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Interactive Points in 
Literary Hypertexts: A Typology
Excerpted from: Shuen-shing Lee, Code at Work, Text at Play. 

Taipei: Bookman, 2004. Chapter 3.
The reader of the hypertext is not only reading the text, but also the intentions of the linking strategy.
— Scott Rettberg (2002d)
(PART 2-1; for Part 2-2, go to Section 8: Teamwork, Brandon)
1. Definition
a. An interactive point (hyperlink and mouseover) = an anchor + code that executes the switch of information

b. The categorization of interactive points used in literary hypertexts is based on the aesthetic effects perceived in the interplay between (a) the anchor’s messages (verbal or pictorial); (b) the “link source”—lexias containing interactive points; and (c) the “link destination”—lexias which are brought to the screen by interactive points.
2. The Typology

Interactive points can be categorized into six groups in terms of the way an author empowers them:  

    (a) Blank (Transitional) Points.  A blank point serves up nothing more than a connection between two lexias or layers.   A blank point, chosen without specified purpose by the reader or simply based on his subjectivity, transfers one to a place with definite content.  The link destination can be either defaulted or stochastically chosen by a random page-selecting program.

    (b) Indicative Points.   A point that shows the reader directions in a virtual landscape or indicates what the information of link destination is falls into this group for its sole purpose in easing up the reader’s navigation.  They are deficient of higher aesthetic intentions.  Points of this kind can be summed up with Tosca’s formula: links demanding “minimum processing effort + maximal (informational) cognitive effects” (2000: 82).

    (c) Sylleptic Points.  Gérard Genette proposes the term syllepsis, which literally means “the fact of taking together,” to designate “those anachronic groupings [in novels] governed by one or another kinship (spatial, temporal, or other).”  He continues: “Geographical syllepsis, for example, is the principle of narrative grouping in voyage narratives that are embellished by anecdotes . . .” (1980: 85).  Derived from the grouping principle implicated in Genette’s definition, the term sylleptic points is here used to denote links that connect two lexias based on such grouping cues as thematic contiguity, temporal and spatial affiliation, and modal similarity and contrast in narration.  In short, sylleptic points emerge from linking connection that follows the principle of tangentiality.

    (d) Bifarious Points.  Etymologically, the word bifarious means “speak twice” or “two-fold speaking.”  Drawing upon this interpretation, the term bifarious points is here used to refer to those involving a double-meaning structure: its first level of meaning is denotational or informative, and the second is connotational, metaphorical, or ironical.  A bifarious point is capable of eliciting connotation, metaphor, or irony from the interplay with its link destination.  Fused with its latent meaning, a bifarious point is a symbol of suggestiveness, rather than indicativeness.  Mostly a bifarious point’s manifest and latent levels of meanings are easy to detect and understand, by comparison with the huge gaps formed between sylleptic points and their link destinations.

    (e) Key/Non-Key Points.  A key point is a pivotal point en route to resolution, or literally a key to denouement.  In this regard, the emergence of a key point is mostly possible in texts incorporated with competitive modes, i.e., games with binary win-lose logic.  A key point, functionally, amounts to what Gunder calls “a conditional link” in general hypertexts, which “can be followed only if certain conditions are fulfilled (2002: 116).  It can be also found in a few literary hypertexts devoid of win-lose structure.  Parallel to key points in a lexia are non-key points.  They look like blank points at first sight but their significance is no less than key points for they and their counterparts define each other in a relationship like that between the dead ends and the exit of a maze.
    (f) Play Points.  An interactive point that initiates a textual production in a lexia in a semantically unexpected or subversive way belongs to this category.  It is mostly associated with text-play design.  The play design, rule-governed to a variety of degrees, is not intended to create textual chaos.  Its varying regulations still “give free rein to chance on the semantic level,” like what Ryan suggests in her observation of Oulipo writers’ attempt “to purify literary language from the randomness of everyday speech” by imposing formal constraints on their works (2001b: 184-5).  The discussion of play points here excludes “submit buttons” of “cutup machines”— works which employs random text assembly programs which are not accompanied by internal text-sources for retrieving but require the user’s textual input to complete the literary production.
  

    NOTES:
1. Practically, a mixed application of some or all of the six categories in an individual text poses no challenges to digital writers.  
2. It is noteworthy that interactive points of different properties may work as a group, bringing about a new property to them as a unit.  For example, a cluster of blank points may transform itself into a play group in a particular situation.  
3. The shift of an interactive point’s property from one category to another is also possible in a new reading process.  The property of an interactive point is fluid, capable of varying in response to a new context.  
4. On other occasions, an interactive point may contain a mixed property, i.e., one composed of more than one fundamental property as defined above.  
5. Beyond this, there are interactive points whose property fluctuates between two categories, escaping any single definition.
3. From Blank Points to Indicative Points

Blank Points:
Indicative Points:

----Matthew Miller, Trip, 
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Figure 3.1.  The two verbal/pictorial links in the
 lexia “Washington 2:2” (1996: washington_2_2.html).
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Figure 3.2.
(1996: washington_2_2.html#more)
http://iat.ubalt.edu/guests/trip/washington_1_2.html
http://iat.ubalt.edu/guests/trip/washington_2_2.html
http://iat.ubalt.edu/guests/trip/washington_2_2.html#more
    [image: image3.emf]


Figure 3.3.    (1996: usa.html).
http://iat.ubalt.edu/guests/trip/  (more info)

http://iat.ubalt.edu/guests/trip/usa.html

----Walter Sorrells’ The Heist  
Teddy Clapp and Mo Rosen, two characters in the story, were engaged in criticizing the suitability of each other’s suits on a special occasion.  Rosen first justified his choice of clothes and then addressed Clapp’s: 
This is a little jerkwater agricultural town.  You come in there wearing your quote unquote handmade suit, looking like some fucking pimp, what are these people gonna do?  Remember you, that’s what. (1995: 26.html).  
The information or description of Clapp’s suit is not clear in this passage.  A click of the underlined “suit” in the passage will transmit one to a lexia which presents a story of that specific “suit,” including a passage as follows:

Take the suit, for example.  He [Clapp] must have talked about that fucking custom made suit somewhere in the neighborhood of a million times.  How he’d chosen the fabric out of a hundred different bolts of cloth.   How it had a certain thread count and there was mohair in it – this, that and the other.  How it was some Chinese tailor with an English accent, flew over from Hong Kong a couple times a year to take orders from special customers, have it made in hotel rooms by these seamstresses he’d fly over from Thailand. Yadda yadda. 

Only the story changed all the time. (1995: 11.html)

    http://www.waltersorrells.com/1.html
http://www.waltersorrells.com/26.html
http://www.waltersorrells.com/11.html
4. Sylleptic Points

----Gulliver’s Travel, composed of four adventures, geographically unrelated. 
---- Genette posits: “Thematic syllepsis governs in the classical episodic novel with its numerous insertions of ‘stories,’ justified by relations of analogy or contrast” (1980: 85).  According to Genette’s concept of syllepsis, “Web” and “Cards” (Nobody Here) are thematically and behaviorally connected.  Both lexias simulate the idea of persistence.

----“The Web” and “Cards”
[image: image1.emf]


Figure 3.4
A screen shot of the lexia “Web” (web.here). The word “done” is a link.  Moving the mouse across the web causes its threads to break.  The human figure, constantly gliding along the threads like a spider, is quick in fixing broken parts.  I have darkened the threads for better visibility. 
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Figure 3.5
 A screen shot of the lexia “Cards” (cards.here). Moving the mouse across the card tower causes the cards to fall down. The collapsed tower reconstructs itself step by step if no further interventions come from the reader.

http://www.nobodyhere.com/justme/web.here
http://www.nobodyhere.com/justme/cards.here
5.  Bifarious Points
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Here lies the reader who will always open his book,
He is here forever dead.

- after Milorad Pavic





Figure 3.7.  (1997: HGS094.html).

Another “self-referential link,” as cited by Steven Johnson: 

Suck was notorious for linking to itself at any mention of crass commercialism or degeneracy.  You’d see sellout or jaded highlighted in electric blue, and you’d click dutifully on the link—only to find yourself dropped back into the very page you were originally reading.  The first time it happened, you were likely to think it was a mistake, a programmer’s error.  But after a while, the significance of the device sank in.  By linking to itself, Suck broke with the traditional, outer-directed conventions of hypertext: what made the link interesting was not the information at the other end—there was no ‘other end’—but rather the way the link insinuated itself into the sentence.  Modifying ‘sellout’ with a link back to themselves was shorthand for ‘we know we’re just as guilty of the commercialism as the next guy” (1997: 134).
   Johnson recognizes the suggestive power of links, but he looks for instances beyond literature after being discouraged by the link design of Afternoon.  Apart from self-linking, he cites another example to illustrate the aesthetic dimension of links.  Reading one passage from Suck with respect to a review of his own magazine FEED, he detects irony in an apparent appraisal.  The passage goes as follows: “We are pleased to see that FEED is still worth the effort, though occasionally extraneous” (underline mine).  The three underlined words represent three links.  After unraveling these links, one realizes another level of meaning underlying this passage.  According to Johnson, “The word effort pointed to an article we had run at FEED critiquing the WebTV product by Sony and Philips; the word occasionally linked to a Suck piece, penned months earlier, on the same topic.  Extraneous pointed to another Suck article that predated ours . . . .”   Taking these insinuations into consideration, Johnson came to read Suck’s message as: “We’re still fans of FEED, though they tend to be about two months behind us, and they tend to rip off our ideas when they finally catch up – like this WebTV travesty” (2000: 135).   
----“Lies” (a reminder here)
    Like the two links/anchors “Lies” and “Truth” in Richard Pryll’s “Lies,” which play upon a duplicity of meaning, the link/anchor “effort” in the above instance surpasses its lexicographical function. 
---- Hegirascope (a reminder here)
6. Key/Non-Key Points
---- North West Coast Printmakers (disconnected, as of Dec 28, 2009)
http://kafka.uvic.ca/~maltwood/nwcp/eindex.html

http://kafka.uvic.ca/~maltwood/nwcp/tlingit/intro.html
In a round of fair play, you can advance only when you have clicked the right “print.”  The location of this print (an interactive point) is termed a key point, for it is the sole entrance to the next stage of the journey.    
---- Robert Kendall’s “Clues.” (a reminder)
Intensity arising from choosing right from wrong does not exist in the early reading stage of Robert Kendall’s “Clues.”  At this early moment, all the interactive points look equal since the reader has no clues to differentiate their value as key points or non-key points.  After stumbling through a lexia an indefinite number of times, the reader must finally realize that, to access the last clue (Clue 10), he can not shun key points.
  
---- Guardians of the Millennium
7. Play Points
Jim Andrews, “Spas Text”
http://vispo.com/StirFryTexts/2.html
Who now is the author? Who really cares except the one expecting the cheque in the mail? Let him whine and fret about intellectual property rights. The important thing is not who writes or makes it, but that extraordinary work be done. We own very little, owe those who have gone before very much. Pythagoreans attributed all work to ‘himself’, Pythagoras, ipse dixit, he said it (apparently he never wrote a thing). So did many of Warhol’s friends (‘Here’s a great idea that nobody has done. Why don’t you do it and I’ll sign it?’) We entered a phase of combinatorial inter-textuality long ago. The Web and anything digital or copyable perpetuates it.
A random mouseovering over the text space produces the following instance:

Who now is the author? Who really cares except the one expecting our individuality, the mail? Let him whine but within property rights. The important insofar as we attain the prominence and control be done. We and into the eye of others? And right’ to have work capable of touching the body is to invalidate the subversive force a thing). only befits freethinking, asskicking when I look at myself all that crap, to the level of having and holding to be one and the many (Italics mine)
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Figure 3.8

A screen shot of the text space of “Spas Text.” Phrases in shades of gray represent different levels of text sources.

Talan Memmot and Mez’s “Sky Schretez”
http://beehive.temporalimage.com/archive/25arc.html
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         Figure 3.9                 Figure 3.10
Two screen shots taken from the first lexia of “Sky Scra- tchez” in different states.  Moving the mouse over either of the two “eyes” (words) on the lexia triggers the background color to shift from indigo to black.  This color switch renders the words in black invisible.  The visible ones, thereby, form a new text.   

8. Teamwork
    Jared Tarbell and Laurie Baker’s “I’Ching Poetry Engine”  [play group]

http://www.levitated.net/exhibit/iching/
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Figure 3.11       Figure 3.12       Figure 3.13
Figure 3.11.  The screen shot shows the initial state of “I’Ching Poetry Engine.” The word “hello” comes into the 3D space along the z-axis.  

Figure 3.12.  The state in this screen shot represents that three tiny circles have been clicked.  The current hexagram on display is called “CONSTRAINT,” the 30th of I Ching. 

Figure 3.13.  The screen shot indicates a randomly generated poem gliding into the 3D space and shrinking into the dark depth along the z-axis.  In this reading of mine, the poem goes as follows: “berries everywhere, / ripe for picking / will swift justice propel you forwards? / deliver your blow soundly now! / truth burns / make choices in your doing / feet on the earth, / flame ahead to light up the way! / proceed.”
(PART 2-2: for another week; start with Rice, and next Bubbles, and then Brandon)

----Shu Lea Cheng, Brandon  [bifarious unit]
http://brandon.guggenheim.org/roadtrip/road.html
    The splash screen of Brandon (Shu Lea Cheng, et al) features a dynamic image of a street with signs posted along it.  Each sign is a point of interactivity but their attributes differ from each other.  Some are blank while others sylleptic or even ambiguous in meaning.  Encompassed in an interface, they do not just serve as the entrance-points to lexias but also, together as a unit, constitute a metaphor of being “on the road.”
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----Jenny Weight’s “Rice” [bifarious unit]
http://www.idaspoetics.com.au/rice/riceheading.html
The work opens with a collage of disparate images, each linking to a thread of narratives in relation to Vietnam (Figure 3.14).  After learning that all those distinct threads take Vietnam as the central motif, the collage of the cover page turns out to be a visual memory of Vietnam, and the linking becomes a metaphorical move of recalling.  That is, the sylleptic points embedded in the collage morph into an integrated unit of connotation.
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Figure 3.14 
The lexia is comprised of sixteen images, each reminiscent of Vietnam.  Each image also serves as an “entrance” into a thread of narrative.
----Deena Larsen and company’s “Bubbles.”  [sylleptic unit]
http://www.deenalarsen.net/bubbles/
   It uses the Japanese kanji, or a Chinese character, for “bubble”, as the convergent locus of thirteen interactive points.  The thirteen links/anchors are wedged into the nine strokes of the character (Figure 3.15).  The thirteen anchors are also the headings of their link destinations.  Scattered over the character-interface, the thirteen anchors can be put in neat order, forming a poem depicting bubbles: “sun / air / the water / curves / surrounded / by light / air transforms / into /color / alone / dancing to its / iridescent / end.” 
[image: image16.jpg]



Figure 3.15

The English words inscribed along the strokes of the Chinese character are links leading to thirteen destinations.
A poem suit, composed of 13 haikus.

As a whole, the text is a thematic syllepsis.  In this light, the blank points embedded in the word-image of “Bubbles” collectively constitute a sylleptic unit.  As far as overview interface design is concerned, Brandon, “Rice,” and “Bubbles” are able to deliver more suggestive power than most of Bernstein’s examples mentioned above.
9. A Reconsideration of Random Links

    What Parker calls a random link is an interactive point in affiliation with a random page-selecting program.  The way such programs are used in literary hypertexts varies.  Diverse forms have arisen in relation to the use of these programs.  For Parker, a random link is functional in the sense that it rescues the reader from being trapped in a navigational loop.  He illustrates this concept with his “A Long Wild Smile”: 

In ALWS there are a series of sideways parentheses at the top and bottom of the screen.  They alternate between bringing up any of the 40 nodes in each narrator’s text.  The reason for their presence is that readers may get stuck in linking loops within the text - repetition also being a natural component of hypertext.  The parentheses are there to break readers out of these loops and thus their purpose is solely functional. (2001: parker.htm)

Yet Parker continues, cautiously reminding us that “There are any number of reasons authors use random links” and that these specific links in “Smile” may turn into literary links through the reader’s “craft,” particularly when the reader is not aware that these sideways parentheses are random links.  Simply put, random links may assume the role of links of any kind other than a functional/blank link if its random page-selecting feature is not recognized by the reader.  I would argue that a random link is not necessarily a functional/blank link even when the random link design is fully manifest to the reader right from the beginning of reading.  As will be expounded, knowing of the existence of random links in a work, we can better appreciate the aesthetic significance of the form created by random links.

    Besides conventional links, Rettberg’s “The Meddlesome Passenger” provides a random link embedded in an image of an old haggard man’s face, located at the upper left corner of the screen.  Rettberg does not specify the function of his random link.  Nor does he remark on the aesthetic effects he aspires for his random link to convey.  As a whole, his random link can be considered a reading option alternative to that affiliated with manual links.  To inquire further, we can argue that Rettberg installs two types of random links in the left frame of the screen: one computational and the other manual.  Below the head image lies a matrix of 70 links.  The matrix allows the reader to click links and access any of the 70 destinations, which will appear on the right frame.  The choosing from a list of options makes a manual-random selection.  Loosely speaking, Rettberg’s random links, manual or computational, look like functional/blank points.  A comparison shows that Rettberg’s computational random links do not differ much from Parker’s (especially when they are not recognized as such by the reader, as Parker suggests).  Strictly speaking, Rettberg’s broken narrative, a result of the random link, is meaningful as a form of expression in the sense that the broken form metaphorically embodies the dead man’s mode of narration, supposedly “meddlesome” as the title suggests.  If Rettberg’s instance is not compellingly persuasive in this aspect, one can turn to Malloy’s Its Name Was Penelope for a better demonstration.  Malloy chooses the same type of random link design for a designated purpose: to achieve an aesthetic correspondence between form and content.  By using random links, she is able to attain a form of randomness as the container of a specific kind of content—memory.  Malloy writes of the mechanism of randomness in her work:

Within each file (with the exception of the sequential “Song”), the reader is given, at the will of the computer’s pseudo-random number generator . . . , a series of individual screens—each, like a photo in a photo album, representing a picture from Anne’s memory—so that the work is like a pack of small paintings or photographs that the computer continuously shuffles.  The reader of its name was Penelope is invited to step into Anne’s mind, to see things as she sees them, to observe her memories come and go in a natural, non-sequential manner. (1993b: 14)

In short, Malloy’s random links, each a blank point when working alone, coalesce into a bifarious unit in the creation of a form that fits for the representation of memory.  Mechanically, this unit is random in linking behavior.  On the metaphorical level, the randomness is turned into a form of memory.  The same technique also appears in Kendall’s A Life Set for Two.  To complicate the matter, Kendall ties up his links not only with a random page-selecting program but also a random text assembly script.  This combination gives birth to “double randomness.”  Thematically, A Life is concerned with memory and stream of consciousness.  In “The Basics,” an introductory essay attached to A Life, Kendall suggests that a randomly selected “page” with randomly generated text carries a structural similarity to memory.  It happens that Library also bears upon simulation of memory, human and artificial.  Its random links run like those in A Life.  But unlike Kendall’s random links that repeat their random programs endlessly, most of Library’s random links stop their “random behavior” after a final form of the work has been reached.
  Overall, the textual changes executed by Kendall’s and Moulthrop’s random links present a more compelling effect of mnemonic simulation than Malloy’s. 
    Unlike the random links in Parker’s “Smile” and Rettberg’s “Passenger” which are placed outside the text space of the narrative proper, the random links in Teo Spiller’s “Esmeralda” (1999) are objects and texts incorporated in the detective adventure proper, aiming to provide a more powerful mechanism in diverging paths.
  The lexias that each of his random links can choose from are small in number.  This fact, however, does not affect the ability of “Esmeralda” to attain a structure of complexity commensurate to that of a conventional hypertext, since all lexias are candidates for each “destination” position in a path.  Spiller’s random links do not have the intention to invoke the resonating effects embedded in sylleptic points.  They serve to connect independent missions into a coherent adventure.  The random links are designed as such to present an illusion to delude the user that he is playing the role of a detective in the quest of unfolding a mystery.  Or, he is playing a competitive game.  However, after several trials, the user may come to realize that it is a game stripped of binary win-lose logic, or an un-winnable game that uniformly leads the player to the page of “BUM! BUM! BUM!”, or occasionally the “game over” page, rewarding the user with symbolic death.  It is a pseudo-game.  Before the trick reveals itself, the random links fluctuate between the state of being key points and that of being non-key points.  When the user realizes it is a pseudo-game, a literary paidia rather than ludus, these links turn into interactive points deprived of game-surprise, or blank points for the mere purpose of setting the navigation in motion. 
10. Crossing Over

    My discussion has shoehorned interactive points into categories in some cases.   That is, there are interactive points that do not fit in a particular category perfectly.  As illustrated above, interactive points may change their properties along a reading process or contain a mixture of two or more properties.  Still, there are interactive points whose properties are slippery to grasp or to pin down.  Parker’s “portal link” is such an ambiguous example.  Its two lexias are juxtaposed, evoking the principle of temporal simultaneity.  In this sense, the interactive points that bring these two together are definitely sylleptic.  However, the two anchors, “Did you ever ride ponies?” and “Do you ever write rhyming poetry?”, collide humorously, resulting from the fiancé’s misunderstanding of what he heard from his fiancée when he was spying on her via a surveillance equipment in her house.  In view of this ironical paralleling, the links qualify as bifarious.
    In her comparison of the print and electronic versions of the work 253, Licia Calvi points out that the amount of meaning introduced by linking plays a crucial role in differentiating hypertext from print text.  To her, linking can be divided into three categories:

Deductive, including both temporal and spatial linking, when it makes explicit the (temporal and spatial) span between two nodes. 

Abductive, when it requires building default conjectures to understand the logical connection between the elements involved.

A-logical, in all other cases, when linking does not seem to follow any explicitly logical strategy. (2000: 219)

The classifying principle relies on the logical relation between two lexias.  Her taxonomy, though inspiring, is still far from being effective in presenting a subtle picture of aesthetic dynamics in interactive points, nor does it have sufficient capacity to cope with the case of mixed properties, as illustrated in Parker’s portal link.  Parker’s juxtaposition of two simultaneous events accord with deductive principle but the anchors, part of the lexias, are independently connected in abductive way.  As a result, the linking turns out to be both deductive and abductive.  However, Calvi’s “a-logical” linking does remind us that there are always some links going beyond any clear-cut categories.
  The existence of interactive points that do not fit in any specific categories does not invalidate the efforts of categorization.  In their differentiation of smooth space and striated space, Gilles Deleuze and Félix Guattari postulate that “the two spaces in fact exist only in mixture: smooth space is constantly being translated, transversed into a striated space; striated space is constantly being reversed, returned to a smooth space . . .” (1987: 474).  Their differentiation is to sort out two defining qualities of communicative space, which, they observes, is an entity without clear-cut divide lines among its constituents.  I hold the same spirit in approaching interactive points.  Addressing complex cases such as Parker’s portal link and Library’s “doubly” random links, I stress the concept that the relation among component properties of an interactive point is fluid.  That is, these particular interactive points’ defining properties are discernable but they are not supposed to be separated and appreciated individually.  Reading these interactive points’ defining properties one at a time will strip of the beauty of their ambiguity and complexity.            

   An exhaustive typology of interactive points is impossible, particularly given that link design itself is evolving.  Like artists in other fields, digital writers tend to drive themselves to break through conventions, very often in tandem with new developments in technology.  Their innovations pose new issues to critics and become challenges for future studies of interactive points. 

� Technically speaking, a random page-selecting program is a variant application of a pseudo-random number generator, which, according to the online encyclopedia Wikipedia, “is an algorithm which generates a sequence of numbers, the elements of which are approximately independent of each other” (<http://en.wikipedia.org/wiki/Pseudo-random_number_generator>). Instead of churning out numbers, a random page-selecting program brings up randomly chosen pages/lexias to a screen.


� A variant application of a pseudo-random number generator, a random text assembly program generates text in accordance with a set of specifications (or grammars), the complexity of which varies from case to case.  A random text assembly program can be equipped with a text-base (or database) for text retrieving.  If it does not have a text-base of its own, it then relies on the user’s textual input.  Some random text assembly programs accommodate both devices.  Also see the previous note on random page-selecting programs.


� Milorad Pavić’s passage printed on the page after the cover of Dictionary of the Khazars goes as follows:


Here lies the reader


who will never open this book.


He is here forever dead.


� For a detailed discussion of “Clues” as a literary game, see Chapter Two, Section 2.


� For a detailed discussion of the significance of the way Library’s random programs come to a halt, see Chapter Six.


� The website that ran “Esmeralda” was disconnected in 2004.  To purchase a CD-ROM copy of this work, visit the information page at: <http://www.teo- spiller.org/souvenirs/tangible.php?katera=Esmeralda&vrsta=CD-ROM>.


� To augment Calvi’s schema , one can add “conductive linking,” derived from Ulmer’s argument that “pattern dominates in collage” (Ulmer, et al 1992: 160) and “pattern reasons conductively” (Ulmer, et al 1992: 161).  Pattern, together with narrative and exposition, are the three basic modes to “organize the release of information,” according to Ulmer (Ulmer, et al 1992: 160).  Literary hypertexts are mostly collage-like in structure, and sometimes they are pure collages.  Apart from deductive and abductive linking, conductive linking is demanded.
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