Online Environments as Creative Collaboration Spaces
Sara Diamond

Core Context:  Contemporary research increasingly requires that diverse disciplines combine to solve complex questions.  Collaborators may lack shared methodologies or vocabularies.  Working together can seem daunting.  

Key Question:  This investigation aims to enhance cross-disciplinary 
collaboration between artists, scientists and social scientists in face-to-face and on‑line environments.  My methods draw from performance art, experimental video documentary and Internet collaborations.  Some performances emulate sociology and psychology laboratory experiments. Emotionally challenging contexts can force critical reflection.  From verite documentary to reality television the presence of the camera provokes the action on the screen.  Role-play, shape shifting and enduring social networks are persistent qualities of visual Internet worlds. 

Core Methodology:  By layering these artistic practices it may be possible to create compelling contexts that elicit social cohesion and knowledge generation through shared creative acts amongst researchers.  Shared goals emerge, a common vocabulary, conflict resolution techniques, role mobility (that is the ability of the individual with the appropriate skill set leading the appropriate aspect of the research team, formal hierarchies aside), team durability and rapport and shared results. 

I will establish two live performances using variable media, including CodeZebra visual chat software. A second collaboration will use the software tool and then have collaborators address the same topic face-to-face. I will contrast these studies to a cross-disciplinary collaboration that uses both face-to-face and Internet tools.  

The research will address a number of key questions.  What are consistent qualities in creative collaboration across live performance, video and the Internet, what is specific to medium?  Can new understandings, inventions, methodologies and cultural expressions be enabled through on-line collaboration tools? Are new understandings carried forward into their future research?  What if any role does the tool or network itself play?  If networked collaboration tools attempt to parallel physical presence does this undermine the creative power of the Internet? Could on-line and face-to-face be combined to truly stimulate collaboration?  Video and text analysis as well as ethnographic study methods such as participant-observation and interviews provide discursive means to observe the test groups and draw conclusions.  A basic measurement of success will be whether all participants in a team perceive their collaboration as successful. Transcripts of collaboration can be analysed to see how terms emerge and are agreed upon by the group and whether conflicts in goals are resolved over time. This will test the hypothesis that creative sharing strengthens cohesion and in turn reinforces collaboration.  

Online Environments as Creative Collaboration Spaces discovers
 the qualities of success in cross-disciplinary collaboration and suggests some ways of providing qualitative analysis for these.  Success can be understood through the perceptions of the collaborators and through analysing the longevity and outcomes of collaboration against the stated goals of collaborators. It provides insight as to what is the minimal amount of social cohesion needed for collaborations to succeed.  (Legrady and Steinheider, 2002; Beam: Bridges, 2001-2).

Framework
Although many new media artists are capable of inventing tools and making content on their own, still, interdisciplinary collaboration is a fundamental component of new media arts creation. (Ede, 2000, Diamond, 2004, Manovitch (2002); Rush (1999); Sommerer and Mignonneau (2002).  Blast Theory’s “Uncle Roy All Around You”, places the public as players on the streets of large urban centres with specifically designed mobile devices and mapping interfaces. They collaborate with on-line player teams and live actors who intervene into the play.  Development for this project included the Banff Centre artistic director, the artists (http://www.blasttheory.co.uk/current.html), mobile technology scientists, electronics researchers, local historians, a graphics programmer, a curator and a city planner.

The processes of sharing knowledge and inventing together over some duration are defined as “collaborations”. “Collaboration” is used to describe a large set of current experiences and forms of organization, from multi-player games, to community blogs, to high performance computing grids. What is collaboration?  Is it a new term for simply working together, or can it mean, as suggested in this research, something more—the potential for new ideas, forms of social organization and even new discoveries?It is not always possible to satisfy the publishing needs of all researchers who participate in a collaboration, as domain specific knowledge, or even cross-disciplinary science, is more readily validated by academic institutions than knowledge that bridges humanities, social science and science.  The rewards of collaboration need to be strong to retain the commitment of serious researchers.  

Self-reflexivity on the part of the collaborators would be expected as a requirement for success, as it allows give and take and the conscious shaping of relationships, language and structures.   When collaboration is ongoing new forms of knowledge and even conjoined identities between artists and scientists, emerge 
(Denton 1997; Century, Calvert: Bridges 2002; Steinheider 2001). Deep collaborators seem to also develop social connections and identifications, although not always outside of the workplace context.  My practice-based research focuses on tools and contexts that hope to provoke these shifts in attitude. 

  

There are significant gaps in social and economic power between scientists and artists. Conflicting definitions, values, methods and assumptions can be at play (Naimark: Bridges 2001). Yet, this very diversity may also lead to significant innovation (Packer, Jordan 2001; Century 1999, 2002). Creative and social experiences, as well as skilled moderation, appear to erode barriers and open dialogue (Smith 2002; Century 1999, 2002; Levy 2000). As Bruno Latour suggests, it is valuable to analyse the gaps between what collaborators say about their research, what happens in the research and how the research is understood outside the collaboration.  (Bowker, Star, 1996, Latour, 2000). This is another reason that I have created software that maps discussions and emotions as these emerge and creates a database from all discussions as a resource for analysis.  

Of importance are the assumptions that collaborators bring to the table (Packer, Jordan, 2002) Scientists and designers or artists conflict when science only wants illustration, when art only wants ideas to critique and when “objective” and “subjective” methods clash. The counter intuitive in both fields must be available for exploration. Effective collaboration relies on the language and culture that team members use to express their ideas.  In a series of conferences on collaboration (Bridges, USC, 2001; Banff, 2002), participants stressed the potency of language and misunderstanding. Misreading can be productive, when assumptions are questioned. Words are “boundary objects”. Some researchers map the shifts in terms that collaborators share or else, even, invent. (Ahmad, 2002).

In the last years, computer science researchers have begun to build collaboration tools. Some of these, such as iVISIT now exist on the commercial market. Visual and audio cues provide participants with information about discussion topics and the numbers and identities of participants in a conversation (Preece, Erickson, Donath, 1999; Viegas, Donath, 1999; Donath 2002, Smith 2002; Smith 2002; Kurlander 1996; Walter 2001; Sack 2000; Salway 2002; Shimojima 1999). Increasing emphasis is placed on building social interfaces into collaborative spaces that use gesture, avatars, emoticons and other conventions that imply the human interface to the technology.  

A sense of sociability appears to be a key factor in enabling success in real-time collaboration. Short, Williams and Christie define presence as,  “the extent to which different media communicate social cues, or the degree of salience of a given partner in an on-line conversation.” (Short, J., Williams, E. and Christie, B. 1976) Presence infers commitment and engagement.   Even in contexts where on-line collaboration becomes pre-eminent, face-to-face meetings for planning, elements of the research activity or production plan and evaluation seem to remain of critical importance. Part of the pressure towards video conferencing and realistic graphics in the collaboration tools world is fuelled by this desire for presence.  Studies show that group performance is enhanced by video conferencing, but individual performances and one-to-one collaborations work better with chat, email and list-serves that allow asynchronous activity and disengagement  (Bradner, Mark, 2001). Yet other tools that allow engagement over time have also been shown to be of value.  For example, HorizonZero.ca, a large collaborative project of The Banff Centre, adapted Bugzilla, the respected open source software development tool into a content tracker with extraordinary capacities for group dialogue, conversation threading, management and sign-off as well as document sharing.

Physical presence continues to provide the most complex forms of social information. Face-to-face collaboration is further enhanced by well-organized discussion, usually facilitated by moderators.  Skilled moderators employ turn taking by participants, create forms of presentation appropriate to topic, read the emotional and physical energy of participants, finding ways to channel this towards debate or consensus, shift moods through changing discussion strategy, extract the direction of a discussion and focus further dialogue.  



Histories 

I will begin the thesis with a brief history of my background as a cultural practitioner, as the basis of the PhD research finds its roots in a continuum of related interests.  These include an early foray into radical theatre and performance art that bridged into conceptual art through the 1970s and 1980s. This practice joined my work as social historian, an interest in issues of realism and documentary practice.  Within these decades, I have worked as a solo artist, director and curator, but prefer collaborating with others. 

In the early 1970s, as a very young clerical worker, I became involved in agit-prop theatre designed to encourage working women to organize into unions and around feminist issues of work and home.  This precocious experience went hand-in-hand with a brief apprenticeship with Toronto Workshop Productions, a reality based theatre collective that created indigenous Canadian plays from working and farming life and episodes in Canadian history.  Through their auspices, I was introduced to Grotowski’s The Poor Theatre, Herbert Blau’s The Impossible Theatre, and an exciting world of situated improvisation. My world expanded to include Paulo Freire’s radical literacy training and an inkling of the history of agit-prop.  

I moved to Vancouver in 1974 and later on that year, founded The Working Theatre with my colleague Chris Haddock.  Chris and I were committed to bringing the methodology of Bertolt Brecht into contemporary play writing and theatrical interventions on the street and in sites of conflict.  We wrote or improvised our own, very physical theatre works.  Chris went on to write and direct series television (he is the creator of the now syndicated DaVinci’s Inquest) and I left theatre behind for history and politics.  I remained convinced that cultural practices could allow discovery in other realms and could open blocked territories of emotion and risk.  My interest in sustaining the vitality of Brecht was a constant in my later video art and pseudo biographical documentary works and installations.  

Feminist historians who examined the life cycle of women’s labour such as Varda Burstyn also provided methodologies for my work as an historian and eventually as a documentary maker.  As well as these materialist feminists I was profoundly impacted by the migration of French theory, with its feminist twists to the Americas and learned at the feet of Iriguray and Kristeva and in fact taught psychoanalysis and semiotics for a number of years.  My early practice included not only class politics, but also a feminism that was flavoured with sexual liberation and anti-censorship activism.  Judith Butler has provided a context to understand language as a material force in creating gender, without essentialising the feminine.  

In Brecht’s alienation-effect the audience can no longer have the illusion of being the unseen spectator at an event.  Walter Benjamin, observing audiences at epic plays noted that they were brought in close and prompted to identify and then, when dramatic process was interrupted, prompted to analyse the relations represented within the play.  These plays had a filmic character; yet taking Benjamin to the next logical move the suture of film can also be interrupted through effects that disrupt its realism.  Theresa de Lauritis provoked a deep analysis of narrative structure and the ways that desire is constructed through gender, while acknowledging the female gaze. In the highly literate media culture of the late twentieth century and early twenty-first century, alienation-effects are an integral part of many cinematic experiences (Kill Bill for example), or television (Beavis and Butthead, Southpark) and realism has become hyperrealism through the canon of reality television. 

During the 1970s and 1980a many filmmakers and video artists were touched by these ideas.  I was fortunate to find a mentor in Stuart Marshall, a British video artist and filmmaker who recreated and re-performed interviews to explore the media construction of gay sexuality, HIV, or the rise of fascism (Desire, 1989) http://www.buyindies.com/listings/1/3/FCTS-13834.html.  I studied with Martha Rosler and Lisa Steele, video artists who performed their femininity and personal histories in courageous works such as Semiotics of the Kitchen (Rosler creates the alphabet with kitchen implements) and Birthday Suit Scars and Defects (a naked Steele strokes her scars, welcoming them back into her body, while telling the story of each.  She then sings Happy Birthday naked to the camera).   I later studied with Mary Kelly, Victor Burgin and Andrew Ross in two intensive seminars, 1989-1990 and then collaborated with Kelly on Historica.  These thinkers and artists had a profound effect on my strategies as a media maker during the last century.

My interest in combining intervention with performance and documentary realism resurfaced in my early practice as a performance artist in the late 1970s, video autobiographer and then video documentarian. Debates about subjectivity and historical interpretation were the underpinnings of my work as a feminist historian, where I laced layers of interpretation together to create historical memories of undocumented populations.  I spent a number of years considering the debates around realism, narrative and the real, both as an historian, documentary maker and artist. I have sustained this curiosity about the construction of the “real”, hence the current practice in constructing collaborative situations.  

Early performance art work was very engaged with social research, or social experiments, often focused on deciphering and making evident the role and place of art, art and cultural institutions and the artist in society. Artists like Joan Jonas, Chris Burden, and Vito Acconci worked with issues such as social ritual, the nature of artistic production, privacy, sexuality, creating endurance-based performances that explored these issues. 

My early performance art works occurred in the 1970s.  With a growing professional life in history and communications, performance and conceptual art attracted me because of its rigorous engagement with language and because it used the methodologies of social science and science in inverted but apparently diligent ways.  I set up situations that appeared to be real but was fiction that spilled into reality, testing public reaction to events.  I was interested in ritual performances and endurance.  Like Chantal Ackerman’s films, all the rituals were those of daily life.  I compiled statistics about the flow of populations across public spaces, using this data as a basis to understand institutional ideologies and architectures. In one performance, for one week, with another performer, I continuously counted and timed the number of men and women and duration of time spent in bathrooms in a public space.  I created a series of interpretive drawings based on these statistics as well as graphs and literal statistic visualizations.

In the early 1980s, I became a documentary producer, using verite methodologies of high volume shooting and intensive editing.  I was one of five members of a prolific if short-lived feminist collective, Amelia Productions.  We created over fourteen works of documentary and fiction in two years. We borrowed from Jean Luc Godard Cahiers discourse and practice and Nightcleaners about the famous night cleaners’ strike in the UK using jump cuts to indicate that even the most realistic footage was a construct. (http://www.cinematheque.bc.ca/archives/kelly.html). For documentary producers, the tension between what one catches with a camera and the scene that is constructed through the presence of the camera is a constant challenge.  While the import of Brecht’s strategies into popular cinema may not have built audiences, it marked a key point in historical memory and a key point in self-reflexive art practice.

By the 1980s, I was producing experimental documentaries that pointed to their production process and the processes of mediation as much as they elucidated the subject that they covered.  I led the Women’s Labour History Project, a non-profit company that created experimental documentaries about women’s consciousness and activism in working class culture and community.  http://aabc.bc.ca/WWW.aabc.archbc/display.BCA-1996
I also produced a series of autobiographical and biographical video pieces and installations about my family that interrogated the notion of writing the self, the ways that language and narrative structures move through generations and the nature of memory.  These works used strategies of re-enactment of historical moments, performance, media deconstruction and layering.  I was able to create art works that circulated within the context of broadcast, were well distributed within the working class communities they documented and provoked and also exhibited within an international and national art exhibition context.  

As a documentary producer, I again learned the great value of collaboration, for it led both to comprise in the story told and to clarity of message.  This investment in collaboration is a key quality of my current professional and research life.  I am often the instigator and leader of collaborations.   However, I am eager to draw from the knowledge of my collaborators and to share my discoveries with them. I observe that collaborative works if not always greater, are least different than their component parts. In many of today’s endeavors, a complex basis of knowledge is needed. It is valuable if outcomes can combine, but also may float somewhat autonomously to inform others’ works in different ways within the collaboration. 

I moved to The Banff Centre to build the eclectic department that I lead and then to invigorate new media research.  I brought this history of social science based performance investigation and my history of discursive curatorial activity.  In the last twelve years, while building Banff’s professional development capacity, residencies and long-term research, collaboration has been a key part of my practice. The Banff New Media Institute holds a series of annual summits. These are intensive events where knowledge is exchanged and played out across disciplines.  I use a variety of strategies, from games, to experiential immersive performances, to roundtables to social events.  I have become skilled at facilitating dialogues between intensely different perspectives, helping new understandings to emerge from these, matching new partners, then planning longer-term research that follows on the dialogues.

In the thesis, this personal history will link to the history of collaborative practices in performance and agit-prop theatre, linking this to the emergence of video documentary interventions, video collectives and some forms of video art.  It will compare this history to the development of new media collaboration and related structures, from tactical media to on-line performances.  The links between these artistic collaborations and scientific collaboration will be drawn.   

Practice Base The creation of Habituation Cage performances that are endurance collaborations using various technologies represents this history of practice. The events are genuine yet constructed, as most docu-fiction infers, they carry elements of natural situations into an event that has all elements at play that one wants to study.  CodeZebra is also used in more casual or less public events and these can be compared.  Case studies include other applications of collaborative tools. Given the novelty of these systems and the fact that their introduction into an environment shifts its nature (like the introduction of a camera into reality) collaborations using technologies often carry a self-conscious element.  Watching for the moment when this slips away is like the reality television director waiting for the moment when the rules are broken on the set.  This is always a special moment, but given the society of the spectacle that is ours, it is not the only vital moment.  We are used to surveillance.

Critical Context: Actor-network theorists (Law, 1999; Butler, 2002; Broome, 2000) and ethnographers (Wakeford, Cohen, 2002; Stone, 1996, 2000) examine the ways that power relations and identities emerge and change through the actions of participants within a specific set of relationships.  Earlier beliefs in scientific objectivity are disrupted by methodological debate within science itself, an understanding that society, our understandings of nature and priorities within scientific investigation are, “consequences of scientific and technical work by humans.  
(Bowker, Star, 1996)  Actor-network theory was developed in order to analyse situations where “it is difficult to separate humans and non-humans”. (Callon, in Law, Hassard, 1998) The Internet is a system created by people, but to understand its role in contemporary culture, we need to understand the Internet as a structure.  While it is tool that humans have designed, the Internet seems somewhat autonomous—its capabilities are different than humans, as are those of super computers. Hence, we need an analysis of the tool and how it takes up a role as an actor within society.  ANT shows the ways that language becomes key to the interpretation of scientific findings.  

Through the research process, situations will be created that require an analysis of how humans adopt tools and how the ideas that led to their design becomes naturalized.  (Wakeford, 2002). Any act “linked together with all its influencing factors” reveals the nature of relations between the human and the technical. Despite each network appearing unique the “ topology of networks in general is non-local… semiotic artefacts are often the 'boundary objects' that mediate non-local, scale-breaking interconnections.”(Lemke, L.J)  By local I mean specific to the limited membership of a network, as opposed to geographic. In this study terms employed by collaborators and tools that they design or adapt can be understood as boundary objects. I am searching for technical terms or tools that signify the emergence of a new joint discipline, or an application that requires the knowledge of all collaborators.  It is the understanding that embodies the negotiations between disciplines that have occurred.   Some ethnographers argue that role-play occurs in all forms of social exchange (Goffman 1963; Smith 2002; Turkel, 1995, 2001, 2002; Senft, Horn 1996).  This is again relevant to technology-mediated collaboration where hierarchies may be built into tools and protocols that are used that require users to take up specific roles (such as moderator or wizard).  For example search engine companies propose that their tools are neutral agents, but in fact there are economic, geopolitical and coding drivers that underlie the discovery and display of information. CodeZebra prioritizes conversation as a structure, with each space within a larger conversation organized by topic; postings by subject are positioned by time and linked to each other by direct response. Each posting is qualified by a stylistic analysis of the writing style.  All participants are equal, with the exception of a moderator who has editing capabilities.  

Parallel Context: The underlying science of CodeZebra OS and a number of recent social analysis tools within social networking is visualization.  Working closely with designers and researchers, visualization scientists creative visual, sometimes sonic models of that data, hoping to enable its manipulation and communication (Eilen, McCarthy, Brewer 1993; Stohotte 1998; Gardenfors 2000; Wilks, 1995; Spence 1998; BNMI Archives, 2000, 2001, 2002).  Drawing from observation as much as semiotics, these scientists now acknowledge that the context in which their visualizations are seen and the ideas that viewers bring with them effects the interpretation of the visualization (Carpendale 1999-2002; English, 2002). Integrating visual literacy training and tool design that acknowledges visual and sonic language will allow a richer field of interpretation.   

Methodology:

In order to understand and enhance cross-​disciplinary collaboration in physical and on-line environments I am undertaking:  

· Comparative study, using theory placed against participant observation.  

· User testing and results analysis, including interviews with Art and Technology project and collaborative research participants

Comparative Study and Participant Observation

I will establish two live performance contexts through CodeZebra using a range of media that will test further tests the hypothesis that cohesion reinforces collaboration. First events occurred in 2003 where games designers and new media analysts tested an analysed CodeZebra at the University of Turku in Finland.  Another substantive experiment was the DEAF Festival of 2003, where I locked up artists and scientists together and asked them to collaborate over twenty-four hours, using CodeZebra, video streaming and face-to-face tools and dialogue.  These lock-ups provided a valuable corpus of dialogue and video documentation from which to understand how collaborators use tools and also change the intended use of tools.  Yet another series of experiments take place at the University of Surrey in February of 2004, where scientists and sociologists will use CodeZebra and face-to-face communication to dialogue about word definition and brainstorm ideas.

I will use these conclusions to contrast physical presence with on-line collaboration, looking for ways that the working and social culture shifted or remained consistent, or ways that a new culture emerges. I will refine the criteria for successful collaboration through observation of CodeZebra and other current face-to-face and on-line Art and Technology projects at The Banff Centre, in particular both RACOL and WestGrid.  I will compare the CodeZebra Habituation performances with on site collaborative summits and workshops that also achieve a high degree of cohesion, looking for ways that technological intervention adds or subtracts from cohesion and collaboration.

I will review archival and published materials of historical and contemporary collaborative projects by new media and video artists (Century 2002; Manovitch 2001; Bridges 2001-2; ISEA 2002).  I will document and analyse the factors that lead to a durable and successful collaboration, with close attention to role-play and power dynamics.  Perhaps on-line collaboration tools should combine selected benefits of working in a shared physical space such as multi-point desktop video communication with those of on-line chat experience.  Or perhaps they are more successful if quite distinct from existing technologies.  For example, the ABEL project, a broadband collaborative educational research project, combines large-scale multi-point video conferencing amongst dispersed learners, point-to-point video conferencing amongst those designing the learning experience and constant web chat and list serve collaboration.  

Data Gathering Methodology:

Examination of transcripts and video interviews, as well as interviews with collaborators and participant observation will provide clues to the ways that identification develops through collaboration.  Words are boundary objects, carrying meanings that create unity or division between and amongst individuals and groups (Star, S.L., 1989) and Star, S.L., Greisemer, J.R. 1989).  Given how important a shared vocabulary appears to be, I will analyse transcripts for the use of words and changes in their meaning.  Anecdotal evidence will also indicate the ways that agreement or disagreement played out in the use of terminology.  The researcher will examine transcripts from CodeZebra as well as exit interviews with subjects to discover the ways that terms are used, transferred and developed in collaborations.  On-line games in CodeZebra will be designed to intensify word play and mutual understanding.  Members of collaborations will be asked to define key terms in video and email interviews.  It may be valuable to examine whether or not collaborators integrate easily back into mono disciplinary practice or dialogue; whether they try to integrate new understandings and language or language usage into their own disciplinary context, as well as playing well within the cross-disciplinary context. (Wignall et al)

Subjects in face-to-face and on-line collaborations are asked to define what their goals are and were for the collaboration and to discuss whether these were met.  They will be asked to evaluate the ways that technological mediation assisted, undermined or changed their goals and in which ways. I will look for descriptions of creative sharing within these discussions.  Actual outcomes will be measured from the collaboration. These include joint and individual papers written/published (science and social science); exhibitions or presentations (humanities and artists); ongoing collaboration developed.  The Canadian Social Sciences and Humanities Research Council as an approach towards valuing cross-disciplinary collaboration propose equivalencies between these research outputs.  

Basic sociological data needs to form the basis of the analysis:  What were the goals of the collaboration?  Did researchers feel that set goals were met? Were they able to create a flexible leadership and facilitation process? Were they able to adapt goals and outcomes over the course of the project? Did new, unexpected questions emerge in their research because of the collaboration? Did concepts move forward into actual research or project realization? Did satisfaction with goal achievement remain or abate throughout each stage of the process (brainstorm, planning, development, research production)? Did the collaboration run its duration? Did they initiate a new collaboration after the end of the project? Did they publish or exhibit together? Did they publish or exhibit alone? Did the project affect their practice within their discipline? Did an ongoing formation emerge from this collaboration? What role did they play in the collaboration—as artist, scientist, engineer, designer etc. How do they define the kernel of that role? Did their role shift through the collaboration? Is the description accurate? What tensions emerged between their role and other role-players? How were these resolved or not? Did they feel identification with their collaborators? Professionally? Socially?  How was this expressed? How was conflict resolved?  

Actor-network-theory will assist with analysis of the actual use of tools.  When were tools used?  What tools were used? How did each tool enable collaboration? How did each tool inhibit collaboration? Why is it that under some conditions, despite technological breakdown, collaborators continue to work together, and work around or subvert the technology?  In other examples, collaboration grinds to a halt.  What were the qualities of physical presence that they found most enabling in the collaboration? What were the qualities of physical presence that they found most disabling in the collaboration? What specific assumptions might have been built into or absent from tools?  For example, might specific tools mitigate against biases such as gender that might appear in face-to-face work?  (Balsamo, 2002, 2003; Butler, 2002; Wakeford 1999; Senft, Horn 1996)? 

Linguistics theory may help with the actual analysis of empirical results.   Did some tools inhibit creativity and others enhance trust and imagination (Simington, 2000; Smith, 2002; Smith, 2002)? “Did some metaphors facilitate or inhibit certain kinds of collaboration?  How did the way that knowledge is displayed impact on the ability to collaborate? Did they discover mutual terms to enable collaboration?  

User Testing

Collaborating participants in CodeZebra include performers, presenters and audience. I will develop user-testing criteria for selected video conferencing and on-line discussion tools, including CodeZebra, the chat and discussion tool that I have created. It uses visual patterns to shows conversations, topics and emotional and social dynamics. It provides role-playing through games and characters (See Appendix A).  User tests for CodeZebra will explore the functionality (usability) of the software and user response to its efficacy as a collaboration tool.  

CodeZebra will be used in combination with video conferencing and streaming in the twenty-four hour collaborations between artists and scientists that or shorter uses of the technology that I will create.   I will collect video interviews from participants about their experience and email interviews about the effectiveness of different tools in enabling collaboration.  I will enquire about whether these tools incorporate face-to-face with on-line benefits. I will observe the significant documentation from these events to draw conclusions about tool use. 

For example, in the CodeZebra twenty-four hour habituation cage performances, collaborators are locked up together in a physical space.  At the Dutch Electronic Arts Festival, the challenge of staying awake, engaged and creative, the physical wear-and-tear and vulnerability of the process was a key factor in the collaborators developing new ideas and inventions.  However, the consistent presence of outside witnesses as well as moderators who asked questions and dialogued with the locked up pair provided a key motivator and means of thoughtful expression that was only made possible through video and software technologies.  

Research Process

I will undertake a close reading of social phenomena through the filters of performance art, documentary video and ethnography. I will carefully suggest a careful placement of the specific into more generalized conclusions.  By examining the archival materials, my documentation of CodeZebra and comparative projects, I hope to describe in precise ways new understandings, inventions, methodologies and cultural expressions that might have resulted from each of the on-line and physical collaborations. I indicate any general trends that I see across the collaborations that use on-line visualization tools. This suggests in turn, ways that these tools could be improved to enable creative collaboration.
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