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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 elnk existed for a decade before Amazon’s business

innovations pushed them into mainstream acceptance and use. If invention is the mainspring
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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 novelty* 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 Sanchez 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 /7776; 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 /7776 (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.
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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

21



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

22



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
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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 A/l 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:?
“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; Cortazar 1966; Saporta 1962;
Johnson 1969; North 2015¢). 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.
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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”,® 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.” 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/t/9MIHIEO.

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, 16¢ct (MSLP16-Blk).” n.d. BIC. [dissonant
fabulation; archontic fiction]. Amazon.Com. Accessed June 16, 2016.
https://www.amazon.com/BIC-Cristal-1-O0mm-Black-MSILP16-Blk/dp/B004F9QBE®.

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 Monde. [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].

1 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/9MIHIEO.
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Supernatural. 2005-2020. Eric Kripke. [TV show; archontic fiction]. The WB; The CW.

Sword Art Online / >/ — F'7— | « 4271 2.2012. 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.
https://www.inklestudios.com/ink/.

Inklewriter. 2012-. Joseph Humfrey, and Jon Ingold. [hypermedia authoring tool]. Inkle

Studios. https://www.inklewriter.com/.
Kocho - Play & Make Visual Novels. 2021. Scandiacus LLC. [mobile storytelling platform
app]. Scandiacus LLC. https://www.kocho.io/.

Oolipo. 2017. oolipo AG. [mobile storytelling platform app]. Bastei Liibbe.
https://play.google.com/store/apps/details?id=com.oolipo&hl=en_GB&gl=US.
StorySpace. 1987-. Jay David Bolter, John B. Smith, and Michael Joyce. [hypertext authoring

tool]. Eastgate Systems.

Twine. 2009-. Chris Klimas. [hypermedia authoring tool]. http://twinery.org.

Blog Fiction

“Diary of a Zulu Girl.” 2013-2020. Mike Maphoto. [blog]. 2013-2020.
http://www.diaryofazulugirl.co.za.

Book-Apps

A Clockwork Orange. 2012. Anthony Burgess, William Heineman, and Popleaf. [book-app].
Random House.

Alice for the IPad. 2010. Lewis Carroll, and Oceanhouse Media. [book-app]. Oceanhouse
Media. https://apps.apple.com/us/app/alice-for-the-ipad/id354537426.

Arcadia. 2016. Iain Pears and TouchPress. [book-app]. Faber & Faber.
https://apps.apple.com/gb/app/arcadia-by-iain-pears/id1003843523.

Breathe. 2018. Kate Pullinger. [book-app]. Editions At Play with Visual Editions.
https://editionsatplay.withgoogle.com/#!/detail/free-breathe#%2F.

Five Fables. 2014. Seamus Heaney and TouchPress. [book-app]. The Red Green & Blue Co
Ltd.

Frankenstein: Interactive. 2012. Mary Shelley, and inkle. IOS (iPad). [book-app]. inkle.
https://apps.apple.com/us/app/frankenstein-interactive/id516047066.

On the Road. 2011. Jack Kerouac and Penguin Books. [book-app]. Penguin.

The Poe Macabre Collection - Edgar Allan Poe Interactive & Illustrated Tales. 2013. Edgar
Allen Poe, and iClassics Productions, S.L. [book-app]. iClassics Productions, S.L.
https://apps.apple.com/Ic/app-bundle/the-poe-macabre-collection-edgar-allan-
poe/id1333116332.

PRY. 2014. Tender Claws. [book-app]. Tender Claws LLC.
https://apps.apple.com/gb/app/pry/id846195114.

Seed. 2017. Joanna Walsh. [book-app]. Editions At Play with Visual Editions.
https://editionsatplay.withgoogle.com/#!/detail/free-seed#%2F.

Shakespeare’s Sonnets. 2012. William Shakespeare, and TouchPress. [book-app]. The Red
Green & Blue Co Ltd. https://apps.apple.com/gb/app/shakespeares-
sonnets/id528646395.
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Sherlock: Interactive Adventure. 2014. Sir Arthur Conan Doyle and HAAB. [book-app].
HAAB.

Solar System. 2010. Marcus Chown and TouchPress. [book-app]. Faber & Faber, The Red
Green & Blue Co Ltd. https://apps.apple.com/ca/app/solar-system/id406795422.

To Be or Not To Be. 2015b. Ryan North. [gamebook, book-app]. Tin Man Games.
http://gamebookadventures.com/gamebooks/to-be-or-not-to-be/.

A Visit from the Goon Squad. 2011. Jennifer Egan and Popleaf. [book-app]. Constable &
Robinson.

War Horse. 2012. Michael Morpugo, and TouchPress. [book-app]. The Red Green & Blue
Co Ltd. https://apps.apple.com/us/app/war-horse/id557865146.

The Waste Land. 2011. T.S. Eliot, and TouchPress. [book-app]. Faber & Faber, The Red
Green & Blue Co Ltd. https://apps.apple.com/gb/app/the-waste-land/id427434046.

Civilization Simulators

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

Dissonant Fabulations

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

“BIC Cristal For Her Ball Pen, 1.0mm, Black, 16¢ct (MSLP16-Blk).” n.d. BIC. [dissonant
fabulation; archontic fiction]. Amazon.Com. Accessed June 16, 2016.
https://www.amazon.com/BIC-Cristal-1-O0mm-Black-MSLP16-Blk/dp/B004F9QBES6.

Ergodic Films

Blade Runner. 1982. Ridley Scott. [feature film; ergodic film]. The Ladd Company.
Groundhog Day. 1993. Harold Ramis. [feature film; ergodic film]. Columbia Pictures.

It’s a Wonderful Life. 1946. Frank Capra. [feature film; ergodic film]. RKO Radio Pictures.
Memento. 2000. Christopher Nolan. [feature film; ergodic film]. Newmarket.

Primer. 2004. Shane Carruth. [feature film; ergodic film]. THINKFilm; IFC Films.
Rashomon / #4-F4. 1950. Akira Kurosawa. [feature film; ergodic film]. Daiei Film.
Sliding Doors. 1998. Peter Howitt. [feature film; ergodic film]. Miramax; Paramount.

Ergodic Print Works

A. 1991, 1996. Robert Szczerbowski. [ergodic novel; hypertext fiction]. Poland: Publishing
House Empty Cloud.

Beloved. 1987. Toni Morrison. [print novel; ergodic novel]. New York: Alfred A. Knopf Inc.

The Blind Assassin. 2000. Margaret Atwood. [print novel; ergodic novel]. New York: N.A.
Talese.

Blood and Guts in High School. 1978. Kathy Acker. [print novel; ergodic novel]. New York,
NY: Grove Press.

Cane. 1923. Jean Toomer. [print novel; ergodic novel]. New York: Boni and Liveright.
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Cathy’s Book: If Found Call (650 266-8233). 2006. Sean Stewart, Jordan Weisman, and
Cathy Brigg. [print novel; ergodic novel]. Philadelphia: Running Press.

Composition No. 1, Roman. 1962. Marc Saporta. [ergodic novel]. Paris: Seuil.

Daniel Deronda. 1876. George Eliot. [print novel; ergodic novel]. London: William
Blackwood and Sons.

Dictée. 1982. Theresa Hak Kyung Cha. [print literature; ergodic literature]. New York:
Tanam Press.

The Dispossessed: An Ambiguous Utopia. 1974. Ursula K. Le Guin. [print novel; ergodic
novel]. New York: Harper & Row.

Finnegans Wake. 1939. James Joyce. [print novel; ergodic novel]. London: Faber and Faber.

The Eyre Affair. 2001. Jasper Fforde. [print novel; ergodic novel]. London: Hodder &
Stoughton.

“The Garden of Forking Paths.” (1941) 1962. Jorge Luis Borges. [short story; ergodic
fiction]. In Ficciones, translated by Emecé Editores, 89—-104. New York: Grove Press.

The Golden Notebook. 1962. Doris Lessing. [print novel; ergodic novel]. London: Michael
Joseph.

“The Heat Death of the Universe.” 1967. Pamela Zoline. [short story; ergodic fiction]. New
Worlds 51 (173): 32-39.

Hopscotch. 1966. Julio Cortazar. [ergodic novel]. New York: Pantheon Books.

House of Leaves. 2000. Mark Z. Danielewski. [ergodic novel]. New York: Pantheon Books.

How to Be Both. 2014. Ali Smith. [print novel; ergodic novel]. New York: Pantheon Books.

I Ching: The Book of Changes / 5%, 1ate 9th century B.C. [ergodic text]. Zhou Dynasty,
China.

llluminae. 2015. Amie Kaufman, and Jay Kristoff. [print novel; ergodic novel]. New York:
Alfred A. Knopf.

“In a Grove / B H1.” 1922. Ryiinosuke Akutagawa. [ergodic short story]. Shincho, 1922.

Jane, Unlimited. 2017. Kristin Cashore. [print novel; ergodic novel]. New York, NY: Kathy
Dawson Books.

Jazz. 1992. Toni Morrison. [print novel; ergodic novel]. New York: Alfred A. Knopf Inc.

The Lathe of Heaven. 1971. Ursula K. Le Guin. [print novel; ergodic novel]. New York:
Scribner.

The Left Hand of Darkness. 1969. Ursula K. Le Guin. [print novel; ergodic novel]. New
York: Ace Books.

Life After Life. 2013. Kate Atkinson. [print novel; ergodic novel]. New York: Reagan Arthur
Books; Little, Brown and Company.

The Life and Opinions of Tristram Shandy, Gentleman. 1759-1767. Lawrence Sterne. [print
novel; ergodic novel]. Great Britain: Ann Ward; Doddsley; Becket & DeHondt.

Mansfield Park. 1814. Jane Austen. [print novel; ergodic novel]. United Kingdom: Thomas
Egerton.

Middlemarch: A Study of Provincial Life. 1871. George Eliot. [print novel; ergodic novel].
London: William Blackwood and Sons.

Mrs Dalloway. 1925. Virginia Woolf. [print novel; ergodic novel]. London: Hogarth Press.

One Thousand and One Nights. 8th to 14th century A.D. [ergodic literature]. Arabia.

171



Orlando. 1928. Virginia Woolf. [print novel; ergodic novel]. London: Hogarth Press.

Paradise. 1997. Toni Morrison. [print novel; ergodic novel]. New York: Alfred A. Knopf
Inc.

Peaces. 2021. Helen Oyeyemi. [print novel; ergodic novel]. London: Faber & Faber.

“The Region Between.” 1970. Harlan Ellison. [print novella; ergodic novella]. Galaxy 29 (6):
4-85.

S. 2013. J.J. Abrams, and Doug Dorst. [print novel; ergodic novel]. Canongate Books Ltd.

The Tale of Genji / JRECH)7. ca 1008. Shikibu Murasaki. [orihon manuscript; ergodic
manuscript]. Japan.

To Be or Not To Be: That Is the Adventure. 2015¢. Ryan North. [ergodic book]. Reprint. New
York: Riverhead Books.

Ulysses. 1922. James Joyce. [print novel; ergodic novel]. Harmondsworth, England: Penguin
Books in association with the Bodley Head.

The Unfortunates. 1969. B.S. Johnson. [ergodic novel]. London: Panther.

A Visit from the Goon Squad. 2010. Jennifer Egan. [print novel; ergodic novel; transmedia
novel]. New York: Alfred A. Knopf.

The Waves. 1931. Virginia Woolf. [print novel; ergodic novel]. London: Hogarth Press.

The Well of Lost Plots. 2004. Jasper Fforde. [print novel; ergodic novel]. New York: Viking.

Gamebooks

99 Reasons Why. 2012. Caroline Smailes. [gamebook]. http://rbdigital.oneclickdigital.com.

Could You Survive Midsomer? 2022. Simon Brew. [gamebook]. S.1.: Cassell.

Inside UFO 54-40. 1982. Edward Packard. [gamebook]. Toronto: Bantam.

Lost in Austen: Create Your Own Jane Austen Adventure. 2007. Emma Campbell Webster,
and Jane Austen. [gamebook]. New York: Riverhead Books.

Major Detours. 2021. Zachary Sergi. [gamebook]. New York, NY: Running Press Kids.

A Million Little Mistakes. 2010. Heather McElhatton. [gamebook]. London: Headline
Review.

Pretty Little Mistakes: A Do-over Novel. 2007. Heather McElhatton. [gamebook]. New York:
Harper.

Romeo and/or Juliet: A Chooseable Path Adventure. 2015a. Ryan North. [gamebook]. New
York: Riverhead Books.

“A Story as You Like It.” (1963) 1998. Raymond Queneau. [gamestory]. In Oulipo: A Primer
of Potential Literature, edited by Warren F. Motte, 1st Dalkey Archive ed, 156-58.
Normal, I1l: Dalkey Archive Press.

To Be or Not To Be. 2015b. Ryan North. [gamebook, book-app]. Tin Man Games.
http://gamebookadventures.com/gamebooks/to-be-or-not-to-be/.

Welcome to Castle Cove. 2018. Kory M. Shrum. [gamebook]. Timberlane Press.

Graphic Adventure Games

Broken Age. 2014. Tim Schafer. [point-and-click adventure game]. San Francisco, CA:
Double Fine.
Explorer. 1987. Graham Relf. [graphic adventure game]. The Ramjam Corporation.
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Heaven’s Vault. 2019. Inkle. [graphic adventure game]. Inkle Studios.

The Forest. 1984. Graham Relf. [graphic adventure game]. Phipps Associates.

King’s Quest IV: The Perils of Rosella. 1988. Roberta Williams. [graphic adventure game].
Oakhurst, CA: Sierra Online.

Myst. 1993. Cyan. [graphic adventure game]. Cyan.

The Oregon Trail. 1971. Don Rawitsch, Bill Heinemann, and Paul Dillenberger. [adventure
game; educational game]. Minneapolis, MN.

Sorcery! 2013. Inkle. [adventure game]. Inkle Studios.

Hyperbooks

The Futographer: A Hyperstory. 2016. Lyle Skains. [hyperbook]. Wonderbox.

PSYCHO NYMPH EXILE. 2016. Porpentine Charity Heartscape. [hyperbook]. 2016.
https://slimedaughter.com/nymph/.

The Pyxis Memo: On Resurrecting the Free Web. 2017. Lyle Skains. [hyperbook].
Wonderbox.

Seven Sisters Unmet. forthcoming. Lyle Skains. [hyperbook]. Wonderbox.

Subcutanean. 2020. Aaron A. Reed. [procedurally generated novel; hyperbook]. Aaron A.
Reed. https://aaronareed.net/subcutanean-book/.

Hyperfiction

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

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

Uncle Roger (version 2011). 1986. Judy Malloy. [hyperfiction]. Art Com Electronic
Network. http://www.well.com/user/jmalloy/uncleroger/unclerog.html.

With Those We Love Alive. 2014. Porpentine, and Brenda Neotenomie. [Twine game;
hyperfiction]. http://aliendovecote.com/uploads/twine/empress/empress.html.

Hypertext Fiction

A. 1991, 1996. Robert Szczerbowski. [ergodic book; hypertext fiction]. Poland: Publishing
House Empty Cloud.

afternoon: a story. 1987. Michael Joyce. [hypertext fiction]. Watertown, MA: Eastgate
Systems.

Condiciones Extremas (version 1). 1998. Juan B. Gutiérrez. [hypertext fiction]. Bogota,
Colombia: Repository of Artistic Projects of the Institute of Culture of Bogota.
http://www literatronica.com/condex_ver_1/index.htm.

Depression Quest. 2013. Zoe Quinn. [Twine game; hypertext fiction].
http://www.depressionquest.com/.

Dolor y Viceversa. 2002. Blas Valdez. [hypertext fiction]. Mexico.

Gabriella Infinita. 1999. Jaime Alejandro Rodriguez. [hypertext fiction]. Colombia.
https://www.javeriana.edu.co/gabriella_infinita/principal.htm.
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My Boyfriend Came Back from the War. 1996. Olia Lialina. [hypertext fiction]. Russia.
http://www.teleportacia.org/war/.

Participant’s Capability to Interfere / laktagarens’ Formdga Att Ingripa. 1992. Karl-Erik
Tallmo. [hypertext fiction]. Sweden.

Patchwork Girl, or, A Modern Monster a Graveyard, a Journal, a Quilt, a Story & Broken
Accents. 1995. Shelley. Jackson. [hypertext fiction]. Eastgate Systems.

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

Ra-Dio. 1993. Lorenzo Miglioli. [hypertext fiction]. Italy.

Uncle Roger (version 2011). 1986. Judy Malloy. [hyperfiction]. Art Com Electronic
Network. http://www.well.com/user/jmalloy/uncleroger/unclerog.html.

Victory Garden. 1992. Stuart Moulthrop. [hypertext fiction]. Eastgate Systems.

With Those We Love Alive. 2014. Porpentine, and Brenda Neotenomie. [Twine game].

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

Immersive Experiences

Believe Your Eyes. 2016. Punchdrunk International and Samsung. [immersive extended
reality experience]. Cannes, Miami, New York, Montreal, Venice: Punchdrunk.
https://www.punchdrunk.com/project/believe-your-eyes/.

Convergence Station. 2021-. Meow Wolf. [immersive extended reality experience]. Denver,
CO: Meow Wolf.

Frankenstein AI — a Monster Made by Many. 2018. Lance Weiler, Nick Fortugno, and Rachel
Ginsberg. [immersive extended reality experience, artificial intelligence]. Columbia
Digital Storytelling Lab. http://frankenstein.ai/.

House of Eternal Return. 2016-. Meow Wolf. [immersive extended reality experience]. Santa
Fe, NM: Meow Wolf.

Immersive Dickens. 2019. Punchdrunk and V&A Museum. [immersive extended reality
experience]. London: Punchdrunk.

https://www.punchdrunkenrichment.org.uk/project/immersive-dickens/.
The Lost Palace. 2016. Historic Royal Palaces, Chomko & Rosier, Calvium Ltd., and
Uninvited Guests. [immersive extended reality experience]. Whitehall Palace,

London.

Omega Mart. 2021-. Meow Wolf. [immersive extended reality experience]. Las Vegas, NV:
Meow Wolf.

Pandemic 1.0.2011. Lance Weiler. [immersive extended reality experience]. Sundance Film
Festival.

“Secret Cinema.” n.d. Secret Cinema. [immersive theater company]. Secret Cinema.
Accessed November 29, 2021. https://www.secretcinema.org.

Sherlock Holmes & the Internet of Things. 2014. Lance Weiler. [immersive extended reality
experience]. Columbia Digital Storytelling Lab. http://sherlockholmes.io/.

Traces / Olion. 2016. yello brick, The National Museum of Wales, and Cardiff University.
[immersive extended reality experience]. Wales. https://apps.apple.com/us/app/traces-
olion/id1221327363.
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Interactive Cinema

I’'m Your Man. 1992. Bob Bejan. [interactive cinema short]. Interfilm Technologies; Sony
Pictures Entertainment; Loews Theatres.
One Man and His House. 1967. Radusz Cincera. [interactive cinema]. Expo 67, Montreal.

Interactive Drama

Detroit: Become Human. 2018. David Cage. [interactive drama]. Quantic Dream.

Facgade. 2005. Michael Mateas, and Andrew Stern. [interactive drama]. Procedural Arts.

Fahrenheit. 2005. David Cage. [interactive drama]. Quantic Dream.

Heavy Rain. 2010. David Cage. [interactive drama]. Quantic Dream.

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.

Interactive Fiction

80 Days. 2014. Inkle. [interactive fiction; mobile storytelling app]. Inkle Studios.

Beyond Zork. 1987. Brian Moriarty. [interactive fiction]. Cambridge, MA: Infocom.

Castle Adventure / Avventure Nel Castello. 1982. Enrico Colombini. [interactive fiction].
Italy.

Colossal Cave Adventure. 1975-1977. Will Crowther, and Don Woods. [interactive fiction].

Curses. 1993a. Graham Nelson. [interactive fiction].

Galatea. 2000. Emily Short. [interactive fiction].
https://collection.eliterature.org/1/works/short _galatea.html.

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

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

Interstellar Text Adventure. 2014. [interactive fiction].
https://web.archive.org/web/20150402013153/http://www.interstellarmovie.com/adve
nture/.

A Mind Forever Voyaging. 1985. Steve Meretzky. [interactive fiction]. Cambridge, MA:
Infocom.

The Oregon Trail. 1971. Don Rawitsch, Bill Heinemann, and Paul Dillenberger. [adventure
game; educational game]. Minneapolis, MN.

Plundered Hearts. 1987. Amy Briggs. [interactive fiction]. Cambridge, MA: Infocom.

Sorcery! 2013. Inkle. [adventure game]. Inkle Studios.

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

Trinity. 1986. Brian Moriarty. [interactive fiction]. Cambridge, MA: Infocom.

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

Bioshock. 2007. Ken Levine. [interactive movie]. 2K Games.

Her Story. 2014. Sam Barlow. [interactive movie]. http://www.herstorygame.com/.
L.A. Noire. 2011. Brian McNamara. [interactive movie]. Rockstar Games.

The Last Express. (1997) 2011. Jordan Mechner. [interactive movie]. Smoking Car

Productions.
Phantasmagoria. 1995. Roberta Williams. [interactive movie]. Sierra Online.
Star Trek: Borg. 1996. Simon & Schuster. [interactive movie]. Simon & Schuster.
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 / Syddn Kierroksella. 2006-2007. Mika Lumi Tuomola. [interactive TV].
Finland: YLE.

American Idol. 2002-. [interactive TV (reality)]. Fox; ABC.

Aquarium / Akvaario. 2000. Teijo Pellinen. [interactive TV]. Finland: YLE; The Finnish
Broadcasting Company.

“Bandersnatch.” 2018. David Slade. [interactive TV]. Black Mirror. Netflix.

“The Breakout.” 2018. Victor Cook. [interactive TV]. Stretch Armstrong. Netflix.

D-Day / D-Dag. 2000. Seren Kragh-Jacobsen, Kristian Levring, Thomas Vinterberg, and
Lars von Trier. [interactive TV]. Denmark: various.

“Epic Choice-0-Rama.” 2020. Todd Grimes. [interactive TV]. Captain Underpants. Netflix.

Escape the Undertaker. 2021. Ben Simms. [interactive TV]. Netflix.

“Get That Baby!” 2020. Dan Forgione, Pete Jacobs, and Matt Whitlock. [interactive TV]. The
Boss Baby. Netflix.

“Happy Apocalypse to You.” 2021. Steve Rolston. [interactive TV]. The Last Kids on Earth.
Netflix.

“Johnny Test’s Ultimate Meatloaf Quest.” 2021. Jim Miller, and Tim Stulby. [interactive
TV]. Johnny Test’s Ultimate Meatloaf Quest. Netflix.

“Kimmy vs. The Reverend.” 2020. Claire Scanlon. [interactive TV]. Unbreakable Kimmy
Schmidt. Netflix.

“The Maybe Pile.” 2017. Harry Chaskin. [interactive TV]. Buddy Thunderstruck. Netflix.

Minecraft: Story Mode. 2018. [interactive TV]. Netflix.

My Little Television / 7}-0] 2] & /2] H] Z. 2015-2020. [interactive TV]. South Korea:

MBC, KakaoTV.
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“Ride Along Adventure.” 2020. Allen Jacobsen, Beth Sleven, and Kevin Wotton. [interactive
TV]. Spirit Riding Free. Netflix.

“To Steal or Not to Steal.” 2020. Kenny Park, and Mike West. [interactive TV]. Carmen
Sandiego. Netflix.

“Trapped in an Epic Tale.” 2017. Roy Burdine, and Johnny Castuciano. [interactive TV].
Puss in Book. Netflix.

Who Wants to Be a Millionaire? 1998-2018. [interactive TV (gameshow)]. Sony Pictures
Television.

Winky Dink and You. 1953. [interactive TV]. CBS.

You vs. Wild. 2019. [interactive TV]. Netflix.

Mobile Interactive Digital Narratives

80 Days. 2014. Inkle. [interactive fiction; mobile storytelling app]. Inkle Studios.

CYOA Factory. 2021. Morphosis Games. [mobile storytelling platform app]. Morphosis
Games. https://morphosisgames.itch.io/cyoa-factory.

Florence. 2018. Ken Wong. [mobile interactive story]. West Hollywood, CA: Annapurna
Interactive.

Jellybone. 2017. Kate Pullinger. [mobile interactive story]. Berlin: Oolipo.
https://www.oolipo.com/stories/jellybone.

Publishers

“Choice of Games LLC.” n.d. Choice of Games. [interactive narrative developer/publisher].
Accessed June 23, 2021. https://www.choiceofgames.com/.

“Eastgate: Serious Hypertext.” n.d. Eastgate Systems, Inc. [hypertext fiction publisher].
Accessed March 10, 2015. http://www.eastgate.com/Hypertext.html.

“Inkle.” n.d. inkle. [interactive narrative developer/publisher]. Accessed June 23, 2021.
https://www.inklestudios.com/.

Oolipo. 2017. oolipo AG. [mobile storytelling platform app]. Bastei Liibbe.
https://play.google.com/store/apps/details?id=com.oolipo&hl=en_GB&gl=US.

Social Media Narratives

#1WkNoTech. 2014, 2015. [netprov]. Twitter.

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

“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.

“Broken Horse Ranch.” 2020-. Tachina Eva. [social media narrative]. Facebook. 2020-.
https://www.facebook.com/brokenhorseshoeranch/posts/108921714080596.

“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/
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“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/

1 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.

Jungle Jim Magazine. 2011-2016. Jungle Jim Magazine. [social media fiction]. Cape Town,
South Africa. https://www.facebook.com/junglejimmag/.

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

Such Tweet Sorrow. 2010. Royal Shakespeare Company. [ Twitter fiction].
https://twitter.com/Such_Tweet.

Trading Faces. 2015. Mark C. Marino, and Claire Donato. [netprov]. Facebook.

Text Message Novels / Cell Phone Novels

Cloak Room. 2004. Ro Gue. [text message novel]. India: 3825Media.
http://cloakroom.blogspot.com/.
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