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From Hawaii to Kairos: 
Alt. Writing and the Ongoing Composition 

Myka Vielstimmig * 

What current experiments in academic w riting do is invite the reader 
to play an active role in the text w ith the w riter, and also apart from 
the writer perhaps; that's one effect of re-presenting collage-like 
invention processes. 

An effort to please the reader, too: to provide an 

aesthetic experience. 
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Fastforward 

In the new theory of representation, the task 
of text-makers is that of complex 
orchestration. (Kress, 87) 

If you were annotating this article for a bibliography, you might 
have trouble. CCC Online editor Todd Taylor tried it with "A Single 
Good Mind" (Yancey and Spooner), once. Rather than synopsizing 
in his own words, he said he had to quote little dialogic 'patches' of 
the article to get at the sense of it. It's difficult to work convention­
ally to abstract the alt. 

Still. If I were the annotator, I'd begin with Gunther Kress 

and company. "Drawing implicitly on the emerging theory 

Is that what we're about? I'd 
rather do like this: "With 
examples from Vielstimmig's 
own work, and one rich 
excerpt from an online jour­
nal of 'the Myka Players, ' 
the article shows (while 
it elaborates) an important 
concept of postmodern thought 
in writing instruction, 
'[the] ongoing composition.' 
This term, coined by Lanham, 
later cited by Janangelo, 
informs the article's sense 
of alt.writing-and provides 
another context for deploying 
it, as well." I like that. 

of representation now in 

discussion among such 

language researchers as 

The New London 

Group," you could say, 

"the article explores the 

role of visua/ity in texts 

by composition scholars 

of the late 1990s. 

Typeface manipulations, 

changing margins, 

multivocality, and a juxta­

positional writing style 

are all features of Myka Vielstimmig's publications and 

those of other writers experimenting with the 'design' of 

meaning-a key term of The New London Group." You 

could say, then, that this article offers our own sense of 

the design of meaning-i.e., greater than the sum of its 

semantics. 

Sure, but there are other options, too-less friendly: "The interplay of 
Vielstimmig's visual, juxtapositional, and multivocal (not to say schiz­
ophrenic) style with the concept of composition-or, more likely, 
publication-as an 'ongoing,' always unterminated, work, is perhaps 
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more provoking than provocative, not something compositionists 
will find especially surprising or especially appropriate for discussion 
with students." 

Rewind 

What current experiments in academic writing do, is 

invite the reader to play an active role in the text 

with the writer, 

and apart from the writer, too. 

Doubleclick 

And fundamentally, this 
kind of writing understands 
that the writer can't control Do all texts have plots? Aren't you 

muddling genres here? 
how any text will be read or 

narrativized-will be experi- "I am large; 1 contain multitudes." 
enced. Or: how others may 
join in the plot. "Richard Lanham cites the western visual arts as evi­
dence that digital expression is the fulfillment of 'postmodern monu­
mentality' which conceptualizes composing as an ongoing, 
perpetual project" Uanangelo). 

Whose composing we talking about here? Mine? Yours? 

Doubleclick 

What we're about to do here is a reflection on 'composing as an 
ongoing, perpetual project.' Or perhaps it's an illustration, which in 
its turn permits a bit of theorizing. 

Rewind 

In the spring of 1998, with four other people, we 

presented a paper at the annual Computers & Writing 

conference. We were trying not to make it an ordinary 

conference paper, and in some ways we did succeed at 

that. You can see part of the script for that session 

below. 

The fact that s/he is calling it a script tells you a lot. I was there, 
and no one thought it was a 'paper', believe me. Not that they 
knew what it was, admittedly. Which was the point, as I recall .... 
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Cue hou:.e li()hts 
().!e :;our·~d one 

WORKSAND DAYS 

A druk night in a city that bwws hovt to ke ep its secrets . 
Hc.,use light£: down. 
::::;ound one 

~artnudor. I'd I ito a mauhattau. pl6ll66. 

Stop me if Jrou've hea.rd this one, 
bul I feel a.s though 'i!re've mel before. 

Now tBII me did :f"IJ t·eally l:'lliut' I'd fall fH l:'hll~ "ld liue? 

I wa6 not I'" I'll juot yt'HiitBr·dtJy. 

Visual One 
1 wanted t•) begin with ,,omething Fren·:h :'11-..:l decadent. SomBt.hing 

Baudrillardiar~ noir as 1 wrmna be. But here at the end ofthe 20th century· .. 
tlOit is--well, divetiing, runusing, but . 

f'·l ostelq ic (and as xenq Jhobic as the F'1 ench). It doesn't move us 
tot'Nttrci. ·ro explore t.he terntcn\i ail eB.rJ-·,'.I! Iere ··,ve see '•Niie.t rr11qht be 
a rnure VISJL1ie cu nve1qence of rhetonc e.nd poetics. of ncorative and 
ex.p<Yoltion . and even of v isual oesthet1cs w·it l , ali of these-'.ve need 
to con ":t.ruct a 1nrJ1e optn·ni2.tic pry;.trnodern1srn . 

However. If you want to start at the beginning, we should go 
back a year to the 1997 Computers & Writing conference in 
Hawaii, where we did a similar piece, but we presented it by tele­
phone. The two of us on the phone .. 

(or is it three of us?) 

plus a recording of Wendy Bishop reading a poem, with john 
Barber in Hawaii controlling the Web site onscreen for the audience. 

In a Station of the Metro 

T umow fu·1ds !J1e influ~nce of a ftavne!lted "ttu,~:ntJ.mt wotidv1ew" 11'1 
the online \Vnhng of ~t.ud~nts. and it'S' obvious too in man;r dmtenswns 
nf f• (•f''..l\.U C D {htl~ -- fl Hn b')o:ly-riercing f.) b ~ er f. (•Tntn Hri~l.~ lo th~ 

dut-chic ,;1;,nui of grun ge fashion 
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The audience could follow along with our script as we read it, and 
they could see the visuals, along with the layout of the text, which 
was a sort of performance, itself. 

Similar to the kind of layered literacy that 
Selfe has described. Hmm, but different; a lit­
eracy more textured. 

Rewind 

Yes, true. Or you could go back from there to the Special 

Interest Group at the 1997 CCCC, where we contributed 

an earlier version of that Hawaii piece, with only the text 

and visual, no voices, to Matthew Levy's huge Web site, 

"Audience Delivers Hypertext" (1997). 

Other voices read our text aloud. 

A new text that way. It performed differently. 

Rewind 

Or really, if you want to do the genealogy here, we'd have to 
include the piece that got into CCC in 1996, " Postings on a 
Genre of Email" (Spooner and Yancey), where we were trying to 
evoke both the voice of email and the disjunctive feel of email 
through disruptive visual effects. 

If it's feel, can the poetic be far away? 

(My favorite part of that was Carolyn Miller's response: "this is 
not an essay." She knows genre.) 

(And she was right; why fight it?) 

Doubleclick 

In all of this, one thing we were trying to do was add 

momentum to the recent 'visual turn' in written discourse. 

Well, recent. The fields of art history, communication, 

advertising have known about this for generations, but 

here in English studies ... 
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Apollinaire 

forma 
reform a 
disforma 

transform a 
conform a 
inform a 
forma 

WORKS AND DAYS 

Even within everyday dis­
course, you can find 
visual influence as far 
back as you like-all the 
way to hieroglyphics, all 
the way to petroglyphs. 

But the 'visual turn' is recent 
for us because for the past two or 
three hundred years, discourse in 
the academy has been domi­
nated by the verbal (Kress). You 
can see it entering the academy 

through the study of figures as diverse as Mallarme, Stein, the con­
crete poets, Duchamp, and Pound, and you can see discussion of it 
developing in the work of current figures like Perloff, Kress, Stafford, 
Turkle, not to mention the many writers at the UNLOC symposium. 

It is narcissistic to overemphasize the agency 
of logos. (Stafford) 

. at the symposium, where the subject was "what the hell 's 
happening to narrative?" One thing that's happening is that written 
discourse is re-discovering the visual. 

Remind me: is this before or after the Web? 

When you gather them all together like that, the compos­

ite reminds me of Turkle's oxymoron: the Romantic 

Postmodern. I think Turkle's right that the computer, in its 

concreteness, has turned loose a new creativity. 

I assume you mean creativity as in more than 
desktop publishing? 

Even in code, she thinks. "[T]he 
new software design aesthetic effec­
tively says that computer users should­
n't have to work with syntax; they 
should ... be given virtual objects that 
can be manipulated in as direct a way 
as possible." (Turkle 60.) 

t U5E.O M.'{ 
G\JN OBJ"ECT 
TO ()LA!>T 
THE BUG 
OSJ"ECTI~ 
THE. H"-LL 
OBl"EC.T!! 

\\ 

NOTICF. 
HOW 
GOOEY lT 
15. 

Suddenly, in composition Copyright 1996 United Features Syndicate 

journals and books, there are more than several 

examples of academic essays appropriating and 
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experimenting with the visuality of text, and they have 

clearly been inspired 

through the writers' work 

with computers. Can we 

say that here on the tech 

side of composition theory 

You mean tech is lead-
ing to artful? 

Technology becomes techne. 

and practice, we are seeing an openness to artful 

presentation? 

Maybe we're seeing the start of that openness. Some phase of an 
evolution from the traditional monolithic, monolingual academic 
essay to a more multi-generic, multivocal, multivalent art of written 
academic discourse. 

Doubleclick 

Some questions here : Are we talking about what 
is o r what will be? And: what's the connection 
to narrative? To the Web? Don't we have an 
assignment here? 

Rewind 

Look at it this way. One could say that within the ongoing composi­
tion over four or five of our published bits, there's an (accumulat­
ing) argument for a textuality that foregrounds the intersection of 
rhetoric with the poetic in all discourse. One could say that Myka 
celebrates the poetic even in the academic essay. 

Our field is used to thinking that all utterance is rhetor­

ical; we recognize the idea that every utterance is 

political (i.e., situated in culture and ideology). What 

Myka suggests is that we can also see the poetic plane 

of every utterance. We do this by watching the form of it, 

the perlformlance of it. 

Doubleclick 

So it's Florida, May 1998, hot and sunny and hot and humid 
and ... 

. . . hot and we're trying to progress along 
with the academic essay. 
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A progression from sketch to 
study to full canvas. In that 
perspective, what we were try­
ing at the C&W 1998 session 
can be seen as one iteration in 
a sheaf or collage or gallery of 
others. 

A progression becoming 

a collage, made of bits 

of texts and pieces of 

visuals from other, ear­

lier texts and some new 

of course. Put together 

new, differently. Our col-

lage, our readymade. 

WORKS AND DAYS 

Study. and ''Les Damoiselles 

d 'Avignon" 

In addition to five readers and a mouse-handler, that session 
included visuals from a Web site, projected on a screen at the front 
of the room and on smaller screens (controlled by audience mem­
bers) around the room. It was written as a script for performance, 
kind of a readers theater piece. 

A play within a play, too. 

It pursued a set of ideas that could be described in expository 
prose, but offered them in a performance that was dialogical, 

(Or diabolical?) 

with interruptions, emendations, hesitations, sidebars and caveats. 

(Dialectical to a fault; it out-Hegeled Hegel.) 

Four of the five readers took multiple roles, not allowing 

the audience to identify the speaker completely with a 
particular argument. You could say it was a rhetorical 

collage. You could call it academic performance art. 

But without hats. 

You could say it was poetic readymade composed and per­
formed for and in this rhetorical situation. 
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Michael Spo011er 
and Katlrlem Ya11ccy 

Postings on a Genre 
or Email 

> Ko.th t ecu , How docs this gr.:r.b you f or 

the openinql' 

1 w<11 in/king with a nt~vdist t"t«lllly abort! mrious /duds of 
tvriting-uotlling sptdnl, juSJ !Jdppy-lrour ta/k-tJnd I fmmd 
my rnmtst uf[ twllring /rim tltdl, nil ytt, nrndtmic 11'1'iting 
nowadays will tolerate d tutnt~rcf Jiff~mrl uyln and l'Oica. (I 
should know, rigltr'? I'm in 1Ktt<knrk pllhfishi11g.) lit t ltoktd; fit 
Jlapped my 4t1rt; lte ld"f/ftd CJ~UI '-.W. I tUt'f rrnrtnr/Nr If lu: 
, ,,;, /tir dri11k Md.: in d.l ~l«st. Silly -.. I was ~rious. A11d. 
1111/0II,q Ofhtrt/Urf1S, I tt .. S~J 

a~ut t/ri' ~"UIJ'Iif4t~lt, iH whirl/ 
t.t't 'U iffllfi ll:tlhm'lllfUCOIII'tlltiOIIft'f 

tltellt't~'ftlfrRIIIermsuafmt•li­

wll-to S('fH;' {lfirly stu/ft d-shirl nrtl-

lnrcrcstlng 1hat you c.:1ll it an 
css.yldi~uc (nice sli1fe. char 
onet. 6ut IIW!Uf n.•adet"S Will CX· 

t•ect a Mr~at • essa\' hc.-e--<~tr, het· 
lt:two~·~ • .1n a<:.ukmi<." essa". And dtmic l ' ltl"f'M<:S. 
we ·1mow wfur that tueatu : .11 sin­

~k> w.tcc . a sin¢c~l(lillt (to 1\~rk.~t aft lite (>I hers ,11-e han..t­
m;~idcnsl. ill n'ltterCfl<."C that's IJk'I"Ardtkally all(:lton:tl. 

\\lo.: t"Otllttn'l say tttts in one ''<li«. We--Grilnu, Salo­
ine. and Gt-<••~ia t\01\\;lhSIIandi"£--il re n ·t one; we don't 
ha ve itlt:nlkdl t•oblts o f ,;cw. lltis could have hecu Ml 

K~llrkm J;,,....., and Mk!.MI ~~~ oli><.u•-.:r~ • c»mmon .tf«-"i' l<>ftiH: nd whitt Kallolc-o·n 
•ns devduph<l her rolk.'Ctlon, l'oJff{6/i<'t in 11« !t"rin"f11 a.usr.-: A« /rrfn..t..m. .... ~?" Mio::h.od 
was s.,,,, ,. Edit<>l" at tH .. TE. ·n~~:r IJ.Jvc wriurn H'£<':1hcr no ("tluil. lirst do~ <"<Ho<lndml durtn 
In< K3thkcn's 1\:liuJM ........ anol then the pt"<'$('lll ttxt. Midu<"l fm on hb de-sk iu I.Ofl·"'- 'rlK:": 
t•• heuh<:l<u"t nJidlllnJ)he<lir.:<:l< thccUt3hSt• teUnlw:rsltyPre,.au<IKathl<:t'nf•om•nf.n 
t lh lo r~q-.nmcnt o:nu>rutrr t..b • • UHC Ch3t~>ttr. ovhcoe •he INCh"' (wlwn she isu"t cm~il· 
h'!lt. T1teiru•"'-,"l"·'ofc«ls •n co:plo.-otlon of rollabor.ttlou-whcr<' t1S<:7-onlhrc. 

m CCC 41.ZIM.11y 1,. 

Doubleclick 

195 

When we look at the different texts we've done, we see ourselves 
taking forward patches of text (and it's the text itself, not just the 
idea)-regardless of medium. 

Well, it's not regardless. From the beginning, the 

medium influenced what was said, as it always does. 

More accurately, then, we're not ignoring medium; it's 

more that we're pretty sanguine about taking text in one 

medium and using it in another, making the venues suit 

us more than the other way around. (Not that everyone 

appreciates this, to be sure.) 

And we might say that we've even taken forward text that came 
from only one of us; e.g., the bit of text you took from the paper I 
gave at C&W 1996-which included a poem by Wendy Bishop. Is 
this what we mean when we say 'ongoing composition'? 

I like that expression, 
play out prismatically. 

and you can make it 
For example, Gian 
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Pagnucci and Nick Maurie l lo gave the Project 
UNLOC members a wr i ting prompt, early on, and 
i n i t they ment i on that their students d i dn't 
like publ ishing personal na r ratives to the 
class Web s i te "where my mother coul d actual ly 
read it.• Is it possibl e t hat Gian's and Nick's 
students r esist in part because they don't see 
what they do as 'ongo i ng composit i on'? I mean, 
if you u nderstood wri t i ng any single t ext as 
one move in t h e Ongoing, then the idea of shar­
i ng i t e l sewhere / otherwi se woul d be 'natural,' 
yes? But my guess i s t h a t t h ey see each assign­
ment as discrete , i.e . , not to be car r i ed for­
ward , bu t t o be done. 

Also, I do n't want to be too metaphys ica l o r metaphor ica l here, but 
if we saw ourselves as 'ongo ing compos itions,' then taking ou r own 
texts forwa rd a nd rewo rk ing them-not a Ia Dona ld Murray, but 
like Picasso-would be what you expected to do. 

Doubleclick 

Then the C&W 1998 performance in Florida morphed into 

a new form to appear in Kairos, the online journal. 

Metamorphosis was not what we expected. We thought 

Kairos just wanted our script; they were doing 

'proceedings, ' after all. But no. Kairos is a 'webtext' 

journal (to use its own parlance), and our C&W piece was 

a performance script. It would mean changes to the 

HTML files that we had created, even to submit. 

Genre matters. So does medium . But we aren't 
quite as f ixed as we th i nk: hence, ongo i ng. 

Rewind 

< from the Myka Players' online reflection > 

It's practically the last minute before Gainesville, and we 
think of doing "The Handout." A great parodic idea. Totally 
straight-up exposition outlining the argument for collage and 
visual ity in one page of courier 12 type. Titled "Courier 12." 
We were pretty pleased with that one. (Har har.) Passed it 
out to the C&W audience without comment. 
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Courier 12 

(Handout for "Not (Necessarily) a Cosmic Convergence: 
Rhetorics, Poetics, Performance, and the WebH) 

Myka Vielstirrunig 

Here at the end of the 20th century, nai r is-well, diverting, 
amusing, but it doesn't move us forward . To explor e the ter­
ritory ahead-where we see what might be more visible convergence of 
rhetoric and poetics, of narrat i ve and exposition, and even of 
visual aesthet i cs with al l of these-we need to construct a more 
opt i mistic postmodernisrn. 

What current experiments in academic writing do, seen through 
the lens of readership, i s to invite the reader to play a role in 
the text with the writer, and a l so apart from t h e writer p e rhaps; 

that's one effect of *re-presenting• collage- like invention 
p rocesses . An effort to p l ease the r e ader, too : to provi de an aes­
t hetic experience. As Lanchester suggests, " Perhaps t h ere are 

anal ogies between the p sychi c structures of precognition and those 
o f art, which a l so depend on the accumu l ating effect of hints, 

glimpses, and t he gradual accretion of that sense of forebodi ng 
which a l so goes by the name "meani ng . H 

Coul d we call emergi ng experimen tal s t yles i n exposition a 
cubi st genre of (academic) prose? Flashbacks and jump cuts, schizo­

phrenic sensibilities, and characters o u tlivi ng themselves would 
seem to the l ate Vi ctorian narrat i ve a passable analog to what 

Pi casso and Duchamp were to the visual art of the world grown 
accustomed t o Monet. The curren t mult i voiced, mult iform textuali ­
ties appropriate the fragmented rat i onality f rom the intellectual 
culture of our day to re-present i t in the development of the 

essay . I t owes somethi ng perhaps to electron ic hypertext, something 
to experiments i n print genres (Wool f i s a predecessor i n this 
r egard) ... 

197 

didn't see the 'handout' 
until Gainesville. It struck me 
immediately as a wonderful 
spoof, from the title on down 
the page. It was a piece of 

My right side didn't get the 
handout joke because my 
left side needed the assis­
tance. I read the handout 
as a gloss. 

which, with enough 
could be folded 

of differently 

paper, 
creativity, 
into hundreds 
shaped hats. 

(How many sides does a 
postmodern have?) 

In Gainesville, there were six of us, and we read from a script, 
with visuals appearing right/left right/ left in an HTML frames 
document projected on a big screen. Pictures; lots of them. And 
the script was a script, not a paper, not part of what the audience 
saw. 

Huff huff. 
Where's the interpretive responsibility? 

Conceals the writer's intent. 
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Huff huff. 
Mu/tivocality? 

Different opinions in a single text? 
Mere novelty. 

Entertainments. 
Readers lack the interest and training to read 

experimental texts. 
No fulcrum for critical practice. 

Huff huff. Huff huff. 

Yikes. Not wanting to do too much work on spec, we dumped 
the script into one side of the frames, and pushed all the 
visuals into the other. OK, Kairos, you want a document from 
Gainesville: here it is. 

The reviews were funny in their range. One was: yes-understand-it­
perfectly, very-funny, very-alt.text. One: well-ok-but-what-does-this­
have-to-do-with-teachers. And one: huff huff, there's-really-not­
much-here-but-' entertainment.' (The very word; I couldn't believe the 
match between the reviewer and the parody in the script.) And one of 
these last two said it would have helped a lot if we'd put the Handout 
first. (Mad laughter and crashing sounds offstage.) 

I'll go out on a limb here and say that I'm sympathetic 
to the impulse behind that question about what this 
has to do with teaching writing. 

But we were provisionally accepted and then assigned to 
Kairos board members who would guide us toward a more fully 
acceptable version of the text. 

On the Web, you understand. What happens to 
performance there? 

Which meant that "Cosmic" has to meet the very specifica­
tions that divided the reviewers above. 

Sounds a lot like print, no? 

Now these next readers (ed. boarders) said, Well, this isn't 
a hypertext really, so could we break it up more and build 
links between the pieces? And they said they didn't care much 
for frames. And one of them suggested that we do without so 
many visuals. Like the Duke says to Mozart too many notes. Or 
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Myka V. s first submission to Kairos 

Not a Cosmic Convergence: 
Rhetorics, Poetics, Perfonnance, and the \Veb 

Cue ·.;isu(JJ one. 

Visual One. 

or Writing with 1l-.{i• Eyes Open 
(or Never Talk to Strangers ) 

Cue house liqhts. 
Cue sound one. 
A d'lrk night in a ·:ity that knows how to keep its seo:rets 

Hou:::e light,;; dcnNr1. 
Sound one 

f'11rtoudor. I'd liiL'o 11 mllull11t;t11u. pto11vo. 

Stop me if you'•"e heard this one, 
but I feel as though 'l!Te''\re met before. 

fl'"" toll me did ytJu rtMIIy t;h iut I 'd filii ror t:h11t; Did I i11e? 

I want.ed to begin ~-i.t.h something French and decadent. Something Bo;udtillardio.n, noi.r 

a1; I '·''anna be . But here at the end of the 20th century, noi.r is--well, ru'.'erting. amusing. 
but 

just make them smaller, you know, like thumbnails. Oh, and 
could we write up some context, intro stuff, so that readers 
can make better sense of it; you know, make it more linear. 
Well, and if you could just go 
ahead and sign the parts, will Sign the parts? • asks I· 

Nope. Can ' t do it. I ain't 
ya? signing no parts, no way, 

not today, not tomorrow, 
says I. Welllllll, ok, 

In short, the editorial advice was 
to go more hyper but more linear, 

says they. 
more web but more textual, less 
jumpy, less playful, less visual. They wanted a nice gray linear dialogue 
between named speakers about teaching writing with computers in the 
form of a pseudo-hypertext that would ( oh by the way) show the 'paper' 
we presented at the conference. 

Is this e-literacy? Is this new narrative on the Web? 
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(Not to complain, but I did feel we were getting the old 
'bait-n-switch,' invited to contribute a conference session, 
then told to change everything about it.) 

But we were getting into the spirit now. I don't know, did 
we cross some Rubicon where we gave up hoping that we could 
save the Gainesville piece? Did we decide its emerging form 
was actually better for the new (online) audience? (Did we 
just enjoy the absurdities?) 

I vote for absurdity. 

We chopped it into arbitrary hunks to create the need for 
links and make it more Kairos-like. We pitched the frames to 
make it *less* Kairos-like. We added brief bits and sidebars 
and links among all the pages 
to make it more hypertex­
tual and associative. We 
explained a thing or two; we 
talked to the readers about 
the play; we wrote 'intra' 
stuff and 'how to read this' 
stuff, to make it more tex­
tual and linear. 

A page, a screen. 

We didn't sign the voices; we let the 
characters sort themselves out via 
type colors and fonts . In fact, we 
slipped in three new fonts and one 
new visual, just to be passive 
aggressive. We added a cast party. 
Very fun. 

<end Myka Players' online reflection> 

Doubleclick 

So is there a word for this? It's not an essay, though it is 

indebted to the essay as Montaigne, not Bacon, 

practiced it. 

It's 'un essai,' an effort, a venture, 

We're back to a piece of 
the ongoing composition, 
with monuments from earlier 
versions embedded like found 

It's ad venture. It argues, 
you could say; it is pur­
poseful; it is (hyper)con­
scious of rhetorical 
situation. It is situated 
in culture and ideology. 

objects. Like readymades . . . But its form is 
disruptive, exploratory, 

digressive, playful, hypertextual. 

(Who put the hype in the hypertext?) 
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Selected pages from the last version submitted to Kairos 
for the published webtext, see http:llenglish.ttu.edu/kairos/3.2 

lntro 1 Hlndrut I .§!9 1 WokS Citaj I Ca;t Pam· 

~ 1 ~ I three I rrur I ~ I ~ I se.'e'l I ggm 

U.1:tisn : Int.~:tior o;~it.h 

violin (det. o~.i l) 

11 A dark night. in a. cit.y that. : 

V:.a:rttJ.ndar. l"d litB a rna 

SIAlp •e tr yo• 'Je lealll U l 
Now 'tBII mB did you rB.n: 

Y"'"'"":l"'Y· 

Not a Cosmic Convergence: 
Rltetotics, Poetics, Perfornumce, 
and tlte Web 
(Wei/, noi/WCCS$,1/'ily, . . ) 

or WritiJzg 'IVitA lly Sye:~ Ope11 
(or Ntmsr T~lt t• 5tr""9""" ) 

Myka Vrelstimmi;: 

5 :H:conds , pe op~e . 

Cue house li.qht:s . 

Cue s ound one . 3, 2, and 

H".::t-.tf~!t. 

A little 
lntJ·Oifl.!.Clion. 
fer:· <fl~ K~:mr 
ra.!.~;'t. 

J..al.£21~1~1~1~ 
2!:tli!!!Z I ~I~I~ I!ill!l ~l.tio.tt 

VII 
They make new and difficult 
denmnds on readers. 

--Kirsch 

:~: ~\ ~~ :~= ~:~ ··; ~:~ J:;~.~l:; -:~.~~~.~~ ~:: (~~~~ ;~· 
tht'.?=·:::l;~ts ;.vere c:-hse 10 cerh::wt !hat 
rh~ rce! '1'>:1-ji, ll6h::::ring Jrl <'i ne·N o.ge 
,·.=tl~dirol d~'t:rGC!f.1f.::v' ~lt:!i a!ICi 
ob-iou:;;~y "ta'!:etsm • in !tnt 
'1 1:;-..-.~.<ssi~·:r• hf:'l~ to be L<lldt':=r~tor.~d 

~~~~~ ~~ -~~;·-!i~~~~·:;!~~c~~~e~-~;19 
Visua1 Te n , p1ease, 
and c u e Sound Seven . 

encf;'ot 3tr~.<C1w:nq 1n an:•/ etC't of 
::;rr::-cJr."Jn So:ne~l!'ll::>~ a \Vr:1.~t i;;; 
only .:.1-w!i!er 

Cast Party Cormllfo1 

'" So, nol o ':o!;moc •:()nv•~rgen•:t~-· Jo.·;k$on P•>!lod< 
nv!wilhslonding. 

\V~l1.N"r,1 N.:.·;:j,•anly &C'os.r.ic ('o,)vug•nn (who:>'~ ~fr":IIJf 

synch:.or.i.::rty-:'1 

Hand - a b eer, will ya ? 

Exutlyl Why Jt.X eonvergence1 

I still t1oo1. get n.. I m~an, whc> was I 'UPJ1<)8Bd to be? 

Can you j u st reaC'h me a 

01: NeverTalkloSlra.ne-era (did yon eo.rer heuWa.ih. 3lld Bet.leltidler 
doih::U.tune? dyn-e-mite.) 

Can I get. a , , .? 

Cue t.h e beer , 111ease? 

Hvffhuff. 
! inlerpr-!tive 
e$ponsibility! 
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Col/agic, dialogical, multivocal, multiple, multivalent. 

It's an essay the academy is learning to write, as you always say. 

I thought that was you. 

Notes 

* Vielstimmig is German for 'many-voiced.' Myka Vielstimmig is 
the electronic writing partnership of (in alphabetical order) Michael 
Spooner (Utah State University) and Kathleen Blake Yancey 
(Clemson University). The portion of this text marked <Myka 
Players' online reflection> was written with John Barber (Texas 
Womens University) and Dene Grigar (Texas Womens University), 
Tina Perdue (Indiana University of Pennsylvania), and Mike 
Williamson (Indiana University of Pennsylvania). We all wrote this 
together separately via email. 
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