“Writers who
aim at
producing
neatly
presented
printed
versions of
their texts are
composing
what Balestri
(1988) calls
‘hardcopy’.
Still ‘writing to
the printer’,
they are using
the computer
in a limited
way, treating
it as an
electronic
typewriter…
Such writers
miss the
opportunity
presented by
the computer
to move
beyond word
producing to
word
processing. /
When writers
forget the
printer and
write directly
to the screen
they are
composing …
‘softcopy’,
which is the
text on the
computer
screen. …
Softcopy
offers a
processoriented
rather than a
productoriented mode
of writing”
(Snyder,
Hypertext,
1998, p. 13).

“[Hardcopy
and softcopy]
explains the
difference
between the
static and
productcentred
conception of
writing which
still
dominates
academia and
schools, and
the more
dynamic and
processcentred
conception of
electronic
discourse that
is beginning
to influence
educational
theory and
practice.
Hypertext is a
wholly
electronic
form of
writing that
uses the
computer as a
medium in its
own right,
both for the
creation and
the reading of
texts.
Hypertext
enables us to
stop thinking
of the text as
a series of
printed pages
whose
components
are ordered
immutably,
paragraph by
paragraph,
from first to
last” (Snyder,
Hypertext,
1998, p. 13).
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The more ‘expert’ one becomes the more entrenched one becomes in the system, and more likely to defend the
logic of the system against incursions from less privileged voices and/or marginalised ways of thinking.

This is why I have
tried to subvert the
identity formulas
offered (and
demanded) in the
university system
by establishing my
own ‘naming’
philosophy, one
that recruits
personas from a
range of identities
to serve different
purposes. The
artist-researcher,
artist-pedagogue,
pragmatic radical,
and postmodern
pedagond are all
shifting
perspectives
through which I
view my life and
work, thereby
escaping
restrictive
conceptions of
what it means to
learn, teach,
research, create,
and live in a
postmodern world.
This, in itself, is a
life-strategy and
‘answer’ (of sorts)
to my PhD
question.

‘The time and
glory and political
influence of
intellectuals as a
group jointly
responsible for the
culture and ethical
standards of
nations, as a
collective bearer or
universal human
values is seen as
past and unlikely
to return. … With
the withdrawal of
the state from
culture-making, it
wasn’t the
intellectuals who
took over, but the
market’ (Bauman,
Life in Fragments,
1995, pp. 234236).

‘It may well be that the historical glory of intellectuals was tied closely to other, now largely extinct, factors of
the modern age – great utopias of perfect society, projects of global social engineering, the search for
universal standards of truth, justice and beauty…’ (Bauman, Life in Fragments, 1995, p. 239).
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“… books are
essentially
repositories for
the sequential
storage of
information.
And although
contemporary
reading and
writing
theorists [e.g.
Barthes] argue
that readers do
not simply
progress word
by word, line
by line and
page by page
until they have
‘finished’ the
text, this
conception of
reading is
nevertheless
common. …
Because of
such graphical
orientation
devices, the
visual
appearance of
the text
assumes a new
status in
hypertext
systems. By
integrating the
currently
separate
worlds of
pictures and
words,
hypertext
exposes our
western
cultural bias
towards
information
which can be
measured by
pages and
paragraphs
comprised of
words”(Snyder,
Hypertext,
1998, pp. 1718).

How does the form and appearance of a text affect its
reception and reading? What might a textual lexicon
look like that encompasses both the visual and verbal
aspects of text production? Can the blending of texts
(e.g. stories, poems, images, etymologies, essays, and
quotations) create evocative bricolages and hypertexts
that stimulate learning and research? How might
different artistic and authorial selves and voices occupy
the same textual product? Can autoethnographic
accounts and life histories further the artist’s
awareness of the self and society? Can re-writing the
past inform and transform the present? Can the textual
process transport the artist-researcher (the bricoleur)
into new domains of awareness and being? How can
the bricoleur (the collagist) transform the conventional
‘book’ product into an artefact or work of art? What
forms of representation are available to the artistresearcher through new and old technologies (e.g.
desktop publishing and the printing press)? What
audiences exist for these types of textual
performances? These questions represent a crosssection of my interests in text production.

‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐
‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐
‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐
‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐
‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐‐
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What follows in the left-hand theoretical
column is essentially an abridged
version of my PhD Proposal, which I
presented at Flinders University on
October 17, 2007. The overwhelming
response was positive; and yet, as
always, it was the detractors that
haunted my thinking and turned my PhD
experience temporarily sour.

“Writers have
internalised
the belief that
verbal
information is
more valuable
than nonverbal
information,
and that nonverbal
elements are
the business
of publishers,
designers and
printers, not
of writers.
Much more
than word
processing,
however,
hypertext
demands that
writers pay
careful
attention to
the nonverbal. …
Learning how
to read,
produce and
exploit
graphics
constitutes
one of a
number of
new demands
imposed on
users by
technology”
(Snyder,
Hypertext,
1998, p. 18).

eiseJesus

‘Who made who?’
(AC-DC)

“Hypertext is
essentially a
network of
links between
words, ideas
and sources
that has
neither a
centre nor an
end. We ‘read’
hypertext by
navigating
through it,
taking detours
to notes, and
to notes to
those notes,
exploring
what in print
culture would
be described
as
‘digressions’
as long and
complex as
the ‘main’
text” (Snyder,
Hypertext,
1998, p. 18).
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‘…grammatol
ogical writing
exemplifies
the struggle
to break with
the
investiture of
the book’
(Ulmer, 1985,

‘Our time is a time for crossing barriers, for erasing old categories—

Intentional
Fallacy: Can
you ‘trust’
this text?
Can you
trust any
text? My
intentions
are as
incoherent
and
contradictory
as yours,
despite the
efforts I go to
to ‘convince’
you that I
know what
I’m doing. All
authors
engage in
this ruse. In
short, don’t
believe the
‘exegesis’ as
authorial
intentions
are often at
odds with
the actuality
of the text
itself.

“Ambivalence always generates the demand for expertise; lack of orientation attracts
experts in road-filling. Experts tend to promise a once-for-all, secure escape route from
uncertainty, but what they offer in practice is a decision how to ‘settle’ the present dilemma
without in the least reducing its ambivalence” (Bauman, Life in Fragments, 1995, p. 80).

‘Marginalia’
(Eco, The
Name of the
Rose,
1980/1998, p.
76).

‘The
grammatologi
cal (from the
Greek
gramma
meaning letter
or writing)
opening
consists in
the
examination
of the
treatment of
writing by
philosophy…’
(Bass,
Translator’s
Introduction,
Derrida:
Writing &
Difference,
1967/2005, p.
xi).

—for probing around’ (McLuhan & Fiore, The Medium is the Massage, 1967, p. 10).
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“The
pedagogy of
grammatolog
y turns away
from
empirical or
experiential
reality and
toward the
realm of the
‘unknown’”
(Ulmer, 1985,
p. 27).

“There is a
world of
difference
between the
modern home
environment of
integrated
electric
information
and the
classroom.
Today’s
television
[internet] child
is attuned to
up-to-theminute ‘adult’
news … and is
bewildered
when he [or
she] enters the
nineteenthcentury
environment
that still
characterizes
the educational
establishment
where
information is
scarce but
ordered and
structured by
fragmented,
classified
patterns,
subjects, and
schedules. It is

… an
environment
much like any
factory set-up
with its
inventories
and assembly
lines”
(McLuhan &
Fiore, The
Medium is the
Massage, 1967,
p. 18).

This is how the world is. We live with chaos as
the encompassing condition of our lives. We learn
to work through it. With luck, we emerge from it.
(Jonathan Raban, Passage to Juneau, 2000,
London: Picador, p. 187)

U N D E C I D A B L E B I L I T Y
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‘How neurotic
can the
studentwriter afford
to be, and
how absurdly
Surrealist,
when tutors
and lecturers
will be
marking their
work?’
(Brophy,
Creativity,
1998, p. 187).

‘A reader risking disorder so that something else might happen’ (Low & Palulis,
A Letter from Derrida, Journal of Curriculum Theorizing, Spring, 2006, p. 47).

‘…our endless
quest for the perfect
bathroom tile might
have become a way
of distracting
ourselves from
some other, larger
questions’ (Mackay,
Advance Australia
Where, 2007, p. 3).

“… both
hypertext
theorists and
critical
theorists
agree that ‘we
must abandon
conceptual
systems
founded on
ideas of
centre,
margin,
hierarchy, and
linearity and
replace them
with ones of
multilinearity,
nodes, links,
and networks”
(Landow, as
cited in
Snyder,
Hypertext,
1998, p. 39).

Wor(l)d = Word World / World of Language / logosphere (Barthes)
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