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Abstract

In this paper, I aim to discuss the differences and similarities between three separate works of art spanning three decades- Delany’s Dhalgren was published in 1974, Mark America’s Hypertextual Consicousness [beta-version] (http://www.cyberartsweb.org/cpace/111/htc/title.html) in the late 1990s while Memento was released in 2001. All three pieces share a number of similarities: characters and narrators who wander in landscapes where the interior and the exterior intersect; the characters in the Delany and the Nolan movie are in the process of recovering and recreating via memory recuperation and rewriting personal and collective history while the reader-user of Hypertextual Consicousness [beta-version]  attempts to prise meaning out of an unstable critical narrative questioning the notions of textuality, identity and the self in cyberspace; the discourse in all of these pieces is fragmented, disjointed or continually overturned. All of these pieces display a complex attitude to the relationship between the corporeal and the discursive; the urban-primitive mythology and ritual of tattooing and grafting in Memento, the seemingly boundless, seemingly flickering online identity in Hypertextual Consciousness [beta-version] & the personal-collective palimpsest-mythologies of Delany all seem to illustrate the fact that the constitution of the self is entwined with the intersubjective and interdiscursive constitution and representation of the mechanics of forgetting and remembering.  It is intriguing to observe how all of these discourses seem to overturn the notions of the representations of identity and self in order to replace it with selves, identities and  texts in constant upheaval and change. All three narratives illustrate the multiplicities of identity as they are actualised in response to the traumatic event of amnesia and the subsequent rebuilding of memory. 

                                                                                                                                                          i. m. K. D. (1915-2007)

Introduction

The concept of cartography, of map-making, refers to a series of cognitive practices forming and informing the particular approach of the world we live in; that is to say, cartography is ‘a practical means for getting on’.
 The notion of amnesia, as put forward in the title of this paper, seems to be in direct contrast to the notion of map-making: after all, amnesia translates into a figurative loss of the map not the drawing up of one. The experience of amnesia, of completely losing one’s way is often thought to be a terrifying one as attested by a number of studies;
 the perception of amnesia as a cognitive and emotional loss of direction disturbance by Gilles Deleuze, however, pointing out that “to an archaeology-art, which penetrates the millennia in order to reach the immemorial, is opposed a cartography-art built ‘on things of forgetting and places of passage’….One circles around a sculpture, and the viewing axes that belong to it make us grasp the body, sometimes along its entire length, sometimes in an astonishing foreshortening, sometimes in two or more diverging directions: its position in the surrounding space is strictly dependent on these internal trajectories. It is as if the real path were intertwined with virtual paths that give it new courses or trajectories”.
 We find that in a world maddeningly layered with networks of signification, forgetting can be used creatively in a number of ways. We negotiate our place in the world in a number of ways but primarily by continually engaging in a reinscription of our identity: we know who we are but we change our sense of self incrementally so as to allow for the change in situation. We consciously forget our sense of self, literally ourselves, for fractions of the second so as to form a new sense of self that will accommodate the new circumstances. When we travel to a new city we attempt to find our footing in it. Jonathan Raban in his book Soft City notes that “the newcomer to the city first confronts the hard city, but soon the city goes soft; it awaits the imprint of an identity. For better or for worse, it invites you to remake it, to consolidate it into a shape you can live in. You, too. Decide who you are, and the city will again assume a fixed form around you. Decide what it is, and your own identity will be revealed”.

In the science-fiction novels of Michael Moorcock starring Jerry Cornelius
 the city becomes a back-drop against which the characters find that the very boundaries which tie them down to a specific identity, to a specific way of life are forgotten and dissolved; the characters in the Cornelius story-cycle die only to reappear again and again under different guises and identities. Ιn Mark Danielewski’s novel House of Leaves the house a family moves into is continually  changing; in a passage from the book memorable for the blurring of the boundaries between fiction and reality, we learn that the interior of the house is constantly expanding; the protean interior geography of house comes to define the identity of the multiple narrators. 

Mapping Amnesia

This paper proposes to examine three distinct works of art using of amnesia as the engine propelling their narratives; in Dhalgren, Memento and Hypertextual Consciousness [beta-version] an operation mapping the uses of cognitive disturbance (in this case, varying degrees of amnesia) is carried out. I am following in the footsteps of Gilles Deleuze and Felix Guattari in that I propose that these three works use amnesia as a conceptual tool to trace lines of becoming. The function of memory (and its disturbance) is what propels not only the narratives of these works but also our own reading of said works. In all three works both narrator and narratee are dealing with a continual loss and reclamation of memory: the subject-as-narrator-and-as-narratee is undergoing a continual becoming-amnesiac. The function of memory and the memories presented in the works I would like to talk about in this paper are simply points in trajectories of becoming; the memories presented therein are memories of forgotten selves lost in the past; of multiple selves which are always possible in the present and the future; of reading selves which make all other selves possible.
 The androids in Philip K. Dick’s novel Do Androids Dream of Electric Sheep? possess implanted memories allowing them the illusion of a continued existence. Memory in the P. K. Dick novel (and in the Ridley Scott film version of the novel, Blade Runner) becomes a map based on which what is thought to be fake and lifeless (the androids) is made real and alive. The manipulation of memory, the sheer use of this memory-map is how a new reality is constituted. This process is dynamic in that new realities are constituted endlessly. Gilles Tiberghien in Land Art notes that “instead of copying a territory, the map creates a new reality which is another map, a map so concrete (territory-map) or so abstract (map-territory) that it cancels itself as such and suggesting another map, a map to the second degree, itself referring to a third, and so on until infinity”.
 Memory in these works no longer refers just to the psychological function for recollection, neither does it denote the collective memory of a small people; memory becomes “the strange faculty which puts into immediate contact the outside and the inside…the people who are missing and the I who is absent, a membrane, a double becoming”.
 Memory reterritorialises by way of function; memories offer points of identification providing an identity. The function of memory based on points of identification is very much evident also in the art of mnemotechnics; mnemotechnics is a system for accurate, conscious recollection based on a punctual organization whose main function is to assign points of view. Mnemotechnics, and memory by extension, are essentially how we interact with the world: we unconsciously create maps and place our selves in them. In a very real but also very symbolic fashion identity is formed in the interconnections made by memory. Gilles Deleuze in Difference and Repetition notes “we do not contemplate ourselves, but we exist only in contemplating – that is to say, in contracting that from which we come”.
 Deleuze here notes that self-awareness is made possible through interaction with the world. Memory synthesizes the past in relation to the present so that the past can be crystallized into a series of instants upon which one can reflect.
 

Memory is intrinsically linked to awareness and self-awareness. Awareness as a state is essential to the formation and representation of meaning.
 Neurologist Walter Freeman in his discussion on how consciousness and awareness are formed suggests that “each of us is a source of meaning, a wellspring for the flow of fresh constructions within our brains and bodies, sheltered by the privacy of isolation. Our constructions are by the exuberant growth if patterns of neural activity from the chaotic dynamics of populations containing myriads of neurons. Our intentional actions continually flow into the world, changing the world and the relations of our bodies to it. This dynamic system is the self in each of us. It is the agency in charge, not our awareness, which is constantly trying to catch up with what we do. We perceive the world from inside our boundaries as we engage it and then change ourselves by assimilation. Our actions are perceived by ourselves and others as the pursuit of individual goals, and as the expression of our meanings by gestures, signs, words and numbers, that is, by representations”.
 Neurologists hold the belief that memories are stored in order to help us navigate through our everyday life but this is an unconscious, automatic process; we negotiate with our environment using our stored memories. The Jonathan Raban quote at the beginning of this paper underlines the fact that we acquire meaning by the interaction with our environment as much as we contribute to its meaning. Freeman notes that “the nature of our learning processes makes us more and more isolated as we grow older, as our cumulative episodic meaning structures become more complex with time and experience….The more we learn, the more specialized we become, and the less competent we are to understand one another”.
 Self and identity seem to be based on accumulated knowledge around which awareness and self-awareness are organised. The increasing complexity of our self-awareness is such that we often have trouble recognizing our own selves in the past. When Karl Abraham wrote to Sigmund Freud informing him of the fact that he had located and bought a paper written by Freud forty-six years prior, Freud wrote back saying: “It is making severe demands on the unity of the personality to try to make me identify myself with the author of the paper on the spinal ganglia of the petromyzon. Nevertheless, it does seem to be the case, and I think I was happier about that discovery than about others since then”.
 Freud confirms the fact that a unique process of forgetting takes place wherein existing meaning structures are dissolved so as to allow new ones to take their place. Freeman calls this process ‘unlearning’ in order to distinguish it from memory loss resulting from fatigue, habituation or disease: “A good ‘forgettory’ is better than a good memory, because psychiatrists know that more people live in mental anguish because they cannot forget than because they cannot remember, but the process of unlearning is closer to forgiving than forgetting”.
 This “forgettory” function becomes a useful conceptual tool for observing and deciphering the world as if for the first time. Deleuze and Guattari point that “a punctual system [memory in this case] includes a certain utilization of lines, and the block itself assigns the point new functions”.
 In the three texts, I am discussing in my paper this ‘forgettory’ function is crucial in allowing us to invent and exercise new paradigms of reading, watching and interacting with the world.
The act of forgetting becomes a creative act bypassing between mnemotechnical systems
 in the process creatively assembling new types of reality. In this manner, a new type of reality is made; Tiberghien in the passage quoted earlier in the paper suggests that every map that is drawn up cancels the previous one but this new one is by definition cancelled by the map that is bound to follow it. Memory and forgetting share this uneasy relationship: new memories are overlaid on old ones resulting not in their erasure but also in their modification. The act of forgetting, amnesia, is a becoming par excellence in that it creates the need to redraw the map endlessly. We will see that forgetting is essential to the function of memory; forgetting in a very real sense is an individualistic act, it is an act of identification: what one forgets is as individualistic as how one knows to read. This uneasy negotiation with memory (i.e. forgetting) contributes ultimately to the renewal of memory. A good metaphor to use in order to understood this uneasy negotiation between memory and forgetting is the example offered by T. S. Eliot regarding new works of art:  when a new work of art is inserted in an existing order of works of art, the new work of art contributes to the ever so slight alteration of the existing order.
 The influx of new data is accompanied by some sort of forgetting that alters the existing memory system; it is this alteration that renews the closed system of memory. Deleuze and Guattari have already pointed out that “the line-system (or block-system) of becoming is opposed to the point-system of memory. Becoming is an antimemory. Doubtless there exists a molecular memory, but as a factor of integration into a majoritarian or molar system. Memories always have a reterritorialisation function. On the other hand, a vector of deterritorialisation is in no way indeterminate; it is directly plugged into the molecular levels, and the more deterritorialised it is, the stronger is the contact: it is deterritorialisation that makes the aggregate of the molecular components ‘hold together’”.
 

We begin with memory; that is to say, we begin with what is about to be lost but what also can never be lost: “memory is not in us; it is we who move in a being-memory, a world memory”.
 This “world memory” is neither a memory-bank found in the dystopic novels of Philip K. Dick nor Jung’s theory of the collective unconscious but is rather the topography of an impersonal consciousness in which the subject is continually constituted. Felix Guattari in an essay entitled “Institutional Practice and Politics” wonders: “How to reassemble a de-alienated subjectivity without seriality, a subject I name ‘processual’ because it produces its own existence through a process of singularisation, because it engenders itself as existential territory to the extent that it constitutes itself as analytic cartography?”
 This “world memory” that Deleuze speaks of and which Guattari maps as an “existential territory” is the topography of the human creativity.
  

In these works what is experienced and deciphered in a highly subjective manner (inner reality) eventually subsumes objective reality becoming the one and only reality; all ideas and preconceptions about the nature of reality diverge from what is immediately describable and perceivable. In Samuel Delany’s Dhalgren, the story of the protagonist (initially known as “Kid”) unfolds in all possible narrative directions; in fact, the concept of linear narrative progression is barely stable in the narrative framework of the novel. Dhalgren is a novel structured like a Chinese box: several narratives and discourses are nested within each other often interpenetrating each other. Dhalgren, much like Deleuze’s and Guattari’s A Thousand Plateaus, is a matrix of cross-referential discourses; the multiple narrative strands in Dhalgren comment on each other while simultaneously expanding the narrative. In Mark Amerika’s critical text on the exploration of the concept of consciousness in cyberspace, the concept of the linear progression of the theoretical argument is eschewed (and playfully “forgotten”) in favour of a discourse best described as an interfaced-streaming consciousness. The act of reading on what is or what might be a hypertextual consciousness constitutes this very hypertextual consciousness. Reading a hypertext is a more participatory experience when compared to watching a television program; John Fiske in his 1987 essay ‘Television Culture’ notes that “television broadcasts programs that are replete with potential meanings, and…it attempts to control and focus this meaningfulness into a more singular preferred meaning that performs the work of the dominant ideology”.
 The experience of reading and navigating Hypertextual Consciousness [beta-version] is akin to the experience of reading Deleuze and Guattari’s A Thousand Plateaus: the reader of this particular text is loaded with the implicit task of building a network of virtual connections between the text’s component parts.
 The creation of a network of virtual connections, albeit in this case it is done chronologically backwards but semantically forwards, is also central to the comprehension of the plot in Christopher Nolan’s film, Memento. In the film the story of Leonard Shelby, an insurance fraud investigator hunting for his wife’s murderer while suffering from anterogarde amnesia
 and apparent confabulation (this is in combination often known as the Korsakoff psychosis), unfolds simultaneously in both a backwards and a forwards direction. In a very real sense, Memento is the first hyperlink-movie in that everything in the movie is like the RDF mechanism;
 the movie is plotted in such a way that the chronologically reverse (shot in colour) and forwards (shot in black and white) sequences of the movie are treated as being equally important. Shelby seeks to piece together the jigsaw puzzle of his life but the narrative forming his life-story, or more accurately his life-fiction as we will see, is pieced together in a backwards fashion: the film begins at the end of the story. All three works are apparently fragmentary in their construction-process and involve their reader intimately in the production of subjectivity contained within them. Each of these three pieces requests the reader to be extremely attentive to the minute details of the creative process of these particular conceptual universes. this demand on the reader is succinctly expressed in a conversation in Dhalgren between the protagonist, Kid, and the poet Newboy: “ ‘The aesthetic equation’, Newboy mused. ‘The artist has some internal experience that produces a poem, a painting, a piece of music. Spectators submit themselves to the work, which generates an inner experience for them. But historically it’s a very new, not to mention vulgar, idea that the spectator’s experience should be identical to, or even have anything to do with, the artist’s. The idea comes from an over-industrialised society” (164).

Misreading the Map: Samuel Delany’s Dhalgren
The mysteriously titled Dhalgren was written by Samuel R. Delany over a period of five years before being eventually published in 1974. Delany wrote Dhalgren in the wake of the political upheavals of the late 60s; at a first glance, the narrative of Dhalgren seeks to examine and explore the unconscious, hidden forces and future possibilities of the events unfolding in the 60s. However, Dhalgren was written in response not only to the political upheaval of the late 1960s,
 it was also written as a critique of the underground novel Limbo by Bernard Wolfe published in 1952. Dhalgren deconstructs the earlier novel’s abrasive, transgressive, misogynistic narrative by embracing what Limbo considered as vile, dangerous and unacceptable by societal norms. Delany before Dhalgren had written a series of literate science-fiction novels all starring loners with special abilities (e.g. the protagonist of Babel-17 is an extraordinary interpreter/translator) who find themselves in extraordinary situations; he has since written a number of fictional and critical works which redress the questions of subversion, transgression and identity subtly but forcefully. Dhalgren described by William Gibson in his foreword to the 2001 edition of the novel as a “prose-city, a labyrinth, a vast construct the reader learns to enter by any one of a multiplicity of doors”
 is immediately identified as a textual construct with multiple points of entry; Delany goes to great lengths from the very beginning of the novel to affirm that this is not a straightforward novel made up of a beginning, a middle section and an ending. Like Walter Benjamin before him, Delany invests his reflections on collective history with personal details and memories. In his collection of short reflections One Way Street and Other Writings Benjamin notes how a feeling of unreality in the world affects one’s experience of selfhood: “In the world’s structure dream loosens individuality like a hollow tooth”.
 In Dhalgren this feeling of unreality permeates the narrative: “ ‘Do you know, in here, in this house, I almost have the feeling that none of it’s real? Or just a very thin shell’” (173). 

In the world of Dhalgren, the year is 1985 and an unexplained disaster has stricken the city of Bellona,
 which is located in the southwestern region of the United States: “Very few suspect the existence of this city. It is as if not only the media but the laws of perspective themselves have redesigned knowledge and perception to pass it by. Rumor says there is practically no power here. Neither television cameras nor on-the-spot broadcasts function: that such a catastrophe as this should be opaque, and therefore dull, to the electric nation! It is a city of inner discordances and retinal distortions” (14). We see how the aftereffects of the unexplained catastrophe are unsettling and puzzling in terms of a linear narrative logic: we read about a city block burning down and the same city block is intact a week later; when clouds cover the sky for weeks, they only part to reveal twin moons; a permanent haze not only blocks the sun, but prevents radio and TV transmissions both in and out of the city; Bellona once had a million inhabitants, now only roughly a thousand remain; and even more strangely, a week passes for one person in Bellona when only a day passes for another. What is interesting is that this peculiar catastrophe is confined to the city of Bellona alone. A host of characters is drawn to this devastated city, among them Kid who is a liminal character in many senses: he is a white/American Indian man who can't remember his own name but who has the ability to pen extraordinary stories. Kid, or The Kid or Kidd, suffers from amnesia: "It is not that I have no past," Kid muses at one point. "Rather, it continually fragments on the terrible and vivid ephemera of now." His rather studied speech pattern only further points to the artificiality of the experience of living in Bellona as we shall see later on. Kid’s identity is dispersed in time and space and the novel acts as a meta-bildungsroman: the novel unfolds not so much as a novel tracing a conscious process with a set teleological structure aiming towards the development of certain personal abilities and traits; this particular bildungsroman does not pass off as a model of character development to be imitated.
 The focus of this particular bildungsroman is to be creative rather than representational. The narrative of Dhalgren unfolds as a bildungsroman after-the-catastrophe: as it transpires, the will-to-power of the main protagonist of the novel, that is to say, the will to encounter life and to experience membership of a community leads the protagonist outside the limits of normal behaviour, outside the boundaries of society. 

The novel is made up of the diary entries in the notebook of the Kid (who goes through a series of name changes in the novel: he is simply Kid, then The Kid and also The Kidd, and in the end he also realizes he might be William Dhalgren, too); the notebook of the Kid acts as a record of the people and events in the city of Bellona but it also acts as a “pseudo-autobiographical…work-in-progress”.
 The readerly experience of life in Bellona as put down in the notebook of the Kid, and by extension in the book, mirrors the encounter between and the annulment of the dimensions of interior and exterior: on repeated readings, it becomes apparent that the novel is a multi-linear narrative. If the bildungsroman attempts to teach the importance of the acceptance of the social norms goes hand in hand with the maintenance of an interiority through the folding-in of the hero,
 then Dhalgren subverts this notion by implying that the linear novel-of-growth is an outdated model that should be replaced with a developmental model characterized by a collaborative, multi-linear, communal subjectivity. Hence the beginning and ending of the novel in mid-sentence: the novel begins with a half-sentence which finds its first half at the very end of the novel. The decision to begin and end the novel in this manner is a political one: meaning and subjectivity in Dhalgren are re-imagined and re-distributed by way of subverting the notions of authenticity, transgression, identity.
Dhalgren initially sounds like a simple, run-of-the-mill science fiction post-apocalyptic narrative; however, it very quickly becomes apparent that this narrative is a post-science fiction
 (or meta-sciencefiction, as Teresa Ebert calls it)
 narrative as well as a meta-narrative par excellence. The main character of Dhalgren and his predicament might initially seem problematic since Kid has no memory and an unstable grasp on who he is. However, Kid finds this to be no problem at all. (The) Kid(d), a true loner, is like a floating signifier assuming a variety of roles throughout the novel (he has lovers of both sexes, becomes a celebrated poet, becomes the leader of a street gang) but without never really knowing his “true” identity. This instability of roles merely underlines not the existential confusion of the protagonist but quite the opposite really: a ludic negotiation of boundaries. Kid seeks to exhibit within the limits of the socius the most arcane folds of his being.
 Eventually, Kid becomes emblematic (but not representational) of those who have come to inhabit Bellona after the catastrophe: the young, the poor, the mad, the violent, the outcast, i.e. those who are often marginalized and ignored. Bellona is a transgressive paradise, a Foucauldian heterotopia. In the end, the progression and evolution of the character of Kid throughout the novel reads like a series of autonomous, instantiated moments. 

The text of Dhalgren begins with the second half of a sentence (“to wound the autumnal city”) whose first half (“I have come to”) is revealed at the very end of the novel; or is it? Joining the two sentences together “I have come to/ to wound the autumnal city” we discover that the novel has one preposition too many (“to”). The initial impression of Dhalgren as a feedback loop in literary form is affected by an inifinitesimal but quite important shift in our perception of the text. In a feedback loop things are repeated endlessly; a feedback loop is a closed system. Delany’s text, although seemingly composed as a feedback loop, it is a dynamic, complex fictional world wherein various literary devices are used and exploited on both a narrative and a metafictional level in much the same way that Pynchon’s Gravity Rainbow did. Repetition happens in the novel but the very act of repetition transfigures the act repeated. A description of the novel’s intricate structure is reflected in the chain Kid finds at the beginning of Dhalgren: “But what he apprehended was insubstantial as a disjunction of the soul. He picked the chain up; one end chuckled and flickered down the stone. He turned with it to catch the orange glimmer. Prisms. Some of them, anyway. Others were round. He ran the chain across his hand. Some of the round ones were transparent. Where they crossed the spaces between his fingers, the light distorted. He lifted the chain to gaze through one of the lenses. But it was opaque. Tilting it, he saw pass, dim and inches distant in the circle, his own eye, quivering in the quivering glass. Everything was quiet. He pulled the chain across his hand. The random arrangement went almost nine feet. Actually, three lengths were attached. Each of the three ends looped on itself” (7). The novel is like the chain described: intricate, prism-like, made of parts looping onto themselves, open to multiple interpretations. Multiple interpretations is an act committed by the characters in the novel as well. 

Dhalgren is divided in seven chapters. The names of the chapters of the novel: “Prism, Mirror, Lens”, “The Ruins of Morning”, “The House of the Ax”, “In the Time of Plague”, “Creatures of Light and Darkness”, “Palimpsest”, “The Anathēmata: A Plague Journal” paint a dystopic landscape. They denote either a state of judgment (“The House of the Ax”), decay (“In the Time of Plague”, “The Ruins of Morning”) and division (“Creatures of Light and Darkness”) or a layering of meanings and codes (“Prism, Mirror, Lens”,  “Palimpsest”, “The Anathēmata: A Plague Journal”); in essence, much like P. D. James’ Children of Men (1965) Dhalgren is a novel examining cultural exhaustion and the avenue to overcome said exhaustion. The exhaustion is apparent in the amnesia of the central character, in the continuous subversion of the ontological status of the world of Dhalgren; this exhaustion becomes even more overt when it becomes clear at the end of the book that what we read is what actually happens. There is no loss of meaning between signifier and signified because there is no repetition of meaning; everything happens only once because narrative time is skewed and when things are repeated they are always slightly altered. This is what Kid hints at when he says: “ ‘I want to get to Bellona and—’ He chuckled. ‘Mine’s the same as everybody else’s; in real life, anyway; to get through the next second, consciousness intact” (5). However, this might prove difficult as the Kid suffers from a strange sort of amnesia: “It is not that I have no past. Rather, it continually fragments on the terrible and vivid ephemera of now” (10). 

It is interesting to note that the last chapter of the novel is structured like Derrida’s or La Dissémination (1972) or Glas (1974).
 In a very literal sense, the final chapter of Dhalgren (“The Anathēmata: A Plague Journal”) is a theoretical fiction on the nature of the novel and on the nature of self, memory and identity. The narrative device of amnesia is not simply a narrative device used to further the novel’s plot but rather it underlines the fact that the reader of a narrative has to always learn from the beginning. The anathēmata the journal refers to is traditionally all that is traditionally banished or excommunicated. The anathēmata refers not only to the entire city of Bellona but also to the narrative itself. Shlomith Rimmon-Kenan defines (following the lead of Tomashevsky) narrative fiction as the representation of a succession of events.
 The  anathēmata Delany refers to are not only the cast-offs of society but also this narrative which encompasses within its boundaries a series of transgressions both in representational and narrative terms. The absolute minimal story follows Prince’s definition that “a minimal story consists of three conjoined events. The first and the third events are stative, the second is active. Furthermore, the third event is the inverse of the first. Finally, the three events are conjoined by conjunctive features in such a way that (a) the first event precedes the second in time and the second precedes the third, and (b) the second causes the third”.
 In the case of the narrative in Dhalgren the definition of the minimal story is subverted as the complex almost-but-not-quite-repetitive nature of the events described in Dhalgren interpenetrate each other; the three events (and their nature) are changed by the very act of the botched repetition. This botched repetition is made even more apparent in the last chapter of the novel when Kid participates in an orgy; the scene described is as follows: “This time, it was an image of myself, holding hands with someone (Lanya? Risa? Denny?) and running among leafless trees laced with moonlight while the person behind me kept repeating: ' . . . Grendal, Grendal, Grendal . . .' which, while I rocked my face in her hot neck and the stinging in my thighs, chest, and belly went on, seemed very funny. (Specific and primitive?) I raised my face out of the moon-bright branches into a room lathered with the smell of smoke and scorpions. And grinning, man, like a tiger” (678). The orgy scene is treated as an opportunity for an anamnesis of the character: he hears the repetition of the name “Grendal” thinking perhaps it is a reference to the mythical Grendel when it is in fact his own name cut in half with the misunderstanding playing the part of the middle part.
 We can safely surmise that the narrative of Dhalgren can also be considered as a series of thought experiments in literary form; amnesia is used as a narrative device which explores an impossible scenario: what if one forgot their own name? What if one failed to recognise their own name? How would one go about recognising (reading) their own life? In this case, recognition of one’s own name becomes a task not only in accurate recollection but a more a re-education on how to read properly. Kid’s own name (and the allusions it carries) in the final part of the novel becomes a (minimal) story-unit presenting difficulties in its proper comprehension. André Maurois has noted that “memory is a great artist. For every man and for every woman it makes the recollection of his or her life a work of art and an unfaithful record”.
 Recollection always implies some degree of artificiality in regards to the self remembered, the self reconstituted. The amnesia effected results in the condition of the historical existence of “the iterability of the trace (unicity, identification, and alteration in repetition) is the condition of historicity”.
 The self remembered through repetition is the self that can actually interact with the world; this repetition however is characterised by a signal-to-noise loss ratio: this repetition is never exact but the variation generated constitutes the self.

Forgetting all about the Map: Mark Amerika’s Hypertextual Consciousness [beta-version]
Amerika’s print novel The Kafka Chronicles (1994) revisits several of the themes explored in Dhalgren. Samsa, Amerika’s protagonist,
 finds himself (much like Kid)  in an underground where drugs and terrorism are ever present. In the Kafka Chronicles Amerika attempts to unravel the fabric of self, the fabric of textuality: 

“Gregor simulated his death by going back to the typewriter and making things up as he went along. He spontaneously created himself while simultaneously undoing himself so that what you had left was a transient glow, a wafer thin line of desire dressed up in the latest perspiration-wicking athletic wear Amerikan money could buy. He was no longer an outcast. He was Down and In, Up and Coming, Off and Running. He was all Presence. A thought was rolling through his head: let it be first of all by their presence that objects and gestures establish themselves . . . He took a deep breath. The typewriter was buzzing with action, inviting him to join in the fun. Technology was shooting him right between the eyes.” (my emphasis)  

Amerika went on to create Grammatron to examine and unravel textuality. Mark Amerika’s Hypertextual Consciousness [beta-version] is an experiment and an investigation of textuality in the Information Age and is the “companion theory-guide” to the Grammatron experimental novel-protocol.
 Mark Amerika is a virtual artist and  designed and developed the Grammatron as a "public domain narrative environment"
 protocol as the novelistic equivalent of the brain’s parallel processing: the brain’s ability not only to simultaneously process incoming stimuli but also to translate incoming stimuli into symbols individually analysed and compared to stored memories. Subsequently, the brain identifies what it is viewing and combines every component of the stimuli into one image that is easy to decipher. This operation happens perpetually, seamlessly and without any conscious involvement on the part of the brain. The stimuli perceived and processed by the brain are themselves parts/byproducts of networks of signifiers extending indefinitely. In this manner, the perceived world is similar to Barthes’ ideal text: “In this ideal text the networks are many and interact, without any one of them being able to surpass the rest; this text is a galaxy of signifiers, not a structure of signifieds; it has no beginning; it is reversible; we gain access to it by several entrances, none of which can be authoritatively declared to be the main one; the codes it mobilises extend as far as the eye can reach….; the systems of meaning can take over this absolutely plural text, but their number is never closed, based as it is on the infinity of language”.
 Consciousness works in a similar fashion to the fantasy of Barthes’ ever-changing text.

Hypertextual Consciousness [beta-version] for all its avant-garde leanings hearkens back to Xanadu the very first hypertext which was conceived and written by Theodor (Ted) Holm Nelson. Much like Xanadu was an attempt in hypertextual form at an exact representation of human thought and its labyrinthine connections,
 Amerika’s hypertext is an attempt to represent the consciousness constituted during the navigation experience of a hypertext. Amerika’s hypertext succeeds in doing this because it simultaneously represents and reenacts this experience. The reenactment of the experience structure of hypertextual navigation constitutes an “elliptical (K)NO(W)MAD” with “fidgeting digits”, as Amerika puts it himself in his essay “Network Resonance: Or, Reconfiguring Narrative Practice”: 

(the fidgeting digits of the elliptical

                        (K)NO(W)MAD...)

                        OR

                the electronic writer as pla(y)giaristic DJ

                        OR

                theory-conductor

                        OR

 OR

                hypertextual garbage-man

                        OR

                reality hacker

Amerika in Hypertextual Consciousness [beta-version] attempts to explore how human consciousness experiences an entropy of self; “THE WAR AGAINST TIME:  DYING BIT BY BIT IN THE NEW MEDIA ECOLOGY”, is how he puts it. Paul D. Miller, a.k.a. DJ Spooky That Subliminal Kid, in his book Rhythm Science notes that in this new media ecology the ideal personality to navigate is the personality of the idiot! Miller’s provocative argument is that the “idiot” signifies not an intellectual deficiency but rather a “person without qualities who cannot say ‘I’. The person whom others speak through, who has no central identity save what he or she knows. And what they know is that they know there is nothing else….So as we flow across the page in the here and now, and as you process the words as you read them, remember this: they process you as well. Roam the interstices of globalisation as a ghost in the machine as we fast-forward past the middle passage and into the hyperlinks of a database culture whose archives routed and dissolved into almost every format of memory we’ve thought about, and think about how to describe the experience….Plastic, fluid memories run into circuitry and focus our attention on a world where we download ourselves daily. This is a word game of the nonconscious. This is what the idiot tells us and this is what we reply”.
 In a hypertextual context the reader-user navigates the textual environment as if he reads for the first time even if he has experienced hypertext before. The innovation that hypertext brings to the table is that it explicitly allows the reader-user to creatively engage with the text itself. In a hypertextual context, reading is an act of creative navigation: one chooses a narrative path and hopes that the path will provide some sort of meaning and significance to the narrative formed piecemeal. We cannot change the words on the screen but through choice of reading order (and time) we change the narrative formed. In this manner reading changes not only the text and our perception of it; it also changes ourselves. We are no longer simply consumers of a linear text but we decide how to read the text; that is not all, hypertext as a form of textuality reintroduces the idea of experience design to the act of reading. This is of course not a new idea;
 “writingdesign”, as Amerika puts it, forces us into assuming not only a more creative role as readers but also a role with greater ethical responsibility: the reader-user prompted by the interaction with machines is now compelled to ask: “How do we perceive time and language in this age of Web 2.0?” The reader-user enters a synergistic relationship with the hypertext which forces into a reexamination of the ideas we harbour about our preconceptions about ourselves. The fragmented ontology of textuality in cyberspace propels one to accept the fact that in our continuous engagement with narratives embedded in New Media that we may in fact be moving beyond the Literary (Amerika, “Designwriting”). This move beyond the current paradigm carries its own set of difficulties as we have to redefine how one reads and what is this new textuality paradigm. In effect, we have to effect some sort of amnesia in order to be able to read hypertexts.  That is to say, the process of reading and navigating a hypertext is akin to learning to read as if for the first time. The boundaries between self and text become even more blurry in cyberspace; the reader-user enters a relationship with the text where the roles reader-text are subverted and redefined. Amerika in “Network Resonance” has noted this in the following schema outlining possible roles: 
                      “YOU (the reader/listener/co-conspirator)

                        ME   (the interactive fiction)

or how about

                        YOU (the interactive fiction)

                        ME   (the writer/co-conspirator)”

In the first pair, the addressee is defined as the reader while the “person” addressing the reader is the text itself; in the second pair, however, problematises the traditionally one-way relationship between reader and text. The reader-addressee becomes the interactive fiction changing in interaction with the text; the text “behaves” on the other hand according to the code written by the programmer. In this manner, Amerika by simultaneously affirming and/or subverting the function of the reader situates the reader-user within the larger continuum of writing; the reader-function is configured into a user who holds an active part within the practice of textuality. The new role of the user assumed by the reader means that not just reading habits but reading paradigms themselves are subject to change. Amerika attempts to redefine the role of the writer/reader pair by noting that reading is now an experience shaped by the media in which it is embedded. The reading experience of course changes with the proliferation of narratives in New Media. Writers writing primarily hypertexts find themselves in an interesting position. In an essay entitled “Designwriting: A Post-Literary Reading Experience”, Amerika explores what this textual paradigm shift means not just for the readers but for the writers themselves; writers : “Designwriters are not Typewriters. They tend to be collaborative engineers of the web interface whose screenal [sic] presence challenges the Author-as-Genius model so many literary figures have depended on (and still depend on)”. Amerika in the same essay had noted earlier on that “for those of us raised on books and the idea that the very best of Man can be found in Great Literature, just the idea of conscientiously saying good-bye to The Novel as a kind of narrative interface, feels like an act of betrayal, one that is forever going to make us feel guilty until the day we die”. The reading paradigm shift seems to carry a tinge of guilt about it but it is not a new practice; Amerika himself has noted that the 20th century desire “to move beyond literature, books, the transparent use of language and the various linguistic frameworks which work against our creative impulse to shatter the rules of conventional behavior so as to change the world we live in, can be seen as the driving force behind many of the activities associated with both Italian and Russian Futurism, Dadaism, Lettrism, Situationism and the Pop Art movement. It is a desire that Richard Lanham, in The Eletcronic Word, says ‘brings a complete renegotiation of the alphabet/icon ratio upon which print-based thought is built’”.

We find ourselves having to learn to read all over again. New Media and hypermedia trigger an amnesia of reading: the user-reader has to learn to read all over again. The reader-user now has to learn that a new alphabet in the form of icons on the computer screens has supplanted the traditional alphabet paradigm Amerika has noted this in his essay “Digital Densities: An Attempt At Contextualizing The Ongoing Ungoing Story of Being In Cyberspace”: “The struggle between icon and alphabet is not new”. If as McGann notes “electronic text always has variation, for no one state or version is ever final”,
 then Amerika’s project seeks to subvert this dialectic by posing the question: “how do we say what we see, and how can we make the reader see?”
 The change in the reading paradigm as evidenced in electronic text marks an evolution in technology but as Miller has previously noted “humans have a certain perceptual architecture….We’re conditioned to accept the social ramifications of the various technologies as constants in the environment, but they’re as open to fluctuation as the societies that generated them”.
 Hypertext can be a fertile ground for problematising the dialectic between icon and alphabet, linear and non-linear narrative, hard copy and hypertext, knowing how to read and learning again. Amerika’s work further problematises this series of dialectic and in so doing asks, in a hypertextual (hyperrhetorical?) gesture, “how does one read?” and “how does the act of reading change the reader?” Hypertextual Consciousness [beta-version] has thus been conceived and coded by Amerika with a very specific intention. It purports to be "an exploration into cyborg-narrators, virtual reality and the teleportation of narrative consciousness into the electrosphere...";
 this tagline comes to act as a programmatic statement.  
Hypertextual Consciousness [beta-version] as conceived by Mark Amerika and experienced by the user falls within the conceptual confines of what Mark Amerika has termed avant-pop:
 “Now that Postmodernism is dead and we're in the process of finally burying it, something else is starting to take hold in the cultural imagination and I propose that we call this new phenomenon Avant-Pop”.
 Hypertextual Consciousness [beta-version] is a hypertext that is simultaneously a companion piece to Grammaatron, a critical text and a work of clinical/critical literature as defined by Deleuze: “literature exists only when it discovers beneath apparent persons the power of an impersonal…literature begins only when a third person is born in us that strips us of its power to say ‘I’”.
 Hypertextual Consciousness [beta-version] supplies the reader with its own set of Cliff Notes in its effort to communicate its attempt to destabilise textual stability. Amerika in Hypertextual Consciousness [beta-version] explores what it means to move away from a printed discourse that is dependent on the finality of print in order to produce meaning. “Every text has variants of itself screaming to get out, or antithetical texts waiting to make themselves known”,
 but what we read is what the version that the author has decided is the most suitable for his own purposes. Walter J. Ong has noted that “print situates words in space more relentlessly than writing ever did. Writing moves words from the sound world to a world of visual space, but print locks words into position in space. Control of position is everything in print”.
 Landow in a different context notes the same thing by saying that “conventional notions of completion and a finished product do not apply to hypertext, whose essential novelty makes difficult defining and describing it in older terms, since they derive from another educational and information technology and have hidden assumptions inappropriate to hypertext”.
 In hypertext, textuality and the preconception of its stability are subverted because the reader comes to realize that the book is ultimately an artifact, a product; this is a fact that people who love books vehemently have come to deny again and again. Technological progress and its effects on book production have come to affect however how we view books and textuality in general; it is as if we view the idea of text for the first time. As George Landow notes “we find ourselves, for the first time in centuries, able to see the book as unnatural, as a near-miraculous technological innovation and not as something intrinsically and inevitably human”.
 

Amerika’s project works towards uncovering the impersonal that is buried within textuality. Amerika in an interview about Hypertextual Consciousness [beta-version] says: 

“Hypertextual Consciousness [beta-version] is capable of distributing itself within computer mediated dream-narratives only because the network technology has altered our perceptions of what’s possible—all kinds of artists are beginning to reevaluate the political economy of meaning as it adjusts to this new network-distribution paradigm. When I’m talking about the political economy of meaning I am not talking about a prefabricated or linear meaning whether it be uniformly conservative or pseudo-liberal. I’m thinking more in terms of the genesis of language and how the media itself has become a kind of a narco-terrorist that redistributes our desire for us. HTC investigates the ways in which we can research and develop poetical-theoretical-(anti)aesthetical modes of operation that challenge the media status quo, its iron grip on distribution, by way of more collaborative, globally-interlinked, networked narratives”(How To Be An Internet Artist, 28).   

Hypertextual Consciousness [beta-version] provides a mode of diagnosing the disease (that is the media as it is controlled and distributed at present) by isolating the symptoms (the iron grip of the media on meaning distribution) and by offering a treatment (collaborative narratives, whose main features are unpredictability and discontinuity) for the disease. In this manner, we have to leave behind previous paradigms of reading and learn to read again. The process initiated by texts such as the ones I am discussing here is designed to induce change and difference in the reader/user/viewer: “we are, for the duration of our reading, different, and difference has more to do with the process than the temporary object”.
 This is why this particular hypertext is tagged as being the “beta-version”; the “beta-version” of any program is usually the first version of said program implementing features that came up in the initial requirements analysis. Beta-versions are  unstable. This hypertext and its philosophical and theoretical background of the hypertext however seem to point out that the text aims more for a rolling release software-version wherein the software released is continuously evolving.

In Hypertextual Consciousness [beta-version], the linear sense of readerly progress within the text collapses giving way to a protocollogical reading practice: the reader moves between fragments as one jumps from one link to another, from one page to another. In this sense, “hypertext creates an almost embarrassingly literal reification or embodiment of a principle that had seemed particularly abstract and difficult when read from the vantage point of print”.
 Deleuze and Guattari have already proposed a rhizomic book-structure: “What takes place in a book composed instead of plateaus that communicate with one another across microfissures, as in a brain? We call ‘plateau’ any multiplicity connected to other multiplicities by superficial underground stems in such a way as to form or extend a rhizome”.
 

When one clicks on the hyperlink of the title on the title screen of HTC, one is taken to the screen encoded as “intention” bearing a single sentence: I link, therefore I am.  Cogito ergo sum is replaced by connecto ergo sum. From the “intention” screen we can surmise that the book-reader here becomes the interfacing-reader; the interfacing-reader, is taken to the “overview” page where a number of critical and theoretical terms (“autobiography of ht”, “concept-characters”,”counter-aesthetic becoming”,“collaborative authoring”, “distributed identity”, “globally-linked cyborgs”, "cyberspace", “Hypertext as Writing Machine”, “hyperrhetorical”, “cyberspace & hypertextual consciousness”, “cyborg-narrator”, “dynamic protocols”), neologisms (“another memex moment”,  “technologically-orphed”, “interactive mutants”, “narratological navigational synthesis”, “pseudo-utopia”, “scalable realities”, “frenzied sexuality”, "going public", “post-org”, “narrative intelligence”, “narrative space”, “network-potential”, “host open connection”, “creative exhibitionism”, “rhizome”, “situationism”, “techno-shamanism”, “tell-net”, “there”, “value-added network”, “virtual ubiquity”, “virtual object”, “VR fashion models”, “Virgil Reality”) and various catchphrases, often resembling futuristic advertisements, (“as it were”, “easy love”, “satyr envy”, “massaged mediums”, “existential comebacks”, “on the go”, “you don't have to be there”, wicked revelations “in search of...”), nouns (“daydream”, “decay”, “differentiation”, “dialogue”, “dissemination”, “power”, “wanderlust”, “links”, “revenge”, “meaning”, “moving pictures”, “nothingness”, “bandwidth”, “birth”, “naming”, “book”, “celebrity”, “freedom/freedom (again)”) and adjectives (“immersive”) are offered as multiple points of entry to the critical fiction that is Hypertextual Consciousness [beta-version]. The interfacing-reader of Hypertextual Consciousness [beta-version] has the choice to click on any one of the links taking him/her to a page with more links to click on subsequently taking him/her to other pages within the same document. Information technologies and their applications (one of which is the hypertext) create serial subjectivities implicit in the use and navigation of the informational flow. N. Katherine Hayles taking the Lacanian floating signifier one step further has dubbed the signifier in informational flow as “flickering signifier”. Hayles postulates that “flickering signifiers signal an important shift in the plate tectonics of language”.
 That happens because the use and function of the hypertextual document runs along a completely different line than that of reading a book. In essence, “changes in narrative functionalities are deeper than the structural or thematic significances of a specific genre, for they shift the embodied responses and expectations that different kinds of textualities evoke”.
 

The hypertextual document as a medium of information distribution is based on one hand on the inherited codex paradigm of the book; on the other hand, it makes use of the shift to dematerialized media, i.e. the use of digital media. This shift to the use of digital media comes to mark the once again transparent expression of the dynamic structure inherent in any one text whether said text is in hard copy format or in cyberspace. What does this mean? It means that where in hard copy books or documents the process of production is visible only in its artisanal aspect, i.e. in the production of the book one is holding, in hypertexts the process of production becomes apparent in more ways than one: the artistry of the programmer is apparent in the smooth flow of the hypertext, i.e. in the degree of usability of the resulting hypertext. The more complex the content of the hypertext (which goes hand in hand with a simple but elastic interface and an adaptive programming pattern), the richer and denser is the experience of the interfacing-reader. Hayles notes that “the longer the chain of codes, the more radical the transformations that can be effected. Acting as linguistic transducers, the coding chains impart astonishing power to even very small changes. Such amplification is possible because the constant reproduced through multiple coding layers is a pattern rather than a presence” (Hayles, 31). This means that these, often indecipherable, languages create masses of encoded data with a specific purpose: the navigation within a specific, circumscribed space. Computers and computerized resources such as hypertexts serve to show clarify what we imagine to know.
 It has been noted that “the code cannot guarantee the data has total integrity unless the data store and the code comprise a self-contained, unbreakable system (they never do)”.
 The process of production is also apparent in the use of the hypertext itself: that is to say, the hypertext becomes what it is through the navigational skills of its user. 

However, complex problems arise also out of our habit of using the set codex paradigm of the book. Navigating a document whether it be in book-form or in hypertextual form carries its own set of parameters: in both cases, “the rationale of a textualised document is an ordered ambivalence and…this ambivalence can be seen functioning at the document’s fundamental graphic levels. By ‘rationale’ we mean the dynamic structure of a document as it is realized in determinate (artisanal) and determinable (reflective) ways. By ‘ordered ambivalence’ we mean the signifying differentials set in play when a rhetoric of intention is applied to a document. Textual differentials at any level are a function of the effort to control or even eliminate them.”
 Navigation in hypertext presupposes a forgetfulness of the traditional habits of reading. This forced forgetfulness on the part of the interfacing-reader implies a programming aesthetic constituted by the constant need to move and to track down meaning. This is the specific strategy of HTC: constant movement not only between different web-pages and web-links but also a ludic, elastic navigation of different informational flows along different scales so as to track down and map the production of meaning in different scales. In the hyper-textual entry marked as “Scalable realities” it is noted that “the vitality of HTC's programming aesthetic is felt in the navigator's continuous need to move on, to forever build cyberspace's subjective reality as a liquid architecture where hyperrhetorical formations mature or dissolve. Life in this architectonic reality is revealed as a certain emotional depth of object.  When virtualized, this object forms the basis of subjective comprehension. It knows itself. It knows itself to be. It knows itself to be present in the act of hyperrhetorical formation but... it doesn't know itself. It doesn't know itself to be. It doesn't know itself to be beyond contradiction and this becomes apparent as it plays itself out in the deterritorialized environments of cyberspace. Live experience. Metaphorical intuition. Fertile delirium. The form of the spectre in cyberspatial reality is topologically transmutable. The emotional content of the object can change at any time. The light-force of energy that informs the dream-narrative apparatus designates the object with meaning.  But in meaning there is always potential for loss. And in cyberspace, this potential for loss is what keeps HTC moving.”
 The prose employed by Amerika in this particular case is interesting because it combines a highly theoretical prose with a staccato rhythm and an urgency reminding us of a detective hot on the trail of a fugitive. Only there is no other fugitive than meaning as a fixed, universal quality.

Reading the Map backwards: Christopher Nolan’s Memento
Memento by Christopher Nolan was released in 2000; the film is based on a short story by Jonathan Nolan and centers around Leonard Shelby who is suffering from a very short-term memory span as a result of post-traumatic stress. The traumatic event in his life has been the murder of his wife. The film revolves around Shelby’s search for his wife’s killer and his revenge on him or her. However, since he cannot remember anything for very long he lives his life according to a mass of notes and documents supplemented by the various tattoos he has inscribed all over his body. All this data serves as a protocol according to which Shelby must act and live his life and according to which the amnesia of the protagonist is regulated. Deleuze had already noted, “it is in the present that we make a memory, in order to make use of it in the future when the memory will be past”.
  The film starts from the end: the killer of Shleby’s wife meets a grisly end and we work backwards, along with Leonard Shelby, so as to try and peel away the layers of memory, both narrative and filmic. Shelby finds his wife’s killer and kills him but his revenge is extremely short-lived as he cannot really remember it. 

Memento can be viewed as a series of sheets of time-images: we are given “the former present that the past ‘was’”.
 These sheets of time-images christened by Shelby as “fact” (“Facts, not memories. That is how you investigate.”) become the tools with which the genre of the film noir or the detective narrative, by extension, are deconstructed and de-realised. The reverse narrative direction of the film forces the viewer to become implicated in the investigation of the back-story of the film. The motif of neurological disorder as plot drive becomes central to the resolution of the film: there is none. There are only the characters which cannot be trusted because the disorder driving the film cannot be trusted either. The continually fleeting memory of the protagonist does not offer any stable location: the film and its narrative form a particular image of a world that has existed from the end backwards. There are ruptures between the different filmic sequences and these form a map on which the neurological perception of the world is virtually traced: “[A film] is not an image of the world. It forms a rhizome with the world, there is an aparallel evolution of [film] and the world . . . Always follow the rhizome by rupture; [rhizomes] lengthen, prolong, and relay the line of flight; mak[ing] it vary . . . The rhizome is a map and not a tracing . . . open and connectable in all of its dimensions; it is detachable, reversible, susceptible to constant modification. . .conceived as a work of art, and constructed as a political action . . .”
 As Eric Alliez notes, “by passing into the powers of life that support its fragile texture, the flesh lets transpire a materiality, ‘which wells up[…]beneath the bands of crimson’….The flesh turns into a skin that spans genera, orders and domains; an imprint of the cosmos, a surging up of the ground [sol], leading the painter to become the explorer of a hyperphysical world where to see is akin to becoming imbued with the allotropic variations of the universal force field, where to sense is to capture, as if by surprise, the image of secret facts, of unknown stages in the formation of things. The skin is deepest…Or, of the philosophy of art as a general dermatology.”
 The tattooed skin of Leonard Shelby becomes a skin of information patterns; it is, in a very literal sense, the skin of memory on which everything is inscribed and re-lived. Shelby needs the information he extracts from the people around him in order to be able to form the narrative of his own life. He needs this trickling of information in order to relate, to create links and to place himself within other people’s narratives. Delany in an essay has noted that ‘differences are what create individuals…. Identities are thus conditions of comparative simplicity that complex individuals might move toward, but (fortunately) never achieve….Identities are thus, by nature, reductive. (You do not need an identity to become yourself; you need an identity to become like someone else)”.
 The skin-of-information becomes the territory. It is quite telling that in the film’s website (http://www.otnemem.com) when you click on the word “forgetful” hidden within a newspaper clipping, which serves the site’s menu, you get a sketch of the body as a kind of map.

The loss of locality as experienced in Hypertextual Consciousness [beta-version] and found in the code generating the hypertext, the loss of stability of identity and locality as experienced in Dhalgren is subsequently restored by the revelation that the locality of the novel is the very experience of life: Dhalgren, it transpires, is about living one’s life within the narrative confines of a (meta)novel. The map is the territory is the story is the novel. The notebooks, the micro-experience of the Kid, become the macro-experience of life in Bellona. The skin of Leonard Shelby is where he lives his short-memory life: on the surface. 
All three pieces of narrative share a number of traits: a rhizomatic structure and a nomadic movement involving the reader/user/observer. They all register on the meta- part of the scale of the genre they belong to: they are metafictional, metacritical, metasciencefictional. All three narratives in one way or another are dependent on the conventions of the detective genre but at the same time they work towards  deconstructing this genre and the search for the truth that memory grants. Dhalgren starts with the second half of an incomplete sentence, in the viewpoint of a man who doesn't know who he is. HTC starts with a series of fragments and a series of order-words, in the viewpoint of one who has to leave behind him/her his habit of reading and deciphering. Memento starts at the end of the story in the viewpoint of a man who has only a few moments before he forgets who he is and what his story is and before he starts his quest for revenge anew. All three works are intricate constructs where narrative Time is shattered, and it is experienced as if it is viewed in a kaleidoscope. There is not a stable narrative centre to ground the flux, there is not a narrative center to ground a proper identity: we are never given a proper name for the Kid [proper name ref. here], there is only the cyborg-narrator in HTC, and Leonard Shelby in Memento carries a name that is typical of names in the detective genre. All of these characters represent a minority: each of these characters is a small nation of selves constantly in flux. Kafka has repeatedly spoken of the power memory has in small nations: “The memory of a small nation is no shorter than that of a large one, hence it works on the existing material at a deeper level.” Deleuze points that the memory of a small nation is “no longer psychological nor collective, because each person ‘in a little country’ inherits only the portion due to him, and has no goal other than this portion, even if neither recognizes nor maintains it. Communication of the world and the I in a fragmented world and in a fragmented I which are constantly being exchanged.”
 The subjects of these narratives are in constant flux as they negotiate with memory. The subjects of these narratives are monads in the vein of Leibniz, i.e. they are conceptions of the individual as expression and no longer as representation of the world.
 All these narrative subjects have a hallucinatory relationship with memory and the notion of character: all these narrative subjects are always in flight. Individual identity and individual subjectivity is thus constituted as an expression of the world: individual identity through the act of individuation integrates the conflicting realities of the world. The world comes to be expressed as a series of points of view, as a series of variations on the same theme: the self is the point of view on the world that it envelops.
 Thus, the point of view at any one moment developed by the subject in all of these narratives is but another point in a web of selves, in a web of points of view. The search for meaning is conducted by a “narrator-spider, whose very web is the Search in the process of being made, of weaving itself with every thread pulled by this sign or that: web and spider, web and body, they constitute a single machine….This body-web-spider attempts with every possible way to half-open or to close the small boxes crashing onto a sticky thread of the Search.”
 The fragmentation and the fleeting memory-images, the almost hysterically interminable presence of an almost-identity in the three works at hand only work to uncover the presences beneath and beyond the representation-effect of Memory. The individuation, the production of subjectivity, in these three works is a becoming-amnesiac: a supra-memory that is at once expressive, serial and embodied. This is not thought incarnate but rather thought excarnate.
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� Thrift, 334.


� Cf. Ramachandra, Broks.


� Deleuze 1998, 66-7.


� Raban, 11.


� The Cornelius novels in order of appearance are The Final Programme (1969), A Cure for Cancer (1971), The English Assassin (1972) and The Condition of Muzak (1977). There have been more stories written by Moorcock featuring Cornelius but none published since The Condition of Muzak has exceeded the novella format. It should be noted here that Cornelius is perhaps the first open source character in 20th century fiction in that its creator invited other writers to write new stories using his own characters. Moorcock’s invitation is in line with the Cornelius characters’ literary genealogy in that Moorcock freely borrowed from the Commedia Del’ Arte, among other sources. Moorcock himself has noted that the Cornelius character “was as much a technique as a character”(http://www.irosf.com/q/zine/article/10115). In this sense, the protean, multivalent Cornelius is a sort of a link-character in that he is a character, a “floating signifier” as the term is postulated by Katherine N. Hayles, bringing together worlds logically incompossible with one another.


� Deleuze and Guattari remind us that “a line of becoming is not defined by points that it connects, or by points that compose it; on the contrary, it passes between points, it comes up through the middle, it runs perpendicular to the points first perceived, transversally to the localizable relation to distant or contiguous points.”  (Deleuze & Guattari 1988, 293)


� Tiberghien, 171


� Deleuze 1989, 221. Deleuze will revisit and refine this concept of memory in A Thousand Plateaus when he will argue with Guattari that “memory has a punctual organisation because every present refers simultaneously to the horizontal line of the flow of time (kinematics), which goes from an old present to the actual present, and the vertical line of the order of time (stratigraphy), which goes from the present to the past, or to the representation of the old present” (Deleuze & Guattari 1988, 294-5).


� Deleuze 1994, 74. 


� Deleuze defines this “contraction” not as ‘a matter of reflection. Properly speaking, it forms a synthesis of time. A succession of instants does not constitute time any more than it causes it to disappear….Time is constituted only in the originary synthesis which operates on the repetition of instants. This synthesis contracts the successive independent instants into one another, thereby constituting the lived, or living, present.”(1991, 71).


� For a more detailed discussion on how awareness is intrinsic to the formation and representation of meaning, see Freeman 157-191. Freeman discusses how awareness and self-awareness act as operators, regulators of the data supplied by the brain subsequently reworking the data content provided by the brain.


� Freeman, 190-1. 


� Freeman, 203.


� Freud, 515.


� Freeman, 204.


� Deleuze and Guattari 1988, 294.


� We can argue that these ‘mnemotechnical systems’ can be defined as works of art represented in such a manner that they teach how memory should work.


� T. S. Eliot in the 1920 essay “Tradition and the Individual Talent” notes that  “the existing monuments form an ideal order among themselves, which is modified by the introduction of the new (the really new) work of art among them. The existing order is complete before the new work arrives; for order to persist after the supervention of novelty, the whole existing order must be, if ever so slightly, altered; and so the relations, proportions, values of each work of art toward the whole are readjusted; and this is conformity between the old and the new”.


� Deleuze & Guattari 1988, 294.  In the same chapter of A Thousand Plateaus Deleuze and Guattari note that  “creations are like mutant abstract lines that have detached themselves from the task of representing a world, precisely because they assemble a new type of reality that history can only recontain or relocate in punctual systems”. (296)


� Deleuze 1989, 101.


� “Institutional Practics and Politics”, The Guattari Reader, 124-5.


� Lukacs in The Theory of the Novel notes that the daunting task of philosophy is to draw the transcendental topography of the mind; he asks: “For what is the task of true philosophy if not to draw that archetypal map?” (30)


� Fiske, 1087. We have to note here that Steven Johnson in his book Everything Bad is Good for You: How Today's Popular Culture Is Actually Making Us Smarter (2005) refutes this claim by arguing that the increasing complexity of contemporary popular culture (especially in the fields of television brodcasting and video games) have contributed not only to the popularisation of narrative experimentation but also to the active participation of the viewer in the construction of meaning.


� Stuart Moulthrop in discussion of the structure of A Thousand Plateaus notes that “the rhizome-book may itself be considered an incunabular hypertext…designed as a matrix of independent but cross-referential discourses which the reader is invited to enter more or less at random…The reader’s implicit task is to build a network of virtual connections (which more than one reader of my acquaintance has suggested operationalising as a web of hypertext links)” (300-1). The text of A Thousand Plateaus, like Dhalgren and Hypertextual Consciousness [beta-version] is the textual analogy of a multistable perceptual phenomenon, a phenomenon wherein a large number of visual patterns that are too ambiguous for the visual system to settle down on a unique interpretation: “Conventional explanations of multistable visual phenomena suggest that the spontaneous perceptual switches are due to antagonistic connectivity within the


visual system” (Zhou et al., 256). 


� Katherine Myers defines this type of amnesia as follows: “Anterograde amnesia is a selective memory deficit, resulting from brain injury, in which the individual is severely impaired in learning new information. Memories for events that occurred before the injury may be largely spared, but events that occurred since the injury may be lost.” 


� The RDF (Resource Description Framework) is a mechanism developed by technologists and employed in the web so that automated software can store, exchange, and use information that is machine-readable and easily-distributed throughout the web; in this manner, users deal with the stored information with greater efficiency and certainty. For more information, follow this link: � HYPERLINK "http://www.xml.com/pub/a/2001/01/24/rdf.html" ��http://www.xml.com/pub/a/2001/01/24/rdf.html�.


� Early on in the novel a character asks Kid, the protagonist: “ ‘What do you want to change in the world?….What do you want to preserve? What is the thing you are searching for? What are you running away from?’” (4-5). The exchange is clearly a reference to the changing sociopolitical environment in the United States of the late 1960s.   


� William Gibson, “The Recombinant City: A Foreword”, xi.


� Benjamin, 227.


� Bellona was the Roman goddess of war and has been associated with the goddess Isis, goddess of civilization and nurturing. The city of Bellona emerges as a ground where equals meet, a warring but nurturing ground.


� Lukacs, 181.


� I am borrowing the term from the chapter “The…writer...as…pseudo-autobiographical… work-in-progress, [Or]…”, 21-36, in Mark Amerika’s e-book How to be an internet artist.


� Lukacs, 181.


� Ebert, 94. 


� Ebert notes that “in metascience fiction the entertainment or story-telling function that dominates traditional science fiction is backgrounded, and the literary and aesthetic functions are foregrounded. Metascience fiction energises the genre of science fiction at a time when scientific explorations of other planets have made news from outer space aregular part of our daily information, and future studies have become an integral part of our academic curricula. Metascience fiction acquires its narrative force from laying bare the conventions of science fiction and subverting its transparent language of mimesis and believability. Instead of using a languge which is only a means for achieving other ends, such as telling an appealing and suspenseful story, it employs a self-reflexive discourse acutely aware of its aesthetic status and artificiality. Not only language but also other components of fiction such as ‘character’, ‘plot’, and ‘point of view’ are handled with aesthetic selfconsciousness in a manner that makes it impossible to take them for anything but what they actually are: created literary characters, made-up plots and so forth”. (93)


� Lukacs, 181.


� Βoth of these works were published in English after Delany finished Dhalgren; Dissemination was published in English in 1981while Glas was translated into English in 1986 (cf. bibliography for complere details of both translations). Delany incorporated in his fiction not only the theoretical advances in theory long before they became popular or well-known in the English-speaking world but also the narrative quirks used when these theories were being discussed.


� Rimon-Kenan, 2.


� Gerald Prince, A Grammar of Stories, 31, quoted in Rimon-Kenan, 18.


� Delany uses mythology here to great effect. The mythical figure of Grendel, who is fought and defeated by the great hero Beowulf in the epic poem Beowulf and Grendel, was cast out “by the Creator as kindred of Cain” (5). Grendel is described as a heinous monster, a descendant of the first murderer in human history. He is an outcast, condemned to wander. Dhalgren’s protagonist is not a murderer but he wanders in a state of amnesia without truly knowing his identity and purpose. He is cast-off in a dystopia where time and perception are perpetually unhinged.


� Maurois, 157-8.


� Derrida 1992, 62.


� Even the unwitting juxtaposition of Amerika and his protagonist creates ripples of intertextual references.


� The Grammatron project is defined as follows: “The project consists of over over 1100 text spaces, 2000 links, 40+ minutes of original soundtrack delivered via Real Audio 3.0, unique hyperlink structures by way of specially-coded Javascripts, a virtual gallery featuring scores of animated and still life images, and more storyworld development than any other narrative created exclusively for the Web. A story about cyberspace, Cabala mysticism, digicash paracurrencies and the evolution of virtual sex in a society afraid to go outside and get in touch with its own nature, GRAMMATRON depicts a near-future world where stories are no longer conceived for book production but are instead created for a more immersive networked-narrative environment that, taking place on the Net, calls into question how a narrative is composed, published and distributed in the age of digital dissemination.” (http://www.grammatron.com/about.html)


� Amerika, “Minutes To Go: Fast-Forwarding The GRAMMATRON Package”.


� Barthes, 5-6.


� “My principal long-term concern is the exact representation of human thought, especially that thought put into words and writing... to maintain a continuing evolutionary base of material and to track the changes in it” Nelson quoted in Barnet.


� Amerika, “Network Resonance: Or, Reconfiguring Narrative Practice”


� Miller, 9


�Amerika has discussed writing as experience design for the reader in his essay “Designwriting: �A Post-Literary Reading Experience”; novelist Mark Danielewski wrote and conceived his novel House of Leaves (2000) first online and then transferred to paper. Jeff Noon uses the rhythms and beats of electronic beats to write and situate his work on paper. 


� Amerika, “Network Resonance: Or, Reconfiguring Narrative Practice”


� Amerika, “Digital Densities: An Attempt At Contextualizing The Ongoing Ungoing Story of Being In Cyberspace”.


� Landow, 61.


� Amerika, “Digital Densities: An Attempt At Contextualizing The Ongoing Ungoing Story of Being In Cyberspace”.


� Miller, 17.


� Amerika, http://www.grammatron.com/htc/


�For a detailed explanation of the movement of “Avant-Pop” visit http://www.altx.com/memoriam/pomo.html.


� Amerika, http://www.grammatron.com/htc/a-p.html. Mark Amerika defines the particular circumstances in which Avant-Pop arises as follows: “Whereas it's true that certain strains of Postmodernism, Modernism, Structuralism and Post-Structuralism, Surrealism, Dadaism, Futurism, Capitalism and even Marxism pervade the new sensibility, the major difference is that the artists who create Avant-Pop art are the Children of Mass Media (even more than being the children of their parents who have much less influence over them). Most of the early practitioners of Postmodernism, who came into active adult consciousness in the fifties, sixties and early seventies, tried desperately to keep themselves away from the forefront of the newly powerful Mediagenic Reality that was rapidly becoming the place where most of our social exchange was taking place. Despite its early insistence on remaining caught up in the academic and elitist art world's presuppositions of self- institutionalization and incestuality, Postmodernism found itself overtaken by the popular media engine that eventually killed it and from its remains Avant-Pop is now born.” (http://www.grammatron.com/htc/a-p2.html)


� Deleuze 1998, 3.


� McGann 1991, 119. Cf. Deleuze 1998, p. 42ff.


� Ong, 54.


� Landow, 79.


� Landow, 25.


� Birkerts, 81.


� Landow, 65.


� Deleuze and Guattari 1988, 22.


� Hayles, 30.


� Ibid, 48.


� McGann 2004, 142-3.


� Webb.


� McGann 2004, 137.


� Amerika, http://www.grammatron.com/htc/scalable.html. 


� Deleuze 1989, 55.


� Deleuze 1989, 54.


� Deleuze & Guattari 1988,11-3, 21.


� Alliez, 72-3.


� Delany 1999, 88. Deleuze in a subsequent passage in Difference and Repetition attempts to define identity as an illusion covering pure difference: “Difference inhabits repetition. On the one hand- lengthwise, as it were- difference allows us to pass from one order of repetition to another; from the instantaneous repetition which unravels itself to the actively represented repetition through the intermediary of passive synthesis” (Deleuze 1994, 76).


� Deleuze 1989, 221.


� Khalfa, 66.


� Khalfa, 76.


� Deleuze 1979, 212.
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