (1992, 2006). Telematic Drcaming.  Retrieved May 5, 2006, 2006, from

hup://creativetechnology. salford.ac.uk/paulscrinon/ .

Stedman, N. (2006, 31 Mai 2006). Curriculum Vitae: Nicholas Stedman. Retrieved 10 Octo-

ber 2007, 2007, from hup://nickstedman.banfl.org/cv.hunl .

Sudjic, D. (2006, 25 Junc 2006). What looks fike a magenta fish, costs £52m and closed be-
forcitopened? Retrieved 03 August 2007, 2007, from

hitp://arts. guardian.co.uk/leatures/sory/o 180522500 . html .

295



Tiffon, V. (2007). Entretien avec Don Foresta. Revue DEMeter Retrieved January 3, 2008,

from hutp://demeter.revue univ-lilles. fr/entreticns/foresta. pdf

Turner, ). (2003). Interview with Don Foresta About Early Telematic Art at Open Space Gal-
lery in Victoria, Canada. Outer Space: The past, present and future of telematicart - o5 Re-
tricved 10 December, 2007, from

hup://www.opcnspace.ca/ web/outerspace/DonForestalnterview2o03.himi

UKERNA (2007, 2007) Tariffs. Retrieved o2 August 2007, from
htp://www.ukcrna.ac.uk/services/connections/connecting/ tariffs/gencral heml.

University of Wales Swansca (2004. 17 November 2007). e-Science Report: Improving cam-
pus multicast performance. UK e-Science Videoconferencing Programme  Retricved o1

August 2007, 2007, from

hup://www.ja.net/development/e-scicnce/e-scicnceve/reports.huml .

Van dc Langeryt, L. (2008, 19 May 2008). Access Grid Support Centre: Who arc we? Re-

trieved 3 September, 2008, from hitp://www.ja.net/services/video/agse/AGSCHome/

Wimbledon College of Art (2007, 16 February 2007). History. Retrieved 2 June, 2008, from

http://www.wimbledon.arts.ac.uk/31362.hrm

Woolgar, S. (2004). Social Shaping Perspectives on e-Science and e-Social Scicnce: the case
for rescarch support. Journal, 23. Retrieved from
hup://www.neess.ac.uk/rescarch/social_shaping/oess/publications/2004 woolgar Socia

IShapingPerspectives.pdf .

Zmoclaig, 1. M. (2008, 8 March 2008). Pure Data. Retrieved 2 April 2008, 2008, from

hetp://purcdata.info/

ANNEX 1 - ARCHIVED MATERIAL

T T R s A A O T R T MR L AR WA

MARCEL Archive ooooi - Foresta, D. (2004) " Wsa Broadband Workshop - May 24-25"
Wimbledon School of Art London.

MARCEL Archive oooo2 - Ceperkovic, S. (2006), “Documentation - Sclected Works”.
DVD-R.

296



MARCEL Archive 0ooo3 - Lidl, C. (2001). Dossier des Sites Références pour le Site Portail
MARCEL. Le Fresnoy, France: Studio National des arts Contemporains du Fresnoy.

MARCEL Archive 00004 - Lidl, C. (est. 2000). MARCEL: Presentation par Christl Lidl,
Animax BEC, Bonn Germany.

MARCEL Archive 00027 - Pope, B. (2002). MARCEL Equipment lnventory, Wimbledon
School of Art, Wimbledon.

MARCEL Archive 00034 — Unknown (est. 2002). Access Grid Room Set up. Wimbledon
School of Art, Wimbledon.

MARCEL Archive 00035 — Unknown (cst. 2002). Access Grid Kiosk. Wimbledon School of
Art, Wimbledon.

MARCEL Archive 00041 - Ayromlou, M. (2001). Some requirements (personal correspon-
dence). In ). Austen (pp. 5). Wimbledon,
MARCEL Archive ooosi- Foresta, D. (2008). Art and the Network: Why MARCEL? Unpub-

lished manuscript, Paris.

MARCEL Archive 0ooos5- Foresta, D. (2005). MARCEL Website Management - Getting

started. Instruction guide, Paris.

MARCEL Archive 00081 - Lesage (2006). Field notcbook for participant observation, Lon-

don.

MARCEL Archive 00082 - Lesage (2006-2007). Ficld notebook for participant observation,

London.

MARCEL Archive coo83 - Lesage (2007). Ficld notebook for participant observation, Lon-

don.

MARCEL Archive 00086 - MARCEL Network Managers (2006). Audio recording of the
MARCEL Network Managers” meeting., 20-21 March 2006, London.

MARCEL Archive 00092 - Milano (2007). The Potential of High Speed Networks as a New

Space for Cultural Rescarch, Innovation and Production. King’s College London, London.

MARCEL Archive oo104 - Foresta, D. (2003). AHRB End of Project Report. Wimbledon
School of Art, Wimbledon.

MARCEL Archive oorn - Kardos, G. (2002). MARCEL and ALTERNE. Wimbledon School

of Art, Wimbledon.
297



MARCEL Archive oo125 - Souillac Group (2000). Authorship in the New Communication

Space. Souillac, France: Souillac Group.

MARCEL Archive 00126 — Foresta, D. (2001). MARCEL Multimedia Art Research Centres
and Electronic Laboratories, Wimbledon School of Art, Wimbledon.

ANNEX 2 - VISUAL MATERIAL

Image 2.1 - ‘example of an Access Grid Node” in Refka (2003)

hup://www.accessgrid.org/agdp/ guide/building-an-access-grid-node/2.4.6/html/c5r.htm
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Image 2.2 — ‘Room configuration” in Daw (2001)

http://mrees.man.ac.uk/global supercomputing/roomconfig.html
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Image 2.3 - “Venue Client” most likely a version of Access Grid 2.0

http://www-unix.mes.anl.gov/fl/research/accessgrid/documentation/ manuals/ VenueClie

nt/3_o/
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Image 2.4 — One of Manchester Computing’s ‘Test nodes’ image taken by the author, 5

March 2007

Image 2.5 — Image representing the ALTERNE pilot presented at the Pitisburg SC Global
Conference. http://alternc.info/node/ 45
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Image 2.6 — Screen capture of the second version of the MARCEL website as seen on a Win-

dows explorer web browser. http://www.mmmarcel.org/marcel.htm
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ANNEX 3 - THEMATIC CODES AND UNITS OF CODING 1: ACCESS
GRID THREAD

I N S S A A TSN i N . b =

Thematic codes

i) Label: Discursive space — a) everyday b) art world c) academic

* Definition: Developed through a dialectical process of coding ficld data. Look for situa-
tions in which an actor defines the space through textor practices relating to the everyday.,

maverick art world networks, or academic research.
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» Indicators: What organisational structure controls access to the space? What are the daily
activities taking place within the space.

*Qualifiers and disqualifiers: a) everyday - cating, casual entertainment, family interactions
b) art world - artistic events, gallery opcnings, curators, white cube ¢) academic - accessed

from within a university, teaching environment, conferences relating research findings.
* Example: a) a kitchen in someone’s home (see Graziano example in chapter 5) b) Further-
field studio ¢) My office at the LSE.

ii) Label: Transparency

* Definition: This theme is bascd on Schaffer’s as well as Star and Bowker work related to
the standardisation of objects and practiccs. We are looking for the presence of
conventions/standards that arc “necessary” or implicit in the process of designing and us-

ing Access Grid for artistic work.

* Indicators: Explicitly referred to by an actor or observable when it is interrupted: ie.

groups do not agrece about how something should be designed or used.

Distance

Flexibility

Transparency of media form
IAG and/or high bandwidth is
made (un)transparent for an
actor.

Identify along sliding scale be-
tween: i) flexible form - perceived
ito be enabling the user or de-
signer to “do what they want”. it)
nflexible form - Example: “Can’t
use AG without Multicasting.”

Transparency of media object
A particvlar aspect of AG
and/or high bandwidth is
made (un)iransparent for an
lactor.

Identify along sliding scale be-
tween: i) flexible media obfect ~
perceived to be an object that can
easily be modified. Example: “An
IAG node in the Wimbledon
School of Art’s theatre would
fallow us to control the lighting.”
i) unflexible object - Example:
“Those digital projectors are

fixed ro the ceiling.”

303



Transparency of media in-
stance

A point in time in which en-
gagement with AG media ob-
jects is made (un)fransparenf
for an actor.

lIdentify along sliding scale be-
tween: i) open media instances —
events where there is no explicit
objective 1o the instance and
without a specified beginning,
middle, and end. Example: “We
were just playing around with the|
connection after classes.” i)
exceptional media instances —
levents where there is an explicit
objective 10 the instance with a
clearly specified beginning, mid-
idle. and end. Example: “It was
hard to coordinate specific ve-
hearsal times for all of the AG
nodes.”

Trunsparency O{ mediu expe-
rience

The expected user experience
lof media units is made
(un)transparent for an actor.

Identify along sliding scale be-
tween: i) user is able to perceive
distance. it) user is unable to
perceive distance. Example:
“They weren’tsure if the video
signal was coming from Banff or
not.”
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Interviews

Media relationship

01/03/2007 - John Brooke (Manchester University)
o1/03/2007 - Michacl Daw (Manchester University)
12/04/2007 - Jetirey Bary (New York University)

19/04/2007 - Jennifer Tieg Von Hoffman (Boston University)

Art world relationship

06/11/2006 - Grzesiek Sedck (Artist)
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12/01/2007 - Luke Azevedo (Banfl New Media Institute)

12/01/2007 - Susan Kennard (Ban{l New Media Institute)

08/03/2007 - Graziano Milano (Artist)

20/03/2007, 26/09/2007 - Tim Jackson {Artist)

26/04/2007 - Slavica Cerpovik & Galen Scorer (Artists)

01/05/2007, 22/06/2007, 31/01/2008, 4/04/2008 - Don Foresta (Artist)
09/ 05/2007 - Kelli Dipple (Artist)

22/05/2007 - Sheila Anderson (Arts and Humanities e-Science Support Centre)
13/07/2007 - Paul Sermon (Artist)

31/01/2008 - Alexandre Berthier (Artist)

Participant observation

20/10/200% - First Multicast mecting at Wimbledon with Grzesick (Wimbledon)
12/01/2007 - Visit at the Banff Centre for the Arts
o1/03/2007- Visitat the Access Grid Support Centre at the University of Manchester

12/02/2007 - Visitat the National Studio of Contemporary Art at Le Fresnoy

ANNEX 4 - THEMATIC CODES AND UNITS OF CODING UNITS OF
CODING 2: DON FORESTA ~ ARTIST THREAD

- PATRIE AR RS SRR S XS e TR T S e el S 0 R e T N b s

Thematic codes

i) Label: Maverick Designer role
* Definition: Contesting or producing new standards/conventions through the design of

media forms, objects, instances or experiences. “Powerover” an ICT.
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* Indicators: statement relating to an artist’s design of a media unit implying thatitis in

some way different, innovative or contradictory to existing designs for media units.

* Example: “Kit Galloway and Sherrie Rabinowitz, going on step further, create new visual
spaces through combining video imagery transmitted by satellite.”
ii) Label: Maverick User/consumer role

* Definition: Contesting or producing new standards/conventions through the usc of media

forms, objects, instances or experiences. “Power through” an ICT.

* Indicators: statement relating to an artist’s use of a media unit implying that it is in some

way diffcrent, innovative or contradictory to existing uses for media units.

+ Example: “Specifically the vidco artist, while filling out the ranks of the artists leading in
the conquest of technology, also makes clearer the notion of the intuition and art. He has at
his hands some of the most complex machinery produced by man and through it is able

spontancously to convert pure encrgy into image.”

Documents

Video-art Moments

Foresta, D. (1974, 8 November to 8 December 1974). Paper presented at the Art Video Con-

frontation 74, ARC 2, Muséc d”Art Moderne de la Ville de Paris.

Foresta, D. (1977, 11 February - 20 March, 1977). Video Art from America. Paper presented at

the Video & Film Manifestatic: kijken en docn, Maastrich, Netherlands.

Foresta, D. (1979). Arton/as Television. In A. Silij (Ed.), Video '79: Video - the first decade
(pp. 15-18). Rome: Kanc.

Foresta, D. (1980). Introduction a I’artvidéo. In D. B. Saint-Georges (Ed.), Art vidéo/ Vidéo

art (pp. 6-9). Lyons, Francce: Nouveau Musée.

Foresta, D. (1980, September - November 1980). L Art de la Vidéo. Paper presented at the

XI° bicnnale de Paris, Paris.

Foresta, D., & Fargicr, J.-P. (1981). Jamais la Vid¢o n’Abolira le Hasard: Conversation. [n J.
Baudrillard & P. Dumayet (Eds.), Hasard: Figure de la fortunc - Traverse (pp. 131-135). Paris:
Editions de Minuit.
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Véaute, M. (1982, June-August 1982). Don Foresta: T¢l¢, cible, free access. Art Press: Spé-
cial Hors Série Audiovisuel, 30-32.

Foresta, D. (1982, October - November, 1982). La Vidéo et la Théorie de la Relativité. Paper
presented at the X11° biennalce de Paris, Paris.

Foresta, D. (1982, 22 September - 7 November, 1982). Vidéo/Danse. Paper presented at the
Photo Cine Video Danse, Paris.

D’Istria, L. (1983, January, 1983). Un Nouveau Regard sur la Dansc. Pour la Danse, 38-39.
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Foresta, D., Vasulka, W., Virillo, P., & Fargicr, J.-P. (1984, 13 March - 18 March, 1984). La

Fiction Video Entre la Physique des Quantas et les Effets Digitaux. Paper presented at the
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Foresta, D. (1985, 10 July - 4 August 1984). Le Réel de la Vidéo. Paper presented at the Le
Vivant ct1” Artificicl, The Living and the Artificial, Avignon, France.

Wolf, M. (1985, Scptember, 1985). La Section ” Cinéma d’ Animation et Vidéo” de ’ENSAD.

Sonovision, 58-62.
Editor, V. H. (1985, Scptember, 1985). Les wsaitres du Monde. Vogue Hommes.

Garat, A.-M. (1991). AI"ENSAD, s’Initicra I’ Art Vidéo. In M. Martineau (Ed.), L"Enscigne-
ment du Cinéma ct de I’ Audioviduel dans I’ Europe des Douze (Vol. Hors Séric, pp. 177-179).

Cond¢-Sur-Notreau, France: CinémAction-Corlct.

Telematic Moments

Aming, P. (1982, Scptember 1982). Des Images par Téléphone: Interview de Don Foresta. Art
Press, 1.

Foresta, D. (1g81). Telex. In O. Picne, E. Goldring & V. Grabill (Eds.), Centervideo: Film,
video, TV and tclecommunication 1968-1981 at the Center for Advanced Visual Studies Mas-

sachusctts Institute of Technology (pp. 5-6). Cambridge, Massachusetts: Center for Ad-
vanced Visual Studics Massachusctts Institute of Technology and MIT Press,

Foresta, D. (1986). Communicating Individual Realities. [n XLII Esposizionc Internazionale
d’ Arte: La Bicnnale di Venezia - Arte ¢ Scienza (pp. 189-19o). Venice, Italy: Electra Editrice.
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lomatique.

Foresta, D. (19g91a). The Many Worlds of Art, Science and the New Technologies. Leonardo,
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Foresta, D. (1991b). Mondes Multiples. Guyancourt: Editions BaS.

James, B. (rggr, Tucsday 8 October, 1991). Arts and Access and Coffee, Too: Electronic Café

lets artists interface internationally. International Herald Tribune, Special Report.

Maupas, P. (1992, 21 February, 1992). Les Artistes Partagent leurs Ecrans, or Informatique,
29.

Apple Magazinc (1992, July-August, 1992). Artistes en Reséau pour les Artistes du Monde.
Apple Magazine, 3.

Foresta, D., Gotschl, )., Maurer, H., & Schinagl, W. (1993, Junc 1993). Interactive Informa-
tion Center. Paper presented at the World Conference on Educational Multimedia and Hy-

permedia, ED-Media 1993, Orlando, Florida.

Foresta, D. (1993, Mai 1993). Artistes c1, éseau au Café Electronique. Cité des Arts Fort

d’ Aubcrvilliers.

Foresta, D. (1993). Changement de Paradigme dans 1”Enscignement Artistique. Quaderni: La

revue de la communication(21), 55-72.

Stone, E. (1993, September, 1993). Le Bistrot du Futur, C20 Ans, 24.

Denis, C. (1993, 10-16 Junc, 1993). Elcctronic Café. L’ Express.

llouz, C. (1993, 15 to 21 July 1993). La Révolution Visiophone: ” Allo! Tu me vois?”. VSD,
75

Guerrin, M. (1993, 24 November, 1994). Le Quinzieme Festival Manca a Nice: Préscnces Vir-
tuclles, Sons Voyageurs. Le Monde.

Boutoullc, M. (1994, January 1994). Dc |” Art Autour d"un Verre. Golden, 132-134.

Foresta, D., & Mergier, A. (1994). Artistes en Réscau: Un art de la préfiguration. Revue d’Es-
thétique, 25(1), 79-91.
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Foresta, D. (1994). Economie Mondiale, Media et Culture. Interlope la curicuse : Revue de

I’Ecole des beaux-arts de Nantces, 120-123.

Foresta, D., Mergier, A., & Serexhe, B. (1995). The New Space of Communication, the Inter-
face with Culturc and Artistic Creativity: Council of Europe.

Hillaire, N. (1996, 11 March 2000). Extrait d’un Entretien avec Don Foresta (artiste). L’ Art,
le Temps et les Technologies Retrieved 12 December, 2007, from
hup://archives.cicv.fr/ATT/index.htm)

Rivoire, A. (1999, Friday 2 July, 1999). Les Artistes Réclament leur Part d’ Internet 2. Libéra-

tion.

Tiffon, V. (2007). Entreticn avec Don Foresta. Revue DEMeter Retrieved January 3, 2008,

from hetp://demeter.revue univ-lilles. fr/enwretiens/foresta.pdf

MARCEL phasc
Foresta, D., & Barton, J. (19g8). The Souillac Charter for Art and Industry: A framework for

collaboration (with introductions by Don Foresta and Fernando Lagrana). [document]. Leon-

ardo, 31(3), 225-230.

Foresta, D. (1998). Souillac Charter: Update - 1 for Information. Leonardo, 31(3), Front

Marter.

Foresta, D., Kisfaludi, G.-A., & Barton, J. (1999). The Souillac 11 Conference on Art, Indus-
try and Innovation: Final report (with an introduction by Martin Malvy). Leonardo, 32(3). 199-

207.

Foresta, D., & Gagnon, J. (2000, 26-28 Junc 2000). Instrument Makers - An exhibition
(working title): Building a new space of the imagination in the 20th century. Paper presented

at the Souillac 111, Souillac, France.

Foresta, D. (2003, 18 April, 2005). The Network Metaphor. Alterne Publications Retrieved

12 December, 2007, from hup://195.19.4.24.18/alterne/publications/net_ met.ref

Foresta, D. (2003, 24-27 April. 2003). ¢Cultural Policies: Existing/Future Strategics: The
New Space of Communication, the Interface with Culture and Artistic Creativity. Paper pre-
sented at the ¢Culture: The European perspective - Cultural policy - Knowledge industries -

Information lag, Zagreb, Croatia.
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Turner, J. (2003). Interview with Don Foresta About Early Telematic Art at Open Space Gal-

lery in Victoria, Canada. Outer Space: The past, present and future of telematic art - o5 Re-

trieved 10 December, 2007, from

hitp://www.openspace.ca/web/outerspace/DonForestalnterview2o03.html

Foresta. D. (2005). Rediscovering the real through the virtual, Internet: A new way to learn

Retricved 12 March, 2008, from

hup://www.cite-sciences. (r/apprendre/english/nouvelle/5.1.huni

Foresta, D. (2005, 23-24 June 2005). The New Renaissance - An interactive paradigm. Paper

presented at the Culture Interactive Culture: Culture ct information en ligne/Culture and

online information, Nantes, France.

MARCEL Archive 00051- Forests, D. (2008). Art and the Network: Why MARCEL? Unpub-

lished manuscript, Paris.

Additional texts

Deshayes, S., Le Marec, )., Pouts-Lajus, S., & Tievant, S. (1998). Obscrvation et Analysc

d’Usagce des Rescaux. Paris: Ministére de la Culture et de la Communication,

Interviews

06/11/2006 - Grzesick Sedek {collaborator)

15/11/2006 - Gabriclla Kardos (collaborator)

12/02/2007 - Christl Lidl (student)

08/03/2007 - Graziano Milano (collaborator)

02/03/2007 - Hannah Redler (collaborator)

20/03/2007, 26/ 09/2007 - Tim Jackson (collaborator)
23/04/2007 - Owen Smith (collaborator)

24/04/2007 - Jon Ippolito (collaborator)

26/04/2007 - Slavica Cerpovik & Galen Scorer (collaborators)

o1/ 05/2007, 22/06/2007, 31/01/2008, 4/04/2008 - Don Foresta (Artist)
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14/05/2007 - Giles Lane (collaborator)

22/05/2007 - Sheila Anderson (Arts and Humanities e-Science Support Centre)
29/01/2008 - Jonathan Barton (collaborator)

30/01/2008 - Georges-Albert Kisfaloudi (collaborator and student)
30/01/2008 - Olivier Lescurieux (collaborator)

31/01/2008 - Alexandre Berthicr (student)

Participant observation

20/03/2006 MARCEL Managers” mecting

See also participant observations in anncx 5.

ANNEX 5 UNITS OF CODING 3: THE MARCELNETWORK

[0 o e B S a e RE B R A R SR NN TN .7 i

Thematic codes

i) Label: Classifying members

* Definition: Lists of names of individuals or organisations who arc represented as MAR-
CEL members or as participants in a telematic artwork produced by the MARCEL Network
or any preceding organisations (ex: Artistes en Réseau)
¢ Indicators: More than three names in a consccutive order fitting the above definition,
« Example: MARCEL Network node managers” list provided on the MARCEL website.
it) Label: Classifying projects
* Definition: Listof activitics or actions related to a specific MARCEL Newwork event or
series of events.
« Indicators: More than three activitics or actions in a consecutive order fitting the above
definition.
* Example: Future activities listed in the Souillac I report.
i) Label: Classifying technology
« Definition: List of names of hardwarc or softwarc related to the design and/or use of me-
dia forms for art world activitics.
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« Indicators: More than three pieces of hardware and/or software in a consecutive order
fitting the above definition.
* Example: Equipment list inventory. MARCEL Archive ooo27

Documents

MARCEL Archives oooor through to 00126

Sce also all three phases of Documents in Annex 4

Foresta, D., Kardos, G., Stringer, R.. Fillod, C., Milano, G., & Sedek, G. (2004). Multimedia
Art Research Centres and Electronic Laboratories. Retrieved © September, 2006, from

hutp://www.mmmarccl.org

MARCEL Network (2006). Multimedia Art Research Centres and Electronic Laboratories.
Retrieved January 4 2007, 2006, from www. mmimarcel.org .

- MARCEL Network (20042). About MARCEL. Retricved 16 February 2007, 2007, from

htep://www.mmmarcel.org/about.hrm .

- MARCEL Network (2004b). MARCEL. Retrieved 16 February 2007, 2007, from

htp://www.mmmarcel.org/old/index.huml .

- MARCEL Network (2004c¢). Categories. Retrieved 16 February 2007, 2007, from

hup://www. mmmarcel.org/old/english/categorices.huml

- MARCEL Network (2004d). MARCEL. Retrieved 16 February 2007, 2007, from

http://www.mimmarcel.org/old/eaglish/members.huml

- MARCEL Network (2004¢). MARCEL. Retricved 16 February 2007, 2007, from

hp://www.mmmarcel.org/cnglish/members. hum

MARCEL Network (2004f). MARCEL. Retrieved 16 February 2007, 2007, (rom

hup://www.mmmarcel. org/marcel/index.php/ The%2oNavihedron

MARCEL Network (2007). Multimedia Art Rescarch Centres and Electronic Laboratorics.

Retrieved December 4 2007, 2006, from www. mmmarceel.org .

Interviews (member includes former members)

06/11/2006 - Grzesick Sedek (member)

15/11/2006 - Gabriclla Kardos (member)
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29/09/2006, 08/02/2007 - Ruth Catlow and Marc Garret (members, F m&crﬁcld)
12/02/2007 - Alain Fleisher (node manager)

12/02/2007 - Christl Lidl (member)

08/03/2007 - Graziano Milano (Node manager)

02/03/2007 - Hannah Redler .(Nodc manager)

20/03/' 2007.. 26/09/2007 - Tim Jackson (Node manager, Psyops)

22/04/2007 - Mike Scott (Node manager, ASAP)

23/04/2007 - Owen Smith (Node manager)

24/04/2007 - Jon Ippolito (Stilt Water)

26/04/2007 - Slavica Cerpovik & Galen Scorer (members, Galen was part of Psyops)
27/04/2007 - Dana Samucl (Node manager, InterAccess)

30/04/2007 - Jean Gagnon (Node Manager, Langlois Foundation)

01/05/2007, 22/06/2007, 31/01/2008, 4/04/2008 - Don Forcsta (Coordinator)
11/05/2007 - Briony Marshall (formerly Briony Pope, member)

14/05/2007 - Giles Lanc (workgroup leader, member)

22/05/2007- Sheila Anderson (Arts and Humanities e-Science Support Centre)
29/ 01/2008 - Jonathan Barton (member)

30/01/2008 - Georges-Albert Kisfaloudi (member)

31/01/2008 - Alexandre Berthier (member, Marswalkers)

Participant observation

19/08/2005 Mecting with Julian Lebensold (Montreal)

19/08/2005 Mccting with Alain Depocas (Montreal)

12/10/2005 Mccting with Don (phone)

20/10/2005 First Multicast mecting at Wimbledon with Grzesiek (Wimbledon)

25/10/2005 Mecting with Don (phone)
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04/11/2005 Meeting with Don (phone)

09/11/2005 Meeting with Tom at the WAAG (Amsterdam)

16/11/2005 Mecting with Don (phonc)

22/11/2005 Meeting with Gabriella at Café Nero (London) (Note book)
25/11/2005 Meeting with Don (in my office)

28/11/2005 Meetingwith Don (in my officc)

29/11/2005 Mccting with Don and Roger (Roger's office)

30/11/2005 Mceting with Don (my office)

01/12/2005 Independents Watershed meeting (Bristol)

16/01/2006 Mccting with Don (phone)

17/01/2006 Email attempt to MARCEL Working Groups (Working

groups_17_o1_2006.doc)

02/02/2006 Mceting with Don and Roger (Roger’s office)
04/02/2006 Mecting with Don {(London)

07/02/2006 Mcceting with Don (London)

15/02/2006 Mecting with Don (London)

16/02/2006 Mccting with Don (London)

23/02/2006 Mceting with Don (London)

11/03/2006 Mccting with Don and Josc Carlos (London, my office)
13/03/2006 Mecting with Don (phone)

19/03/2006 Dinncr before manager’s mecting at Indian restaurant near Don’s hotel (Lon-
don)

20/03/2006 MARCEL Managers’ meeting (London)
21/03/2006 Sccond day of MARCEL Managers’ meeting (London)

22/03/2006 Mccting at King’s College London with Sheila Anderson of AHeSSRC (Lon-

don)
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22/03/2006 Meeting with Don and Tom from Sussex University in lobby of Don’s hotel
(London})

23/03/2006 Mceting at Canada House with MARCEL Managers (London)
29/03/2006 Meeting with Slavica Ceperkovic (phone — my office/Banff Centre)
04/04/2006 Meeting with Don (London)

20/04/2006 Mecting with Don (phone)

04/05/2006 Mceting with Don (London)

23/05/2006 Mccting with Don (London)

31/05/2006 Mccting with Don and Tom at Susscx University (Brighton)
02/06/2006 Meeting with Don (London)

19/06/2006 Archiving meeting at King’s College London offices (London)
26/07/2006 Mccting with Lorna Hughes (King’s College London offices) (London)
01/08/2006 Mccting with Don (London)

02/08/2006 Mccting with Don (phonc)

30/08/2006 Mecting with Don and Carlos in my office (London)
04/09/2006 Mccting with Don and Graziano in my office (London)
15/09/2006 Mecting using Access Grid in my office (London)

29/09/2006 Interview with Ruth and Marc at Furtherficld (London)
03/10/2006 TERENA Vidcoconference (London)

04/10/2006 Mceting with Don on Skype (London)

25/10/2006 Mceting with Don (London)

09/10/2006 Mccting with Don on Skype (London)

17/10/2006 Working on ACE application with Graziano in my office (London)
19/10/2006 Susscx meetings (Brighton)

20/10/2006 Mccting with Don by phone (London)
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27/10/2006 Meceting using Access Grid in my office and later Skype (London)
03/10/2006 Meeting with Don on Skype (London)

06/11/2006 Mecting with Grzesick in Wimbledon (London)

08/11/2006 Mceting for Visitor Studio at Furtherficld (London)

14/11/2006 Mecting with Alban Assclin from Hexagram in his hotel’s lobby (London)
14/11/2006 Meeting with Don on Skype (London)

15/11/2006 Interview with Gabriclla (pub near her place)

17/11/2006 Conference on using AccessGrid (Birmingham)

20/11/2006 Mccting with Don and Graziano in my office (London)
21/11/2006 Don presentation at the LSE (London)

30/11/2006 Mecting with Don on Skype (London)

14/12./2006 Mecting with Don on Skype (London)

12/01/2007 Interview with Suzannc Kennard in Banff Centre for the Arts (Banff, Canada)

12/01/2007 Interview with Luke Azevedo (Banff, Canada)

22/01/2007 Visitor Studio training workshop (Furtherficld studios. London)
25/01/2007 Mccting with Don on Skype (London)

31/01/2007 Mecting with Don on Skype (London)

06/02/2007 Mecting with Don on Skype (London)

08/02/2007 Sccond Furtherficld interview (London)

12/02/2007 Interviews at Le Fresnoy

20/02/2007 Visitor Studio training scminar in Bruce Grove (London)
23/02/2007 Visitor Studio training scminar in Bruce Grove (London)
25/02/2007 Furtherfield curating cvent (London)

26/02/2007 Mecting with Grzesick in Wimbledon

o1/03/ 2007 Interviews in Manchesier University (Manchester)
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0a/03/2007 Interview with Hannah Redler at Dana Centre (London)
06/03/2007 Meeting with Don on Skype (London)

08/03/2007 Interview with Graziano in café near his place (London)
16/03/2007 Interview with Dave Patten at Dana Centre (London)

19/03/2007 King’s College London Methods Network Meeting (videos, documents, notes)
{London)

20/03/2007 Interview with Tim Jackson in LSE coffec shop (London)
20/03/2007 MARCEL mccting at the Indiun restaurant (London)

22/03/2007 Mecting with Don in my office (London)

12/ 04/ 2007 Interview with Jefirey Bary, NYU (New York)

19/04/2007 Interview with Jennifer Ticg Von Hoffman, Boston University (Boston)
22/04/2007 Meetings with Mike Scott (Orono, Mainc)

23/ 04/ 2007 Mecting with Owen Smith (Orono, Mainc)

24/ 04/2007 Meeting with Jon Ippolito (Orono. Mainc)

26/ 04/ 2007 Mecting with Slavica Cerpovic and Galen Scorer (Toronto)
27/04/ 2007 Mccting with Dana Samuel (Toronto)

30/04/2007 Mccting with Jean Gagnon (Montreal)

30/04/2007 Mccting with Don (Montreal Café)

01/05/2007 Mceting at Hexagram with Alban Asselin and Sam (Montreal)
01/05/2007 Mccting with Herve Fisher (Montreal)

o1/05/2007 Interview with Don (Montreal)

o1/05/2007 Mccting with Luc Courchenc and Rene Barsalo at SAT (Montreal)
02/05/2007 MARCEL Managers” mecting at Langlois Foundation (Montreal)
03/ 05/2007 Collaborative Media Lab (Orono, Maine)

07/05/2007 Mccting with Dana for Massachusctts Arts (Boston)
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02/03/2007 Interview with Hannah Redler at Dana Centre (London)
06/03/2007 Meeting with Don on Skype (London)

08/03/2007 Interview with Graziano in café near his place (London)
16/03/2007 Interview with Dave Patten at Dana Centre (London)

19/03/2007 King’'s Collcge London Methods Network Meeting (videos, documents, notes)
{London)

20/03/2007 Interview with Tim Jackson in LSE coffee shop (London)
20/03/2007 MARCEL mccting at the Indian restaurant (London)

22/03/2007 Mccting with Don in my office (London)

12/04/ 2007 Interview with Jeffrey Bary, NYU (New York)

19/04/2007 Interview with Jennifer Tieg Von Hoffman, Boston University (Boston)
22./04/2007 Meetings with Mike Scott (Orono, Mainc)

23/04/2007 Mecting with Owen Smith (Orono, Maine)

24/04/2007 Mecting with Jon Ippolito (Orono, Maine)

26/04/2007 Mccting with Stavica Cerpovic and Galen Scorer (Toronto)
27/04/2007 Mecting with Dana Samucl (Toronto)

30/04/ 2007 Mccting with Jean Gagnon (Montreal)

30/04/2007 Mecting with Don (Montreal Caf¢)

ot/05/2007 Mecting at Hexagram with Alban Assclin and Sam (Montreal)
o1/05/2007 Mecting with Herve Fisher (Montreal)

o1/05/2007 Interview with Don (Montreal)

o1/05/2007 Mccting with Luc Courchene and Rene Barsalo at SAT (Montreal)
02/05/2007 MARCEL Managers’ meeting at Langlois Foundation (Montreal)
03/05/2007 Coltaborative Media Lab (Orono, Mainc)

07/05/2007 Meeting with Dana for Massachuscits Arts {Boston)
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09/05/2007 Interview with Kelli Dipple (London)

14/0%/2007 Interview with Giles Lane (London)

16/05/2007 Meeting with Don on Skype (London)

18/05/2007 Mecting with Don on Skype (London)

22/05/2007 Interview with Sheila Anderson in AHeSSC {London)
24/05/2007 Mecting with Don on Skype (London)

25/05/2007 Mecting with Don and Grzesick on Skype to work on MARCEL website (see

notes — Third generation website work) (London)

29/05/2007 Mccting with Don on Skype (London)

o1/06/2007 Meeting with Grzesick and Don in Wimbledon (London)
o1/06/2007 Mecting with Don on Skype (London)

12/06/2007 Mccting with Don in my office (London)

12/ 06/2007 Mecting with Grzesick and Don in Wimbledon (London)
22/06/2007 Interview with Don (London)

05/07/2007 AG training scssion (London;}

17/09/2007 Mccting with Grzesick and Don in Wimbledon (London)
19/09/2007 Phone mecting with Vassar (London)

26/09/2007 Sccond interview with Tim Jackson (London)
29/01/2008 Interview with Jonathan Barton at home (Paris)
30/01/2008 Interview with Georges-Albert Kisfaludi (Paris)
30/01/2008 Meeting with Olivier Lescuricux (Paris)

31/01/2008 Interview with Alexandre Berthicr (Paris)

31/01/2008 Interview with Don (Paris)

4/04/2008 Follow-up intcrview with Don - over the phone from London to Paris
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