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Chapter 2. Innovation Origins 
Historical cycles of art innovation and technological innovation follow similar pathways, 

pushing the boundaries of what is acceptable and possible, moving from experimental 

practices to cultural and even industrial interest and usefulness as they enter the mainstream. 

Popular entertainment media straddle these fields, continually seeking new methods of 

storytelling in both content and technology as they seek to peddle narratives for monetary 

profit. Novelty is, however, significantly flattened by the time it makes its way to mainstream 

culture; the truly experimental is fascinating for only the few experienced enough in the 

relevant field to understand it and enjoy its subversion. For innovation to be appreciated by 

the many, it must necessarily be simplified, filtered, its rough edges sanded and presented in 

mostly familiar packaging, so that enough of today’s increasingly fractured audience can 

understand and enjoy it sufficiently for a commercial entity to turn a profit. In other words, in 

today’s neoliberal Western society, innovation is individual and niche, and the process that 

brings innovation into mainstream culture is overwhelmingly capitalist.  

Digital fiction (DF), as a nascent storytelling form that subverts the very structures of 

narrative as well as integrating a plethora of new media technologies, is in almost every 

instance an individual innovation, a primordial pool of rapidly cycling attempts to create 

something that will be fresh enough to be novel, and stable enough to persist. Its inherent 

instability, its dynamism and variety, work for the former and against the latter. Nonetheless, 

it persists, albeit in a variety that resists the overall conformation to a singular, recognizable, 

labelable and marketable genre. Specific instances, or species, of DF have cycled from 

experimental to mainstream (and back out again), through the “periods of integration, 

equilibrium and disintegration” (Chapin 1925, 600) typical of cultural cycles, often emerging 

in parallel from different sources. These cycles form “chain links” of innovation, “a learning 

process in which knowledge is constantly developing and being modified in an iterative 

series of feedback loops” (Bakhshi, McVittie, and Simmie 2008, 47)—a process that is both 

material and social, needing not only physical and technological cohesion, but also 

recognition and acceptance from socio-cultural spheres that would make use of the 

innovation and seek to reproduce and mimic it (Coeckelbergh 2018, 509). 

As such, innovation alone is insufficient to launch a new form into cultural awareness 

and even stability: the ebook and eInk existed for a decade before Amazon’s business 

innovations pushed them into mainstream acceptance and use. If invention is the mainspring 



 

 18 

of material (and thus human) evolution (B. Stewart 1958, 73), then media inventions are the 

instruments of humanism, “dynamically engaged within and as part of the socially realized 

protocols that define sites of communication and sources of meaning” (Gitelman 2006, 170). 

For DF as an innovation to take hold in mainstream culture, it must be a site of 

communication for the mainstream, for significant proportions of our cultures, global and 

local, to parse it for meaning and take some pleasure and understanding from that. There is no 

doubt that DF is now a part of mainstream, popular culture (as the remaining chapters of this 

book will demonstrate); this chapter explores how the chain-link cycles of ingenuity, 

innovation, progression, and saturation have evolved DF, as well as how aspects of its literary 

history have caused its disintegration in some spheres. 

Innovation Cycles 
“Innovation” is often paired with “technological”, and thus we have a tendency to connect the 

notions of ingenuity and invention with tools, machines, and computers (Coeckelbergh 2018). 

But of course it also applies to concepts, organization, and, most relevant here, art and 

literature. Art and literature, in these days of economic downturns and austerity measures, 

tend to be sidelined as extraneous, even frivolous. Yet they account for significant 

contributions to the economy, culture, and health, and they infuse almost every aspect of day-

to-day life. Humans have a constant and driving need for mental stimulation, whether that be 

in daily tasks like work, or in cultural enrichment like reading or gaming. Innovation in arts 

and literature is therefore occurring continuously, whether or not any given experimentation 

becomes part of mainstream awareness and practice. A confounding factor is that we are 

largely unaware of most innovations—the ones that fail to garner significant attention. 

Regardless of their fitness for purpose (e.g., a light bulb that actually casts light), many 

innovations fail for many other reasons, including timing, resistance, lack of attention, and 

lack of investment. 

The innovations themselves arise from various motivations and sources. With regard 

to digital fiction, many who create are highly experienced literature readers and writers, often 

researcher-practitioners with university positions. This presents one side of DF innovation 

motivation and source: playful experimentation from a position of relative “wealth”. On the 

other side is necessity, which drives a great deal of innovation outside of art, from better 

weapons in war to agricultural seeds with higher yields. In DF, necessity-driven innovation is 

often related to job and career prospects. From the creative writing side, aspiring writers 
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constantly strive to be “original”, to provide novelty4 in their books that will attract agents, 

editors, buyers, and readers. The game and digital development side asks for similar 

“palatable” innovation. Yet both industries provide little opportunity for newcomers, 

particularly if those newcomers identify with or are addressing inequalities in society, such as 

ethnic minorities, LGBTQIA+, religious minorities, or disabled people. Many of these 

marginalized voices turn to alternative streams of creativity that have not yet been heavily 

colonized by existing powers in creative industries, as was the case in the early days of 

electronic literature (Coverley 2017; Goicoechea and Sánchez 2017). In many ways, digital 

fiction remains an underexplored wilderness encouraging such innovation by necessity. 

In both these categories, however, the innovation is largely driven by individual 

interest. An artist or inventor plays with new ways to express or accomplish something; a 

doctor or engineer is tasked with developing a more efficient tool or to solve a logistics 

problem. Even when a team or existing corporation produces innovation, it is the culmination 

of individual motivation to create, to succeed in a career or contribute to a project. To shine. 

In these cases, the processes of innovation and diffusion of that innovation are muddled and 

hard to differentiate: individual innovations within existing corporations are not usually 

highlighted to the public, and most of what the public sees is the finished result and the 

diffusion. Diffusion of innovations in mainstream culture is almost always capitalist: mass 

production, marketing, and distribution of a product for the means of profit, from electric cars 

to ecommerce to streaming television. Digital media afford non-capitalist diffusion of 

innovations, such as memes and DF that hits that sweet spot between novelty and 

accessibility (for example, sportswriter Jon Bois’ viral 2017 hyperfiction 17776; see Figure 

2.1; see also Chapter 9), because its ease of replicability and sharing takes the brunt of 

production, marketing, and distribution costs, assuming a work can garner sufficient attention 

to be shared. 

[Figure 2.1] 
Figure 2.1. Screenshots from 17776 (Bois 2017). This freely available, widely shared hyperfiction conveys the dialogue 
between sentient satellites observing millennia-long and nation-wide American football games in a highly accessible 
multimodal infinite scroll format. 

Individual Ingenuity 

Writers are often asked where their ideas come from. Just as often, they don’t really know, 

because idea-generation in art is a very internal process, with little record left behind to 

expose how the mind eventually arrived at the idea of a modern Black woman time-traveling 

 
4 While remaining familiar enough to be marketable, of course. 



 

 20 

to the antebellum southern US (Octavia Butler’s Kindred) or an assassin robot who develops 

humanity (Martha Wells’s Murderbot). Innovation for specific interventions comes with 

more documentation, as the inventor records what did and didn’t work in the iterative process 

toward the end goal. Yet what exactly is “innovation”? Is it a new way of working? A 

machine? Inspiring people to look at or do things in a new way? 

Innovation can be all of these things. It can be a machine that automates separating 

cotton from plant debris, a surgical technique to repair faulty heart valves, a method of 

workplace organization that improves both employee morale and productivity, and a work of 

art that turns its audience’s understanding of the world upside down. Across many fields and 

practices, innovation is defined in different ways. In academia, we confer PhDs that 

demonstrate new and original knowledge, through new discoveries, new methods, new 

applications, and new theories. Hasan Bakhshi, et al. define innovation as an output, the 

result of combining new ideas with existing research and development resources (2008, 45). 

This definition calls attention to two important factors: that innovation is a process, rather 

than some form of divine inspiration, and it draws from and builds on existing knowledge and 

resources. In other words, brilliant new inventions in any field take hard work, and an influx 

of some form of capital, whether in the form of knowledge, materials, and/or financial 

support. 

This need for capital is the base for one school of thought as to where innovation 

arises. Pierre Bourdieu theorizes that innovation, or “avant-garde undertakings which precede 

the demands of the market”, depend on “possession of substantial economic and social 

capital” (1983, 67). This line of thinking posits that many human innovations throughout our 

history have been developed out of “leisure, free activity, creation” (Mumford 1934, 379), 

that as we find ourselves with free time and plentiful resources, we have room to experiment 

and invent, from art to machinery to philosophy. On a surface level, this theory has a certain 

draw, and the historical record of “gentleman scholars” seems to confirm that enough wealth 

to afford leisure time and the ability to weather risk is a key factor in successful innovation: 

Eli Whitney, Charles Darwin, Johannes Gutenberg, Jorge Luis Borges, Lord Byron (and his 

daughter, Ada Lovelace), Alan Turing, Bach, Steves Jobs and Wozniak, Bill Gates—all were 

born into middle- to upper-class families, if not outright aristocracy. Even historical artists, 

inventors, and scholars who were born into relative poverty—Edison, Tesla, Keats, Ford—

nonetheless benefited from wealth that the vast swath of humans (in the Euro-centric Western 

world) were absolutely denied: they were white men who attended school, could get jobs, 

could get financing and loans, could start businesses or sell to existing companies, and could 
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travel. They were able to learn their fields, work in relevant industries, and pitch or sell their 

work to well-connected social contacts. Thus innovation seems to come from leisure not 

because, according to similar men’s conjectures, wealth affords them the time to experiment 

and the cushion to take risks, but because others’ lack of such wealth and privilege prevents 

them from doing the same. 

For these sources, innovation arises from necessity rather than economic and/or social 

capital. Necessity encompasses ad hoc creativity—reuse, DIY, make-do, or 

“MacGyvering”—“quick makeshift improvised things to serve immediate precise needs” 

(Chorpash 2013, 2). It also includes desire paths (e.g., shortcuts worn into paths through 

green spaces indicating where people “desire” to walk) and hacking, whether that be creative 

uses of existing products, or subversive uses to effect a form of social hacking. Lisa Gitelman 

presents an interesting case study of innovation in the form of Edison’s phonograph (2006). 

Edison invented the phonograph (an instance of innovation through relative wealth) primarily 

for business use as a dictation device. Even when the nickel phonograph (essentially a 

novelty item in shops and pharmacies that, for the price of US$0.05, recorded and played 

back the user’s voice) proliferated, it was intended to record and play speech. The 

phonograph was invented to replace business letters, not symphonies. Yet consumers, and 

eventually producers, “hacked” the device for their own purposes, developing “new social 

practices for producing and consuming music, new corporate structures for capitalizing and 

disseminating performance” (ibid., 73). Innovation created the phonograph, but it also 

subverted the phonograph’s purpose toward a desire path as people—artists, in their way—

responded to the material, which cooperated to move the device and its uses in new directions 

(Coeckelbergh 2018, 506). 

Mainstream Adoption 

The question of how singular innovations progress to mainstays in wider culture requires 

further digging into the phenomena of innovations and how they evolve beyond novelty 

status and into mainstream awareness and use (becoming, eventually, established norms). 

Here I am going to distinguish between “cult” adoption and “mainstream” or popular 

adoption and awareness: cult adoption or awareness applies to innovations that profligate and 

persist in niche groups or subcultures. These include phenomena such as fanzines and 

fanfiction, meme culture, maker groups, the resurgence of “crafts” such as knitting and home 

beer brewing, to name only a few. The internet has certainly aided niche subcultures, as it 

allows people from disparate geographical, age, culture, language, and social circles to locate 
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one another via websites, forums, and social media. Thus many of these subcultures grow, 

and as a public we are generally more aware of them than we were pre-internet. Much of 

digital fiction, in fact, has proliferated as one subculture or another, such as the interactive 

fiction and webcomics communities. 

Mainstream adoption, however, is inherently capitalist. The ruling classes—those 

with financial and social capital—utilize technology not, as early technological utopic 

discourses would have it, for the good of all, but rather to increase private profit (Mumford 

1934, 27). Certainly there are very few innovations in mainstream culture that are not driven 

by commercialization: converting an invention or idea into a product through production, 

manufacturing, packaging, marketing, and distribution (Rogers 1983, 183). Most innovations 

do not make it to the mainstream; it takes a great many elements aligning in the right place at 

the right time for any particular invention or new idea to succeed into mainstream culture. It 

is almost never a case of “if you build it, they will come”. The innovation must have potential 

for commercialization, but it must also come to the attention of someone (or someones) who 

recognize that potential and have the ability to act upon it. They must be capable of either 

making use of existing infrastructures for manufacture, marketing, and distribution, or have 

sufficient existing capital to create new ones. They must then be capable of marketing to and 

reaching a large enough proportion of the population to make their investment profitable.  

Consider two significant juggernauts of commercial innovation in the digital age: 

Amazon and Netflix. Neither created a new product. Their innovations were in devising new 

ways (internet ordering) to reach a wider customer base using existing infrastructures (postal 

services) to distribute known products (books—initially rare and out-of-print books—and 

DVDs). Their businesses followed the standard economic “S-curve” (see Figure 2.2), as they 

grew slowly at first, then expanded rapidly until they gained wide or mainstream coverage, 

then at a slower rate as they achieved market saturation (Rogers 1983, 244). Even their later 

innovations—ebooks/readers and streaming services—were simply combining existing 

technologies with their now-significant customer base. 

[Figure 2.2] 
Figure 2.2. S-shaped adoption of innovation curve 

It is easier, of course, to point out innovations that made it to mainstream awareness 

than those that failed. Everett M. Rogers, though writing in 1983, noted that "The U.S. 

Department of Commerce estimates that 90 percent of all new products fail within four years 

of their release” (1983, 211); we simply don’t hear about the great majority of that 90 

percent. There are likely thousands of aspiring Ada Lovelaces and Steve Jobses laboring in 
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basements and garages and university fab labs whose inventions never go beyond family and 

friends. The timing is wrong, or they can’t convince investors of the product’s worth, or the 

marketing goes awry, or the manufacturing and distribution lines fail. Even if a product does 

make it to market, the predicted desire simply may not be there, often because of a failure to 

understand the culture of the target market (Linden and Finn 2003). Amazon’s KindleWorlds 

falls into this category, as it attempted to commercialize fanfiction through rather restrictive 

licensing and publication—anathema to established fanfic culture. We frequently see 

corporate failures such as these, and those from similarly giant corporations like Google and 

Apple, as well as smaller endeavors like favored authors or musicians whose newer works 

seem to fall short of previous, because they’re already visible. Unlike innovations from 

unknowns, we see them when they fail. In many ways, this makes known entities—

corporations, content producers, authors, music acts, actors, publishers—risk-averse. They 

are unwilling to test new avenues out of fear that they will damage their current standing. 

They often become gatekeepers against innovations from other sources, those that have less 

to lose: for example, Amazon significantly privileging indie publishers who use their services 

exclusively or FaceBook buying Instagram and WhatsApp to control a very large slice of the 

social media pie. Even in the relatively non-mainstream realm of digital fiction, Eastgate 

Systems maintained its proprietary hold (and elite price points) over its StorySpace software 

and the early cultural series of hypertexts it published. 

Thus it is clearly insufficient to merely note what an innovation does that’s new and 

improved. What is most useful to consumers or other sort of public is not always what makes 

it to mainstream commercialization. Timing, culture, expectations, connections—so many 

elements contribute to the relative success or failure of an innovation that it is almost safe to 

say that the innovation itself is actually less important than the culture that receives it. After 

all, like digital fiction, many innovations arise independently from more than one source. 

Elizabeth Eisenstein reminds us that “Gutenberg's invention by itself is insufficient to 

account for the fifteenth-century communications revolution” (1980, 39), echoing Mumford’s 

supposition that “Not merely must one explain the existence of the new mechanical 

instruments: one must explain the culture that was ready to use them and profit by them so 

extensively” (1934, 4). Computer games and digital fiction, these new mechanical 

instruments, provide a strong model for how innovations can result in either untethered 

success or relatively unknown niche. 
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Digital Fiction as Innovation 
Computer games (and video games) and digital fiction have a common ancestry (explored 

more in Chapter 5). Mabel Addis and William McKay’s The Sumerian Game (1964), Don 

Rawitsch, et al.’s Oregon Trail (1971), and Will Crowther and Don Woods’s Colossal Cave 

Adventure (1975–1977) are all held up as examples of early computer games, in addition to 

the standard examples of Spacewar! and Pong (Juul 1999, 7–8). A distinction is made 

between “action” games like Pong and narrative games like The Sumerian Game: the former 

lent itself easily to the boom of arcade games in the 1970s and ’80s, before home computers 

became common, where a single coin could take you as far as your skill could go. Narrative 

games, however, were more suited to private play, where clues and maps could be noted 

down and developed, and progress could be saved. Little cultural distinction is made between 

these genres of computer games; they were and are computer games, drawn from analogue 

ancestors and cousins such as board games, choice-based narrative novels, and table-top role-

playing games, some of which involved narrative and some of which didn’t. With the benefit 

of hindsight, however, we can see the origins of digital fiction in the more narratively-

oriented works. Both aspects of these works as computer games went brilliantly mainstream, 

from experimental and/or educational origins and hobby innovations, to arcades, personal 

computers, and home consoles. Today, gaming and game development is a US$126.5 billion 

industry (Clement 2021), outstripping all other media industries combined; digital fiction, 

however, is still largely a niche subculture, despite its shared origin. The difference lies in 

culture, from one that is populated with early adopters to one that is purposely founded in 

tradition and maintaining status quo. 

The Innovation of Digital Fiction 

Drawing lines between innovation pathways—those of leisure and those of necessity—is 

certainly not a clear binary. Many instances of experimentation and invention, particularly in 

the area of digital fiction, are amalgams of the two. Arguably the very first digital fiction 

arose from the collaboration of IBM and Mabel Addis, an accomplished New York teacher 

with an undergraduate degree in ancient history and psychology from Barnard and a Master’s 

in education from Columbia University (Henley 2020; Willaert 2019). The relative wealth of 

the IBM corporation in the 1960s combined with Addis’s wealth of knowledge regarding 

education and ancient history (boosted by a large grant from the US Office of Education) to 

create The Sumerian Game (Addis and McKay 1964), the first computer game to incorporate 

narrative as well as the first “edutainment” game (Alexander Smith 2020, 226; cf. Wing 



 

 25 

1966). The Sumerian Game thus established digital fiction, the “serious game” genre, 

civilization and simulation games, and text-based adventures out of the interleaving 

environments of wealth and necessity: the skills, funds, and capacity to develop an 

experimental educational tool, along with the need to develop more and better lessons in 

economics and pre-Greek history. 

Other early digital fiction and games (which at this stage, were one and the same) 

followed similar paths. The Oregon Trail (Rawitsch, Heinemann, and Dillenberger 1971), 

perhaps the best-known serious game, was developed by a trio of student teachers in 

Minneapolis, MN wanting to experiment with coding and gaming and needing to deliver a 

teaching unit on nineteenth century Western expansion (Wong 2017). Will Crowther 

developed his Colossal Cave Adventure (1975–1977) both from leisure, as Crowther was a 

programmer with sufficient knowledge, downtime, and access to equipment to construct the 

spelunking tale, but also from a personal need to connect more with his children as his family 

went through a divorce (Jerz 2007; see also Chapter 5). These early experiments in narrative 

computer games fall into what Lewis Mumford calls “playful innovations”, arising in a 

peaceful society with time and energy to experiment and invent largely for the sake of the 

personal pleasure (1934, 101); these early works represent the digital version of the 

eighteenth century clocks, toys, and automata Mumford refers to. 

In the decades that followed, digital fiction would continue innovating primarily from 

this position of relative wealth and leisure, eventually diverging into two (overlapping and 

somewhat messy) streams: creative industries and academia. The former stream correctly 

predicted that the popularity of the early text adventure games paired with a maturing 

population, who learned from them in schools and were now investing in home machines of 

their own, would lead to a very promising market for these texts as entertainment: the 

Infocom era of text adventure games on floppy disks was born. The latter stream continued 

Crowther’s practice of creating hypertexts and multimedia works on external disks and drives 

(pre-internet) and distributing them according to the familiar royalty publishing model for 

books (though, of course, many just gave them out). An enterprising group of academics 

established Eastgate Systems (Jay David Bolter and Joyce 1987), which sold both the 

software platform for creating these hypertexts (StorySpace) and published the works 

themselves, an innovation that was both a necessity (as no publisher existed for these works) 

and a product of wealth (academics have the benefit of full-time salaries, knowledge, and 

networks to draw on when experimenting with new endeavors). 
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The development of subsequent dedicated digital fiction platforms mirrored that of 

Eastgate and StorySpace. Graham Nelson developed Inform (1993b), the dominant authoring 

platform for parser-based text adventure games (known as “interactive fiction” or IF), as a 

hobby and coding cred in the wake of the Infocom era’s decline while pursuing his PhD at 

Oxford (Maher and Nelson 2019; Nelson 2018). Chris Klimas created Twine (2009-), a 

popular tool for indie games and hypertexts, in spare time between his job as a web developer 

and his graduate courses at the University of Baltimore because he was dissatisfied with the 

existing DF tools (largely Inform and other parser-based platforms) (Parker 2018). Ink and 

ChoiceScript (and their various iterations) are freely available tools created by indie IF/games 

companies Inkle and Choice of Games; according to their respective web pages (Choice of 

Games n.d.; inkle n.d.), both these tools were developed in-company to create IF/games in 

the desire path of each, and later released to the end users. The result of these more 

commercial—yet still free—innovations is to benefit the companies themselves, as they build 

communities that both purchase and play their outputs, and create new outputs for 

publication. 

DF creators were not and have never been restricted to platforms specifically 

purposed for digital narrative; in fact, some practitioners and scholars determinedly turn away 

from such platforms in the interest of crafting and studying “truly” original work. These 

practices, again, are a combination of wealth-innovation (artists and writers who have the 

privilege to create works with almost no expectation of monetary return on investment) and 

necessity-innovation (they are forging desire paths to the work they want to author through 

software programs not intended to be used in this manner). DF creators have used graphic 

design tools (Macromedia/Adobe Flash), ebooks (ePub), social media (forums, Facebook, 

Twitter, Instagram, Reddit, and even YouTube), business tools (Microsoft Office, Google 

Forms, Google Script), mobile apps, artificial intelligence, various programming languages, 

and plain old HTML/CSS/JavaScript to populate the web with a vast array of textual forms. 

Many of these are experiments that are largely unrepeated (such as Porpentine’s All Your 

Time-Tossed Selves [2016], constructed with Google Forms), but many catch on and become 

DF genres of their own, such as Twitter bots, generated novels, Flash works, and interactive 

films. The question remains: why are some innovations repeatedly taken up enough to catch 

on (as computer games clearly have), and others languish as once-promising-novelties (like a 

great deal of DF)? 
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Mainstream Games and Niche DF 

Despite their common origins, games and digital fiction operate in very different cultures. 

Introducing the new technology of the computer to games has proven vastly different from 

introducing it to books. Rogers describes a similar puzzling dynamic from the introduction of 

Roman Catholicism to the Native Americans of the Southwestern United States (colonialism 

issues notwithstanding): in New Mexico, tribes in the east adopted the new religion readily, 

while western tribes violently revolted. His conclusion was that the eastern tribes’ 

patriarchal-based religion made them more favorable to the patriarchal Catholicism, while the 

western’s matriarchal-based religion predisposed them to outright rejection. “Old ideas are 

the main tools with which new ideas are assessed. One cannot deal with an innovation except 

on the basis of the familiar and the old fashioned” (1983, 224). Acceptance of the computer, 

and all the changes it wrought, is greatly dependent on the existing cultural attitudes of the 

group contemplating its adoption. 

Games arose from a tech-literate, early-adopter culture. It is no coincidence that the 

first games were developed by tech companies, university laboratories, and hobbyist 

programmers: these are people who are eager for change, open to new ways of working, 

capable of handling risk, with more favorable attitudes toward science and greater knowledge 

of and access to newly emerging technologies and concepts (Rogers 1983). Early game 

developers were influenced by the early twentieth century wave of technological utopianism:5 

“better living through science”, the Moon landings, the futuristic tech-enhanced fiction of 

H.G. Wells and Isaac Asimov and Star Trek and Amazing Stories. This culture’s discourse for 

decades had been looking forward to just such an innovation as the computer, something that 

would provide a wealth of resources, time, leisure, adventure, and, yes, war. They eagerly 

embraced it for what it could offer in terms of positive change, and there was very little 

discourse as to its negative potential (such as driving board games out of existence). Their 

early adoption, as we now see in the enormity of the games industry, was well-rewarded. 

Just as games drew from war and sport, they also drew from narrative. Many early 

text adventure games were based on table-top role-playing games such as Dungeons & 

Dragons, but they also included adaptations of popular novels and stories that might have 

been at home on a shelf next to Ursula Le Guin or Raymond Chandler: for example, Douglas 

Adams’ Hitchhiker’s Guide to the Galaxy (Adams and Meretzky 1984), A Mind Forever 

 
5 With the exceptions of pioneering women such as Mabel Addis, Kathryn Johnson, Ada Lovelace, Hedy 

LaMarr, and Alice Sheldon (James Tiptree Jr.), these were also largely white cis-het male-dominated fields, a 
trend that continues to infect the games industry and culture today. 
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Voyaging (Meretzky 1985), and Trinity (Moriarty 1986). Infocom’s era in mainstream 

culture, the era of the text adventure game, largely ended when personal computers and 

games consoles progressed to more sophisticated graphical capabilities (see Chapter 5)—

though its niche culture continued as “interactive fiction”, thanks to efforts such as Graham 

Nelson’s Inform software (1993b). Yet the industries most closely associated with 

narrative—book and magazine publishing, literary scholars and critics—took the opposite 

viewpoint on computer-aided storytelling to the tech industry. They (almost violently) 

rejected them, repeatedly, at least in Western culture. 

The history of publishing and the study of English literature tells us a lot about why 

the computer as an innovation in narrative was rejected. Publishing, while founded on one of 

the most well-known and world-changing innovations in history, has nonetheless had 600 

years to become embedded into culture. As a technology, printing has had very little 

competition in all that time—the publishing industry has incorporated upgrades, including 

laser printing and print-on-demand, but few to no “disruptive” innovations. Print culture is 

defined by notions of authority, copyright, and permanence, all very top-down and 

hierarchical. Combined with the modern publishing industry’s declining share of a very 

competitive media market, this embedded culture makes for an attitude that is extremely 

resistant to change. Even minor innovations are treated as one-off novelties or fodder only for 

critics and scholars, such as the experimentation with narrative forms and conventions that 

present in texts like Finnegan’s Wake, Ulysses, the Oulipo movement, The Left Hand of 

Darkness, House of Leaves, Hopscotch, Composition No. 1, The Unfortunates, and even 

Ryan North’s To Be or Not To Be: That is the Adventure choose-your-path Hamlet adaptation 

(J. Joyce 1939; 1922; Le Guin 1969; Danielewski 2000; Cortázar 1966; Saporta 1962; 

Johnson 1969; North 2015c). Ebooks, which are merely digital representations of hard copy 

books and thus do not alter anything other than the delivery mechanisms and materials of 

print narrative, likewise presented a widely-resisted innovation. Despite existing in some 

form or another in approximately the same timeline as the computer game (since the mid-

twentieth century), the ebook had very limited mainstream acceptance until Amazon pushed 

it there almost by force, presenting its own dedicated ereader in 2007 and strong-arming 

publishers into ebook agreements (Laquintano 2016; R. L. Skains 2019b; Warren 2010). 

Ebooks bloomed as a result (in addition to Amazon’s Kindle Direct Publishing aiding indie 

publishers), and the subsequent proliferation of mobile personal devices and ereader apps 

helped to establish the form in the mainstream. 
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The scholarly culture surrounding English-language literature (with knock-on effects 

to post-colonial cultures) puts further brakes on any element of change or innovation within 

the field. The study of English literature as an academic subject is founded in efforts to 

maintain specific cultural values and norms, particularly those of the patriarchal, aristocratic, 

late nineteenth century Britain. With wars, literacy, the decline of religion, and the rise of 

industry bringing wholesale changes to British society, the study of English literature was 

seen as a handy replacement for the indoctrination of shared cultural values in all British 

citizens (Eagleton 2008). The literary canon was established not to laud innovation, but to 

quash it—to cultivate, particularly in the revolution-prone working classes, an emotionally-

driven loyalty to the existing social hierarchy:  

[English literature] would communicate to [the masses] the moral riches of 
bourgeois civilization, impress upon them a reverence for middle-class 
achievements, and, since reading is an essentially solitary, contemplative 
activity, curb in them any disruptive tendency to collective political action 
(ibid., 22). 

If this blatant purpose was unknown (or tacitly accepted) in literature departments, 

classrooms, and publishing houses throughout the English-speaking world by the time 

computers entered the scene, it was nonetheless by then entirely embedded in the pedagogy 

and practices of all associated with written narrative. Martin Luther had used the printed 

word to lead a revolution against Catholic dominance and dogma; Matthew Arnold, T.S. 

Eliot, and their contemporaries used it to create a new religion and culture of stagnancy based 

on English patriarchy, colonialism, and classism. 

Thus when computers entered the scene, the literary, writing, reading, publishing, and 

critiquing culture that had been taught with the English literature canon and embedded with 

those particular values outright rejected every element. Literature—prose, poetry, the novel, 

even the theatrical play—had become the measure of civilization, and any attempt to alter it 

was an attack, not only on a nation and its history, but on each individual personally. Literary 

culture has many techniques for othering and thus discounting (and even decrying) works that 

emerge despite its efforts, including burdening any innovation with a “genre” label: 

experimental, trade, mystery, science fiction, fantasy, special interest. Many of these 

encompass work that is primarily written by or for an audience other than white cis-het 

males: young adult, romance, women’s lit, chick lit, and “identity” genres based on race, 

religion, or sexuality. While current discourse is using this practice to forge new paths (for 

example, authors and publishers creating LGBTQIA+ fiction, BlackLit, Afrofuturism, etc.), 

both industry and scholarly literary culture remain intensely conservative and defensive. If it 
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is gauche to push back against the movement toward gender, sexuality, and race inclusivity in 

the field, there are few social norms to prevent it from rejecting technology in the same way; 

the industry may be unable to resist “identity” publishing, but it can and does actively resist 

all things digital. 

Thus one of the best innovation-killing phrases emerged from literary culture: “the 

death of the book”. Much debate has circled around this topic, from pessimistic 

prognosticators to skeptical scholars. Google’s Ngram Viewer shows a relatively steady rise 

in the use of the phrase since the mid-1960s, coinciding not only with the first computer 

games and digital fiction, but also with home televisions and Marshall McLuhan’s The 

Gutenberg Galaxy (1962), which lamented the stagnation and authoritative effects of print on 

culture in general, and predicted a decline of print thanks to newer media. The phrase rises to 

a peak in 1998, at the confluence of Geoffrey Nunberg’s edited volume The Future of the 

Book (1996), which once again noted the death of the book at the hands of new media, and 

the rise of mainstream-available internet and ebooks. Interestingly, the phrase declined 

dramatically until 2011, perhaps as a result of computers and the internet not, in fact, having 

deleterious effects on book production, as well as the precipitous rise in ebook publication 

and sales thanks to cheap ereader devices and apps and direct-to-consumer epublishing 

around 2007. In all likelihood its current peak is related to the backwash of discourse: critics 

and scholars pointing out that, yet again, the death of the book has been greatly exaggerated 

(Fitzpatrick 2006). 

The “death of the book” discourse had little effect on the actual book (production of 

which has increased, rather than decreased, in inverse proportion to the rise of such fears); it 

did, however, cut off digital fiction’s head whenever it rose above the parapet. Digital fiction, 

rather than riding the coattails of games’ rocket to success, continually tried to nose its way 

into literary realms. Enhanced books, vooks, hypertext books: they all seem to have looked at 

computer games and attempted to mimic that innovation without understanding the 

underlying culture. Regardless of how useful enhancements might be to books (and in cases 

like children’s books and medical texts, they caught on), literary culture was not going to 

open the gates for them the same way gaming and tech culture did. As the games industry 

moved on to multi-player and graphic-based games in the wake of networked connections 

and more capable machines (growing enormously in terms of commercial and mainstream 

market share and relevance), computer-aided literature dribbled away into cracks in the 

literary establishment: subcultures of interactive fiction, hypertexts, and web fiction, largely 

centered in the relative wealth of university settings. 
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That it would do so in the very foundations of literary scholarship is something of an 

irony. To date, there are no departments for digital fiction, electronic literature, or other such 

nomenclature. Most scholars who work in the field, either as critics or as practitioners—or 

both—are embedded in literature departments where they are often the only member of staff 

to embrace technologically-enhanced narratives. Others are seated in media departments, 

which can commiserate as victims of literary elitist bullying, while some luckier academics 

find homes in the many games studies departments that are emerging as the neoliberal 

university eyes the enormous industry and attempts to suckle on its teat. Regardless, this 

academic “avant-garde” often fails to stray far from its roots, playing the black sheep in the 

literary field while still striving for paternal acceptance. The largest academic organization in 

the field adopted the moniker “Electronic Literature Organization”, its associated journal the 

electronic book review. The ELO and ebr embrace “born-digital” poetry, narrative, and even 

performance, but not games until relatively recently, and in the organization’s first three 

volumes of “canon-establishing” collections of elit, no works available for commercial sale 

were permitted. These practices all align with the literary field’s attitudes and values, 

gatekeeping the works in an avant-garde ivory tower from positions of privilege (salaried 

posts that provide wealth for experimentation and risk) (cf. Porpentine 2012). 

Thus the cycle is cemented. A culture that actively resists innovation essentially 

created a moral panic over its supposed demise, the death of the book, and pushed the 

innovation into small niches and subcultures; those who persisted in pursuing the innovation 

either formed communities similar to internet fandoms, or were ostracized enough to build 

their own ivory tower in the same literary cultural model to justify their continued existence. 

Elements of the community distanced themselves from “non-literary” work such as games 

and commercial interactive fiction, just as other literary scholars distance themselves from 

“lesser” work such as genre fiction and popular media in order to maintain their position. In 

this sort of environment, constantly pushed to demonstrate the worthiness of their work, elit 

academia continually favored the experimental and avant-garde. Compounding this march 

toward elitism is the fact that these are scholars who earned advanced degrees in English 

literature, by and large: they are exceptionally experienced readers with deep awareness and 

understanding of literary tradition, in a field that has historically emphasized linguistic and 

structural defamiliarization over cultural contexts. It makes complete sense, then, that they 

would seek to study and create works that push boundaries of language and form, as opposed 

to what a media, communications, or social studies scholar might be interested in: the cultural 

effects of such works.  



 

 32 

Nonetheless, the results are the same: once mainstream computer games moved on 

from text-oriented environments, most of the digital fiction that remained came from scholars 

and artists positioned in academia (even Inform was created by Nelson while studying for his 

PhD at Oxford). The works that emerged—those “canonical” elit texts—were created for 

fellow academics, those exceptionally experienced readers, not for the mainstream public. 

Thus when the mainstream public encountered them, they were already too far diverged from 

what the average reader or gamer was familiar with. The innovations were too extreme, too 

complex to gain a hold, and once a reader/player had developed negative experiences with 

digital fiction, they were not only less likely to seek it out again, they were more likely to 

spread their negative reaction to others, “damn[ing] the adoption of future innovations” 

(Rogers 1983, 224). Inversely, if these texts ever attempted to represent themselves as games, 

as in the case of Zoe Quinn’s Depression Quest (2013), they were rejected by the gaming 

community as “not games”,6 thus policing them into a wasteland of a gap between literature 

and games—at least for a while. 

DF (Re)Emergence in the Mainstream 

Recent cultural movements and the maturation of new generations born into digital cultures 

are changing the landscape for digital fiction. As a form it has evolved more than once: in 

early educational games, in text adventure games, in hypertexts, Flash fiction, interactive 

film, and more. It would be easy to posit that this wild proliferation of forms and media could 

be another factor in its failure to rise to mainstream awareness; I would counter that games 

come in every shape, form, and size, from puzzles to RPGs to mobile apps and first-person 

shooters, and no argument has ever been made that this harms the form. Rather, it is in spite 

of this frequent emergence and obvious adaptability that digital fiction has stumbled, as it 

struggled to recover from the cultural blows literary culture dealt it. The moral panic over the 

death of the book continues to subside, problematic othering of genres and forms due to 

sexism and racism is being called out, and, particularly in the wake of a global pandemic that 

found us all reliant on digital media for entertainment and connection, almost every cultural 

industry has awakened to the benefits of digital technology.  

Strong cultural movements renewing fights for equality for women, people of color, 

LGBTQIA+, disabled people, religious and ethnic minorities, and indigenous groups have 

trickled into interactive media to counter the dominant white cis-het male patriarchy in both 

 
6 In addition, of course, to the larger issue of sexism and misogyny in gamer culture that Gamergate illustrated. 
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gaming and publishing industries.7 With little creative power in triple-A games, these 

historically excluded groups have turned to indie game development in smaller, more 

personal and emotional games, text-based games, and interactive fiction. Similarly, in 

developing countries with unstable infrastructure and fewer available digital devices, 

innovations are being applied to mobile technology and cross-pollinated with older media 

forms including film and television. “[C]reative life”, as Mumford notes, “is necessarily a 

social product… neither tradition nor product can remain the sole possession of the scientist 

or the artist or the philosopher, still less of the privileged groups that, under capitalist 

conventions, so largely support them” (1934, 409–10). Innovations are not created in 

vacuums; they are subject to the cultures that produce, perceive, and implement them 

(Coeckelbergh 2018).  

Conclusion 
Art and literature, like any industry, have cycles of innovation, establishment, and 

reinvention. The innovation inherent in various art and literature movements such as 

modernism and postmodernism is a dialogic response to that which has come before: 

modernism rejecting strict realism in an attempt to reveal deeper truths, and postmodernism 

rejecting all notions of convention and structure in order to call attention to the artificiality of 

all creative work. Innovation is the heart of art and literature, as creators seek to show us our 

world and our selves in new ways, to defamiliarize them for the purposes of enlightenment 

and emotional connection. The electronic turn for artistic endeavors is no different; it’s 

simply that it has emerged in a medium opening the floodgates for innovation in a many-to-

many model, battling against creative industries that have grown overlarge and view such 

subversion as a threat, and lost in a sea of innovation that atomizes audience attention. 

Innovation in digital fiction is occurring everywhere, at all times, just frequently hidden in 

niches and subcultures.  

Yet it is specifically these niches and subcultures that make it rich with diversity, a 

huge component in the successful survival of any newly emerging genre or field, enabling the 

form to offer a little something for everyone, to adapt to new environments, uses, and cultural 

leanings. As the chapters in this book will demonstrate, digital fiction has expanded many 

times beyond the walls of academic privilege and the passive gatekeeping of the avant-garde, 

regardless of whether or not that particular community has recognized or accepted it. For 

 
7 While the publishing industry is often touted as majority female, the positive numbers do not persist in 

executive positions, bestselling authors, or prizes, or for people of color. 
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decades we scholar-practitioners have pondered why elit hasn’t “caught on”; it has, of 

course—it’s just that our elit hasn’t entirely caught on. It’s time we descended and accepted 

the innovations rising from communities and cultures outside our own if we are interested in 

seeing DF rise and make an impact on the world: “such change is only possible if there are 

sufficient shifts in the entire holistic configurations in which individual and human material-

poetic performances participate” (Coeckelbergh 2018, 509). DF is already shifting the entire 

configuration of popular, mainstream storytelling in fascinating ways and timely innovations. 
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Mediography 
This section contains all of the relevant works of digital fiction I have referred to in this book, 

which can also be found by creator name in the following Works Cited section. Here, 

however, I have broken them down by type or genre (roughly), alphabetized within each 

section by the title of the work. Some works may be listed in multiple categories. 

Alternate Reality Games 
The Beast. 2001. Microsoft. [alternate reality game]. Microsoft. 
I Love Bees. 2004. 42 Entertainment. [alternate reality game]. 42 Entertainment. 
World Without Oil. 2007. Ken Eklund, and Jane McGonigal. [alternate reality game]. 

Independent Television Service (ITVS), Corporation for Public Broadcasting. 

Alternate Reality Stories 
“Creepypasta.” n.d. [netprov; alternate reality stories]. Creepypasta - Scary Stories and 

Original Horror Fiction. Accessed November 26, 2021. 
https://www.creepypasta.com/. 

“Dear David.” 2017. Adam Ellis. [Twitter fiction; alternate reality story]. Wakelet. 2017. 
https://wakelet.com/wake/e6275d03-7bce-4789-9961-f3a04723cc71. 

“Psychic High School.” 2014-. [netprov, alternate reality story, collaborative web fiction]. 
Psychic High School. 2014-. https://www.psyhigh.com/. 

“SCP Foundation.” 2008-. [netprov, alternate reality story, collaborative web fiction]. SCP 
Foundation. 2008-. http://www.scpwiki.com/. 

“SubReddit: The Interface Series.” 2016-. [alternate reality story, netprov, archontic fiction]. 
Reddit.Com. 2016-. https://www.reddit.com/r/9M9H9E9. 

Archontic Fiction: Collaborative & Transmedia 
#1WkNoTech. 2014, 2015. [netprov]. Twitter. 
The Amanda Project. 2011. Amanda Project LLC. [multiplatform book; collaborative story; 

archontic fiction]. Amanda Project LLC. 
http://web.archive.org/web/20110129072448/http://www.theamandaproject.com/. 

“BIC Cristal For Her Ball Pen, 1.0mm, Black, 16ct (MSLP16-Blk).” n.d. BIC. [dissonant 
fabulation; archontic fiction]. Amazon.Com. Accessed June 16, 2016. 
https://www.amazon.com/BIC-Cristal-1-0mm-Black-MSLP16-Blk/dp/B004F9QBE6. 

The Amanda Project. 2011. Amanda Project LLC. [multiplatform book; collaborative story; 
archontic fiction]. Amanda Project LLC. 
http://web.archive.org/web/20110129072448/http://www.theamandaproject.com/. 

“Black Box.” 2012. Jennifer Egan. [Twitter fiction; archontic fiction]. The New Yorker via 
Twitter, May 25, 2012. https://www.newyorker.com/magazine/2012/06/04/black-box. 
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“Creepypasta.” n.d. [netprov; alternate reality stories]. Creepypasta - Scary Stories and 
Original Horror Fiction. Accessed November 26, 2021. 
https://www.creepypasta.com/. 

DC Extended Universe. 2013-. DC Films. [transmedia franchise; archontic fiction]. Warner 
Brothers.  

Dirty Computer. 2018. Janelle Monáe. [visual album, archontic fiction]. Atlanta, GA; Los 
Angeles, CA; New York, NY: Wondaland, Bad Boy, Atlantic. 

“Fashionably Undead.” 2010. Meg Cabot and Twitterverse. [Twitter fiction; collaborative 
story; archontic fiction]. BBC Audiobooks America, SFF Audio. 2010. 
https://www.sffaudio.com/bbc-audiobooks-america-fashionably-undead-by-meg-
cabot-and-the-twitterverse/. 

“A Group Where We Pretend to Be Boomers.” n.d. [netprov; social media fiction]. Facebook. 
Accessed November 26, 2021. 
https://www.facebook.com/groups/2085834958392701/. 

“Hearts, Keys, and Puppetry.” 2009. Neil Gaiman and Twitterverse. [Twitter fiction; 
collaborative story; archontic fiction]. BBC Audio, SFF Audio. 2009. 
https://www.sffaudio.com/bbc-audio-hearts-keys-and-puppetry-by-neil-gaiman-and-
the-twitterverse/. 

Hitch Hiker’s Guide to the Galaxy. 1978–2005. Douglas Adams. [transmedia franchise; 
archontic fiction]. 

I Work for the Web—It’s Almost Like a Job Except It’s Too Much Fun! 2015. Mark C. 
Marino, and Rob Wittig. [netprov]. http://robwit.net/iwfw. 

Lemonade. 2016. Beyoncé. [visual album, archontic narrative]. Los Angeles, CA; New York, 
NY: Parkwood, Columbia. 

Marvel Cinematic Universe. 2008-. Marvel Studios. [transmedia franchise; archontic fiction]. 
The Walt Disney Company. 

The Matrix. 1999-. The Wachowski Sisters. [transmedia franchise; archontic fiction]. Warner 
Brothers. 

Nimona. 2014. Noelle Stevenson. [webcomic, archontic fiction]. 
http://www.gingerhaze.com/nimona. 

“Previously On.” 2021. Matt Shakman. [transmedia franchise element]. WandaVision. 
Disney+. 

“Psychic High School.” 2014-. [netprov, alternate reality story, collaborative web fiction]. 
Psychic High School. 2014-. https://www.psyhigh.com/. 

Roman. 1995. Leibov. [collaborative web fiction]. Russia. 
https://kodu.ut.ee/~roman_l/hyperfiction/. 

“SCP Foundation.” 2008-. [netprov, alternate reality story, collaborative web fiction]. SCP 
Foundation. 2008-. http://www.scpwiki.com/. 

Slender Man. 2009-. Eric Knudsen. [creepypasta; archontic fiction]. Something Awful. 
Star Trek. 1966-. Gene Roddenberry. [transmedia franchise; archontic fiction]. ViacomCBS. 
Star Wars. 1977-. George Lucas. [transmedia franchise; archontic fiction]. Lucasfilm, Ltd. 
Star Wars Uncut. 2010. Casey Pugh. [crowdsourced film; archontic fiction]. YouTube. 
“SubReddit: The Interface Series.” 2016-. [alternate reality story, netprov, archontic fiction]. 

Reddit.Com. 2016-. https://www.reddit.com/r/9M9H9E9. 
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Supernatural. 2005–2020. Eric Kripke. [TV show; archontic fiction]. The WB; The CW. 
Sword Art Online / ソードアート・オンライン. 2012. Reki Kawahara. [transmedia 

franchise; archontic fiction]. Japan: ASCII Media Works, NA Yen Press. 
Trading Faces. 2015. Mark C. Marino, and Claire Donato. [netprov]. Facebook. 

Artist’s Books 

The Green Box. 1934. Marcel Duchamp. [artist’s book]. 
Your Co-Worker Could Be a Space Alien. 1985. Tatana Kellner, and Ann Kalmbach. [artist’s 

book]. Rosendale, NY: KaKe Productions. 

Augmented Books 
Al-Barrah. 2019. Reham Hosny. [augmented reality fiction, augmented book]. Egypt. 

https://albarrahnovel.com/albarrah-shop/. 
The Ice-Bound Concordance. 2016. Aaron A. Reed, and Jacob Garbe. [augmented 

book/game]. http://www.ice-bound.com/. 
Night Film. 2013. Marisha Pessl. [augmented book]. New York: Random House. 
Skeleton Creek. 2009. Patrick Carman. [augmented book]. New York: Scholastic Press. 

Augmented Reality Works 
200 Castles. 2014. Caitlin Fisher. [augmented reality fiction]. http://caitlinfisher.ca/200-

castles/. 
Al-Barrah. 2019. Reham Hosny. [augmented reality fiction, augmented book]. Egypt. 

https://albarrahnovel.com/albarrah-shop/. 
[AR]T. 2019. New Museum and Apple. [augmented reality art exhibit]. 

http://www.newmuseum.org/pages/view/ar-t. 
Civilisations AR. 2020. Nexus Studios. [augmented reality app]. BBC. 

https://www.bbc.co.uk/taster/pilots/civilisations-ar. 
The Deep Listener. 2020. Jakob Kudsk Steensen. [augmented reality experience]. London: 

Serpentine Augmented Architecture. http://www.jakobsteensen.com/the-deep-listener. 
iButterfly. 2011. Dentsu. [augmented reality game]. Japan: Dentsu. 

https://www.dentsu.co.jp/en/business/showcase/ibutterfly.html. 
Ingress Prime. 2013-. Niantic. [augmented reality game]. Niantic. https://www.ingress.com/. 
Pokémon Go. 2016. Tatsuo Nomura. [augmented reality game]. Niantic, Nintendo, The 

Pokémon Company. 
“Unreal City Live.” 2020. Acute Art and Dazed Media. [augmented reality art exhibit]. Acute 

Art (blog). December 9, 2020. https://acuteart.com/you-are-invited-to-unreal-city-
live/. 

Authoring Tools  
ChoiceScript. 2011-. Choice of Games. [authoring tool]. Choice of Games. 

https://github.com/dfabulich/choicescript. 
CYOA Factory. 2021. Morphosis Games. [mobile storytelling platform app]. Morphosis 

Games. https://morphosisgames.itch.io/cyoa-factory. 
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Inform. 1993b. Graham Nelson. [interactive fiction authoring tool]. Oxford, UK. 
http://inform7.com/. 

Ink. 2011-. Joseph Humfrey, and Jon Ingold. [hypermedia authoring tool]. Inkle Studios. 
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Primer. 2004. Shane Carruth. [feature film; ergodic film]. THINKFilm; IFC Films. 
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Dictée. 1982. Theresa Hak Kyung Cha. [print literature; ergodic literature]. New York: 

Tanam Press. 
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“The Garden of Forking Paths.” (1941) 1962. Jorge Luis Borges. [short story; ergodic 
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The Oregon Trail. 1971. Don Rawitsch, Bill Heinemann, and Paul Dillenberger. [adventure 

game; educational game]. Minneapolis, MN. 
Sorcery! 2013. Inkle. [adventure game]. Inkle Studios. 
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https://www.punchdrunkenrichment.org.uk/project/immersive-dickens/. 

The Lost Palace. 2016. Historic Royal Palaces, Chomko & Rosier, Calvium Ltd., and 
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Life Is Strange. 2015. Dont Nod Entertainment and Deck Nine. [interactive drama]. Square 

Enix. 
Until Dawn. 2015. Will Byles, and Nik Bowen. [interactive drama]. Supermassive Games. 
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Star Wars: Rebel Assault. 1993. LucasArts. [interactive movie]. LucasArts. 
The Walking Dead. 2012–2018. Telltale Games. [interactive movie]. Telltale Games. 
The Wolf Among Us. 2013. Telltale Games. [interactive movie]. Telltale Games. 
The X-Files Game. 1998. Greg Roach. [interactive movie]. HyperBole Studios. 

Interactive Novels 
The Breathing Wall. 2004. Kate Pullinger, Stefan Schemat, and Chris Joseph. [interactive 

novel]. https://www.thebreathingwall.com/. 
One’s Own Shadows / Zilal al-Wahed. 2001. Muhammad Sanajilah. [interactive novel]. 

Jordan. 

Interactive TV 
Accidental Lovers / Sydän Kierroksella. 2006–2007. Mika Lumi Tuomola. [interactive TV]. 

Finland: YLE. 
American Idol. 2002-. [interactive TV (reality)]. Fox; ABC. 
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Yoza Project. 2010–2016. Steve Vosloo. [m-novels]. South Africa. 

https://m4lit.wordpress.com/. 

Twine Games 
Depression Quest. 2013. Zoe Quinn. [Twine game; hypertext fiction]. 

http://www.depressionquest.com/. 
Queers in Love at the End of the World. 2013. Anna Anthropy. [Twine game; hypertext 

fiction]. https://w.itch.io/end-of-the-world. 
With Those We Love Alive. 2014. Porpentine, and Brenda Neotenomie. [Twine game; 

hyperfiction]. http://aliendovecote.com/uploads/twine/empress/empress.html. 

Video Games 
Half Life 2. 2004. Valve. [videogame; first person shooter]. Valve. 
Minecraft. 2011. Mojang Studios. PC. [sandbox game]. Mojang Studios. 
Spacewar! 1962. Steve Russell. [computer game]. MIT. 
World of Warcraft. 2004-. Rob Pardo, Jeff Kaplan, and Tom Chilton. [MMORPG]. Blizzard 

Entertainment. 

Virtual Reality Works 
Allumette. 2016. Penrose Studios. [virtual reality film]. San Francisco, CA: Penrose Studios. 
Arden’s Wake. (2018) 2021. Penrose Studios. [virtual reality film]. San Francisco, CA: 

Penrose Studios. 



 

 179 

The Dunkirk VR Experience. 2017. Christopher Nolan. [virtual reality film]. Dneg, Practical 
Magic, Warner Bros. 

Ephémère. 1998. Char Davies. [virtual reality experience]. http://immersence.com/ephemere. 
Osmose. 1995. Char Davies. [virtual reality experience]. http://immersence.com/osmose. 
Placeholder. 1992. Brenda Laurel, and Rachel Strickland. [virtual reality fiction]. Interval 

Research Corporation and The Banff Centre for The Performing Arts. 
http://tauzero.com/Brenda_Laurel/Placeholder/Placeholder.html. 

Second Life. 2003. Linden Lab. [online virtual world]. San Francisco, CA: Linden Labs. 
http://secondlife.com/. 

The Under Presents. 2019. Samantha Gorman, and Danny Cannizzaro. [virtual reality 
performance]. Tender Claws, Piehole. https://tenderclaws.com/theunderpresents. 

V[R]Ignettes: A Microstory Series. 2018-. Mez Breeze. [virtual reality fiction]. 
https://www.mezbreezedesign.com/vr-literature/vrignettes/. 

Visual Albums 
Dirty Computer. 2018. Janelle Monáe. [visual album, archontic fiction]. Atlanta, GA; Los 

Angeles, CA; New York, NY: Wondaland, Bad Boy, Atlantic. 
Lemonade. 2016. Beyoncé. [visual album, archontic narrative]. Los Angeles, CA; New York, 

NY: Parkwood, Columbia. 

Visual Novels 
Clannad. 2004 in Japanese, 2015 in English. Key. [visual novel]. Japan: Key. 
Doki Doki Literature Club! 2017. Dan Salvato. [visual novel]. USA: Team Salvato. 
Kanon. 1999. Key. [visual novel]. Japan: Key. 
Kocho - Play & Make Visual Novels. 2021. Scandiacus LLC. [mobile storytelling platform 

app]. Scandiacus LLC. https://www.kocho.io/. 
The Portopia Serial Murder Case / ポートピア連続殺人事件. 1983. Yuji Horii. [visual 

novel]. Japan: Chunsoft. 
YU-NO: A Girl Who Chants Love at the Bound of This World / この世の果てで恋を唄う少

女YU-NO. 1996. Hiroyuki Kanno. [visual novel]. Japan: ELF Corporation. 

Walking Sims 
9.03m. 2013. Space Budgie. [walking sim]. Space Budgie. 
The Beginner’s Guide. 2015. Davey Wreden, and Lydia Nelson. [walking sim]. Everything 

Unlimited Ltd. 
Dear Esther. 2012. Dan Pinchbeck, and Jack Morgan. [walking sim]. The Chinese Room. 
Ether One. 2014. White Paper Games. [walking sim]. White Paper Games. 
Everybody’s Gone to the Rapture. 2015. Jessica Curry. [walking sim]. The Chinese Room. 
Firewatch. 2016. Campo Santo. [walking sim]. Campo Santo. 
Gone Home. 2018. Johnnemann Nordhagen. [walking sim]. The Fullbright Company. 
The Graveyard. 2008. Tale of Tales. [walking sim]. Tale of Tales. 
Home Is Where One Starts. 2015. David Wehle. [walking sim]. 
The Old City: Leviathan. 2014. PostMod SoftWorks. [walking sim]. PostMod SoftWorks. 



 

 180 

The Path. 2009. Tale of Tales. [walking sim]. Tale of Tales. 
Proteus. 2013. Ed Key, and David Kanaga. [walking sim]. Twisted Tree Games. 
Somewhere (Expanded Storyworld). 2017-. Studio Oleomingus. [walking sim]. India: Studio 

Oleomingus. https://oleomingus.com. 
The Stanley Parable. 2011. Galactic Cafe. [walking sim]. Galactic Cafe. 
Sunset. 2015. Tale of Tales. [walking sim]. Tale of Tales. 
What Remains of Edith Finch. 2017. Giant Sparrow. [walking sim]. Annapurna Interactive. 

Webcomics/toons 
Along with the Gods / 신과함께. 2010–2012. Ho-min Joo. [webtoon]. South Korea: Naver 

Webtoon. 
Ctrl+Alt+Del Comic. 2002-. Tim Buckley. [webcomic]. https://cad-comic.com/. 
Hobo Lobo of Hamelin. 2011–2014. Stevan Živadinović. [webcomic]. http://hobolobo.net/. 
Homestuck. 2009–2016. Andrew Hussie. [webcomic]. 

http://www.mspaintadventures.com/?viewlog=6&logorder=oldestfirst. 
Nimona. 2014. Noelle Stevenson. [webcomic, archontic fiction]. 

http://www.gingerhaze.com/nimona. 
Xkcd. 2006-. Randall Munroe. [webcomic]. https://xkcd.com/. 

Webnovels 
Diary of Death. 2000. Lu Youqing. [webnovel]. Shanghai, China: Banyan Tree. 

http://www.rongshuxia.com. 
First Intimate Contact / 第一次的親密接觸. 1998. Cai Zhiheng. [webnovel]. Taiwan. 

https://web.archive.org/web/20210413103525/http://www.jht.idv.tw/. 



 

 181 

Works Cited 
“A Group Where We Pretend to Be Boomers.” n.d. Netprov. Facebook. Accessed November 

26, 2021. https://www.facebook.com/groups/2085834958392701/. 
Aarseth, Espen J. 1997. Cybertext: Perspectives on Ergodic Literature. Baltimore: Johns 

Hopkins University Press. 
Abba, Tom, Jonathan Dovey, and Kate Pullinger, eds. 2021. Ambient Literature: Towards a 

New Poetics of Situated Writing and Reading Practices. Cham: Palgrave Macmillan. 
Abbate, Janet. 2012. Recoding Gender: Women’s Changing Participation in Computing. 

History of Computing. Cambridge, MA: MIT Press. 
Abrams, J.J., and Doug Dorst. 2013. S. Print novel; ergodic novel. Canongate Books Ltd. 
Acker, Kathy. 1978. Blood and Guts in High School. Print novel; ergodic novel. New York, 

NY: Grove Press. 
Acute Art and Dazed Media. 2020. “Unreal City Live.” Augmented reality art exhibit. Acute 

Art (blog). December 9, 2020. https://acuteart.com/you-are-invited-to-unreal-city-
live/. 

Adams, Douglas. 1978–2005. Hitch Hiker’s Guide to the Galaxy. Transmedia franchise; 
archontic fiction. 

Adams, Douglas, and Steve Meretzky. 1984. Hitchhiker’s Guide to the Galaxy. Interactive 
fiction. Cambridge, MA: Infocom. 

Addis, Mabel, and William McKay. 1964. The Sumerian Game. Civilization simulator; 
educational game. Westchester, NY: IBM. 

Adenekan, Shola, and Helen Cousins. 2013. “African Short Stories and the Online Writing 
Space.” In The Postcolonial Short Story: Contemporary Essays, edited by Maggie 
Awadalla and Paul March-Russell, 199–213. London: Palgrave Macmillan UK. 
https://doi.org/10.1057/9781137292087_13. 

Akutagawa, Ryūnosuke. 1922. “In a Grove / 藪の中.” Short story. Shinchō, 1922. 
Alter, Alexandra. 2018. “Tiny Books Fit in One Hand. Will They Change the Way We 

Read?” The New York Times, October 29, 2018. 
https://www.nytimes.com/2018/10/29/business/mini-books-pocket-john-green.html. 

Amanda Project LLC. 2011. The Amanda Project. Multiplatform book; collaborative story; 
archontic fiction. Amanda Project LLC. 
http://web.archive.org/web/20110129072448/http://www.theamandaproject.com/. 

American Idol. 2002-. Interactive TV (reality). Fox; ABC. 
Andersen, Michael. 2011. “Sundance Film Festival Is Ground Zero for Lance Weiler’s 

Pandemic 1.0.” Wired, October 1, 2011. https://www.wired.com/2011/01/sundance-
film-festival-is-ground-zero-for-lance-weilers-pandemic-1-0/. 

Anderson, Dave, and Liz Cyr-Jones. 1986. Hollywood Hijinx. Interactive fiction. Cambridge, 
MA: Infocom. 

Anderson, Tim, Mark Blank, Bruce Daniels, and Dave Lebling. 1977. Zork. Interactive 
fiction. Cambridge, MA: Infocom. 

Anker, Thomas Boysen, Leigh Sparks, Luiz Moutinho, and Christian Grönroos. 2015. 
“Consumer Dominant Value Creation.” European Journal of Marketing 49 (3/4): 
532–60. https://doi.org/10.1108/EJM-09-2013-0518. 

Anthropy, Anna. 2012. Rise of the Videogame Zinesters: How Freaks, Normals, Amateurs, 
Artists, Dreamers, Drop-Outs, Queers, Housewives, and People Like You Are Taking 
Back an Art Form. New York: Seven Stories Press. 



 

 182 

———. 2013. Queers in Love at the End of the World. Twine game; hypertext fiction. 
https://w.itch.io/end-of-the-world. 

Antonini, Alessio, Sam Brooker, and Francesca Benatti. 2020. “Circuits, Cycles, 
Configurations: An Interaction Model of Web Comics.” In Interactive Storytelling, 
edited by Anne-Gwenn Bosser, David E. Millard, and Charlie Hargood, 12497:287–
99. Lecture Notes in Computer Science. Cham: Springer International Publishing. 
https://doi.org/10.1007/978-3-030-62516-0_26. 

Aral, Sinan, and Dylan Walker. 2011. “Creating Social Contagion Through Viral Product 
Design: A Randomized Trial of Peer Influence in Networks.” Management Science 57 
(9): 1623–39. https://doi.org/10.1287/mnsc.1110.1421. 

Asimos, Vivian. 2021. Digital Mythology and the Internet’s Monster: The Slender Man. New 
York: Bloomsbury Academic. 

Atkinson, Kate. 2013. Life after Life. Print novel; ergodic novel. New York: Reagan Arthur 
Books; Little, Brown and Company. 

Atwood, Margaret. 2000. The Blind Assassin. Print novel; ergodic novel. New York: N.A. 
Talese. 

Austen, Jane. 1813. Pride and Prejudice. Print novel. London: Thomas Egerton. 
———. 1814. Mansfield Park. Print novel; ergodic novel. United Kingdom: Thomas 

Egerton. 
Bacon-Smith, Camille. 1992. Enterprising Women: Television Fandom and the Creation of 

Popular Myth. Philadelphia: University of Pennsylvania Press. 
BAFTA. 2014. “2014 Games Debut Game.” BAFTA. 2014. 

http://awards.bafta.org/award/2014/games/debut-game. 
———. 2015. “Games in 2015.” BAFTA. 2015. http://awards.bafta.org/award/2015/games. 
———. 2017. “Winners List for the British Academy Games Awards in 2017 (Plain Text).” 

BAFTA. April 6, 2017. https://www.bafta.org/media-centre/press-releases/games-
awards-winners-list-2017. 

Baker, Camille. 2017. “Virtual, Artificial and Mixed Reality: New Frontiers in Performance.” 
In 2017 23rd International Conference on Virtual System Multimedia (VSMM), 1–10. 
https://doi.org/10.1109/VSMM.2017.8346259. 

Baker-Whitelaw, Gavia. 2014. “Meet the Secret Foundation That Contains the World’s 
Paranormal Artifacts.” The Daily Dot, January 9, 2014. 
https://www.dailydot.com/parsec/fandom/scp-foundation-paranormal-artifact-
containment-horror/. 

Bakhshi, Hasan, Eric McVittie, and James Simmie. 2008. Creating Innovation: Do the 
Creative Industries Support Innovation in the Wider Economy? London: Experian. 

Ballard, Jamie. 2018. “How Many Books per Year Do Americans Read?” YouGov. 
https://today.yougov.com/topics/lifestyle/articles-reports/2018/08/14/reading-books-
men-women. 

Barbrook, Richard, and Andy Cameron. 1995. “The Californian Ideology.” Mute, September 
1, 1995. http://www.metamute.org/editorial/articles/californian-ideology. 

Barda, Oscar. 2014. “Art Movements in Video Games, Justwalkingism.” Game Developer, 
August 1, 2014. https://www.gamedeveloper.com/design/art-movements-in-video-
games-justwalkingism. 

Barlow, Sam. 2014. Her Story. Interactive movie. http://www.herstorygame.com/. 
Bartle, Richard. 2010. “From MUDs to MMORPGs: The History of Virtual Worlds.” In 

International Handbook of Internet Research, edited by Jeremy Hunsinger, Lisbeth 
Klastrup, and Matthew Allen, 23–39. Springer. https://doi.org/10.1007/978-1-4020-
9789-8_2. 



 

 183 

Bastei Lübbe AG. 2017. “Unplanned Write-down at Subsidiary Oolipo AG Burdens the 
Result in the Second Quarter.” Bastei Lübbe. November 7, 2017. 
https://www.luebbe.com/en/news/2017-11-07/bastei-luebbe-ag-unplanned-write-
down-at-subsidiary-oolipo-ag-burdens-the-result-in-the-second-
quarter/id_692a44d8d06583b7b403e8a4d4afeef3. 

Batinic, Josip. 2016. “‘Enhanced Webcomics’: An Exploration of the Hybrid Form of 
Comics on the Digital Medium.” Image & Narrative 17 (5): 81–90. 
http://www.imageandnarrative.be/index.php/imagenarrative/article/view/1384. 

Baur, Devon. 2021. “The Under Presents by Samantha Gorman and Danny Cannizzaro.” 
Theatre Journal 73 (1): 106–8. https://doi.org/10.1353/tj.2021.0029. 

BBC News. 2021. “California Sues Activision Blizzard over Alleged Harassment.” BBC 
News, July 22, 2021, sec. Technology. https://www.bbc.com/news/technology-
57929543. 

Bejan, Bob. 1992. I’m Your Man. Interactive cinema short. Interfilm Technologies; Sony 
Pictures Entertainment; Loews Theatres. 

Bell, Alice, Astrid Ensslin, David Ciccoricco, Hans Rustad, Jess Laccetti, and Jessica 
Pressman. 2010. “A [S]Creed for Digital Fiction.” Electronic Book Review. 
http://www.electronicbookreview.com/thread/electropoetics/DFINative. 

Bentley, Nick. 2009. “Doris Lessing’s The Golden Notebook: An Experiment in Critical 
Fiction.” In Border Crossings, edited by Alice Ridout and Susan Watkins, 44–60. 
London: Continuum. 

Benway, Kimberly. 2011. “Using Digital Novels to Enhance the Reading Experience.” MS in 
Literacy Education, Rochester, NY: St. John Fisher College. 

Benzon, Thérèse H. (1873) 1972. “Le Roman de La Vie de Province En Angleterre 
(Reprinted from Revue Des Deux Mondes, 103:3, Feb 1873).” In George Eliot: 
Middlemarch: A Casebook, edited by Patrick Swinden, 56–60. London: Macmillan. 

Bernardi, Joe. 2013. “Choose Your Own Adventure-Maker: Twine and the Art of Personal 
Games.” Motherboard, 2013. http://motherboard.vice.com/blog/twine-and-the-art-of-
personal-games. 

Berninger, Mark, and Katrin Thomas. 2007. “A Parallelquel of a Classic Text and Reification 
of the Fictional – the Playful Parody of Jane Eyre in Jasper Fforde’s The Eyre Affair.” 
In A Breath of Fresh Eyre: Intertextual and Intermedial Reworkings of Jane Eyre, 
edited by Margarete Rubik and Elke Mettinger, 181–96. BRILL. 
https://doi.org/10.1163/9789401204477. 

Beyoncé. 2016. Lemonade. Visual album, archontic narrative. Los Angeles, CA; New York, 
NY: Parkwood, Columbia. 

BIC. n.d. “BIC Cristal For Her Ball Pen, 1.0mm, Black, 16ct (MSLP16-Blk).” Dissonant 
fabulation; archontic fiction. Amazon.Com. Accessed June 16, 2016. 
https://www.amazon.com/BIC-Cristal-1-0mm-Black-MSLP16-Blk/dp/B004F9QBE6. 

Biggin, Rose. 2017. Immersive Theatre and Audience Experience: Space, Game and Story in 
the Work of Punchdrunk. Cham: Palgrave Macmillan. https://doi.org/10.1007/978-3-
319-62039-8. 

Black, Rebecca W. 2009. “Online Fan Fiction, Global Identities, and Imagination.” Research 
in the Teaching of English 43 (4): 397–425. https://doi.org/10.2307/27784341. 

Bois, John. 2017. 17776: What Football Will Look Like in the Future. Hyperfiction. SB 
Nation. https://www.sbnation.com/a/17776-football. 

Bolter, J. David. 2019. The Digital Plenitude: The Decline of Elite Culture and the Rise of 
Digital Media. Cambridge, Massachusetts: The MIT Press. 

Bolter, Jay David. 2001. Writing Space: Computers, Hypertext, and the Remediation of Print. 
Mahwah, NJ: Lawrence Erlbaum Associates. 



 

 184 

Bolter, Jay David, and Richard Grusin. 1999. Remediation: Understanding New Media. 
Cambridge, MA: MIT Press. 

Bolter, Jay David, and Michael Joyce. 1987. “Hypertext and Creative Writing.” In 
Proceedings of the ACM Conference on Hypertext, 41–50. HYPERTEXT ’87. New 
York, NY: Association for Computing Machinery. 
https://doi.org/10.1145/317426.317431. 

Boluk, Stephanie, Leonardo Flores, Jacob Garbe, and Anastasia Salter, eds. 2016. Electronic 
Literature Collection. Vol. 3. Electronic Literature Organization. 
http://collection.eliterature.org/3/. 

Boom, Krijn H.J., Csilla E. Ariese, Bram van den Hout, Angus A.A. Mol, and Aris 
Politopoulos. 2020. “Teaching through Play: Using Video Games as a Platform to 
Teach about the Past.” In Communicating the Past in the Digital Age: Proceedings of 
the International Conference on Digital Methods in Teaching and Learning in 
Archaeology (12-13 October 2018), edited by Sebastian Hageneuer, 27–44. London: 
Ubiquity Press. 
https://www.doabooks.org/doab?func=fulltext&uiLanguage=en&rid=44565. 

Borges, Jorge Luis. 1944. Ficciones. Argentina: Editorial Sur. 
———. (1941) 1962. “The Garden of Forking Paths.” Short story; ergodic fiction. In 

Ficciones, translated by Emecé Editores, 89–104. New York: Grove Press. 
Borrás, Laura, Talan Memmott, Rita Raley, and Brian Stefans, eds. 2011. Electronic 

Literature Collection. Vol. 2. Electronic Literature Organization. 
https://collection.eliterature.org/2/. 

Bouchardon, Serge. 2012. “Digital Literature in France.” Dichtung-Digital, no. 41: 1–19. 
https://litmedmod.ca/sites/default/files/pdf/digital_literature_in_france.pdf. 

Bouchardon, Serge, Frank Davoine, and Alexandra Saemmer. 2018. StoryFace. Hyperfiction. 
https://bouchard.pers.utc.fr/storyface/. 

Bourdieu, Pierre. 1971. “The Market of Symbolic Goods.” In The Field of Cultural 
Production, 112–44. New York: Columbia University Press. 

———. 1977. “The Production of Belief: Contribution to an Economy of Symbolic Goods.” 
In The Field of Cultural Production, 74–111. New York: Columbia University Press. 

———. 1983. “The Field of Cultural Production, or: The Economic World Reversed.” In The 
Field of Cultural Production, 29–73. New York: Columbia University Press. 

Boyd, Brian. 2009. On the Origin of Stories: Evolution, Cognition, and Fiction. Cambridge, 
MA: Harvard University Press. 

Bozdog, Mona, and Dayna Galloway. 2020. “Performing Walking Sims: From Dear Esther to 
Inchcolm Project.” Journal of Gaming & Virtual Worlds 12 (1): 23–47. 
https://doi.org/10.1386/jgvw_00003_1. 

@BPGlobalPR. n.d. “@BPGlobalPR: Wayback Machine Archive.” Twitter parody; netprov. 
Wayback Machine. Accessed June 17, 2016. 
http://web.archive.org/web/*/https://twitter.com/bpglobalpr. 

Bradbury, Ray. 1953. Fahrenheit 451. Print novel. New York: Ballantine Books. 
Brandt, D. 1986. “Toward an Understanding of Context in Composition.” Written 

Communication 3 (2): 139–57. https://doi.org/10.1177/0741088386003002001. 
Brandt, Deborah. 2015. The Rise of Writing: Redefining Mass Literacy. Cambridge: 

Cambridge University Press. 
Bray, Joe, Alison Gibbons, and Brian McHale, eds. 2012. The Routledge Companion to 

Experimental Literature. London: Routledge. 
Breeze, Mez. 2018-. V[R]Ignettes: A Microstory Series. Virtual reality fiction. 

https://www.mezbreezedesign.com/vr-literature/vrignettes/. 



 

 185 

Brennan, Joseph, and David Large. 2014. “‘Let’s Get a Bit of Context’: Fifty Shades and the 
Phenomenon of ‘Pulling to Publish’ in Twilight Fan Fiction.” Media International 
Australia 152 (1): 27–39. https://doi.org/10.1177/1329878X1415200105. 

Brew, Simon. 2022. Could You Survive Midsomer? Gamebook. S.l.: Cassell. 
Brey, Betsy. 2016. “Twine, Hypertext, and Games: Ideologies and Implications.” In 

Canadian Games Studies Association Annual Conference, June 1-3, University of 
Calgary. Calgary. 

Briceno, Hector, Wesley Chao, Andrew Glenn, Stanley Hu, Ashwin Krishnamurthy, and 
Bruce Tsuchida. 2000. “Down from the Top of Its Game: The Story of Infocom, Inc.” 
Undergraduate class project, “6.933J/STS.420J: The Structure of Engineering 
Revolutions.” MIT. 

Briggs, Amy. 1987. Plundered Hearts. Interactive fiction. Cambridge, MA: Infocom. 
Brooks, Peter. 1992. Reading for the Plot: Design and Intention in Narrative. Cambridge, 

MA: Harvard University Press. 
Brough, Melissa. 2014. “Participatory Culture.” In The Johns Hopkins Guide to Digital 

Media, edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 382–
88. Baltimore: Johns Hopkins University Press. 

Bruner, Jerome. 1991. “The Narrative Construction of Reality.” Critical Inquiry 18 (1): 1–21. 
https://www.jstor.org/stable/1343711. 

Buckland, Warren, ed. 2009. Puzzle Films: Complex Storytelling in Contemporary Cinema. 
Chichester, UK: Wiley-Blackwell. 

Buckles, Mary Ann. 1986. “Interactive Fiction: The Computer Storygame ‘Adventure.’” 
Ph.D., University of California, San Diego. 

Buckley, Tim. 2002-. Ctrl+Alt+Del Comic. Webcomic. https://cad-comic.com/. 
Burdine, Roy, and Johnny Castuciano. 2017. “Trapped in an Epic Tale.” Interactive TV. Puss 

in Book. Netflix. 
Burgess, Anthony, William Heineman, and Popleaf. 2012. A Clockwork Orange. Book-app. 

Random House. 
Burgess, Jean. 2006. “Hearing Ordinary Voices: Cultural Studies, Vernacular Creativity and 

Digital Storytelling.” Continuum: Journal of Media & Culture 20 (2): 201–14. 
Business Wire. 1995. “Sierra’s Phantasmagoria Tops Charts and Rakes in Year-End 

Awards.” Business Wire, November 17, 1995. 
https://web.archive.org/web/20150404221609/http://www.thefreelibrary.com/Sierra%
27s+Phantasmagoria+tops+charts+and+rakes+in+year-end+awards.-a017717664. 

Byles, Will, and Nik Bowen. 2015. Until Dawn. Interactive drama. Supermassive Games. 
Cabot, Meg and Twitterverse. 2010. “Fashionably Undead.” Twitter fiction; collaborative 

story; archontic fiction. BBC Audiobooks America, SFF Audio. 2010. 
https://www.sffaudio.com/bbc-audiobooks-america-fashionably-undead-by-meg-
cabot-and-the-twitterverse/. 

Cage, David. 2005. Fahrenheit. Interactive drama. Quantic Dream. 
———. 2010. Heavy Rain. Interactive drama. Quantic Dream. 
———. 2018. Detroit: Become Human. Interactive drama. Quantic Dream. 
Caïra, Olivier, and Susana Pajares Tosca. 2014. “Role-Playing Games.” In The Johns 

Hopkins Guide to Digital Media, edited by Marie-Laure Ryan, Lori Emerson, and 
Benjamin J. Robertson, 433–37. Baltimore: Johns Hopkins University Press. 

Call, Lewis. 2007. “Postmodern Anarchism in the Novels of Ursula K. Le Guin.” SubStance 
36 (2): 87–105. https://www.jstor.org/stable/25195127. 

Camingue, Janelynn, Elin Carstensdottir, and Edward F. Melcer. 2021. “What Is a Visual 
Novel?” Proceedings of the ACM on Human-Computer Interaction 5 (CHI PLAY): 
1–18. https://doi.org/10.1145/3474712. 



 

 186 

Campbell, T. 2006. A History of Webcomics. San Antonio, TX: Antarctic Press. 
Campbell Webster, Emma, and Jane Austen. 2007. Lost in Austen: Create Your Own Jane 

Austen Adventure. Gamebook. New York: Riverhead Books. 
Campo Santo. 2016. Firewatch. Walking sim. Campo Santo. 
Cao, Yiwei, Ralf Klamma, and Andrea Martini. 2008. “Collaborative Storytelling in the Web 

2.0.” In Proceedings of the First International Workshop on Story-Telling and 
Educational Games (STEG 2008) at ECTEL, 1–8. 

Capra, Frank. 1946. It’s a Wonderful Life. Feature film; ergodic film. RKO Radio Pictures. 
Carman, Patrick. 2009. Skeleton Creek. Augmented book. New York: Scholastic Press. 
Carroll, Lewis, and Oceanhouse Media. 2010. Alice for the IPad. Book-app. Oceanhouse 

Media. https://apps.apple.com/us/app/alice-for-the-ipad/id354537426. 
Carruth, Shane. 2004. Primer. Feature film; ergodic film. THINKFilm; IFC Films. 
Cashore, Kristin. 2017. Jane, Unlimited. Print novel; ergodic novel. New York, NY: Kathy 

Dawson Books. 
Cavallaro, Dani. 2010. Anime and the Visual Novel: Narrative Structure, Design and Play at 

the Crossroads of Animation and Computer Games. Jefferson, NC: McFarland & Co. 
Cavna, Michael. 2018. “‘Homestuck’ Creator Explains How His Webcomic Became a 

Phenomenon.” Washington Post, October 29, 2018. 
https://www.washingtonpost.com/arts-entertainment/2018/10/29/homestuck-creator-
explains-how-his-webcomic-became-phenomenon/. 

CERN. n.d. “The Birth of the Web.” CERN (blog). Accessed July 22, 2021. 
https://home.cern/science/computing/birth-web. 

Cha, Theresa Hak Kyung. 1982. Dictée. Print literature; ergodic literature. New York: Tanam 
Press. 

Chapin, F. Stuart. 1925. “A Theory of Synchronous Culture Cycles.” The Journal of Social 
Forces 3 (4): 596–604. https://doi.org/10.2307/3005052. 

Chaskin, Harry. 2017. “The Maybe Pile.” Interactive TV. Buddy Thunderstruck. Netflix. 
Chatman, Seymour. 1978. Story and Discourse: Narrative Structure in Fiction and Film. 

Ithaca, NY: Cornell University Press. 
Cheng, Anne Anlin. 1998. “Memory and Anti-Documentary Desire in Theresa Hak Kyung 

Cha’s Dictee.” MELUS 23 (4): 119–33. https://doi.org/10.2307/467831. 
Chess, Shira. 2017. Ready Player Two: Women Gamers and Designed Identity. Minneapolis, 

MN: University of Minnesota Press. 
Choice of Games. 2011. “We’re Looking for Writers.” Choice of Games LLC. May 1, 2011. 

https://www.choiceofgames.com/looking-for-writers/. 
———. 2016. “Write a Hosted Game.” Choice of Games LLC. November 19, 2016. 

https://www.choiceofgames.com/looking-for-writers/write-a-hosted-game/. 
———. n.d. “About Us.” Choice of Games LLC. Accessed July 23, 2021a. 

https://www.choiceofgames.com/about-us/. 
———. n.d. “Choice of Games LLC.” Interactive narrative developer/ publisher. Accessed 

June 23, 2021b. https://www.choiceofgames.com/. 
———. n.d. “User-Made Games.” Choice of Games LLC. Accessed July 23, 2021c. 

https://www.choiceofgames.com/category/user-made-games/. 
Chooseco. n.d. “History of CYOA.” Chooseco LLC. Accessed November 2, 2021. 

https://www.cyoa.com/pages/history-of-cyoa. 
Chorpash, Rama. 2013. “Ad Hoc/Re Hoc: How Crafting Interim Solutions Creates Better 

Design.” In IDSA 2013 Education Symposium. Chicago, IL. 
Chown, Marcus and TouchPress. 2010. Solar System. Book-app. Faber & Faber, The Red 

Green & Blue Co Ltd. https://apps.apple.com/ca/app/solar-system/id406795422. 



 

 187 

Christian. 2001. “TrekToday - Nichols Talks First Inter-Racial Kiss.” Trek Today, September 
5, 2001. https://www.trektoday.com/news/050901_05.shtml. 

Ciesla, Robert. 2019. “The Modern Visual Novel.” In Game Development with Ren’Py: 
Introduction to Visual Novel Games Using Ren’Py, TyranoBuilder, and Twine, edited 
by Robert Ciesla, 79–108. Berkeley, CA: Apress. https://doi.org/10.1007/978-1-4842-
4920-8_3. 

Cima, Rosie. 2017. “The Gender Balance of The New York Times Best Seller List.” The 
Pudding, 2017. https://pudding.cool/2017/06/best-sellers/index.html. 

Cincera, Radusz. 1967. One Man and His House. Interactive cinema. Expo ’67, Montreal. 
Clement, J. 2021. “Digital Games Industry Revenue Worldwide by Category 2020.” Statista. 

https://www.statista.com/statistics/379682/digital-games-revenue-distribution-
category-usa/. 

Coeckelbergh, Mark. 2018. “The Art, Poetics, and Grammar of Technological Innovation as 
Practice, Process, and Performance.” AI & Society 33 (4): 501–10. 
https://doi.org/10.1007/s00146-017-0714-7. 

Cohen, Noam. 2008. “This Is Funny Only If You Know Unix.” The New York Times, May 
26, 2008. https://www.nytimes.com/2008/05/26/business/media/26link.html. 

Cohn, Deborah. 1996. “A Wrinkle in Time: Time as Structure and Meaning in ‘Pedro 
Páramo.’” Revista Hispánica Moderna 49 (2): 256–66. 
https://www.jstor.org/stable/30203411. 

Columbia DSL. 2014. “Sherlock Holmes & the Internet of Things.” Columbia University 
School of the Arts’ Digital Storytelling Lab (blog). 2014. 
http://www.digitalstorytellinglab.com/projects/sherlock-holmes-the-internet-of-
things/. 

Cook, Victor. 2018. “The Breakout.” Interactive TV. Stretch Armstrong. Netflix. 
Coolidge, Sarah. 2017. “Who Are the Women of Oulipo?” Center for the Art of Translation 

(blog). April 12, 2017. https://www.catranslation.org/blog-post/who-are-the-women-
of-oulipo/. 

Coover, Robert. 1992. “The End of Books.” The New York Times, June 1992. 
http://www.nytimes.com/books/98/09/27/specials/coover-end.html. 

———. 1993a. “HYPERFICTION; And Hypertext Is Only the Beginning. Watch Out!” The 
New York Times, August 29, 1993. 
https://www.nytimes.com/1993/08/29/books/hyperfiction-and-hypertext-is-only-the-
beginning-watch-out.html. 

———. 1993b. “Hyperfiction: Novels for the Computer.” August 29, 1993. 
http://www.nytimes.com/books/98/09/27/specials/coover-hyperfiction.html. 

Cordella, Francesco. 2011. “History of Italian IF.” In IF Theory Reader, edited by K. 
Jackson-Mead and J.R. Wheeler, 379–88. Boston, MA: Transcript On Press. 

Corrigan-Kavanagh, Emily. 2019. “Next Generation Paper,” March. 
https://www.researchgate.net/publication/334031320. 

Cortázar, Julio. 1966. Hopscotch. Ergodic novel. New York: Pantheon Books. 
Costikyan, Greg. 2007. “Games, Storytelling, and Breaking the String.” Electronic Book 

Review. https://electronicbookreview.com/essay/games-storytelling-and-breaking-the-
string/. 

Coverley, M.D. // Marjorie Coverley Luesebrink. 2017. “Women Innovate: Contributions to 
Electronic Literature (1990-2010).” In #WomenTechLit, edited by María Mencía, 3–
29. Morgantown, WV: Computing Literature. 

Cowdrey, Katherine. 2016. “Touchpress Unveils New Strategic Direction and Rebrands as 
Amphio.” The Bookseller, October 7, 2016. 



 

 188 

https://www.thebookseller.com/news/news/touchpress-announces-new-strategic-
direction-and-rebrand-amphio-407456. 

“Creepypasta.” n.d. Netprov; alternate reality stories. Creepypasta - Scary Stories and 
Original Horror Fiction. Accessed November 26, 2021. 
https://www.creepypasta.com/. 

Crichton, Michael. 1969. Andromeda Strain. Print novel. New York: Knopf. 
Crimmins, Brian. 2016. “A Brief History of Visual Novels.” ZEAL|Medium.Com, January 7, 

2016. https://medium.com/mammon-machine-zeal/a-brief-history-of-visual-novels-
641a2e6b1acb. 

Crowther, Will, and Don Woods. 1975–1977. Colossal Cave Adventure. Interactive fiction. 
Croxall, Brian. 2014. “Twitter, Tumblr, and Microblogging.” In The Johns Hopkins Guide to 

Digital Media, edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. 
Robertson, 492–96. Baltimore: Johns Hopkins University Press. 

Currah, Andrew. 2007. “Managing Creativity: The Tensions Between Commodities and Gifts 
in a Digital Networked Environment.” Economy and Society 36 (3): 467–94. 
https://doi.org/10.1080/03085140701428415. 

Curry, Jessica. 2015. Everybody’s Gone to the Rapture. Walking sim. The Chinese Room. 
Cyan. 1993. Myst. Graphic adventure game. Cyan. 
Daly, Kristen. 2010. “Cinema 3.0: The Interactive-Image.” Cinema Journal 50 (1): 81–98. 

https://d1wqtxts1xzle7.cloudfront.net/30828189/Cinema_Journal_50.1.daly-with-
cover-page-
v2.pdf?Expires=1637004112&Signature=SfJ7FbBweJynJMYIEoUN3Wk2zamDdZc
bTP0v30gXfjlxB-yxuvKkGoikH-
roO11OfvQuNwfenkMgi4jDJvoveQkENhREOItovHYs7mDQEFagOAXcGUJrO1m
ypfG0~UJ~UJUmoEfsU1K4Ey2gnnKOlh8ne3ZQJn8JniW3vbFmyPei0eDCAnmFAF
8tHGVHpD3-
Lg4PDtWRjztfEO8OjVbcpU2GJOKRaGRAsae1kPHXEP9VCTOY4TD0LrqxrM3H
cHTYFWBexi5zcakIEII21-
TV2N9RbNR9yiPucaHo4zvaZIS7bQViBfD4zFkVI~BQKo3SoU0CLjDkU6THzKez
ovborQ__&Key-Pair-Id=APKAJLOHF5GGSLRBV4ZA. 

Dancygier, Barbara. 2007. “Narrative Anchors and the Processes of Story Construction: The 
Case of Margaret Atwood’s The Blind Assassin.” Style 41 (2): 133–51. 
https://www.jstor.org/stable/10.5325/style.41.2.133. 

Danielewski, Mark Z. 2000. House of Leaves. Ergodic novel. New York: Pantheon Books. 
Dannenberg, Hilary P. 2008. Coincidence and Counterfactuality: Plotting Time and Space in 

Narrative Fiction. Lincoln, NE: University of Nebraska Press. 
Danuta, Fjellestad. 2016. “Dancing with the Digital: Cathy’s Book and S.” Gramma: Journal 

of Theory and Criticism, no. 23: 76–91. 
Darnton, Robert. 1989. “What Is the History of Books?” In Reading in America: Literature 

and Social History, edited by Cathy N. Davidson, 27–52. Baltimore: Johns Hopkins 
University Press. 

Dasgupta, Anirban, Arpita Ghosh, Ravi Kumar, Christopher Olston, Sandeep Pandey, and 
Andrew Tomkins. 2007. “The Discoverability of the Web.” In Proceedings of the 
16th International Conference on World Wide Web  - WWW ’07. Banff, Alberta, 
Canada: ACM Press. https://doi.org/10.1145/1242572.1242630. 

Dautenhahn, Kerstin. 1999. “The Lemur’s Tale - Story-Telling in Primates and Other 
Socially Intelligent Agents.” In Proceedings AAAI Fall Symposium “Narrative 
Intelligence,” edited by Phoebe Sengers and Michael Mateas. American Association 
for Artificial Intelligence. 



 

 189 

Davenport, Gloriana. 2014. “Interactive Cinema.” In The Johns Hopkins Guide to Digital 
Media, edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 278–
82. Baltimore: Johns Hopkins University Press. 

Davies, Char. 1995. Osmose. Virtual reality experience. http://immersence.com/osmose. 
———. 1998. Ephémère. Virtual reality experience. http://immersence.com/ephemere. 
Davis, Rhett. 2018. “Making It Old and New: Intermedial Print-Digital Approaches to the 

Novel as Response to Media Competition.” TEXT 22 (Special 49): 1–14. 
https://doi.org/10.52086/001c.25650. 

DC Films. 2013-. DC Extended Universe. Transmedia franchise; archontic fiction. Warner 
Brothers. 

De Kosnik, Abigail De. 2009. “Should Fan Fiction Be Free?” Cinema Journal 48 (4): 118–
24. https://doi.org/10.1353/cj.0.0144. 

Dena, Christy. 2009. “Transmedia Practice: Theorising the Practice of Expressing a Fictional 
World across Distinct Media and Environments.” Ph.D., Sydney: University of 
Sydney. 

———. 2010. “Beyond Multimedia, Narrative, and Game: The Contributions of 
Multimodality and Polymorphic Fictions.” In New Perspectives on Narrative and 
Multimodality, edited by Ruth Page, 183–201. New York: Routledge. 

Dentsu. 2011. IButterfly. Augmented reality game. Japan: Dentsu. 
https://www.dentsu.co.jp/en/business/showcase/ibutterfly.html. 

Derecho, Abigail. 2006. “Archontic Literature: A Definition, A History, and Several Theories 
of Fan Fiction.” In Fan Fiction and Fan Communities in the Age of the Internet: New 
Essays, edited by Karen Hellekson and Kristina Busse, 61–79. Jefferson, NC: 
McFarland & Company, Inc. 

Di Rosario, Giovanna, Kerri Grimaldi, and Nohelia Meza. 2019. “The Origins of Electronic 
Literature. An Overview.” Texto Digital 15 (1): 4–27. 

Dietz, SarahScott B. 2021. “What Is Grief, If Not Love Persevering?: A Palliative 
Perspective On WandaVision.” Pallimed (blog). April 6, 2021. 
https://www.pallimed.org/2021/04/what-is-grief-if-not-love-persevering.html. 

DiNucci, Darcy. 1999. “Fragmented Future.” Print, 1999. 
http://darcyd.com/fragmented_future.pdf. 

Dont Nod Entertainment and Deck Nine. 2015. Life Is Strange. Interactive drama. Square 
Enix. 

Douglas, Nick. 2008. “Penguin Books Proves The Entire Internet Can’t Write A Novel.” 
Gawker, June 5, 2008. https://www.gawker.com/387731/penguin-books-proves-the-
entire-internet-cant-write-a-novel. 

Dovey, Jonathan, Tom Abba, and Kate Pullinger. 2021. “Introduction.” In Ambient 
Literature: Towards a New Poetics of Situated Writing and Reading Practices, edited 
by Tom Abba, Jonathan Dovey, and Kate Pullinger. Cham: Palgrave Macmillan. 

Doyle, Denise. 2017. “Immersive Storytelling in Mixed Reality Environments.” In 2017 23rd 
International Conference on Virtual System & Multimedia (VSMM), 1–4. Dublin: 
IEEE. https://doi.org/10.1109/VSMM.2017.8346299. 

Doyle, Sir Arthur Conan and HAAB. 2014. Sherlock: Interactive Adventure. Book-app. 
HAAB. 

Draine, Betsy. 1980. “Nostalgia and Irony: The Postmodern Order of ‘The Golden 
Notebook.’” Modern Fiction Studies 26 (1): 31–48. 
https://www.jstor.org/stable/26280555. 

Dredge, Stuart. 2011. “The Waste Land IPad App Earns Back Its Costs in Six Weeks on the 
App Store.” The Guardian, August 8, 2011, sec. Technology. 



 

 190 

https://www.theguardian.com/technology/appsblog/2011/aug/08/ipad-the-waste-land-
app. 

———. 2013. “If Android Is so Popular, Why Are Many Apps Still Released for IOS First?” 
The Guardian, August 15, 2013, sec. Technology. 
https://www.theguardian.com/technology/appsblog/2013/aug/15/android-v-ios-apps-
apple-google. 

Drucker, Johanna. 2004. The Century of Artists’ Books. 2nd ed. New York City: Granary 
Books. 

Duchamp, Marcel. 1934. The Green Box. Artist’s book. 
Dvorak, Marta. 2002. “The Right Hand Writing and the Left Hand Erasing in Margaret 

Atwood’s The Blind Assassin.” Commonwealth: Essays and Studies 25 (1): 59–68. 
https://www.proquest.com/docview/762706443/abstract/ABBB0018E80B4343PQ/1. 

Eagleton, Terry. 2008. Literary Theory: An Introduction. Anniversary. Minneapolis, MN: 
University of Minnesota Press. 

Eberhard, David M., Gary F. Simons, and Charles D. Fennig, eds. 2021. Ethnologue: 
Languages of the World. 24th ed. Dallas, TX: SIL International. 
https://www.ethnologue.com/guides/ethnologue200. 

Edwards, Alexandra. 2018. “Literature Fandom and Literary Fans.” In A Companion to 
Media Fandom and Fan Studies, edited by Paul Booth, electronic, 47–64. Newark: 
John Wiley & Sons. 
http://ebookcentral.proquest.com/lib/mmu/detail.action?docID=5314563. 

———. 2021. “Orlando: A Fanfiction; or, Virginia Woolf in the Archive of Our Own.” 
Journal of Modern Literature 44 (3): 49–62. 
https://doi.org/10.2979/jmodelite.44.3.04. 

Egan, Jennifer. 2010. A Visit from the Goon Squad. Print novel; ergodic novel; transmedia 
novel. New York: Alfred A. Knopf. 

———. 2012. “Black Box.” Twitter fiction. The New Yorker via Twitter, May 25, 2012. 
https://www.newyorker.com/magazine/2012/06/04/black-box. 

Egan, Jennifer and Popleaf. 2011. A Visit from the Goon Squad. Constable & Robinson. 
Eisenstein, Elizabeth L. 1980. The Printing Press as an Agent of Change. Cambridge: 

Cambridge University Press. 
Eklund, Ken, and Jane McGonigal. 2007. World Without Oil. Alternate reality game. 

Independent Television Service (ITVS), Corporation for Public Broadcasting. 
Eliot, George. 1871. Middlemarch: A Study of Provincial Life. Print novel; ergodic novel. 

London: William Blackwood and Sons. 
———. 1876. Daniel Deronda. Print novel; ergodic novel. London: William Blackwood and 

Sons. 
Eliot, T.S., and TouchPress. 2011. The Waste Land. Book-app. Faber & Faber, The Red 

Green & Blue Co Ltd. https://apps.apple.com/gb/app/the-waste-land/id427434046. 
Elkin, Lauren, and Scott Esposito. 2013. “An Attempt at Exhausting a Movement.” The New 

Inquiry, January 17, 2013. https://thenewinquiry.com/an-attempt-at-exhausting-a-
movement/. 

Ellis, Adam. 2017. “Dear David.” Twitter fiction; alternate reality story. Wakelet. 2017. 
https://wakelet.com/wake/e6275d03-7bce-4789-9961-f3a04723cc71. 

Ellison, Cara. 2013. “Anna Anthropy and the Twine Revolution.” The Guardian, April 10, 
2013. http://www.theguardian.com/technology/gamesblog/2013/apr/10/anna-
anthropy-twine-revolution. 

Ellison, Harlan. 1970. “The Region Between.” Print novella; ergodic novella. Galaxy 29 (6): 
4–85. 



 

 191 

Enns, Anthony. 2021. “The Illusion of Control: History and Criticism of Interactive 
Television.” Television & New Media 22 (8): 930–45. 
https://doi.org/10.1177/1527476420959770. 

Ensslin, Astrid. 2014. Literary Gaming. Cambridge, MA: MIT Press. 
Ensslin, Astrid, and Lyle Skains. 2017. “Hypertext: Storyspace to Twine.” In The 

Bloomsbury Handbook of Electronic Literature, edited by Joseph Tabbi, 293–307. 
London: Bloomsbury. 

Ensslin, Astrid, Lyle Skains, Sarah Riley, Joan Haran, Alison Mackiewicz, and Emma 
Halliwell. 2016. “Exploring Digital Fiction as a Tool for Teenage Body Image 
Bibliotherapy.” Digital Creativity 27 (3): 177–95. 
https://doi.org/10.1080/14626268.2016.1210646. 

Ensslin, Astrid, Lisa Swanstrom, and Paweł Frelik. 2017. “Introducing Small Screen 
Fictions.” Paradoxa, no. 29: 7–17. 

Eskelinen, Markku. 2008. “Electronic Literature Without a Map.” In Electronic Literature in 
Europe. University of Bergen, Bergen, Norway, 11-13 Sept 2008. 

Eva, Tachina. 2020-. “Broken Horse Ranch.” Social media narrative. Facebook. 2020-. 
https://www.facebook.com/brokenhorseshoeranch/posts/108921714080596. 

Facebook. n.d. “What Names Are Allowed on Facebook?” Facebook.Com. Accessed June 
16, 2016. https://www.facebook.com/help/112146705538576. 

Farkas, Zita. 2017. “Book Apps and Digital Textuality.” Alluvium 6 (2). 
https://doi.org/10.7766/alluvium.v6.2.01. 

Fathallah, Judith May. 2017. Fanfiction and the Author: How Fanfic Changes Popular 
Cultural Texts. Amsterdam: Amsterdam University Press. 

Faust, Lauren. 2010. “My Little Pony: Friendship Is Magic.” TV series. My Little Pony: 
Friendship Is Magic. Discovery Family. 

Fedorova, Natalia. 2012. “Practices in Context: Where Is E-Lit in Rulinet?” In Remediating 
the Social, 122–24. Edinburgh College of Art: elmcip. 
https://elmcip.net/sites/default/files/media/critical_writing/attachments/fedorova_rulin
et.pdf. 

Feijao, Carolina. 2018. “Women in Publishing: Addressing the Glass Ceiling.” GenPol 
(blog). January 2, 2018. https://gen-pol.org/2018/01/women-in-publishing-addressing-
the-glass-ceiling/. 

Fernandez, Rebecca. 2006. “Xkcd: A Comic Strip for the Computer Geek.” Redhat.Com, 
October 12, 2006. 
https://web.archive.org/web/20070306204348/http://www.redhat.com/magazine/025n
ov06/features/xkcd/. 

Fernández-Vara, Clara. 2008. “Shaping Player Experience in Adventure Games: History of 
the Adventure Game Interface.” In Extending Experiences: Structure, Analysis and 
Design of Computer Game Player Experience, edited by Olli Leino, Hanna Wirman, 
and Amyris Fernandez, 210–27. Rovaniemi: Lapland University Press. 

Ferrell, Keith. 1988. “Interactive Text in an Animated Age: Infocom Faces the Challenge.” 
Compute! Magazine, January 1988. https://archive.org/details/1988-01-compute-
magazine/page/n17/mode/2up?view=theater. 

Fforde, Jasper. 2001. The Eyre Affair. Print novel; ergodic novel. London: Hodder & 
Stoughton. 

———. 2004. The Well of Lost Plots. Print novel; ergodic novel. New York: Viking. 
Fisher, Allan, Jane Margolis, and Faye Miller. 1997. “Undergraduate Women in Computer 

Science: Experience, Motivation and Culture.” SIGCSE, 106–10. 
Fisher, Caitlin. 2014. 200 Castles. Augmented reality fiction. http://caitlinfisher.ca/200-

castles/. 



 

 192 

Fiske, John. (1989) 2011. Understanding Popular Culture. 2nd ed. London: Routledge. 
Fitzpatrick, Kathleen. 2006. The Anxiety of Obsolescence: The American Novel in the Age of 

Television. Nashville, TN: Vanderbilt University Press. 
Fleabag. 2016–2019. TV show. UK: BBC. 
Flegel, Monica, and Jenny Roth. 2016. “Writing a New Text: The Role of Cyberculture in 

Fanfiction Writers’ Transition to ‘Legitimate’ Publishing.” Contemporary Women’s 
Writing 10 (2): 253–72. https://doi.org/10.1093/cww/vpw010. 

Flores, Leonardo. 2019. “Third Generation Electronic Literature.” Electronic Book Review. 
https://doi.org/10.7273/AXYJ-3574. 

Flower, L., and J. R. Hayes. 1984. “Images, Plans, and Prose: The Representation of Meaning 
in Writing.” Written Communication 1 (1): 120–60. 
https://doi.org/10.1177/0741088384001001006. 

Fludernik, Monika. 1996. Towards a “Natural” Narratology. London: Routledge. 
Forgione, Dan, Pete Jacobs, and Matt Whitlock. 2020. “Get That Baby!” Interactive TV. The 

Boss Baby. Netflix. 
Friedhoff, Jane. 2013. “Untangling Twine: A Platform Study.” In Proceedings of DiGRA 

2013: DeFragging Game Studies. Atlanta, GA. 
Friedman, Ellen G. 2012. “Sexing the Text: Women’s Avant-Garde Writing in the Twentieth 

Century.” In The Routledge Companion to Experimental Literature, edited by Joe 
Bray, Alison Gibbons, and Brian McHale, 154–67. London: Routledge. 

Fülöp, Erika. 2018. “Digital Cultures: A View from French Studies and Literature.” 
Explorations in Media Ecology 17 (3): 271–77. 
https://doi.org/10.1386/eme.17.3.271_1. 

Gabriel, Yiannis, and N.A.D. (Con) Connell. 2010. “Co-Creating Stories: Collaborative 
Experiments in Storytelling.” Management Learning 41 (5): 507–23. 
https://doi.org/10.1177/1350507609358158. 

Gaiman, Neil and Twitterverse. 2009. “Hearts, Keys, and Puppetry.” Twitter fiction; 
collaborative story; archontic fiction. BBC Audio, SFF Audio. 2009. 
https://www.sffaudio.com/bbc-audio-hearts-keys-and-puppetry-by-neil-gaiman-and-
the-twitterverse/. 

Galactic Cafe. 2011. The Stanley Parable. Walking sim. Galactic Cafe. 
Galpin, Vashti. 2002. “Women in Computing around the World.” ACM SIGCSE Bulletin 34 

(2): 94–100. https://doi.org/10.1145/543812.543839. 
Garrish, Matt, and Dave Cramer. 2019. “EPUB 3.2: Final Community Group Specification 

08 May 2019.” W3C. 2019. https://www.w3.org/publishing/epub3/epub-spec.html. 
Gaudreault, André, Philippe Marion, and Tim Barnard. 2015. The End of Cinema? A Medium 

in Crisis in the Digital Age. Film and Culture. New York: Columbia University Press. 
Giant Sparrow. 2017. What Remains of Edith Finch. Walking sim. Annapurna Interactive. 
Gibbons, Alison. 2012. “Multimodal Literature and Experimentation.” In The Routledge 

Companion to Experimental Literature, edited by Joe Bray, Alison Gibbons, and 
Brian McHale, ePub. London: Routledge. 

———. 2017. “Reading S. across Media: Transmedia Storyworlds, Multimodal Fiction, and 
Real Readers.” Narrative 25 (3): 321–41. https://doi.org/10.1353/nar.2017.0017. 

Gironacci, Irene M., Roderick McCall, and Thomas Tamisier. 2018. “Mixed Reality 
Collaborative Storytelling.” In Proceedings of the 32nd International BCS Human 
Computer Interaction Conference. https://doi.org/10.14236/ewic/HCI2018.85. 

Girouard, Vanessa, and Victoria Rubin. 2013. “Comparative Stylistic Fanfiction Analysis: 
Popular and Unpopular Fics across Eleven Fandoms.” In Proceedings of the Annual 
Conference of the Canadian Association for Information Science. Victoria, BC. 



 

 193 

Gitelman, Lisa. 2006. Always Already New: Media, History and the Data of Culture. 
Cambridge, MA: MIT Press. 

Gleed, Alasdair. 2013. “Booktrust Reading Habits Survey 2013.” DJS Research Limited. 
Glennon, Jen. 2018. “‘Homestuck’ Creator Andrew Hussie on the Legacy and Future of His 

Epic Webcomic.” Newsweek, April 13, 2018. 
https://www.newsweek.com/homestuck-creator-andrew-hussie-legacy-and-future-his-
epic-webcomic-882153. 

Gochfeld, David, Corinne Brenner, Kris Layng, Sebastian Herscher, Connor DeFanti, Marta 
Olko, David Shinn, Stephanie Riggs, Clara Fernández-Vara, and Ken Perlin. 2018. 
“Holojam in Wonderland : Immersive Mixed Reality Theater.” Leonardo 51 (4): 362–
67. https://doi.org/10.1162/leon_a_01644. 

Goggin, Gerard, and Caroline Hamilton. 2014. “Narrative Fiction and Mobile Media After 
the Text-Message Novel.” In The Mobile Story: Narrative Practices with Locative 
Technologies, edited by Jason Farman, 223–37. New York: Routledge. 

Goicoechea, María, and Laura Sánchez. 2017. “In Search of a Female Technological Identity 
in Electronic Literature: Dancing with the Spanish Domestic Cyborg.” In 
#WomenTechLit, edited by María Mencía, 279–96. Morgantown, WV: Computing 
Literature. 

Goldhaber, Michael H. 1997. “The Attention Economy and the Net.” First Monday 2 (4–7). 
http://firstmonday.org/article/view/519/440. 

Goldman, Eric. 2011. “Revisiting Search Engine Bias.” William Mitchell Law Review 38 (1): 
96–110. 

Good, Owen S. 2018. “Netflix and Telltale Games Are Partnering on Minecraft, Stranger 
Things Projects.” Polygon, June 13, 2018. 
https://www.polygon.com/tv/2018/6/13/17460834/netflix-telltale-minecraft-story-
mode-stranger-things-game. 

Goodbrey, Daniel. 2007. “Hypercomics.” E-Merl.Com ~ New Experiments In Fiction (blog). 
September 5, 2007. http://e-merl.com/hypercomics. 

Goodbrey, Daniel Merlin. 2013. “Digital Comics - New Tools and Tropes.” Studies in 
Comics 4 (1): 185–97. https://doi.org/10.1386/stic.4.1.185_1. 

Gorman, Samantha, and Danny Cannizzaro. 2019. The Under Presents. Virtual reality 
performance. Tender Claws, Piehole. https://tenderclaws.com/theunderpresents. 

Grabarczyk, Paweł. 2016. “‘It’s Like a Walk in the Park’ - On Why Walking Simulators Are 
So Controversial.” Transformacje 1 (3–4): 241–63. 

Granade, Stephen. 2011. “The Evolution of Short Works: From Sprawling Cave Crawls to 
Tiny Experiments.” In IF Theory Reader, edited by K. Jackson-Mead and J.R. 
Wheeler, 369–78. Boston, MA: Transcript On Press. 

Griffith, Nicola. 2015. “Books About Women Don’t Win Big Awards: Some Data.” Nicola 
Griffith (blog). May 26, 2015. https://nicolagriffith.com/2015/05/26/books-about-
women-tend-not-to-win-awards/. 

Grigar, Dene. 2017. “The Legacy of Judy Malloy.” In #WomenTechLit, edited by María 
Mencía, 361–74. Morgantown, WV: Computing Literature. 

Grimes, Todd. 2020. “Epic Choice-o-Rama.” Interactive TV. Captain Underpants. Netflix. 
Gu, Ming Dong. 2006. “Theory of Fiction: A Non-Western Narrative Tradition.” Narrative 

14 (3): 311–38. https://www.jstor.org/stable/20107393. 
Guo, Jinghua. 2014. “Electronic Literature in China.” CLCWeb: Comparative Literature and 

Culture 16 (5). https://doi.org/10.7771/1481-4374.2631. 
Gürer, Denise. 2002. “Women in Computing History.” ACM SIGCSE Bulletin 34 (2): 116–

20. https://doi.org/10.1145/543812.543843. 



 

 194 

Gutiérrez, Juan B. 1998. Condiciones Extremas (version 1). Hypertext fiction. Bogota, 
Colombia: Repository of Artistic Projects of the Institute of Culture of Bogota. 
http://www.literatronica.com/condex_ver_1/index.htm. 

Hahn, Richard. 2016. “Collaborative Creative Writing in the L2 Classroom Using the 
Software Twine.” In Conference Proceedings. The Future of Education - Google 
Books, edited by Pixel, 137–42. Florence, Italy: libreriauniversitaria.it edizioni. 
https://books.google.co.uk/books?hl=en&lr=&id=6rppDAAAQBAJ&oi=fnd&pg=PA
137&dq=twine+games&ots=yyirfBvfdj&sig=11DkYtBR-
99vFCwiFWG8rpO_Im0#v=onepage&q=twine%20games&f=false. 

Hales, Chris. 2005. “Cinematic Interaction: From Kinoautomat to Cause and Effect.” Digital 
Creativity 16 (1): 54–64. https://doi.org/10.1080/14626260500147777. 

Hallet, Wolfgang. 2009. “The Multimodal Novel: The Integration of Modes and Media in 
Novelistic Narration.” In Narratology in the Age of Cross-Disciplinary Narrative 
Research, edited by Sandra Heinen and Roy Sommer, 129–53. Berlin: Walter de 
Gruyter. 

Haraway, Donna Jeanne. 1991. “A Cyborg Manifesto: Science, Technology, and Socialist-
Feminism in the Late Twentieth Century.” In Simians, Cyborgs, and Women: The 
Reinvention of Nature, 149–82. New York: Routledge. 

Harvey, Alison. 2014. “Twine’s Revolution: Democratization, Depoliticization, and the 
Queering of Game Design.” G|A|M|E Games as Art, Media, Entertainment 1 (3). 
http://www.gamejournal.it/3_harvey/#.VeW_BNNViko. 

Harvey, Alison, and Tamara Shepherd. 2017. “When Passion Isn’t Enough: Gender, Affect 
and Credibility in Digital Games Design.” International Journal of Cultural Studies 
20 (5): 492–508. https://doi.org/10.1177/1367877916636140. 

Hassler-Forest, Dan. 2014. “The Politics of World Building: Heteroglossia in Janelle 
Monáe’s Afrofuturist WondaLand.” Paradoxa 26: 283–303. 
https://doi.org/10.2307/j.ctt1zkjz0m.24. 

Hayles, N. Katherine. 2007. “Electronic Literature: What Is It?” Electronic Book Review. 
http://eliterature.org/pad/elp.html. 

———. 2017. “Foreword: Why #WomenTechLit.” In #WomenTechLit, edited by María 
Mencía, xi–xiv. Morgantown, WV: Computing Literature. 

Hayles, N. Katherine, and Nick Montfort. 2012. “Interactive Fiction.” In The Routledge 
Companion to Experimental Literature, edited by Joe Bray, Alison Gibbons, and 
Brian McHale, 452–66. London: Routledge. 

Hayles, N. Katherine, Nick Montfort, Scott Rettberg, and Stephanie Strickland, eds. 2006. 
Electronic Literature Collection. Vol. 1. Electronic Literature Organization. 
https://collection.eliterature.org/1/. 

Haynes, Sarah. 2019. “The Memory Store: A Collaborative Online Fiction, Which Explores 
the Opportunities for Participatory Narrative Experiences Afforded by the Shared 
Space of the Internet.” Ph.D., Liverpool, UK: Liverpool John Moores University. 

Heaney, Seamus and TouchPress. 2014. Five Fables. Book-app. The Red Green & Blue Co 
Ltd. 

Heartscape, Porpentine Charity. 2016. “PSYCHO NYMPH EXILE.” Hyperbook. 2016. 
https://slimedaughter.com/nymph/. 

Heffernan, Virginia, and Tom Zeller. 2006. “‘Lonely Girl’ (and Friends) Just Wanted Movie 
Deal.” The New York Times, September 12, 2006. 
https://www.nytimes.com/2006/09/12/technology/12cnd-lonely.html. 

Hellekson, Karen. 2014. “Fan Fiction.” In The Johns Hopkins Guide to Digital Media, edited 
by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 188–90. Baltimore: 
Johns Hopkins University Press. 



 

 195 

———. 2015. “Making Use Of: The Gift, Commerce, and Fans.” Cinema Journal 54 (3): 
125–31. https://doi.org/10.1353/cj.2015.0017. 

Hendrix, Grady. 2011. “Choose Your Own Adventure.” Slate, February 18, 2011. 
https://slate.com/culture/2011/02/choose-your-own-adventure-books-how-the-cave-
of-time-taught-us-to-love-interactive-entertainment.html. 

Henley, Stacey. 2020. “Remembering Mabel Addis, the First Video Game Writer, on 
International Women’s Day.” Gamesradar, March 8, 2020. 
https://www.gamesradar.com/remembering-mabel-addis-the-first-video-game-writer-
on-international-womens-day/. 

Herman, David. 2013. Storytelling and the Sciences of Mind. Cambridge, MA: MIT Press. 
Hicks, Faith Erin. 2015. “‘Nimona,’ by Noelle Stevenson.” The New York Times, July 10, 

2015. http://www.nytimes.com/2015/07/12/books/review/nimona-by-noelle-
stevenson.html. 

Hicks, Mar. 2017. Programmed Inequality: How Britain Discarded Women Technologists 
and Lost Its Edge in Computing. EPub. Cambridge, MA: MIT Press. 
http://ieeexplore.ieee.org/servlet/opac?bknumber=7904022. 

Hight, Jeremy. 2006. “Views From Above: Locative Narrative and the Landscape.” Leonardo 
Electronic Almanac 14 (07): 10. 

Hillan, Andrew. 2020. “Sword Art Everywhere: Narrative, Characters, and Setting in the 
Transmedia Extension of the Sword Art Online Franchise.” In Transmedia 
Storytelling in East Asia: The Age of Digital Media, edited by Dal Yong Jin, 75–90. 
London: Routledge. 

Hillier, Brenda. 2015. “Her Story Tops 100,000 Sales.” VG247, August 11, 2015. 
https://www.vg247.com/her-story-tops-100000-sales. 

Historic Royal Palaces, Chomko & Rosier, Calvium Ltd., and Uninvited Guests. 2016. The 
Lost Palace. Immersive extended reality experience. Whitehall Palace, London. 

Hjorth, Larissa. 2014. “Stories of the Mobile.” In The Mobile Story: Narrative Practices with 
Locative Technologies, edited by Jason Farman, 238–48. New York: Routledge. 

Hockx, Michel. 2015. Internet Literature in China. Global Chinese Culture. New York: 
Columbia University Press. 

Horii, Yuji. 1983. The Portopia Serial Murder Case / ポートピア連続殺人事件. Visual 
novel. Japan: Chunsoft. 

Hornback, Bert G. 1966. “The Organization of Middlemarch.” Papers on Language and 
Literature 2 (2): 169. 

Horne, Alistair. 2018. “Keitai Shousetsu: The First Mobile Phone Fictions.” British Library 
English and Drama Blog (blog). July 4, 2018. https://blogs.bl.uk/english-and-
drama/2018/07/keitai-shousetsu-the-first-mobile-phone-fictions.html. 

Hosny, Reham. 2017. “E-Lit in Arabic Universities: Status Quo and Challenges.” Hyperrhiz: 
New Media Cultures, no. 16. https://doi.org/10.20415/hyp/016.e06. 

———. 2018. “Understanding Cosmo-Literature: The Extensions of New Media.” Digital 
Culture & Society 4 (2): 185–202. https://doi.org/10.14361/dcs-2018-0210. 

———. 2019. Al-Barrah. Augmented reality fiction, augmented book. Egypt. 
https://albarrahnovel.com/albarrah-shop/. 

Howitt, Peter. 1998. Sliding Doors. Feature film; ergodic film. Miramax; Paramount. 
Howson-Griffiths, Teri. 2020. “Locating Sensory Labyrinth Theatre within Immersive 

Theatres’ History.” Studies in Theatre and Performance 40 (2): 189–205. 
https://doi.org/10.1080/14682761.2019.1663649. 

Humfrey, Joseph, and Jon Ingold. 2011-. Ink. Hypermedia authoring tool. Inkle Studios. 
https://www.inklestudios.com/ink/. 



 

 196 

———. 2012-. Inklewriter. Hypermedia authoring tool. Inkle Studios. 
https://www.inklewriter.com/. 

Husárová, Zuzana. 2017. “A Kaleidoscope of Slovak and Czech Electronic Literature.” In 
#WomenTechLit, edited by María Mencía, 71–94. Morgantown, WV: Computing 
Literature. 

Hussey, Allison. 2019. “Emmys 2019: Black Mirror: Bandersnatch Wins Outstanding TV 
Movie.” Pitchfork, September 23, 2019. https://pitchfork.com/news/emmys-2019-
black-mirror-bandersnatch-wins-outstanding-tv-movie/. 

Hussie, Andrew. 2009–2016. Homestuck. Webcomic. 
http://www.mspaintadventures.com/?viewlog=6&logorder=oldestfirst. 

———. 2012. “Homestuck Adventure Game.” Kickstarter. 2012. 
https://www.kickstarter.com/projects/14293468/homestuck-adventure-game. 

———. 2018. Homestuck. VIZ Media edition. San Francisco, CA: Viz Media. 
I Ching: The Book of Changes / 易經. late 9th century B.C. Ergodic text. Zhou Dynasty, 

China. 
IGN Studios. 18 Apr 27. “Here Are the 2018 SXSW Gamer’s Voice Awards Winners.” IGN, 

18 Apr 27. https://www.ign.com/articles/2018/04/26/sxsw-gaming-awards-2018-
winners-revealed. 

Ikeda, Ryan. 2021. “Excavating Logics of White Supremacy in Electronic Literature: 
Antiracism as Infrastructural Critique.” Electronic Book Review, January. 
https://doi.org/10.7273/cctw-4415. 

Inkle. 2013. Sorcery! Adventure game. Inkle Studios. 
———. 2014. 80 Days. Interactive fiction; mobile storytelling app. Inkle Studios. 
———. 2019. Heaven’s Vault. Graphic adventure game. Inkle Studios. 
———. (2018) 2021. Ink Library. Inkle Studios. https://github.com/inkle/ink-library. 
inkle. 2021. “Heaven’s Vault Novels, out Now!” Inkle (blog). November 18, 2021. 

https://www.inklestudios.com/2021/11/18/heavens-vault-novels.html. 
———. n.d. “Inkle.” Interactive narrative developer/publisher. Accessed June 23, 2021. 

https://www.inklestudios.com/. 
Interstellar Text Adventure. 2014. Interactive fiction. 

https://web.archive.org/web/20150402013153/http://www.interstellarmovie.com/adve
nture/. 

Iser, Wolfgang. 1978. The Act of Reading: A Theory of Aesthetic Response. Baltimore: Johns 
Hopkins University Press. 

itch.io. n.d. “Create a New Project.” Itch.Io. Accessed October 20, 2021. 
https://itch.io/game/new. 

ITU Publications. 2020. “Measuring Digital Development: Facts and Figures.” Geneva, 
Switzerland: International Telecommunication Union. 
https://www.itu.int:443/en/ITU-D/Statistics/Dashboards/Pages/IFF.aspx. 

Jackson, Shelley. 1995. Patchwork Girl, or, A Modern Monster a Graveyard, a Journal, a 
Quilt, a Story & Broken Accents. Hypertext fiction. Eastgate Systems. 

Jacobsen, Allen, Beth Sleven, and Kevin Wotton. 2020. “Ride Along Adventure.” Interactive 
TV. Spirit Riding Free. Netflix. 

James, E.L. 2011. Fifty Shades of Grey. London: Vintage. 
Jenkins, Henry. 1992. Textual Poachers: Television Fans & Participatory Culture. New 

York: Routledge. 
———. 2006. Convergence Culture: Where Old and New Media Collide. New York: New 

York University Press. 
———. (1992) 2013. Textual Poachers: Television Fans and Participatory Culture. Updated 

20th anniversary ed. New York: Routledge. 



 

 197 

Jenkins, Henry, Sam Ford, and Joshua Green. 2013. Spreadable Media: Creating Value and 
Meaning in a Networked Culture. EPub edition. New York: New York University 
Press. 

Jenkins, Henry, Mark C Lashley, and Brian Creech. 2017. “Voices for a New Vernacular: A 
Forum on Digital Storytelling - Interview with Henry Jenkins.” International Journal 
of Communication Forum 11: 1061–68. 

Jensen, Jens. 2014. “Interactive Television.” In The Johns Hopkins Guide to Digital Media, 
edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 298–302. 
Baltimore: Johns Hopkins University Press. 

Jenson, Jennifer, and Suzanne de Castell. 2021. “Patriarchy in Play: Video Games as 
Gendered Media Ecologies.” Explorations in Media Ecology 20 (2): 195–212. 
https://doi.org/10.1386/eme_00084_1. 

Jerz, Dennis G. 2007. “Somewhere Nearby Is Colossal Cave: Examining Will Crowther’s 
Original ‘Adventure’ in Code and in Kentucky.” Digital Humanities Quarterly 1 (2). 
http://www.digitalhumanities.org/dhq/vol/001/2/000009.html. 

Jin, Dal Yong. 2013. “The Construction of Platform Imperialism in the Globalization Era.” 
TripleC: Communication, Capitalism & Critique. Open Access Journal for a Global 
Sustainable Information Society 11 (1): 145–72. 
https://doi.org/10.31269/triplec.v11i1.458. 

———. 2018. “Evolution of Korea’s Mobile Technologies: A Historical Approach.” Mobile 
Media & Communication 6 (1): 71–87. https://doi.org/10.1177/2050157917727319. 

———. 2019a. “East Asian Perspective in Transmedia Storytelling | Snack Culture’s Dream 
of Big-Screen Culture: Korean Webtoons’ Transmedia Storytelling.” International 
Journal of Communication 13: 2094–2115. 

———. 2019b. “Transmedia Storytelling in the Age of Digital Media: East Asian 
Perspectives.” International Journal of Communication 13: 2085–93. 
https://ijoc.org/index.php/ijoc/article/view/10003. 

———, ed. 2020. Transmedia Storytelling in East Asia: The Age of Digital Media. London: 
Routledge. 

Johnson, B.S. 1969. The Unfortunates. Ergodic novel. London: Panther. 
Joo, Ho-min. 2010–2012. Along with the Gods / 신과함께. Webtoon. South Korea: Naver 

Webtoon. 
Joyce, James. 1922. Ulysses. Print novel; ergodic novel. Harmondsworth, England: Penguin 

Books in association with the Bodley Head. 
———. 1939. Finnegans Wake. Print novel; ergodic novel. London: Faber and Faber. 
Joyce, Michael. 1987. Afternoon: A Story. Hypertext fiction. Watertown, MA: Eastgate 

Systems. 
Juul, Jesper. 1999. “A Clash Between Game and Narrative: A Thesis on Computer Games 

and Interactive Fiction.” Master’s Thesis, Copenhagen: University of Copenhagen. 
https://www.jesperjuul.net/thesis/AClashBetweenGameAndNarrative.pdf. 

Kafka, Peter. 2008. “AMC To Twitterers: Please Don’t Market ‘Mad Men’ For Us.” Business 
Insider, 2008. https://www.businessinsider.com/2008/8/amc-to-twitterers-please-don-
t-market-madmen-for-us. 

Kagen, Melissa. 2017. “Walking Simulators, #Gamergate, and the Gender of Wandering.” In 
The Year’s Work in Nerds, Wonks, and Neocons, edited by Jonathan P. Eburne and 
Benjamin Schreier, 275–300. Bloomington, IN: Indiana University Press. 

Kang, Jennifer M. 2016. “Para-Interactivity Strategies in My Little Television: The 
Convergence of Internet Broadcasting and Television in South Korea.” In National 
Communication Association (NCA) Conference, 24. Philadelphia. 



 

 198 

Kanno, Hiroyuki. 1996. YU-NO: A Girl Who Chants Love at the Bound of This World / この
世の果てで恋を唄う少女YU-NO. Visual novel. Japan: ELF Corporation. 

Katz, Mara. 2019. “When MS Paint Ruled the Fandom World: An Innovative Webcomic, 10 
Years Later.” Ars Technica, October 19, 2019. 
https://arstechnica.com/gaming/2019/10/fans-as-co-consiprators-how-community-
built-reshaped-a-10-year-old-webcomic/. 

Kaufman, Amie, and Jay Kristoff. 2015. Illuminae. Print novel; ergodic novel. New York: 
Alfred A. Knopf. 

Kaul, Vineet. 2018. “From Oral Tradition to Electronic Literature.” Ad Litteram: An English 
Journal of International Literati 3: 212–36. 

Kawahara, Reki. 2012. Sword Art Online / ソードアート・オンライン. Transmedia 
franchise; archontic fiction. Japan: ASCII Media Works, NA Yen Press. 

Keelery, Sandhya. 2020. “Number of Internet Users in India 2015-2025.” Statista. 
https://www.statista.com/statistics/255146/number-of-internet-users-in-india/. 

Kellner, Tatana, and Ann Kalmbach. 1985. Your Co-Worker Could Be a Space Alien. Artist’s 
book. Rosendale, NY: KaKe Productions. 

Kenney, Martin, and John Zysman. 2019. “Work and Value Creation in the Platform 
Economy.” In Work and Labor in the Digital Age, edited by Steven Peter Vallas and 
Anne Kovalainen, 13–42. Bingley, UK: Emerald Publishing. 

Kerouac, Jack and Penguin Books. 2011. On the Road. Book-app. Penguin. 
Kervyn, Nicolas O., Rosa Andrea Gomez Zuniga, Pascal Vangrunderbeeck, Fernando Rey 

Castillo Villar, and Judith Cavazos Arroyo. 2020. “Creating and Teaching an Online 
Business Case Study Using Twine.” Revue Internationale Des Technologies En 
Pédagogie Universitaire 17 (2): 61–66. https://doi.org/10.18162/ritpu-2020-v17n2-
07. 

Key. 1999. Kanon. Visual novel. Japan: Key. 
———. 2004 in Japanese, 2015 in English. Clannad. Visual novel. Japan: Key. 
Key, Ed, and David Kanaga. 2013. Proteus. Walking sim. Twisted Tree Games. 
Kidd, Dustin. 2007. “Harry Potter and the Functions of Popular Culture.” The Journal of 

Popular Culture 40 (1): 69–89. https://doi.org/10.1111/j.1540-5931.2007.00354.x. 
Kidd, Jenny. 2018. “‘Immersive’ Heritage Encounters.” The Museum Review 3 (1): 1–14. 
Kiss, Miklós, and Steven Willemsen. 2017. Impossible Puzzle Films: A Cognitive Approach 

to Contemporary Complex Cinema. Edinburgh: Edinburgh University Press. 
Klaava. 2017. “Oolipo Brings Interactive Ebooks to Smartphones.” Klaava (blog). October 4, 

2017. https://klaava.com/reading/oolipo-brings-interactive-ebooks-to-smartphones-
and-tablets/. 

Klaiber, Isabell. 2014. “Wreading Together: The Double Plot of Collaborative Digital 
Fiction.” In Analyzing Digital Fiction, edited by Alice Bell, Astrid Ensslin, and Hans 
Kristian Rustad, 124–40. New York: Routledge. 

Klimas, Chris. 2009-. Twine. Hypermedia authoring tool. http://twinery.org. 
Knobel, Michele. 2017. “Remix, Literacy and Creativity: An Analytic Review of the 

Research Literature.” Eesti Haridusteaduste Ajakiri. Estonian Journal of Education 5 
(2): 31–53. https://doi.org/10.12697/eha.2017.5.2.02b. 

Knudsen, Eric. 2009-. Slender Man. Creepypasta; archontic fiction. Something Awful. 
Koenitz, Hartmut, Gabriele Ferri, Mads Haahr, Digdem Sezen, and Tonguc Ibrahim Sezen, 

eds. 2015. Interactive Digital Narrative: History, Theory, and Practice. London: 
Routledge. 

Kollar, Philip. 2015. “Polygon’s 2015 Games of the Year #1: Her Story.” Polygon, 2015. 
http://www.polygon.com/a/game-of-the-year-2015/her-story-game-of-the-year-2015-
polygon. 



 

 199 

Kozak, Claudia. 2017. “Latin American Electronic Literature: When, Where, and Why.” In 
#WomenTechLit, edited by María Mencía, 53–70. Morgantown, WV: Computing 
Literature. 

Kragh-Jacobsen, Søren, Kristian Levring, Thomas Vinterberg, and Lars von Trier. 2000. D-
Day / D-Dag. Interactive TV. Denmark: various. 

Kripke, Eric. 2005–2020. Supernatural. TV show; archontic fiction. The WB; The CW. 
Kurosawa, Akira. 1950. Rashōmon / 羅生門. Feature film; ergodic film. Daiei Film. 
Labitzke, Nicole. 2014. “Alternate Reality Gaming.” In The Johns Hopkins Guide to Digital 

Media, edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 4–7. 
Baltimore: Johns Hopkins University Press. 

Labrande, Hugo. 2011. “Racontons Une Histoire Ensemble: History and Characteristics of 
French IF.” In IF Theory Reader, edited by K. Jackson-Mead and J.R. Wheeler, 389–
432. Boston, MA: Transcript On Press. 

Landow, George P. 1992. Hypertext: The Convergence of Contemporary Critical Theory and 
Technology. Parallax. Baltimore: Johns Hopkins University Press. 

Laquintano, Timothy. 2016. Mass Authorship and the Rise of Self-Publishing. Iowa City: 
University of Iowa Press. 

Larsen, Deena. 2007. “Deena Larsen’s Artist Statement.” The Deena Larsen Collection at the 
Maryland Institute for Technology in the Humanities. 2007. 
https://archive.mith.umd.edu/larsen/items/show/165.html. 

Laurel, Brenda, and Rachel Strickland. 1992. Placeholder. Virtual reality fiction. Interval 
Research Corporation and The Banff Centre for The Performing Arts. 
http://tauzero.com/Brenda_Laurel/Placeholder/Placeholder.html. 

Laurent, Erick. 2017. “Japanese Gays, the Closet and the Culture-Dependent Concept of 
Happiness.” In Happiness and the Good Life in Japan. Routledge. 

Le Guin, Ursula K. 1969. The Left Hand of Darkness. Print novel; ergodic novel. New York: 
Ace Books. 

———. 1971. The Lathe of Heaven. Print novel; ergodic novel. New York: Scribner. 
———. 1974. The Dispossessed: An Ambiguous Utopia. Print novel; ergodic novel. New 

York: Harper & Row. 
Lea, Daniel. 2017. Twenty-First-Century Fiction: Contemporary British Voices. Manchester: 

Manchester University Press. 
Lee, Caroline W. 2010. “The Roots of Astroturfing.” Contexts 9 (1): 73–75. 

https://doi.org/10.1525/ctx.2010.9.1.73. 
Leibov. 1995. Roman. Collaborative web fiction. Russia. 

https://kodu.ut.ee/~roman_l/hyperfiction/. 
Lemke, Jay L. 1998. “Metamedia Literacy: Transforming Meanings and Media.” In 

Handbook of Literacy and Technology: Transformations in a Post-Typographic 
World, edited by David Reinking, 283–302. Mahwah, NJ: Lawrence Erlbaum 
Associates, Inc., Publishers. 

Lessard, Jonathan. 2013. “Adventure Before Adventure Games: A New Look at Crowther 
and Woods’s Seminal Program.” Games and Culture 8 (3): 119–35. 
https://doi.org/10.1177/1555412012473364. 

Lessig, Lawrence. 2008. Remix: Making Art and Commerce Thrive in the Hybrid Economy. 
New York: The Penguin Press. 

Lessing, Doris. 1962. The Golden Notebook. Print novel; ergodic novel. London: Michael 
Joseph. 

Letcher, Mark, Susan Groenke, Robin Bell, Erin Allen, and Joellen Maples. 2011. “Off the 
Shelves: ‘What Is This Thing Called a Vook?’: Using ‘Skeleton Creek’ to Transform 



 

 200 

Students’ Reading Experiences In (and Out of) School.” The English Journal 100 (3): 
105–8. https://www.jstor.org/stable/25790071. 

Levine, Ken. 2007. Bioshock. Interactive movie. 2K Games. 
Lialina, Olia. 1996. My Boyfriend Came Back from the War. Hypertext fiction. Russia. 

http://www.teleportacia.org/war/. 
Light, Jennifer S. 1999. “When Computers Were Women.” Technology and Culture 40 (3): 

455–83. http://www.jstor.org/stable/25147356. 
Linden, Alexander, and Jackie Finn. 2003. “Understanding Gartner’s Hype Cycles.” 

G00115274. Gartner, Inc. 
https://www.gartner.com/en/documents/396330/understanding-gartner-s-hype-cycles. 

Linden Lab. 2003. Second Life. Online virtual world. San Francisco, CA: Linden Labs. 
http://secondlife.com/. 

López, Dolores Romero. 2017a. “A Diorama of Digital Literature in Spain.” In 
#WomenTechLit, edited by María Mencía, 95–112. Morgantown, WV: Computing 
Literature. 

———. 2017b. “Spanish Digital Literature in the Garden of the Forking Paths.” Hyperrhiz: 
New Media Cultures, no. 16. https://doi.org/10.20415/hyp/016.e03. 

Lucas, George. 1977-. Star Wars. Transmedia franchise; archontic fiction. Lucasfilm, Ltd. 
LucasArts. 1993. Star Wars: Rebel Assault. Interactive movie. LucasArts. 
Lussenhop, Jessica. 2011. “Oregon Trail: How Three Minnesotans Forged Its Path.” City 

Pages, 2011. 
https://web.archive.org/web/20110123012937/http://www.citypages.com/content/prin
tVersion/1740595/. 

Lynley, Matthew. 2013. “Behind the Hit IPhone Game ‘The Walking Dead.’” Wall Street 
Journal, January 4, 2013. https://www.wsj.com/articles/BL-DGB-25804. 

Lyons, Richard D. 1972. “Link Found Between 2 Two Major Cave Systems.” The New York 
Times, December 2, 1972. 
https://web.archive.org/web/20110929171502/http://www.rogerbrucker.com/art_tlc_1
2_2_72.html. 

Machon, Josephine. 2016a. “On Being Immersed: The Pleasure of Being: Washing, Feeding, 
Holding.” In Reframing Immersive Theatre: The Politics and Pragmatics of 
Participatory Performance, edited by James Frieze, 29–42. Cham: Palgrave 
Macmillan. 

———. 2016b. “Watching, Attending, Sense-Making: Spectatorship in Immersive Theatres.” 
Journal of Contemporary Drama in English 4 (1): 34–48. 
https://doi.org/10.1515/jcde-2016-0004. 

Macklin, William. 1997. “Sometimes, A Husband Must Battle The Queen - Philly-Archives.” 
Philly.Com, March 9, 1997. 
https://web.archive.org/web/20160304091723/http://articles.philly.com/1997-03-
09/living/25570956_1_roberta-williams-new-game-sierra-on-line. 

Magerko, Brian. 2014. “Interactive Drama.” In The Johns Hopkins Guide to Digital Media, 
edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 284–89. 
Baltimore: Johns Hopkins University Press. 

Maher, Jimmy, and Graham Nelson. 2019. “New Tricks for an Old Z-Machine, Part 2: 
Hacking Deeper (or, Follies of Graham Nelson’s Youth).” The Digital Antiquarian 
(blog). November 8, 2019. https://www.filfre.net/2019/11/new-tricks-for-an-old-z-
machine-part-2-hacking-deeper-or-follies-of-graham-nelsons-youth/. 

Makedonski, Brett. 2018. “BAFTA Names What Remains of Edith Finch Its Best Game of 
2017.” Destructoid, April 12, 2018. https://www.destructoid.com/bafta-names-what-
remains-of-edith-finch-its-best-game-of-2017/. 



 

 201 

Malloy, Judy. 1986. Uncle Roger (version 2011). Hyperfiction. Art Com Electronic Network. 
http://www.well.com/user/jmalloy/uncleroger/unclerog.html. 

———. 1999. “Public Literature: Narratives and Narrative Structures in LambdaMOO 
(Excerpts).” In Art and Innovation - The Xerox PARC Artist-in-Residence Program, 
edited by Craig Harris. Cambridge, MA: MIT Press. 
https://people.well.com/user/jmalloy/moopap.html. 

———. 2018. “From Ireland with Letters: Issues in Public Electronic Literature.” 
Convergence 24 (3): 289–304. https://doi.org/10.1177/1354856516675255. 

Maphoto, Mike. 2013–2020. “Diary of a Zulu Girl.” Blog. 2013–2020. 
http://www.diaryofazulugirl.co.za. 

March-Russell, Paul. 2009. The Short Story: An Introduction. Edinburgh: Edinbugh 
University Press. 

Marder, Herbert. 1980. “The Paradox of Form in ‘The Golden Notebook.’” Modern Fiction 
Studies 26 (1): 49–54. https://www.jstor.org/stable/26280556. 

Margolis, Jane, and Allan Fisher. 2002. Unlocking the Clubhouse: Women in Computing. 
Cambridge, MA: The MIT Press. 

Marino, Mark C., and Rob Wittig. 2012. “Netprov: Elements of an Emerging Form.” 
Dichtung-Digital, no. 42 (December). http://www.dichtung-
digital.de/en/journal/aktuelle-nummer/?postID=577. 

Marques, Bruno, Jacqueline McIntosh, and Hannah Carson. 2019. “Whispering Tales: Using 
Augmented Reality to Enhance Cultural Landscapes and Indigenous Values.” 
AlterNative: An International Journal of Indigenous Peoples 15 (3): 193–204. 
https://doi.org/10.1177/1177180119860266. 

Martens, Marianne. 2016. Publishers, Readers, and Digital Engagement. New Directions in 
Book History. London: Palgrave Macmillan. 

Marvel Studios. 2008-. Marvel Cinematic Universe. Transmedia franchise; archontic fiction. 
The Walt Disney Company. 

Mason, Bruce, and Sue Thomas. 2008. “A Million Penguins Research Report.” Leicester, 
UK: Institute of Creative Technologies, DeMontfort University. 

Massanari, Adrienne L. 2016. “‘Damseling for Dollars’: Toxic Technocultures and Geek 
Masculinity.” In Race and Gender in Electronic Media: Content, Context, Culture, 
edited by Rebecca Ann Lind, 312–27. New York: Routledge. 

Mateas, Michael, and Andrew Stern. 2005. Façade. Interactive drama. Procedural Arts. 
Mathews, Harry. 1976. “Oulipo.” Word Ways 9 (2): 67–74. 

https://digitalcommons.butler.edu/wordways/vol9/iss2/2. 
Matney, Lucas. 2018. “Penrose Studios Nabs $10M as the Startup Continues to Create Some 

of VR’s Most Beautiful Stories.” TechCrunch, July 11, 2018. 
https://social.techcrunch.com/2018/07/11/penrose-studios-nabs-10m-as-the-startup-
continues-to-create-some-of-vrs-most-beautiful-stories/. 

Matsakis, Louise. 2019. “The WIRED Guide to Your Personal Data (and Who Is Using It).” 
Wired, 2019. https://www.wired.com/story/wired-guide-personal-data-collection/. 

Mavromatis, Andreas. 1983. “Hypnagogia: The Nature and Function of the Hypnagogic 
State.” Ph.D., Brunel University. 

McCloud, S., and A.D. Manning. 1993. Understanding Comics: The Invisible Art. IEEE 
Transactions on Professional Communication. Vol. 41. New York: HarperPerennial. 
https://doi.org/10.1109/TPC.1998.661632. 

McElhatton, Heather. 2007. Pretty Little Mistakes: A Do-over Novel. Gamebook. New York: 
Harper. 

———. 2010. A Million Little Mistakes. Gamebook. London: Headline Review. 



 

 202 

McGonigal, Jane. 2006. “This Might Be a Game: Ubiquitous Play and Performance at the 
Turn of the Twenty-First Century.” Ph.D., University of California, Berkeley. 
http://avantgame.com/McGonigal_THIS_MIGHT_BE_A_GAME_sm.pdf. 

McHale, Brian. 2012. “Postmodernism and Experiment.” In The Routledge Companion to 
Experimental Literature, edited by Joe Bray, Alison Gibbons, and Brian McHale, 
141–53. London: Routledge. 

McKelvey, Fenwick, and Robert Hunt. 2019. “Discoverability: Toward a Definition of 
Content Discovery Through Platforms.” Social Media + Society 5 (1): 1–15. 
https://doi.org/10.1177/2056305118819188. 

McLuhan, Marshall. 1962. The Gutenberg Galaxy. Toronto: University of Toronto Press. 
———. 1964. Understanding Media: The Extensions of Man. London: McGraw-Hill. 
McNamara, Brian. 2011. L.A. Noire. Interactive movie. Rockstar Games. 
Mechner, Jordan. (1997) 2011. The Last Express. Interactive movie. Smoking Car 

Productions. 
Meifert-Menhard, Felicitas. 2013. Playing the Text, Performing the Future: Future 

Narratives in Print and Digiture. Berlin Boston: De Gruyter. 
Mencía, María. 2017. “Introduction.” In #WomenTechLit, edited by María Mencía, xv–xxii. 

Morgantown, WV: Computing Literature. 
Meow Wolf. 2021-. Convergence Station. Immersive extended reality experience. Denver, 

CO: Meow Wolf. 
———. 2016-. House of Eternal Return. Immersive extended reality experience. Santa Fe, 

NM: Meow Wolf. 
———. 2021-. Omega Mart. Immersive extended reality experience. Las Vegas, NV: Meow 

Wolf. 
Meretzky, Steve. 1985. A Mind Forever Voyaging. Interactive fiction. Cambridge, MA: 

Infocom. 
Microsoft. 2001. The Beast. Alternate reality game. Microsoft. 
Miglioli, Lorenzo. 1993. Ra-Dio. Hypertext fiction. Italy. 
Miller, Jim, and Tim Stulby. 2021. “Johnny Test’s Ultimate Meatloaf Quest.” Interactive TV. 

Johnny Test’s Ultimate Meatloaf Quest. Netflix. 
Miller, Matt. 2021. “‘WandaVision’ Fans Are Calling This Episode Eight Quote About Grief 

the Defining Moment of the Series.” Esquire, March 3, 2021. 
https://www.esquire.com/entertainment/tv/a35713623/wandavision-episode-8-grief-
quote-explained/. 

Milligan, Chloe Anna. 2018. “The Page Is a Touchscreen: Haptic Narratives and ‘Novel’ 
Media.” Paradoxa, no. 29 (June). 

Minecraft: Story Mode. 2018. Interactive TV. Netflix. 
Mittell, Jason. 2006. “Narrative Complexity in Contemporary American Television.” The 

Velvet Light Trap 58 (1): 29–40. https://doi.org/10.1353/vlt.2006.0032. 
Mojang Studios. 2011. Minecraft. PC. Sandbox game. Mojang Studios. 
Monáe, Janelle. 2018. Dirty Computer. Visual album, archontic fiction. Atlanta, GA; Los 

Angeles, CA; New York, NY: Wondaland, Bad Boy, Atlantic. 
———. 2022. The Memory Librarian. New York: HarperCollins. 
Montfort, Nick. 2003. Twisty Little Passages. Cambridge, MA: MIT Press. 
———. 2011. “Toward a Theory of Interactive Fiction.” In IF Theory Reader, edited by K. 

Jackson-Mead and J.R. Wheeler, 25–58. Boston, MA: Transcript On Press. 
Montfort, Nick, and Emily Short. 2012. “Interactive Fiction Communities: From Preservation 

through Promotion and Beyond.” Dichtung-Digital, no. 41. http://www.dichtung-
digital.org/2012/41/montfort-short.htm. 

Moriarty, Brian. 1986. Trinity. Interactive fiction. Cambridge, MA: Infocom. 



 

 203 

———. 1987. Beyond Zork. Interactive fiction. Cambridge, MA: Infocom. 
Morphosis Games. 2021. CYOA Factory. Mobile storytelling platform app. Morphosis 

Games. https://morphosisgames.itch.io/cyoa-factory. 
Morpugo, Michael, and TouchPress. 2012. War Horse. Book-app. The Red Green & Blue Co 

Ltd. https://apps.apple.com/us/app/war-horse/id557865146. 
Morrison, Toni. 1987. Beloved. Print novel; ergodic novel. New York: Alfred A. Knopf Inc. 
———. 1992. Jazz. Print novel; ergodic novel. New York: Alfred A. Knopf Inc. 
———. 1997. Paradise. Print novel; ergodic novel. New York: Alfred A. Knopf Inc. 
Mortensen, Torill. 2014. “MUDs and MOOs.” In The Johns Hopkins Guide to Digital Media, 

edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 341–44. 
Baltimore: Johns Hopkins University Press. 

Moulthrop, Stuart. 1989. “Hypertext and ‘the Hyperreal.’” In Proceedings of the Second 
Annual ACM Conference on Hypertext, 259–67. HYPERTEXT ’89. New York, NY, 
USA: Association for Computing Machinery. https://doi.org/10.1145/74224.74246. 

———. 1991. “You Say You Want a Revolution? Hypertext and the Laws of Media.” 
Postmodern Culture 1 (3). https://doi.org/10.1353/pmc.1991.0019. 

———. 1992. Victory Garden. Hypertext fiction. Eastgate Systems. 
———. 1994. “Reading from the Map: Metonymy and Metaphor in the Fiction of Forking 

Paths.” In Hypermedia and Literary Studies, edited by Paul. Delany and George P. 
Landow, 119–32. Cambridge, MA: MIT Press. 

———. 2011. “For Thee: A Response to Alice Bell.” Electronic Book Review. 
http://electronicbookreview.com/essay/for-thee-a-response-to-alice-
bell/?bsearch_highlight=for%20thee%20a%20response%20to%20alice%20bell. 

Mukherjee, Souvik. 2017. “‘No Country for E-Lit?’ – India and Electronic Literature.” 
Hyperrhiz: New Media Cultures, no. 16. https://doi.org/10.20415/hyp/016.e08. 

Mumford, Lewis. 1934. Technics and Civilization. Chicago: The University of Chicago 
Press. 

Munroe, Randall. 2006-. Xkcd. Webcomic. https://xkcd.com/. 
Murasaki, Shikibu. ca 1008. The Tale of Genji / 源氏物語. Orihon manuscript; ergodic 

manuscript. Japan. 
Murray, Janet H. (1997) 2016. Hamlet on the Holodeck: The Future of Narrative in 

Cyberspace. Kindle ebook. New York: The Free Press. 
Murray, John Thomas. 2018. “Telltale Hearts: Encoding Cinematic Choice-Based Adventure 

Games.” Ph.D., Santa Cruz, CA: University of California Santa Cruz. 
Murray, Simone. 2010. “‘Remix My Lit’: Towards an Open Access Literary Culture.” 

Convergence 16 (1): 23–38. 
Musgrave, Shaun. 2015. “Blind Gamers Are Embracing Developers Who Have an Eye for 

Accessibility.” TouchArcade, May 6, 2015. 
https://toucharcade.com/2015/05/06/blind-gamers-are-embracing-developers-who-
have-an-eye-for-accessibility/. 

Muth, Katie R. 2011. “Postmodern Fiction as Poststructuralist Theory: Kathy Acker’s ‘Blood 
and Guts in High School.’” Narrative 19 (1): 85–110. 
https://www.jstor.org/stable/41289288. 

My Little Television / 마이 리틀 텔레비전. 2015–2020. Interactive TV. South Korea: MBC, 
KakaoTV. 

Nania, Julia, Hal Bonella, and Bledi Taska. 2019. “No Longer Optional: Employer Demand 
for Digital Skills.” Burning Glass Technologies for the Department for Digital, 
Culture, Media & Sport: UK Government. 



 

 204 

Neal. 2006. “Sci-Fi Awards Show Marred By Boorish Groping.” GalleyCat, August 30, 
2006. 
https://web.archive.org/web/20170820081211/http://www.adweek.com/galleycat/sci-
fi-awards-show-marred-by-boorish-groping/3759. 

Nelson, Graham. 1993a. Curses. Interactive fiction. 
———. 1993b. Inform. Interactive fiction authoring tool. Oxford, UK. http://inform7.com/. 
———. 2011. “Afterword: Five Years Later.” In IF Theory Reader, edited by K. Jackson-

Mead and J.R. Wheeler, 189–201. Boston, MA: Transcript On Press. 
———. 2018. “Inform: Past, Present, Future.” Presented at the London IF Meetup, London, 

June. http://www.emshort.com/ifmu/inform.html. 
New Museum and Apple. 2019. [AR]T. Augmented reality art exhibit. 

http://www.newmuseum.org/pages/view/ar-t. 
Newton, Casey. 2021. “Mark Zuckerberg Is Betting Facebook’s Future on the Metaverse.” 

The Verge, July 22, 2021. https://www.theverge.com/22588022/mark-zuckerberg-
facebook-ceo-metaverse-interview. 

Nexus Studios. 2020. Civilisations AR. Augmented reality app. BBC. 
https://www.bbc.co.uk/taster/pilots/civilisations-ar. 

Niantic. 2013-. Ingress Prime. Augmented reality game. Niantic. https://www.ingress.com/. 
Nicolaescu, Mădălina, and Adriana Mihai. 2014. “Teaching Digital Humanities in Romania.” 

CLCWeb: Comparative Literature and Culture 16 (5). https://doi.org/10.7771/1481-
4374.2497. 

Nieborg, David B, and Thomas Poell. 2018. “The Platformization of Cultural Production: 
Theorizing the Contingent Cultural Commodity.” New Media & Society 20 (11): 
4275–92. https://doi.org/10.1177/1461444818769694. 

Nielsen, Aldon Lynn. 2012. “Experiments in Black: African-American Avant-Garde 
Poetics.” In The Routledge Companion to Experimental Literature, edited by Joe 
Bray, Alison Gibbons, and Brian McHale, ePub. London: Routledge. 

Nóbrega, Rui, Joao Jacob, António Coelho, Jessica Weber, Joao Ribeiro, and Soraia Ferreira. 
2017. “Mobile Location-Based Augmented Reality Applications for Urban Tourism 
Storytelling.” In 24o Encontro Português de Computação Gráfica e Interação 
(EPCGI), 1–8. IEEE. 

Nochlin, Linda. 1971. “Why Have There Been No Great Women Artists?” ARTnews, 1971. 
https://www.artnews.com/art-news/retrospective/why-have-there-been-no-great-
women-artists-4201/. 

Nolan, Christopher. 2000. Memento. Feature film; ergodic film. Newmarket. 
———. 2014. Interstellar. Paramount; Warner Bros. 
———. 2017. The Dunkirk VR Experience. Virtual reality film. Dneg, Practical Magic, 

Warner Bros. 
Nomura, Tatsuo. 2016. Pokémon Go. Augmented reality game. Niantic, Nintendo, The 

Pokémon Company. 
Nordhagen, Johnnemann. 2018. Gone Home. Walking sim. The Fullbright Company. 
Norquay, Glenda. 2017. “Kate Atkinson: Plotting to Be Read.” In The Contemporary British 

Novel since 2000, edited by James Acheson, 119–28. Edinburgh: Edinburgh 
University Press. 

North, Ryan. 2015a. Romeo and/or Juliet: A Chooseable Path Adventure. Gamebook. New 
York: Riverhead Books. 

———. 2015b. To Be or Not To Be. Gamebook, book-app. Tin Man Games. 
http://gamebookadventures.com/gamebooks/to-be-or-not-to-be/. 

———. 2015c. To Be or Not To Be: That Is the Adventure. Ergodic book. Reprint. New 
York: Riverhead Books. 



 

 205 

Nothias, Toussaint. 2020. “Access Granted: Facebook’s Free Basics in Africa.” Media, 
Culture & Society 42 (3): 329–48. https://doi.org/10.1177/0163443719890530. 

Nudd, Tim. 2015. “Target Loved the Guy Who Trolled Its Haters, Judging by This Genius 
Facebook Post.” AdWeek, August 14, 2015. http://www.adweek.com/adfreak/target-
loved-guy-who-trolled-its-haters-judging-genius-facebook-post-166408. 

Nunberg, Geoffrey, ed. 1996. The Future of the Book. Berkeley: University of California 
Press. 

Nunes, Mark. 2014. “Networking.” In The Johns Hopkins Guide to Digital Media, edited by 
Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 355–58. Baltimore: 
Johns Hopkins University Press. 

Nyström, Eva. 2014. “Codicological Crossover: The Merging of Manuscript and Print.” 
Studia Neophilologica 86 (sup1): 112–33. 
https://doi.org/10.1080/00393274.2013.856534. 

Ohannessian, Kevin. 2014. “‘Walking Dead’ Game Episodes Sell 28 Million, Will Have 
Season 3.” Tech Times, July 28, 2014. 
https://www.techtimes.com/articles/11417/20140728/walking-dead-video-game-
telltale-games.htm. 

Olson, Liesl. 2009. Modernism and the Ordinary. Oxford: Oxford University Press. 
http://public.ebookcentral.proquest.com/choice/publicfullrecord.aspx?p=3053339. 

One Thousand and One Nights. 8th to 14th century A.D. Ergodic literature. Arabia. 
Ong, Walter. 1982. Orality and Literacy: The Technologizing of the Word. New York: 

Routledge. 
oolipo. 2017. “The Future of Oolipo.” Oolipo (blog). 2017. 

http://oolipo.cmail20.com/t/ViewEmail/d/F88A1EADD855D3FA/6A4987C45EB097
07CE63909E3969C05F?platform=hootsuite. 

oolipo AG. 2017. Oolipo. Mobile storytelling platform app. Bastei Lübbe. 
https://play.google.com/store/apps/details?id=com.oolipo&hl=en_GB&gl=US. 

Opoku-Agyemang, Kwabena. 2020. “Flash Fiction Ghana, African Electronic Literature, and 
Imagining Social Communities.” Postcolonial Text 15 (3 & 4). 
https://www.postcolonial.org/index.php/pct/article/view/2558. 

O’Reilly, Tim. 2007. “What Is Web 2.0: Design Patterns and Business Models for the Next 
Generation of Software.” International Journal of Digital Economics, no. 65: 17–37. 
https://mpra.ub.uni-muenchen.de/4580/. 

Orlean, Susan. 2013. “Horse_ebooks Is Human After All.” The New Yorker. September 24, 
2013. https://www.newyorker.com/tech/annals-of-technology/horse-ebooks-is-
human-after-all. 

Ortega, Alejandra. 2021. “Intersections of New Media and Narratives: The Enhanced Ebook 
Reading Experience.” Rhizomes: Cultural Studies in Emerging Knowledge, no. 37 
(June). https://doi.org/10.20415/rhiz/037.e06. 

Orwell, George. 1949. Nineteen Eighty-Four. Print novel. London: Secker & Warburg. 
Osborn, Alex. 2017. “All the News, Trailers, and Winners from The Game Awards 2017.” 

IGN, December 8, 2017. https://www.ign.com/articles/2017/12/08/all-the-news-
trailers-and-winners-from-the-game-awards-2017. 

Otmani, Ilhem, and Salah Bouregbi. 2020. “Past and Present as Dialogic Narratives in 
Postmodernist Novels: Jasper Fforde’s The Eyre Affair as an Intertextual to Charlotte 
Brontë’s Jane Eyre.” Traduction et Langues 19 (1): 163–83. https://www.univ-
oran2.dz/revuetranslang/index.php/translang/article/view/205. 

Oyeyemi, Helen. 2021. Peaces. Print novel; ergodic novel. London: Faber & Faber. 
Packard, Edward. 1982. Inside UFO 54-40. Gamebook. Toronto: Bantam. 



 

 206 

Page, Barbara. 1999. “Women Writers and the Restive Text: Feminism, Experimental 
Writing, and Hypertext.” In Cyberspace Textuality: Computer Technology and 
Literary Theory, edited by Marie-Laure Ryan, 111–36. Bloomington: Indiana 
University Press. 

Page, Ruth. 2014. “Blogs.” In The Johns Hopkins Guide to Digital Media, edited by Marie-
Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 42–45. Baltimore: Johns 
Hopkins University Press. 

Pajak, Andrzej. 2008. “The Polish Way to E-Literature from the Baroque to the 21st 
Century.” Translated by Katarzyna Rudzka. Cybertext Yearbook 2012, 1–42. 
https://elmcip.net/sites/default/files/media/critical_writing/attachments/pajak_fullpape
r.pdf. 

Pardo, Rob, Jeff Kaplan, and Tom Chilton. 2004-. World of Warcraft. MMORPG. Blizzard 
Entertainment. 

Pariser, Eli. 2011. The Filter Bubble: What the Internet Is Hiding from You. London: Viking. 
https://archive.org/details/filterbubblewhat0000pari_z3l4. 

Park, Kenny, and Mike West. 2020. “To Steal or Not to Steal.” Interactive TV. Carmen 
Sandiego. Netflix. 

Parker, Rob. 2018. “Interview with Chris Klimas.” First Person Scholar (blog). May 2, 2018. 
http://www.firstpersonscholar.com/interview-with-chris-klimas/. 

Patches, Matt. 2018. “Netflix Still Intends to Produce Stranger Things Game despite Telltale 
Collapse.” Polygon, September 24, 2018. 
https://www.polygon.com/2018/9/24/17896054/netflix-stranger-things-telltale-game-
update. 

Pears, Iain. 2015. “Why You Need an App to Understand My Novel.” The Guardian, August 
20, 2015, sec. Books. https://www.theguardian.com/books/2015/aug/20/novel-use-
for-app-iain-pears-arcadia. 

Pears, Iain and TouchPress. 2016. Arcadia. Book-app. Faber & Faber. 
https://apps.apple.com/gb/app/arcadia-by-iain-pears/id1003843523. 

Peckham, Matt. 2014. “These Are the Top 10 Video Games of 2014.” Time, November 24, 
2014. https://time.com/collection-post/3582118/top-10-video-games-2014/. 

Peet, Amanda, and Julia Wyman. 2021. “The Chair.” Streaming. TV series. The Chair. 
Netflix. 

Pellinen, Teijo. 2000. Aquarium / Akvaario. Interactive TV. Finland: YLE; The Finnish 
Broadcasting Company. 

Penabella, Miguel. 2015. “Why Are We so Afraid to Walk?” Kill Screen, October 27, 2015. 
https://killscreen.com/previously/articles/why-are-we-so-afraid-walk/. 

Penrose Studios. 2016. Allumette. Virtual reality film. San Francisco, CA: Penrose Studios. 
———. (2018) 2021. Arden’s Wake. Virtual reality film. San Francisco, CA: Penrose 

Studios. 
Perron, Bernard. 2003. “From Gamers to Players and Gameplayers: The Example of 

Interactive Movies.” In The Video Game Theory Reader, edited by Mark J. P. Wolf 
and Bernard Perron, 237–58. New York: Routledge. 

Pessl, Marisha. 2013. Night Film. Augmented book. New York: Random House. 
Phillips, Brian. 2010. “The Tale of Genji As a Modern Novel.” The Hudson Review 63 (3): 

373–90. https://www.jstor.org/stable/27920562. 
Pinchbeck, Dan, and Jack Morgan. 2012. Dear Esther. Walking sim. The Chinese Room. 
Pirandello, Sofia. 2021. “A Journey into Artworks: Storytelling in Augmented Reality and 

Mixed Reality.” Cinergie – Il Cinema e Le Altre Arti, August, 135-145 Pages. 
https://doi.org/10.6092/ISSN.2280-9481/12219. 



 

 207 

Pitman, Thea. 2007. “Hypertext in Context: Space and Time in Latin American Hypertext 
and Hypermedia Fictions.” Dichtung-Digital. http://www.dichtung-
digital.org/2007/Pitman/pitman.htm. 

Poe, Edgar Allen, and iClassics Productions, S.L. 2013. The Poe Macabre Collection - Edgar 
Allan Poe Interactive & Illustrated Tales. Book-app. iClassics Productions, S.L. 
https://apps.apple.com/lc/app-bundle/the-poe-macabre-collection-edgar-allan-
poe/id1333116332. 

Porpentine. 2012. “Creation Under Capitalism and the Twine Revolution.” Nightmare Mode, 
2012. http://nightmaremode.thegamerstrust.com/2012/11/25/creation-under-
capitalism/. 

———. 2016. All Your Time-Tossed Selves. Google Form epoem. 
https://docs.google.com/forms/d/e/1FAIpQLScchacxWNnOHt6oMoXtU0vzOqeLFP7
ZniPodGj81QrfdRvEcQ/viewform?embedded=true&usp=embed_facebook. 

Porpentine, and Brenda Neotenomie. 2014. With Those We Love Alive. Twine game; 
hyperfiction. http://aliendovecote.com/uploads/twine/empress/empress.html. 

PostMod SoftWorks. 2014. The Old City: Leviathan. Walking sim. PostMod SoftWorks. 
Pressman, Jessica. 2020. Bookishness: Loving Books in a Digital Age. Kindle. New York: 

Columbia University Press. 
“Psychic High School.” 2014-. Netprov, alternate reality story, collaborative web fiction. 

Psychic High School. 2014-. https://www.psyhigh.com/. 
Pugh, Casey. 2010. Star Wars Uncut. Crowdsourced film; archontic fiction. YouTube. 
Pugh, Sheenagh. 2005. The Democratic Genre: Fan Fiction in a Literary Context. Bridgend: 

Seren. 
Pullinger, Kate. 2017. Jellybone. Mobile interactive story. Berlin: Oolipo. 

https://www.oolipo.com/stories/jellybone. 
———. 2018. Breathe. Book-app. Editions At Play with Visual Editions. 

https://editionsatplay.withgoogle.com/#!/detail/free-breathe#%2F. 
Pullinger, Kate, Stefan Schemat, and Chris Joseph. 2004. The Breathing Wall. Interactive 

novel. https://www.thebreathingwall.com/. 
Punchdrunk. 2020. “Punchdrunk x Niantic.” Punchdrunk. 2020. 

https://www.punchdrunk.com/project/punchdrunk-and-niantic/. 
Punchdrunk International and Samsung. 2016. Believe Your Eyes. Immersive extended reality 

experience. Cannes, Miami, New York, Montreal, Venice: Punchdrunk. 
https://www.punchdrunk.com/project/believe-your-eyes/. 

Punchdrunk and V&A Museum. 2019. Immersive Dickens. Immersive extended reality 
experience. London: Punchdrunk. 
https://www.punchdrunkenrichment.org.uk/project/immersive-dickens/. 

Queneau, Raymond. (1963) 1998. “A Story as You Like It.” Gamestory. In Oulipo: A Primer 
of Potential Literature, edited by Warren F. Motte, 1st Dalkey Archive ed, 156–58. 
Normal, Ill: Dalkey Archive Press. 

Quinn, Zoe. 2013. Depression Quest. Twine game; hypertext fiction. 
http://www.depressionquest.com/. 

———. 2015. “Punk Games.” Boing Boing (blog). March 16, 2015. 
https://boingboing.net/2015/03/16/punk-games.html. 

Ramaswami, Sowmya, Iyad Sarraf, and Jon Haydon. 2012. “The Benefits of the English 
Language for Individuals and Societies: Quantitative Indicators from Algeria, Egypt, 
Iraq, Jordan, Lebanon, Morocco, Tunisia and Yemen.” Euromonitor International. 
https://web.archive.org/web/20140513152359/http://www.britishcouncil.org/new/doc
uments/full_mena_english_report.pdf. 



 

 208 

Ramdarshan Bold, Melanie. 2016. “The Return of the Social Author: Negotiating Authority 
and Influence on Wattpad.” Convergence 24 (2). 
https://doi.org/10.1177/1354856516654459. 

Ramis, Harold. 1993. Groundhog Day. Feature film; ergodic film. Columbia Pictures. 
Rawitsch, Don. 1978. “Oregon Trail.” Creative Computing Magazine, May 1978. 

http://archive.org/details/creativecomputing-1978-05. 
Rawitsch, Don, Bill Heinemann, and Paul Dillenberger. 1971. The Oregon Trail. Adventure 

game; educational game. Minneapolis, MN. 
Ray, B. 2016. “Stylizing Genderlect Online for Social Action: A Corpus Analysis of ’BIC 

Cristal for Her Reviews.” Written Communication 33 (1): 42–67. 
https://doi.org/10.1177/0741088315621238. 

Reed, Aaron A. 2019. “Subcutanean: A Novel Where Each Copy Is Different.” Indiegogo. 
2019. https://www.indiegogo.com/projects/2548397. 

———. 2020a. Subcutanean. Procedurally generated novel; hyperbook. Aaron A. Reed. 
https://aaronareed.net/subcutanean-book/. 

———. 2020b. “A Minimal Syntax For Quantum Text.” Medium (blog). June 29, 2020. 
https://medium.com/@aareed/a-minimal-syntax-for-quantum-text-ac5b34308593. 

Reed, Aaron A., and Jacob Garbe. 2016. The Ice-Bound Concordance. Augmented 
book/game. http://www.ice-bound.com/. 

Reed, Aaron A., John Murray, and Anastasia Salter. 2020. Adventure Games: Playing the 
Outsider. New York: Bloomsbury Publishing. 

Reed, Alison. 2009. “Disembodied Hands: Structural Duplicity in Atwood’s The Blind 
Assassin.” Margaret Atwood Studies 3 (1): 18–25. 
https://www.proquest.com/docview/237017805/abstract/1B1B439E38544BFDPQ/1. 

Relf, Graham. 1984. The Forest. Graphic adventure game. Phipps Associates. 
———. 1987. Explorer. Graphic adventure game. The Ramjam Corporation. 
Remley, Hilary. 2021. “‘Dear David’: Adam Ellis’ Viral Twitter Ghost Story Set for Movie 

Adaptation.” Collider, November 25, 2021. https://collider.com/dear-david-twitter-
ghost-story-movie-adaptation/. 

Retallack, Joan. 2003. :“:RE:THINKING:LITERARY:FEMINISM: (Three Essays onto 
Shaky Grounds).” In The Poethical Wager, 110–44. Berkeley: University of 
California Press. 

RG Staff. 2004. “Infocom: The Next Dimension.” Retro Gamer, November 23, 2004. 
https://archive.org/details/retro_gamer/RetroGamer_010/page/30/mode/2up. 

Rich, Motoko. 2009. “Curling Up With Hybrid Books, Videos Included.” The New York 
Times, October 1, 2009. 
https://archive.nytimes.com/www.nytimes.com/learning/students/pop/articles/01book.
html. 

Rieder, Bernhard, and Guillaume Sire. 2014. “Conflicts of Interest and Incentives to Bias: A 
Microeconomic Critique of Google’s Tangled Position on the Web.” New Media & 
Society 16 (2): 195–211. https://doi.org/10.1177/1461444813481195. 

Ro Gue. 2004. Cloak Room. Text message novel. India: 3825Media. 
http://cloakroom.blogspot.com/. 

Roach, Greg. 1998. The X-Files Game. Interactive movie. HyperBole Studios. 
Roddenberry, Gene. 1966-. Star Trek. Transmedia franchise; archontic fiction. ViacomCBS. 
Rodríguez, Jaime Alejandro. 1999. Gabriella Infinita. Hypertext fiction. Colombia. 

https://www.javeriana.edu.co/gabriella_infinita/principal.htm. 
Roettgers, Janko. 2019. “Former Netflix Partner Telltale Games to Be Revived Under New 

Leadership.” Variety, August 28, 2019. https://variety.com/2019/digital/news/telltale-
games-asset-purchase-1203316821/. 



 

 209 

Rogers, Everett M. 1983. Diffusion of Innovations. 3rd ed. New York: Free Press; Collier 
Macmillan. 

Roh, David S. 2015. Illegal Literature: Toward a Disruptive Creativity. Minneapolis, MN: 
University of Minnesota Press. 

Rokhsaritalemi, Somaiieh, Abolghasem Sadeghi-Niaraki, and Soo-Mi Choi. 2020. “A 
Review on Mixed Reality: Current Trends, Challenges and Prospects.” Applied 
Sciences 10 (2): 636. https://doi.org/10.3390/app10020636. 

Roser, Max, Hannah Ritchie, and Esteban Ortiz-Ospina. 2015. “Internet.” 
OurWorldInData.org. https://ourworldindata.org/internet. 

Rossiter, Margaret W. 1993. “The Matthew Matilda Effect in Science.” Social Studies of 
Science 23 (2): 325–41. http://www.jstor.org/stable/285482. 

Roy, Samya Bratya. 2022. “Indian Solo Electronic Writing and Its Modernist Print Anxiety.” 
Electronic Book Review, January. https://electronicbookreview.com/essay/indian-
solo-electronic-writing-and-its-modernist-print-anxiety/. 

Royal Shakespeare Company. 2010. Such Tweet Sorrow. Twitter fiction. 
https://twitter.com/Such_Tweet. 

Rubin, Peter. 2018. “How the Surprise New Interactive ‘Black Mirror’ Came Together.” 
Wired, December 28, 2018. https://www.wired.com/story/black-mirror-bandersnatch-
interactive-episode/. 

———. 2020. “The WIRED Guide to Virtual Reality.” Wired, 2020. 
https://www.wired.com/story/wired-guide-to-virtual-reality/. 

Rudd, Jennifer A., Ruth Horry, and R. Lyle Skains. 2019. “You and CO2: A Public 
Engagement Study to Engage Secondary School Students with the Issue of Climate 
Change.” Journal of Science Education and Technology, December. 
https://doi.org/10.1007/s10956-019-09808-5. 

Rulfo, Juan. 1955. Pedro Páramo. Mexico: Fondo de Cultura Económica. 
Ruppel, Marc. 2014. “‘I Heard It Faintly Whispering’: Mobile Technology and Nonlocative 

Transmedia Practices.” In The Mobile Story: Narrative Practices with Locative 
Technologies, edited by Jason Farman, 205–19. New York: Routledge. 

Russ, Joanna. (1983) 2018. How to Suppress Women’s Writing. New edition. Austin: 
University of Texas Press. 

Rutter, Kirstie Elizabeth. 2020. “Alternate Reality Stories: Mapping a New Genre of Digital 
Fiction.” MRes English, Sheffield, UK: Sheffield Hallam University. 

Ryan, Marie-Laure. 2006. Avatars of Story. Minneapolis, MN: University of Minnesota 
Press. 

———. 2015. Narrative as Virtual Reality 2: Revisiting Immersion and Interactivity in 
Literature and Electronic Media. Baltimore: Johns Hopkins University Press. 

———. 2016. “Digital Narrative: Negotiating a Path between Experimental Writing and 
Popular Culture.” Comparative Critical Studies 13 (3): 331–52. 
https://doi.org/10.3366/ccs.2016.0209. 

Saito, Kumiko. 2021. “From Novels to Video Games: Romantic Love and Narrative Form in 
Japanese Visual Novels and Romance Adventure Games.” Arts 10 (3): 1–18. 
https://doi.org/10.3390/arts10030042. 

Salter, Anastasia. 2014. What Is Your Quest? From Adventure Games to Interactive Books. 
Iowa City: University of Iowa Press. 

———. 2020. “Plundered Hearts: Infocom, Romance, and the History of Feminist Game 
Design.” Feminist Media Histories 6 (1): 66–92. 
https://doi.org/10.1525/fmh.2020.6.1.66. 



 

 210 

Salter, Anastasia, and Stuart Moulthrop. 2021. Twining: Critical and Creative Approaches to 
Hypertext Narratives. Amherst College Press. 
https://doi.org/10.3998/mpub.12255695. 

Salvato, Dan. 2017. Doki Doki Literature Club! Visual novel. USA: Team Salvato. 
Sanajilah, Muhammad. 2001. One’s Own Shadows / Zilal al-Wahed. Interactive novel. 

Jordan. 
Sandvoss, Cornel. 2007. “The Death of the Reader? Literary Theory and the Study of Texts 

in Popular Culture.” In The Fan Fiction Studies Reader, edited by Karen Hellekson 
and Kristina Busse, 61–74. Iowa City: University of Iowa Press. 

Santana, Stephanie Bosch. 2018. “From Nation to Network: Blog and Facebook Fiction from 
Southern Africa.” Research in African Literatures 49 (1): 187–208. 
https://muse.jhu.edu/article/699330. 

Saporta, Marc. 1962. Composition No. 1, Roman. Ergodic book. Paris: Seuil. 
Sassón-Henry, Perla. 2017. “E-Lit in Spanish: Voices of Dissent in a Globalized World.” 

Hyperrhiz: New Media Cultures, no. 16. https://doi.org/10.20415/hyp/016.e02. 
Scales, Alice M., and Ock Rhee. 2001. “Adult Reading Habits and Patterns.” Reading 

Psychology 22 (3): 175–203. https://doi.org/10.1080/027027101753170610. 
Scandiacus LLC. 2021. Kocho - Play & Make Visual Novels. Mobile storytelling platform 

app. Scandiacus LLC. https://www.kocho.io/. 
Scanlon, Claire. 2020. “Kimmy vs. The Reverend.” Interactive TV. Unbreakable Kimmy 

Schmidt. Netflix. 
Schafer, Tim. 2014. Broken Age. Point-and-click adventure game. San Francisco, CA: 

Double Fine. 
Schmidt, Henrike. 2021. “From Samizdat to New Sincerity. Digital Literature on the Russian-

Language Internet.” In The Palgrave Handbook of Digital Russia Studies, edited by 
Daria Gritsenko, Mariëlle Wijermars, and Mikhail Kopotev, 255–75. Cham: Springer 
International Publishing. https://doi.org/10.1007/978-3-030-42855-6_15. 

Scott, Jason. 2011. Get Lamp: The Text Adventure Documentary. YouTube. 
https://www.youtube.com/watch?v=LRhbcDzbGSU. 

Scott, Ridley. 1982. Blade Runner. Feature film; ergodic film. The Ladd Company. 
“SCP Foundation.” 2008-. Netprov, alternate reality story, collaborative web fiction. SCP 

Foundation. 2008-. http://www.scpwiki.com/. 
Secret Cinema. n.d. “Secret Cinema.” Immersive theater company. Secret Cinema. Accessed 

November 29, 2021. https://www.secretcinema.org. 
Sedeño-Valdellós, Ana. 2019. “The Visual Album as Transmedia Project: The Music Video 

and the Transmedia Experience in Popular Music.” Journal of Sound, Silence, Image 
and Technology, no. 2 (December): 102–13. 

Seiter, Ellen. 2008. “Practicing at Home: Computers, Pianos, and Cultural Capital.” In 
Digital Youth, Innovation, and the Unexpected, edited by Tara McPherson, 27–52. 
Cambridge, MA: MIT Press. 

Sergi, Zachary. 2021. Major Detours. Gamebook. New York, NY: Running Press Kids. 
Shakespeare, William, and TouchPress. 2012. Shakespeare’s Sonnets. Book-app. The Red 

Green & Blue Co Ltd. https://apps.apple.com/gb/app/shakespeares-
sonnets/id528646395. 

Shakman, Matt. 2021. “Previously On.” Transmedia franchise element. WandaVision. 
Disney+. 

Shakouri, Farbod, and Feng Tian. 2019. “Avebury Portal – A Location-Based Augmented 
Reality Treasure Hunt for Archaeological Sites.” In E-Learning and Games, edited by 
Abdennour El Rhalibi, Zhigeng Pan, Haiyan Jin, Dandan Ding, Andres A. Navarro-



 

 211 

Newball, and Yinghui Wang, 11462:39–49. Cham: Springer International Publishing. 
https://doi.org/10.1007/978-3-030-23712-7_7. 

Shanmugapriya, T, and Nirmala Menon. 2019. “First and Second Waves of Indian Electronic 
Literature.” Journal of Comparative Literature and Aesthetics 42 (4): 63–71. 

Shelley, Mary. 1818. Frankenstein; or, The Modern Prometheus. Print novel. London: 
Lackington, Hughes, Harding, Mavor & Jones. 

Shelley, Mary, and inkle. 2012. Frankenstein: Interactive. IOS (iPad). Book-app. inkle. 
https://apps.apple.com/us/app/frankenstein-interactive/id516047066. 

“She-Ra: Princess of Power.” 2016. New York: NBC. 
Sherman, Erik. 2015. “Report: Disturbing Drop in Women in Computing Field.” Fortune, 

March 26, 2015. https://fortune.com/2015/03/26/report-the-number-of-women-
entering-computing-took-a-nosedive/. 

Shklovsky, Victor. 1917. “Art as Technique.” In Russian Formalist Criticism: Four Essays, 
edited by L.T. Lemon and M.J. Reis, 11–15; 18. Lincoln: University of Nebraska 
Press 1965. 

Short, Emily. 2000. Galatea. Interactive fiction. 
https://collection.eliterature.org/1/works/short__galatea.html. 

———. 2014. “Interactive Fiction.” In The Johns Hopkins Guide to Digital Media, edited by 
Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 289–91. Baltimore: 
Johns Hopkins University Press. 

Shrum, Kory M. 2018. Welcome to Castle Cove. Gamebook. Timberlane Press. 
Silcox, Beejay. 2021. “Peaces by Helen Oyeyemi Review – a Hurtling Hothouse of a Novel.” 

The Guardian, November 3, 2021. 
https://www.theguardian.com/books/2021/nov/03/peaces-by-helen-oyeyemi-review-a-
hurtling-hothouse-of-a-novel. 

Silva, Ana Marques da. 2017. “Zoom In, Zoom Out, Refocus: Is a Global Electronic 
Literature Possible?” Hyperrhiz: New Media Cultures, no. 16. 
https://doi.org/10.20415/hyp/016.e01. 

Simanowski, Roberto. 2001. “Death of the Author?  Death of the Reader!” Dichtung-Digital. 
http://www.brown.edu/Research/dichtung-digital/2001/09/30-Simanowski/index.htm. 

Simion, Minodora Otilia. 2014. “Modernism and Virginia Woolf’s Novel Mrs. Dalloway.” 
Annals of the “Constantin Brrncuui” University of Targu Jiu: Letters and Social 
Sciences Series, no. 1 (January): 120–24. https://doi.org/10.2139/ssrn.2578931. 

Simms, Ben. 2021. Escape the Undertaker. Interactive TV. Netflix. 
Simon & Schuster. 1996. Star Trek: Borg. Interactive movie. Simon & Schuster. 
Simone, Gail. 1999. “Women in Refrigerators.” 1999. https://www.lby3.com/wir/index.html. 
Sims, David. 2016. “Firewatch: An Addictive Game Where All You Do Is Walk.” The 

Atlantic, February 11, 2016. 
https://www.theatlantic.com/entertainment/archive/2016/02/firewatch-and-the-rise-of-
the-walking-simulator/462324/. 

Skains, Lyle. 2016. The Futographer: A Hyperstory. Hyperbook. Wonderbox. 
———. 2017. The Pyxis Memo: On Resurrecting the Free Web. Hyperbook. Wonderbox 

Publishing. 
———. forthcoming. Seven Sisters Unmet. Hyperbook. Wonderbox. 
Skains, R. Lyle. 2010. “The Shifting Author-Reader Dynamic: Online Novel Communities as 

a Bridge from Print to Digital Literature.” Convergence 16 (1): 95–111. 
https://doi.org/10.1177/1354856509347713. 

———. 2018. “Dissonant Fabulation: Subverting Online Genres to Effect Socio-Cognitive 
Dissonance.” Textus, no. 2: 41–57. https://doi.org/10.7370/91006. 



 

 212 

———. 2019a. “Creative Writing Courses and the Pragmatics of Publishing.” In Essays on 
Contemporary Publishing and The Culture of Books, edited by Richard Bradford, 
Alison Baverstock, and Madelena Gonzalez. London: Routledge. 

———. 2019b. Digital Authorship: Publishing in an Attention Economy. Cambridge: 
Cambridge University Press. 

———. 2019c. “Teaching Digital Fiction: Integrating Experimental Writing and Current 
Technologies.” Palgrave Communications. https://www.nature.com/articles/s41599-
019-0223-z. 

Slade, David. 2018. “Bandersnatch.” Interactive TV. Black Mirror. Netflix. 
Smailes, Caroline. 2012. 99 Reasons Why. Gamebook. http://rbdigital.oneclickdigital.com. 
Smith, Alexander. 2020. They Create Worlds: The Story of the People and Companies That 

Shaped the Video Game Industry. Boca Raton: CRC Press. 
Smith, Ali. 2014. How to Be Both. Print novel; ergodic novel. New York: Pantheon Books. 
Sorlie, Audun. 2011. “YU-NO.” Hardcore Gaming 101, 2011. 

http://www.hardcoregaming101.net/yu-no/. 
Space Budgie. 2013. 9.03m. Walking sim. Space Budgie. 
Spielberg, Stephen. 2001. A.I. Artificial Intelligence. Feature film. Warner Brothers, 

DreamWorks. 
Srauy, Sam. 2019. “Precarity and Why Indie Game Developers Can’t Save Us from Racism.” 

Television & New Media 20 (8): 802–12. https://doi.org/10.1177/1527476419851081. 
Stanfill, Mel. 2018. “The Unbearable Whiteness of Fandom and Fan Studies.” In A 

Companion to Fandom and Fan Studies, edited by Paul Booth, 305–18. Hoboken, NJ: 
John Wiley & Sons. 

Statista. 2021. “Mobile OS Market Share 2021.” Statista. 
https://www.statista.com/statistics/272698/global-market-share-held-by-mobile-
operating-systems-since-2009/. 

Steensen, Jakob Kudsk. 2020. The Deep Listener. Augmented reality experience. London: 
Serpentine Augmented Architecture. http://www.jakobsteensen.com/the-deep-listener. 

Steiner, Ann. 2018. “The Global Book: Micropublishing, Conglomerate Production, and 
Digital Market Structures.” Publishing Research Quarterly 34 (1): 118–32. 
https://doi.org/10.1007/s12109-017-9558-8. 

Sterne, Lawrence. 1759–1767. The Life and Opinions of Tristram Shandy, Gentleman. Print 
novel; ergodic novel. Great Britain: Ann Ward; Doddsley; Becket & DeHondt. 

Stevens, Duncan. 2011. “10 Years of IF: 1994–2004.” In IF Theory Reader, edited by Kevin 
Jackson-Mead and J. Robinson Wheeler, 2nd ed., 359–78. Boston, MA: Transcript On 
Press. 

Stevenson, Noelle. 2014. Nimona. Webcomic, archontic fiction. 
http://www.gingerhaze.com/nimona. 

———. 2015. Nimona. Graphic novel. New York: HarperCollins. 
Stewart, Bruce. 1958. “The Role of Invention in Society.” Science Education 42 (1): 73–78. 

https://doi.org/10.1002/sce.3730420115. 
Stewart, Sean, Jordan Weisman, and Cathy Brigg. 2006. Cathy’s Book: If Found Call (650 

266-8233). Print novel; ergodic novel. Philadelphia: Running Press. 
Stoker, Bram. 1897. Dracula. Print novel. London: Archibald Constable and Company. 
Stroupe, Craig. 2007. “Hacking the Cool: The Shape of Writing Culture in the Space of New 

Media.” Computers and Composition 24 (4): 421–42. 
https://doi.org/10.1016/j.compcom.2007.08.004. 

Stuart, Keith. 2016. “Dear Esther: How the ‘walking Simulator’ Made It to PlayStation 4 and 
Xbox One.” The Guardian, April 6, 2016, sec. Games. 



 

 213 

https://www.theguardian.com/technology/2016/apr/06/dear-esther-original-walking-
simulator-playstation-4-xbox-one. 

Studio Oleomingus. 2017-. Somewhere (Expanded Storyworld). Walking sim. India: Studio 
Oleomingus. https://oleomingus.com. 

“SubReddit: The Interface Series.” 2016-. Alternate reality story, netprov, archontic fiction. 
Reddit.Com. 2016-. https://www.reddit.com/r/9M9H9E9. 

Summers, Kate. 2013. “Adult Reading Habits and Preferences in Relation to Gender 
Differences.” Reference & User Services Quarterly 52 (3): 243–49. 
https://doi.org/10.5860/rusq.52.3.3319. 

Suter, Beat. 2012. “From Theo Lutz to Netzliteratur. The Development of German-Language 
Electronic Literature.” Cybertext Yearbook 2012, 1–42. 
https://www.netzliteratur.net/suter/FromLutztoNetzliteratur.pdf. 

Switzer, Eric. 2021. “It’s OK To Think That The WandaVision Quote About Grief Is 
Profound.” TheGamer, March 1, 2021. https://www.thegamer.com/wandavision-
vision-grief-love-persevering-quote-meaning/. 

Szczepaniak, John. 2007. “Before They Were Famous.” Retro Gamer, March 2007. 
https://datassette.nyc3.cdn.digitaloceanspaces.com/revistas/retrogamer_035.pdf. 

———. 2011. “Import Only: Portopia Renzoku Satsujin Jiken.” Retro Gamer, January 6, 
2011. https://archive.org/details/retro_gamer/RetroGamer_085/page/64/mode/2up. 

Tabbi, J. 2010. “Electronic Literature as World Literature; or, The Universality of Writing 
under Constraint.” Poetics Today 31 (1): 17–50. https://doi.org/10.1215/03335372-
2009-013. 

Tale of Tales. 2008. The Graveyard. Walking sim. Tale of Tales. 
———. 2009. The Path. Walking sim. Tale of Tales. 
———. 2015. Sunset. Walking sim. Tale of Tales. 
Tallmo, Karl-Erik. 1992. Participant’s Capability to Interfere / Iaktagarens’ Förmåga Att 

Ingripa. Hypertext fiction. Sweden. 
Taylor, Claire. 2019. Electronic Literature in Latin America: From Text to Hypertext. 

Springer Nature. 
Telltale Games. 2012–2018. The Walking Dead. Interactive movie. Telltale Games. 
———. 2013. The Wolf Among Us. Interactive movie. Telltale Games. 
Tender Claws. 2014. PRY. Book-app. Tender Claws LLC. 

https://apps.apple.com/gb/app/pry/id846195114. 
The Literary Platform. 2017. “Oolipo: Unlocking the Magic of Storytelling.” The Literary 

Platform (blog). March 31, 2017. 
https://theliteraryplatform.com/news/2017/03/oolipo-unlocking-the-magic-of-
storytelling/. 

The Niantic Team. 2018. “Welcome to Ingress Prime.” Niantic (blog). November 5, 2018. 
https://nianticlabs.com/en/blog/ingress-prime/. 

The Wachowski Sisters. 1999-. The Matrix. Transmedia franchise; archontic fiction. Warner 
Brothers. 

Thier, Dave. 2015. “‘Everybody’s Gone To The Rapture:’ Why Do People Hate ‘Walking 
Simulators?’” Forbes, August 26, 2015. 
https://www.forbes.com/sites/davidthier/2015/08/26/everybodys-gone-to-the-rapture-
why-do-people-hate-walking-simulators/. 

Thomas, Bronwen. 2007. “Canons and Fanons: Literary Fanfiction Online.” Dichtung-
Digital, no. 37. http://www.dichtung-digital.de/2007/Thomas/thomas.htm. 

———. 2010. “Gains and Losses? Writing It All Down: Fanfiction and Multimodality.” In 
New Perspectives on Narrative and Multimodality, edited by Ruth Page, 142–254. 
New York: Routledge. 



 

 214 

———. 2012. Fictional Dialogue: Speech and Conversation in the Modern and Postmodern 
Novel. Lincoln, NE: University of Nebraska Press. 

Thompson, Tim. 2020. “Choose Your Own Murder: Non-Linear Narratives Enhance Student 
Understanding in Forensic Science Education.” Forensic Science International: 
Synergy 2 (January): 82–85. https://doi.org/10.1016/j.fsisyn.2020.01.009. 

Thon, Jan-Noël. 2016. Transmedial Narratology and Contemporary Media Culture. Lincoln: 
University of Nebraska Press. 

Thöni, Christian, and Stefan Volk. 2021. “Converging Evidence for Greater Male Variability 
in Time, Risk, and Social Preferences.” Proceedings of the National Academy of 
Sciences 118 (23). https://doi.org/10.1073/pnas.2026112118. 

Thorson, Kjerstin, and Chris Wells. 2016. “Curated Flows: A Framework for Mapping Media 
Exposure in the Digital Age.” Communication Theory 26 (3): 309–28. 
https://doi.org/10.1111/comt.12087. 

Toffler, Alvin. 1980. The Third Wave. 1st ed. New York: Morrow. 
Toomer, Jean. 1923. Cane. Print novel; ergodic novel. New York: Boni and Liveright. 
Trice, Michael, Liza Potts, and Rebekah Small. 2020. “Values versus Rules in Social Media 

Communities: How Platforms Generate Amorality on Reddit and Facebook.” In 
Digital Ethics: Rhetoric and Responsibility in Online Aggression, edited by Jessica 
Reyman and Erika M. Sparby, 33–50. London: Routledge. 

Tronstad, Ragnhild. 2014. “Performance.” In The Johns Hopkins Guide to Digital Media, 
edited by Marie-Laure Ryan, Lori Emerson, and Benjamin J. Robertson, 388–93. 
Baltimore: Johns Hopkins University Press. 

Tuomola, Mika Lumi. 2006. “Sydän Kierroksella / Accidental Lovers.” Interactive TV. 
Finland: YLE. 

Twitter. n.d. “Parody, Commentary, and Fan Account Policy.” Twitter.Com. Accessed June 
16, 2016. https://support.twitter.com/articles/106373. 

Valdez, Blas. 2002. Dolor y Viceversa. Hypertext fiction. Mexico. 
Valiente, Christian, and Xeno Rasmusson. 2015. “Bucking the Stereotypes: My Little Pony 

and Challenges to Traditional Gender Roles.” Journal of Psychological Issues in 
Organizational Culture 5 (4): 88–97. https://doi.org/10.1002/jpoc.21162. 

Valve. 2004. Half Life 2. Videogame; first person shooter. Valve. 
———. n.d. “Review Process (Steamworks Documentation).” Steamworks. Accessed 

October 20, 2021. https://partner.steamgames.com/doc/store/review_process. 
Veale, Kevin. 2012. “‘Interactive Cinema’ Is an Oxymoron, but May Not Always Be.” Game 

Studies 12 (1). https://www.ctcs505.com/wp-content/uploads/2016/01/Veale-
Interactive-Cinema-1.pdf. 

———. 2019. “‘Friendship Isn’t an Emotion Fucknuts’: Manipulating Affective Materiality 
to Shape the Experience of Homestuck’s Story.” Convergence 25 (5–6): 1027–43. 
https://doi.org/10.1177/1354856517714954. 

Visual Editions, and Google Creative Lab. 2016. “Editions At Play.” Editions At Play. 2016. 
https://editionsatplay.withgoogle.com. 

Vosloo, Steve. 2010–2016. Yoza Project. M-novels. South Africa. 
https://m4lit.wordpress.com/. 

Voyce, Stephen. 2011. “Toward an Open Source Poetics: Appropriation, Collaboration, and 
the Commons.” Criticism 53 (3): 407–38. https://doi.org/10.1353/crt.2011.0025. 

Walker, John. 2018. “Interview: Campo Santo Talk to Us about Moving to Valve.” Rock, 
Paper, Shotgun, May 11, 2018. http://archive.ph/cn9Mi. 

Wall, Barbara. 2020. “Dynamic Texts as Hotbeds for Transmedia Storytelling: A Case Study 
on the Story Universe of The Journey to the West.” In Transmedia Storytelling in 



 

 215 

East Asia: The Age of Digital Media, edited by Dal Yong Jin, 15–39. London: 
Routledge. 

Waller-Bridge, Phoebe. 2013. “Fleabag.” Performance; one-woman play, Big Belly, 
Edinburgh. 

Walsh, Joanna. 2017. Seed. Book-app. Editions At Play with Visual Editions. 
https://editionsatplay.withgoogle.com/#!/detail/free-seed#%2F. 

Walters, Maria. 2009. “What’s up with Webcomics?: Author-Reader Relationships and 
Finances.” Interface: The Journal of Education, Community and Values 9 (4). 
http://bcis.pacificu.edu/journal/article.php?id=62. 

Warren, John. 2010. “The Progression of Digital Publishing: Innovation and the E-Volution 
of E-Books.” The International Journal of the Book 7 (4): 37–53. 
http://www.rand.org/pubs/reprints/RP1411/. 

Waters, Darren. 2004. “Rowling Backs Potter Fan Fiction,” May 27, 2004. 
http://news.bbc.co.uk/1/hi/entertainment/3753001.stm. 

Waters, Mark. 2004. Mean Girls. Paramount Pictures. 
Watkins, Gary. 2020. “Announcing the 2020 SXSW Gaming Awards Winners.” SXSW 

(blog). March 24, 2020. https://www.sxsw.com/news/2020/announcing-the-2020-
sxsw-gaming-awards-winners/. 

Watson, Nicola J. 2005. “Virginia Woolf, Orlando.” In Aestheticism & Modernism: Debating 
Twentieth-Century Literature 1900-1960, edited by Richard Danson Brown and 
Suman Gupta, 277. London: Routledge. 

Waugh, Patricia. 1984. Metafiction: The Theory and Practice of Self-Conscious Fiction. New 
York: Routledge. 

Way, Geoffrey. 2011. “Social Shakespeare: Romeo and Juliet, Social Media, and 
Performance.” Journal of Narrative Theory 41 (3): 401–20. 
https://doi.org/10.1353/jnt.2011.0096. 

Wehle, David. 2015. Home Is Where One Starts. Walking sim. 
Weiberg, Birk. 2002. “Beyond Interactive Cinema.” Cinema in the Digital Age. 

http://www.keyframe.org/pdf/interact.pdf. 
Weiler, Lance. 2011. Pandemic 1.0. Immersive extended reality experience. Sundance Film 

Festival. 
———. 2014. Sherlock Holmes & the Internet of Things. Immersive extended reality 

experience. Columbia Digital Storytelling Lab. http://sherlockholmes.io/. 
———. 2018. “Making Immersive Experiences 1.” Manchester Metropolitan University, 

June 8. 
Weiler, Lance, Nick Fortugno, and Rachel Ginsberg. 2018. Frankenstein AI – a Monster 

Made by Many. Immersive extended reality experience, artificial intelligence. 
Columbia Digital Storytelling Lab. http://frankenstein.ai/. 

White Paper Games. 2014. Ether One. Walking sim. White Paper Games. 
White, Peter. 2020. “TBS Orders ‘Celebrity Show-Off’, Adaptation Of Korean Format, With 

Host Mayim Bialik & EP Craig Plestis.” Deadline, June 8, 2020. 
https://deadline.com/2020/06/tbs-celebrity-show-off-mayim-bialik-craig-plestis-
1202953473/. 

Who Wants to Be a Millionaire? 1998–2018. Interactive TV (gameshow). Sony Pictures 
Television. 

Wilkinson, Jules. 2013. “The Epic Love Story of Supernatural and Fanfic.” In Fic: Why 
Fanfiction Is Taking over the World, edited by Anne Elizabeth Jamison, ePub. Dallas, 
TX: Smart Pop. 

Willaert, Kate. 2019. “The Sumerian Game: The Most Important Video Game You’ve Never 
Heard Of.” A Critical Hit!, September 9, 2019. 



 

 216 

https://www.acriticalhit.com/sumerian-game-most-important-video-game-youve-
never-heard/. 

Williams, Roberta. 1988. King’s Quest IV: The Perils of Rosella. Graphic adventure game. 
Oakhurst, CA: Sierra Online. 

———. 1995. Phantasmagoria. Interactive movie. Sierra Online. 
Wing, Richard L. 1966. “Two Computer-Based Economics Games for Sixth Graders.” 

American Behavioral Scientist 10 (3): 31–35. 
https://doi.org/10.1177/000276426601000306. 

Winky Dink and You. 1953. Interactive TV. CBS. 
Wittig, Robert Gardner. 2011. “Networked Improv Narrative (Netprov) and the Story of 

Grace, Wit & Charm.” Master’s Thesis, Bergen, Norway: University of Bergen, 
Norway. https://bora.uib.no/bora-xmlui/handle/1956/6305. 

Wong, Kevin. 2017. “The Forgotten History of ‘The Oregon Trail,’ As Told By Its Creators.” 
Vice, February 15, 2017. https://www.vice.com/en/article/qkx8vw/the-forgotten-
history-of-the-oregon-trail-as-told-by-its-creators. 

Woolf, Virginia. 1925a. Mrs Dalloway. Print novel; ergodic novel. London: Hogarth Press. 
———. 1925b. The Common Reader. Project Gutenberg. New York: Harcourt, Brace and 

Company. https://www.gutenberg.org/cache/epub/64457/pg64457-images.html. 
———. 1928. Orlando. Print novel; ergodic novel. London: Hogarth Press. 
———. (1925) 1994. “‘The Tale of Genji.’” In The Essays of Virginia Woolf 1925-1928, 

4:264–69. San Diego: Hartcourt Brace Jovanovich. 
Wreden, Davey, and Lydia Nelson. 2015. The Beginner’s Guide. Walking sim. Everything 

Unlimited Ltd. 
Yékú, James. 2016. “Akpos Don Come Again: Nigerian Cyberpop Hero as Trickster.” 

Journal of African Cultural Studies 28 (3): 245–61. 
https://doi.org/10.1080/13696815.2015.1069735. 

yello brick, The National Museum of Wales, and Cardiff University. 2016. Traces / Olion. 
Immersive extended reality experience. Wales. https://apps.apple.com/us/app/traces-
olion/id1221327363. 

Yin-Poole, Wesley. 2012. “Indie Game Dear Esther Profitable in Less than Six Hours.” 
Eurogamer (blog). February 15, 2012. https://www.eurogamer.net/articles/2012-02-
15-indie-game-dear-esther-profitable-in-less-than-six-hours. 

You vs. Wild. 2019. Interactive TV. Netflix. 
Young, Jo. 2010. “Faber Teams up with Touch Press for Galaxy IPad Guide.” The 

Bookseller, November 30, 2010. https://www.thebookseller.com/news/faber-teams-
touch-press-galaxy-ipad-guide. 

Younis, Eman. 2017. “Transcontinental Texts: Reality or Fantasy? Muhammad Sanajilah’s 
Novel ‘Chat’ as a Sample.” Hyperrhiz: New Media Cultures, no. 16. 
https://doi.org/10.20415/hyp/016.e05. 

Youqing, Lu. 2000. Diary of Death. Webnovel. Shanghai, China: Banyan Tree. 
http://www.rongshuxia.com. 

Yu, Timothy. 2009. Race and the Avant-Garde: Experimental and Asian American Poetry 
Since 1965. Redwood City, CA: Stanford University Press. 

Zalbidea, Maya, Mark C. Marino, and Asunción López-Varela. 2014. “Introduction to New 
Work on Electronic Literature and Cyberculture.” CLCWeb: Comparative Literature 
and Culture 16 (5). https://doi.org/10.7771/1481-4374.2564. 

Zeldman, Jeffrey, and Roland Dubois. 2016. “Experiments in Interactive Fiction: The 
Amanda Project.” Studio.Zeldman (blog). 2016. http://studio.zeldman.com. 

Zhiheng, Cai. 1998. First Intimate Contact / 第一次的親密接觸. Webnovel. Taiwan. 
https://web.archive.org/web/20210413103525/http://www.jht.idv.tw/. 



 

 217 

Živadinović, Stevan. 2011–2014. Hobo Lobo of Hamelin. Webcomic. http://hobolobo.net/. 
Zoline, Pamela. 1967. “The Heat Death of the Universe.” Short story. New Worlds 51 (173): 

32–39. 
Zunshine, Lisa. 2006. Why We Read Fiction: Theory of Mind and the Novel. Theory and 

Interpretation of Narrative. Columbus: Ohio State University Press. 
 


