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9. Publishing the New Jedi Order
Media Industries Collaboration and the Franchise Novel

Sean Guynes

In April 2014, two years after Disney’s purchase of Lucasf ilm and its 
constellation of intellectual properties (IP) in October 2012, Lucasf ilm/
Disney announced plans to create the Lucasf ilm Story Group that would 
establish a single canon for the franchise and coordinate world-building 
efforts across all forthcoming narrative media. Establishing a “true 
canon—a single, cohesive Star Wars storyline” meant jettisoning the EU 
of comics, video games, television shows, made-for-TV movies, and novels 
created since 1977. As the report of the Story Group’s new canon project 
attested, the EU was largely conceived of as those adventures in the Star 
Wars storyworld taking place “beyond what is seen on the screen.”1 To 
save those off-screen stories, the EU was recycled in the new Legends 
publishing line to encourage continued revenue from no-longer-canonical 
sources. The header image of the announcement tellingly displayed the 
new Legends cover for Timothy Zahn’s Heir to the Empire (1991), the f irst 
of the Thrawn Trilogy that formed the cornerstone of the EU’s popularity 
with hardcore fans at a time when Star Wars was thought to be a franchise 
beyond licensing revivif ication.

In terms of sheer quantity, most of Star Wars has taken place on the 
printed page—in well over a thousand comics and novels. Yet, what scholar-
ship exists on Star Wars continues to circle around f ilm, television, and 
video games, while printed media, especially novels, are often worth little 
more than passing mention.2 Even Chris Taylor’s massive How Star Wars 

1 “The Legendary Star Wars Expanded Universe Turns a New Page,” StarWars.com, April 
25, 2014, accessed March 1, 2017, http://www.starwars.com/news/the-legendary-star-wars 
-expanded-universe-turns-a-new-page.
2 Recent analyses giving any signif icant attention to novels include: Crystal Renee White, 
“How Media Created by Star Wars Def ines the Franchise,” in Myth, Media, and Culture in Star 
Wars: An Anthology, edited by Douglas Brode and Leah Deyneka (Lanham, MD: Scarecrow Press, 
2012), 101-112; the third chapter of Carolyn Cocca, Superwomen: Gender, Power, and Representation 
(New York: Bloomsbury, 2016); and the sixth chapter of Colin Harvey, Fantastic Transmedia: Nar-
rative, Play, and Memory across Science Fiction and Fantasy Storyworlds (Basingstoke: Palgrave 
Macmillan, 2015).
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Conquered the Universe treats such f ictions anecdotally.3 Similarly, despite 
the crossing of media boundaries implied by the term “transmedia,” its 
scholars seldom attend to printed media beyond comics, which were central 
to providing the IP licenses that led to the development of multibillion-
dollar f ilm franchises. This lack of attention to other printed media does 
makes some historiographical sense, since the study of transmedia emerged 
from Henry Jenkins’s notion of convergence culture, the term he gave to 
practices of twenty-f irst-century “new media” def ined as “the flow of con-
tent across multiple media platforms, the cooperation between multiple 
media industries, and the migratory behavior of media audiences who will 
go almost anywhere in search of the kinds of entertainment experiences 
they want.”4

Focused as Jenkins was on the productive and participatory uses of media 
by its consumers and on the responses to those uses by media industries, 
Jenkins’s influence led a generation of scholars to look at particular types 
of media, sidelining, for the most part, the publishing industry and prose 
f iction. Novels became a part of transmedia and media studies primarily in 
the dressing of adaptation theory, which focused heavily on novel-to-f ilm 
adaptations.5 But with the exception of the f ilm novelizations, Star Wars 
novels are not adaptations in Linda Hutcheon’s strictest sense;6 they are 
not transpositions of existing storylines from one medium to another so 
much as they are storyworld expansions that make up a part of what Matt 
Hills calls the “endlessly deferred hyperdiegesis” that constitutes a given 
transmedia f iction’s expansive storyworld.7 In this way, a Star Wars novel 
hardly differs from other transmedia f ictions, like video games or comics.

But novels are fundamentally different from other media within the 
Star Wars franchise. Not only have they been treated as such within trans-
media studies, but they also offer different modes of narration, have been 
historically signif icant to fan engagement with franchises, and are doubly 
ghettoized in the literary market for their dual position as genre f iction 

3 Chris Taylor, How Star Wars Conquered the Universe: The Past, Present, and Future of a 
Multibillion Dollar Franchise (New York: Basic Books, 2015). Taylor devotes the nine-page chapter 
nineteen, “The Universe Expands” (286-295), to the entirety of Star Wars franchise novels.
4 Henry Jenkins, Convergence Culture: Where Old and New Media Collide (New York: New York 
University Press, 2006), 2.
5 The section on novelization in Thomas Van Parys and I.Q. Hunter, eds., Science Fiction 
across Media: Adaptation/Novelization (Canterbury: Gylphi, 2013) is an important exception 
and includes chapters by well-known novelization writers.
6 Linda Hutcheon, A Theory of Adaptation (Routledge, 2006).
7 Matt Hills, Fan Cultures (New York: Routledge, 2002), 142.
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and franchise production. I argue, therefore, in this chapter that franchise 
novels8 provide unique insight into the relations of industrial collaboration 
that constitute media franchises by highlighting the often lucrative licens-
ing partnerships between publishing companies and the audiovisual media 
industries. By focusing on franchise novels, I emphasize the key role they 
have played in the transmedia history of Star Wars. Following a survey 
of Star Wars franchise novels through the late 1990s that contextualizes 
their position within the larger f ield of Star Wars world-building, this 
chapter turns to a specif ic instance: the nineteen-book New Jedi Order 
series (1999-2003; hereafter NJO), an unprecedented publishing project to 
create a multi-authored mega-series designed by the publishers and Lucas-
f ilm representatives, with input by Lucas, and carried out by individual 
authors. I demonstrate how tactics of industrial collaboration have come 
to account for the current production of Star Wars “by committee” via the 
Lucasf ilm Story Group. In attending to NJO as an example that situates the 
franchise novel as a practice of industrial collaboration and transmedia 
world-building, I claim that print media and the novel in particular are 
critical to transmedia studies and in particular to studying transmedia as 
a media franchising strategy.

Publishing Star Wars, 1977-1999

Matthew Freeman’s notion of an early-twentieth-century model of “build-
ing” transmedia worlds9 def ined the growth of the Star Wars franchise in 
the late 1970s and 1980s. This world-building strategy contrasts with the 
more recent, convergent model of transmedia storytelling that utilizes 
established interconnections among media industries and within media 
conglomerates to forge synergized storyworlds that f low across multiple 
media platforms.10 Star Wars developed not as a set of predetermined, 
interrelated convergent narratives, but as a hodgepodge storyworld built 
up through a series of punctuated media extensions licensed by the newly 
created Lucasf ilm company. These extensions, which famously included 

8 What I call the franchise novel is commonly referred to as the media tie-in novel. But the 
term “tie-in” suggests a secondary, anecdotal relationship subordinating such novels to the 
“main” or “source” medium of storytelling. For many fans, however, these novels are vital to the 
experience of a transmedia franchise’s storyworld.
9 Matthew Freeman, Historicising Transmedia Storytelling: Early Twentieth-Century Trans-
media Story Worlds (New York: Routledge, 2016).
10 Jenkins, Convergence Culture, 282.
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toys, television shows, made-for-TV movies, and video games, began in the 
world of print media, with the novelization of A New Hope appearing in 
December 1976 and Marvel’s release of a six-issue comics adaptation of the 
f ilm timed so that the f irst three issues were available before its opening. 
Star Wars thus began for some fans in print before continuing into licensed 
comics and novels.

Lucasf ilm capitalized successfully on the rich possibilities of a 1970s 
media ecology that was disposed to storyworld extensions through original 
novels, as franchises had been doing for decades. It makes sense, therefore, 
that in addition to the f irst f ilm’s novelization and the quick commission 
of a quasi-novelization-become-standalone-novel (Alan Dean Foster’s 1978 
Splinter of the Mind’s Eye11), the company also licensed major science-f iction 
publisher Del Rey to publish original novels. Under their short-lived license, 
Del Rey released six novels in two trilogies, one each for Han Solo (1979-1980) 
and Lando Calrissian (1983), targeted at the growing Star Wars fandom and 
tied to the release schedules of The Empire Strikes Back and Return of the 
Jedi. The two trilogies, written by the relatively unknown science-f iction 
authors Brian Daley and L. Neil Smith, were set in locations invented by the 
authors. They followed the title characters on adventures that placed them 
in conflict with local law enforcement, gangsters, and goons of corporate 
enterprises. Setting the novels outside of the storyworld-to-date and before 
the events in A New Hope ensured that the books did not conflict with 
Lucas’s ongoing storytelling.

The Star Wars storyworld went into hibernation in the mid-1980s, shortly 
after Return of the Jedi.12 As one potential licensee told Howard Roffman of 
Lucas Licensing in the 1980s, “Star Wars is dead.”13 Although it expanded 
into the realm of TRPGs in 1987 with West End Games’s Star Wars: The 
Roleplaying Game, Star Wars was not revived until it returned to bookstores 
in 1991, when Zahn’s Heir to the Empire presented fans with the story of what 
happened after Return of the Jedi. Heir to the Empire and the two novels that 
completed this new trilogy (1992, 1993) were authored with a greater level 
of oversight from Lucasf ilm than were the Daley and Smith trilogies or 
Marvel’s comics, the latter of which led to occasionally bon kers storylines. In 
exercising greater control over Zahn’s novels, Lucasf ilm hoped to establish 

11 See Matthew Freeman’s chapter in this volume on the media-historical context of what he 
calls Foster’s quasi-novelization. 
12 Two Ewok-centered made-for-TV movies (1984, 1985) failed to encourage further interest; 
in 1986, Marvel ceased publishing its Star Wars comics and the animated children’s television 
series Droids and Ewoks were both cancelled.
13 Taylor, How Star Wars Conquered the Universe, 284.
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a relatively consistent storyworld through the new novels and, as such, 
directed Zahn to draw on Star Wars: The Roleplaying Game’s encyclopedic 
rundown of the storyworld’s elements, which included names, attributes, 
and histories of virtually all characters, species, and locations from the 
f ilms. Zahn’s success was a shock for Lucasf ilm, but expected by Bantam’s 
science-f iction imprint, Spectra. Founder and editor Lou Aronica had felt 
aggrieved by what he considered the “so-so” quality of monthly novels pub-
lished by other media franchises.14 But recruiting the Hugo award-winning 
author Zahn15 and getting Lucas’s go-ahead to tell stories set after the f ilms 
did the trick: Star Wars became a major property for Bantam Spectra and 
thereby a coveted publishing license.

Aronica hoped to publish one bestselling hardcover per year. But the 
series’s prof itability and reader demand drove the number of yearly novels 
higher, even as critics and fans agreed that the books’ quality deteriorated. 
By 1996, Bantam Spectra was publishing at least ten novels per year in 
addition to the numerous junior and YA novels licensed by other publish-
ers specializing in children’s literature. Bantam ended up publishing over 
50 novels before Lucasf ilm moved the license back to Del Rey in 1999 in 
anticipation of a renewed interest in the franchise that would follow the 
release of The Phantom Menace.16 The return to Del Rey was also motivated 
by Lucasf ilm’s dissatisfaction with the rapid sprawling of the EU and the 
uneven quality of the novels; they wanted the EU instead “to slowly build 
up a vast and complex mythology.”17 To begin crafting this mythology, 
positioned as an extension of the Skywalker story, Lucasf ilm, Del Rey, 
Dark Horse Comics (the comics IP licensee), and several authors therefore 
planned NJO as a publishing blockbuster equivalent to the f ilmic saga.

14 Taylor, How Star Wars Conquered the Universe, 288.
15 On the process of planning and writing Zahn’s Thrawn Trilogy, and the negotiations 
between him and Lucasf ilm over control of the storyline, see Taylor, How Star Wars Conquered 
the Universe, 290-293. On the process of writing Star Wars franchise novels under Bantam, 
see Roger MacBride Allen, “Media Tie-Ins: Why They Are Nearly Impossible for Beginners to 
Publish,” SFWA.org, January 4, 2005, accessed March 1, 2017, http://www.sfwa.org/2005/01/
media-tie-ins-why-they-are-nearly-impossible-for-beginners-to-publish/.
16 Bantam was allowed to f inish publishing books already contracted, so Bantam released 
three f inal novels in the X-Wing series, the f inal in a trilogy about bounty hunters, and the f inal 
in a series of short story anthologies in 1999.
17 Taylor, How Star Wars Conquered the Universe, 293.
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Industrial Collaboration and The New Jedi Order, 1999-2003

Franchise novels are products of industrial collaboration. Franchises, 
Derek Johnson argues, “do not replicate themselves” ex nihilo but, rather, 
“are produced in negotiated social and cultural contexts.”18 Furthermore, 
“the replication of franchising extends not from the agency of corporate 
monoliths, but from producers working for and within industrial power 
structures.”19 In other words, media franchises are constituted in industrial 
processes sustained by IP, licensing, and the profit from both. But they must 
also be understood as complex configurations of labor, legal, and socio-
cultural forces produced through a network of collaborations that connects 
IP rights holders, licensees, creators who make products utilizing IP, and 
audiences. Audiences, in turn, consume and, through their consumption 
practices, respond in turn to the licensed product, franchise, and network 
that led to the product’s production and the franchise’s replication.

NJO offers a unique case study in the network of media franchising col-
laborations with the publishing industry since the series followed from an 
explicit attempt by the IP rights holder to redirect a franchise’s relationship 
with the publishing industry to better enact a particular transmedia world-
building strategy. Moreover, NJO raises questions about the various levels of 
creative collaboration required to plan, write, and publish a nineteen-novel 
book series—from collaboration between the NJO planning committee 
entities and their various creative and industrial purchases on the project, 
to that between individual authors and editors as well as, ultimately, to 
economic and cultural stakeholders.

If NJO is remembered for anything, it is for the death of Chewbacca, a 
soul-crushing event for many Star Wars fans that took place in the initial 
novel of the series: Vector Prime by R.A. Salvatore, acclaimed author of Dun-
geons & Dragons franchise novels. Since the killing off of major characters 
had been a no-no for Star Wars novelists from the beginning, Chewbacca’s 
death signaled to readers that NJO meant to raise the stakes signif icantly 
by changing the Star Wars storyworld.20 Vector Prime introduced a series of 

18 Derek Johnson, Media Franchising: Creative License and Collaboration in the Culture Indus-
tries (New York: New York University Press, 2013), 3.
19 Johnson, Media Franchising, 4.
20 Responding to criticisms of Chewbacca’s death, Salvatore explained, the planning com-
mittee “decided that we had to make the point clear that when [the main characters are] in a 
f ight, you really should be on the edge of your seat. In any book, at any time, someone could go” 
(bracketed text in original). Helen Keier, “R.A. Salvatore,” part II, TheForce.net, December 1999, 
accessed March 1, 2017, www.theforce.net/jedicouncil/interview/salvatore2.shtml.
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minor plots subject to the galaxy’s invasion by a heretofore unencountered 
extragalactic species, the Yuuzhan Vong. The Yuuzhan Vong were both 
fascinating and repulsive: a species beyond the Force, unable to be sensed 
by the Jedi; a society with bio-organic technologies that violently eschewed 
all mechanical ones, possessing organisms bred to be starships, weapons, 
armor, and more; and a culture dedicated to the eradication or enslavement 
of all others, hell-bent on domination, and devoted to bodily mutilation in 
order to gain social prestige. In short, NJO was less sanitized in its presenta-
tion of violence, blood/gore, death, and trauma than any prior storyworld 
text, and thereby introduced more adult themes into the Star Wars universe.

NJO takes place 25 years after Return of the Jedi, far enough into the “future” 
of the Star Wars universe that the series had all of the EU as retrospective, a 
vast repository of horizontal memory that NJO planners and authors plun-
dered to great effect. NJO writers, for example, relied on a massive cast of 
characters found only in novels and comics, as well as using a superweapon 
(an EU plot favorite) from Roger MacBride Allen’s Corellian Trilogy (1995), 
Centerpoint Station, which proved vital to the defense strategy of the Rebel-
lion’s intergalactic successor state, the New Republic. NJO also expanded 
the mythology of the Skywalker family from the original trilogy, the origin 
of which had begun to be told in The Phantom Menace, by making Han and 
Leia’s children—twins Jacen and Jaina and younger brother Anakin, born 
and given backstory in numerous EU novels—central to the multi-book story. 
Moreover, the series was a logical extension of a major plot begun in Kevin J. 
Anderson’s Jedi Academy Trilogy (1994) and continued in numerous novels 
throughout the 1990s to train a new generation of Jedi (including the Solo 
children) in fulfillment of Return of the Jedi’s titular promise to reestablish the 
Jedi Order. NJO thus validated Bantam Spectra and other publisher-licensees’ 
Star Wars world-building while also rewarding long-term fan-readers with 
the horizontal extension of those earlier novels’ storytelling. At the same 
time, NJO charted the storyworld’s growth more closely in consultation with 
Lucasfilm as the transmedia franchise’s key stakeholder.

What is clear from interviews and secondhand accounts of the planning 
and development of NJO is that Del Rey’s editorial director, Shelley Shapiro, 
wanted to give Star Wars novels a new face. A few years after Aronica had set 
out to make Star Wars novels better than “so-so,” Bantam’s franchise novels 
were starting to look like “Star Trekish formula pablum,” as NJO co-planner 
Michael A. Stackpole put it.21 The Bantam novels, in other words, jumped 

21 Helen Keier, “Michael A. Stackpole,” TheForce.net, November 1999, www.theforce.net/
jedicouncil/interview/stackpole2.shtml.
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around the Star Wars timeline, occasionally contradicted themselves, and 
were plotted with little concern for consistent world-building. Through a 
series of meetings in 1998, Shapiro worked with Lucasfilm managing editor 
Sue Rostoni, who had been in charge of basic continuity since the 1970s; 
Lucy Wilson, Lucasf ilm’s director of publishing; representatives from Dark 
Horse Comics, including Star Wars comics editor Randy Stradley; a handful 
of authors, including Stackpole and James Luceno; and various editors at Del 
Rey,22 to plot an outline of 29 novels to be released over f ive years—though 
this was later reduced to nineteen over four. In addition to being designed 
by a committee of industry higher-ups, franchise stakeholders, and authors 
who would be involved, the series’ major plot details—e.g. who would 
die—were ultimately checked with Lucas.

As a complexly plotted series, NJO was both a signif icant collaboration 
between multiple creative laborers and franchise stakeholders operating 
at various levels within the media industries, but it was also a continuity 
and world-building strategy devised purposefully by Lucasf ilm. Wilson, 
for example, had long lamented that Star Wars novels were too much the 
creation of authors telling stories based purely on their individual whims. 
In a round-robin interview, Wilson recalled that “[t]he Bantam books were 
very much determined by what each writer wanted to create and were either 
one-off titles or trilogy series. […] But as the universe got more complicated, 
it was clear we had to take more control over where the stories were going 
in order to maintain this continuity.”23 To reassert a semblance of control 
over franchise novel continuity, Lucasf ilm included “a new spin-off f iction 
program that would be one big sequential story” in the contract it negotiated 
with Del Rey for the rights to produce prequel f ilm novelizations and spin-
off novels.24 In other words, the idea for NJO was part of a strategic contract 
negotiation to effect a switch from one publishing licensee to another in 
an effort to produce a more unif ied, franchise-controlled linear expansion 
of the transmedia storyworld. More than an unprecedented publishing 
project, NJO was a franchising move that reestablished Lucasfilm’s oversight 
of the Star Wars brand and was, no doubt, also an effort to increase revenue 
from its publishing licenses.

Lucasf ilm and Del Rey treated their novels as a departure from Ban-
tam’s book series. This is especially evident in Del Rey’s marketing and 

22 For the most complete rundown of all involved, see “Star Wars: The New Jedi Order Round-
Robin Interview,” Unifying Force, by James Luceno (Del Rey, 2003), appended interview, n.p.
23 “Round-Robin Interview,” n.p.
24 “Round-Robin Interview,” n.p.
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merchandising tactics, its efforts at intramedial storytelling (through 
connections with non-NJO Star Wars novels published during the same 
period25), and their choice of authors. With the prequel trilogy sure to 
inspire a renewal of popular interest in Star Wars and a new generation of 
fan-consumers, Lucasf ilm viewed a publishing license switch-up as a new 
start for Star Wars novels and readers, some of whom would be coming 
to the novels for the f irst time. NJO provided an important point of entry, 
then, since it neither inhibited prequel spin-off storytelling nor retreaded 
the shakily established EU continuity to date. Moreover, NJO’s debut also 
followed two years after the original trilogy special editions were released 
in 1997, opening a new market for the f ilms and tie-in merchandising, 
and introducing a younger generation—including many six-year-olds like 
me—to the f irst f ilms. This context further layered the ways in which NJO 
was positioned to catch the attention of possible Star Wars audiences. In this 
way, NJO worked to rebrand the Star Wars franchise novel, as the examples 
of their strategy below demonstrate.

Del Rey rebranded, in part, through targeted marketing, a visual shift 
consistent across all book-cover art from painted to digitally produced,26 and 
adapted merchandise, including a series of audiobook productions and a 
Star Wars: Roleplaying Game NJO sourcebook. One key marketing strategy 
was the production of a television commercial for Vector Prime. Until the 
1990s, book commercials were prohibitively expensive for publishing 
companies, but they became more affordable with the advent of cheaper 
digital production tools that then prompted cable channels to begin offering 
“targeted, inexpensive advertising opportunities for publishers anxious to 
reach” new readers; by 1994, such commercials were commonplace, though 
still reserved for projected blockbuster novels.27 Del Rey took advantage of 
this new advertising medium for books with a 30-second television spot 
that aired on the Sci-Fi Channel in the months leading up to Vector Prime’s 
November 1999 publication. The spot featured a montage of clips from 
the original trilogy, including digital shots introduced in the 1997 special 

25 For example, Greg Bear’s Rogue Planet (2000), which introduced a living planet key to 
defeating the Yuuzhan Vong.
26 The f irst three NJO books were covered with art by famous science-f iction artist John Harris, 
a break from the previous Star Wars novels signifying a mainstream signif icance of the series; 
every NJO and franchise-line cover was created digitally thereafter.
27 Doreen Carvajal, “Promoting Books via TV Commercials and Movie Trailers Has Be-
come Affordable,” The New York Times, April 28, 1997, accessed March 1, 2017, www.nytimes.
com/1997/04/28/business/promoting-books-via-tv-commercials-and-movie-trailers-has-
become-affordable.html.
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edition, as Mark Hamill provided an ominous frame for NJO: “I have fought 
the worst of all wars and witnessed the redemption of evil. […] Now, with 
my loved ones and my loyal allies, I face a new challenge unlike any before. 
And I’m not sure if this time we can win.” The commercial concludes with 
a pull-back from a close-up of the cover to reveal Salvatore’s novel, as a 
different voice-over actor announces “the first novel of the New Jedi Order.”28 
Although Del Rey’s commercial appeared on a genre-specif ic channel, it 
signaled a desire to grab new franchise readers by presenting NJO as a 
sequel to the original trilogy, burying the EU’s complexities through a rapid 
temporal shift from the “then” of Return of the Jedi to the “Now” of NJO. The 
commercial also capitalized on visual references to the recently re-released 
original trilogy and the cultural capital tied to hearing Luke himself vet 
the novel as the continuation of his story—one with a mysterious enemy 
and an unsure, unpredictable outcome.

Del Rey’s selection of authors for the series was equally important to 
NJO’s rebranding of the Star Wars franchise novel. Inviting authors new to 
the EU (Elaine Cunningham, Troy Denning, Shane Dix, Greg Keyes, James 
Luceno, Salvatore, Matthew Stover, Sean Williams, Walter Jon Williams) 
to work alongside those who helped pioneer it (Aaron Allston, Michael A. 
Stackpole, Kathy Tyers) was a simultaneous appeal to longtime reader-fans 
and newcomers. Bantam’s pool of Star Wars writers had grown stagnant, 
even if those regulars were producing novels that were well-liked by read-
ers. Stackpole’s involvement in particular gave NJO a certain amount of 
credibility for die-hard reader-fans. The presence of other Star Wars well-
knowns, like the occasional X-Wing series writer Allston and Tyers, author 
of the early EU novel The Truce at Bakura (1993), ensured a sense of creative 
continuity between Bantam’s punctuated expansion of the storyworld and 
Del Rey’s more systematic approach. At the same time, the infusion of nine 
new authors into the Star Wars writers’ fold added stylistic and tonal variety 
to the storyworld and had the added bonus of ensuring new readers would 
not be intimidated by too many authors with a long backlist of Star Wars 
titles. It also meant that the franchise could piggyback on the popularity of 
the new authors, all of whom were respected in various arenas of fantasy and 
science-f iction writing. NJO’s selection of new and carryover authors thus 
positioned the series and its beginning of a new era in Star Wars publishing 
to take advantage of multiple potential reader audiences.

28 “The New Jedi Order Vector Prime Commercial,” YouTube video, 0:29, posted by lugia6, May 
30, 2010, accessed March 1, 2017, http://www.youtube.com/watch?v=P13oUIn4BtU.
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New Jedi, New Order

NJO ended in November 2003 with Luceno’s The Unifying Force. Like most 
of the novels in the series, it landed on The New York Times’s best sellers 
list, debuting at number ten before quickly dropping off.29 Through its new 
partnership with Del Rey, Lucasf ilm wielded greater editorial power in 
its relationship with the publishing industry, and the unprecedented NJO 
novel series constituted an attempt to create a more coherent transmedia 
storyworld for a new generation of fans. Of course, Del Rey’s NJO-led 
rebranding of the Star Wars franchise novel and its attempt to develop a 
single continuous storyworld together with Lucasfilm was hardly any more 
successful than Bantam’s. Since the late 1990s, there has never been a year 
in which fewer than ten Star Wars novels were published;30 rather than 
reducing Bantam’s sprawl of franchise novel extensions, Del Rey actually 
exacerbated it in response to a growing Star Wars fandom. In spite of the 
continuity “problems” posed by such a massive number of Star Wars novels, 
the EU created by the various transmedia licensees supplied one of the 
franchise’s most valuable assets. As noted in Disney’s 2012 press release 
statement of intended acquisition, the Star Wars “universe of more than 
17,000 characters inhabiting several thousand planets spanning 20,000 
years offers inf inite inspiration and opportunities.”31 In other words, the 
franchise was a lucrative IP farm for Disney, nearly all of which had been 
supplied by transmedia extensions of the f ilm franchise—especially the 
EU and its novels.

NJO ultimately marked a shift in the production of Star Wars franchise 
novels and the relationship between licensor and licensee. The series paved 
the way for the tightly knit inter-industrial relationships that def ine the 
current Lucasf ilm Story Group’s approach to planning and producing not 
only franchise novels but the entire transmedia storyworld. NJO’s unique 
position in the history of the franchise novel therefore calls for a closer 
attention to print media. Such attention is especially significant for studying 
a storyworld like post-Disney Star Wars, since the now equally canonical 
status of all narrative media, the plunderability of old EU IP to craft new 
tales, and the Story Group’s attempts to produce a single, unified storyworld 

29 “Best Sellers: November 30, 2003,” The New York Times, November 30, 2003, accessed March 
1, 2017, http://www.nytimes.com/2003/11/30/books/best-sellers-november-30-2003.html.
30 Taylor, How Star Wars Conquered the Universe, 290.
31 “Disney to Acquire Lucasf ilm, Ltd,” The Walt Disney Company, October 30, 2012, accessed 
March 1, 2016, http://thewaltdisneycompany.com/disney-to-acquire-lucasf ilm-ltd/.
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across a quickly rising number of media texts is unheard of. A grounding 
in the novels and in other licensed print media, for example comics, will 
help us better understand transmedia world-building by reconceptualizing 
the primacy of media types in our analyses of the interconnections among 
franchising and transmedia world-building strategies. That is, where the 
pre-Disney Star Wars canon model saw the f ilms as more important than 
other media permutations of the storyworld (liable to be wiped out of 
continuity should a new f ilm or television show contradict it), Lucasf ilm’s 
approach to building the Star Wars transmedia world in the Disney era 
demands that we give equal weight to the novels. This change in the Star 
Wars world-building model requires a shift in perspective on the part of 
transmedia scholars in order to fully grasp how the franchise’s storytelling 
is evolving under a new set of strategies and how the industrial processes 
of convergence, prof it, creative license, and negotiated authorship are 
unfolding in this new design-by-committee era of Star Wars.



 Bibliography

Abbott, Carl. Imagined Frontiers: Contemporary America and Beyond. Norman, 
OK: University of Oklahoma Press, 2015.

“Ahsoka’s Untold Tales Panel | Star Wars Celebration Europe 2016.” YouTube 
video, 1:02:22. Posted by Star Wars, July 15, 2016. https://www.youtube.com/
watch?v=lS4sclln5J4.

Allen, Roger MacBride. “Media Tie-Ins: Why They Are Nearly Impossible for Be-
ginners to Publish.” SFWA.org, January 4, 2005. http://www.sfwa.org/2005/01/
media-tie-ins-why-they-are-nearly-impossible-for-beginners-to-publish/.

Alpert, David and Rick Jacobs. “Videogames and Licensing in the Hollywood Film 
Market.” Paper presented at the Korea Games Conferences, Korea, October 16, 
2004.

Aluminum Falcon. “Star Wars Episode II—Attack of the Clones (2002): IMAX Cut 
Reconstruction.” Fanres, January 11, 2017. https://forum.fanres.com/thread-1243.
html.

Andrew, Dudley. “The Unauthorized Auteur Today.” In Film Theory Goes to the Mov-
ies, edited by Jim Collins and Ava Preacher Collins, 77-85. New York: Routledge, 
1993.

Ansari, Aziz. “REBLOG THE FUCK OUT OF THIS.” Aziz Ansari, May 12, 2009. http://
azizisbored.tumblr.com/post/106587114.

“AOTC IMAX Cuts and Deletions.” TheForce.net, October 30, 2002. http://www.
theforce.net/latestnews/story/AOTC_IMAX_Cuts_and_Deletions_64824.asp.

Associated Press. “Lucas Looks beyond Film—Will Interactive Movies Try to Eat 
Your Popcorn?” Access (Fall 1984): 12.

Bad Robot (@BadRobot). Twitter post, July 8, 2014, 2:51 p.m. https://twitter.com/
bad_robot/status/486628757780721664.

Bailey, Jason. “The Most Bizarre Tie-In Merchandise from ’80s Movie 
Classics.” Flavorwire, February 27, 2013. http://f lavorwire.com/373862/
the-most-bizarre-tie-in-merchandise-from-80s-movie-classics.

Bennett, Lucy and Paul J. Booth. “Performance and Performativity in Fandom.” 
Transformative Works and Cultures 18 (2015), doi:10.3983/twc.2015.0675.

Bertetti, Paolo. “Toward a Typology of Transmedia Characters.” International 
Journal of Communications 8 (2014): 2344-2361.

“Best Sellers: November 30, 2003.” The New York Times, November 30, 2003. http://
www.nytimes.com/2003/11/30/books/best-sellers-november-30-2003.html.

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



298 STar WarS and THe HiSTory of TranSmedia STory Telling 

“Bombad Radio #51: With Author Dave Wolverton/Farland.” YouTube video, 
1:06:48. Posted by Trail Makers, May 1, 2016. https://www.youtube.com/
watch?v=Jdb_RAJt0p8.

Booth, Paul. Digital Fandom: New Media Studies. New York: Peter Lang, 2010.
—. Playing Fans: Negotiating Fandom and Media in the Digital Age. Iowa City: 

University of Iowa Press, 2015.
Bould, Mark “Doctor Who: Adaptations and Flows.” In Science Fiction Film, Television 

and Adaptation, edited by J.P. Telotte and Gerald Duchovnay, 143-163. New York: 
Routledge, 2012.

Bouzereau, Laurent. Secrets of The Force Awakens: A Cinematic Journey. Disc 3. Star 
Wars: Episode VII—The Force Awakens. Blu-Ray. Directed by J.J. Abrams. San 
Francisco, CA: Lucasf ilm, 2016.

Brady, Frank, “Star Wars Comes to Radio.” Fantastic Films 24 (June 1981): 48-51.
Booker, M. Keith. Alternate Americas: Science Fiction Film and American Culture. 

Westport, CT: Praeger Publishers, 2006.
Brode, Douglass. “‘Cowboys in Space: Star Wars and the Western Film.” In Myth, 

Media, and Culture in Star Wars: An Anthology, edited by Douglas Brode and 
Leah Deyneka, 1-11. Lanham, MD: The Scarecrow Press, 2012.

Brooker, Will. “Internet Fandom and the Continuing Narratives of Star Wars, Blade 
Runner and Alien.” In Alien Zone II: The Spaces of Science-Fiction Cinema, edited 
by Annette Kuhn, 50-72. London: Verso, 1999.

—. Star Wars. London: BFI Classics, 2009.
—. Using the Force: Creativity, Community, and Star Wars Fans. New York: Con-

tinuum, 2002.
Brooks, Terry. Star Wars: Episode I—The Phantom Menace. London: Century, 1999.
Brownie, Barbara and Danny Graydon. The Superhero Costume: Identity and 

Disguise in Fact and Fiction. New York: Bloomsbury, 2016.
Bukatman, Scott. “Zooming Out: The End of Offscreen Space.” In The New American 

Cinema, edited by Jon Lewis, 248-272. Durham: Duke University Press, 1998.
Bush, George W. “Address by GEORGE W. BUSH, President of the United States 

Delivered to a Joint Session of Congress and the American People, Washington, 
D.C., September 20, 2001.” Vital Speeches of the Day 67 (October 10, 2001): 760-763.

Butler, Tom. “Rogue One’s Editors Reveal the Scenes Added in the Star Wars Stand-
alone Reshoots (Exclusive).” Yahoo UK, January 3, 2017. http://uk.movies.yahoo.
com/rogue-ones-editors-reveal-scenes-added-in-the-star-wars-standalone-
reshoots-exclusive-110124381.html.

Caldwell, Carol. “Carrie Fisher: A Few Words on Princess Leia, Fame and Feminism.” 
Rolling Stone, 1983.

Calise, Sarah E. “A Force to Be Reckoned With: Women, Star Wars, and Controlling 
Cultural Production, 1977-1990.” Independent Research. Albert Gore Research 



BiBliograPHy 299

Center, May 2016. https://sarahcalise.f iles.wordpress.com/2016/01/a-force-to-
be-reckoned-with.pdf.

Caillois, Roger. Man, Play, and Games. Translated by Meyer Barash. New York: The 
Free Press of Glencoe, 1961.

Canada Science and Technology Corporation. 3 Fascinating Museums: Canada 
Science and Technology Corporation Annual Report 2013-2014. http://techno-
science.ca/doc/content/cstmc/AnnualReport2013-2014.pdf.

“Canon.” Wookieepedia. http://starwars.wikia.com/wiki/Canon.
Carle, Chris. “Enter the Matrix Review.” IGN, May 20, 2003. http://www.ign.com/

articles/2003/05/20/enter-the-matrix-review.
Carlsen, Michael, Carlton Belden, and Patrick Harker. “Books For Young Adults 

Book Pool.” The English Journal 3, no. 2 (1979): 77-80.
Carvajal, Doreen. “Promoting Books via TV Commercials and Movie Trailers 

Has Become Affordable.” The New York Times, April 28, 1997. www.nytimes.
com/1997/04/28/business/promoting-books-via-tv-commercials-and-movie-
trailers-has-become-affordable.html.

Citron, Michelle. “Women’s Film Production: Going Mainstream.” In Female 
Spectators: Looking at Film and Television, edited by E. Deidre Pribram, 45-64. 
London: Verso, 1988.

Ciraolo, Michael. “Lucasf ilm & Atari: Creative Partners.” Antic 3, no. 4 (August 
1984): 40.

Clarke, M.J. “Branded Worlds and Contracting Galaxies: The Case of Star Wars 
Galaxies.” Games and Culture 9, no. 3 (2014): 203-224.

Clerks. (The Comic Book). Written by Kevin Smith, drawn by Jim Mafhood, and 
lettered by Sean Konot. Portland, OR: Oni Press, 1998.

Cocca, Carolyn. Superwomen: Gender, Power, and Representation. New York: 
Bloomsbury, 2016.

Cooke, Elizabeth F. “‘Be Mindful of the Living Force’: Environmental Ethics in 
Star Wars.” In Star Wars and Philosophy: More Powerful Than You Can Possibly 
Imagine, edited by Kevin S. Decker and Jason T. Eberl, 80-92. Chicago: Open 
Court, 2005.

Corrigan, Timothy. “Auteurs and the New Hollywood.” In The New American 
Cinema, edited by Jon Lewis, 38-63. Durham, NC: Duke University Press, 1998.

—. A Cinema Without Walls: Movies and Culture After Vietnam. London: Routledge, 
1991.

Cramer, Florian. “What is ‘Post-Digital’?” In New Media, Old Media: A History and 
Theory Reader, 2nd edition, edited by Wendy Hui Kyong Chun and Anna Watkins 
Fisher, 689-702. New York: Routledge, 2016.

Daley, Brian. Introduction to Star Wars: The National Public Radio Dramatization. 
New York: Del Rey, 1994.



300 STar WarS and THe HiSTory of TranSmedia STory Telling 

Darth Jar Jar. http://darthjarjar.com.
“Darth Maul #16.” IGN. https://web.archive.org/web/20120529123632/http://www.

ign.com:80/star-wars-characters/16.html
“The Definitive IMAX Cut Scenes List.” TheForce.net, October 31, 2002. http://www.

theforce.net/latestnews/story/the_definitive_imax_cut_scenes_list_64801.asp.
Delingpole, James. “When Lego Lost Its Head—and How this Toy Story Got Its 

Happy Ending.” Mail Online, December 18, 2009. http://www.dailymail.co.uk/
home/moslive/article-1234465/When-Lego-lost-head-toy-story-got-happy-
ending.html.

DeMaria, Rusel and Johnny Wilson. High Score! The Illustrated History of Electronic 
Games. New York: McGraw-Hill/Osborne, 2004.

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

Derhy Kurtz, Benjamin W.L. “Introduction: Transmedia Practices: A Television 
Branding Revolution.” Networking Knowledge: Journal of the MeCCSA Postgradu-
ate Network 7, no.1 (2014): 1-6.

Derhy Kurtz, Benjamin W.L., and Mélanie Bourdaa. The Rise of Transtexts: Chal-
lenges and Opportunities. New York: Routledge, 2017.

Dinehart, Stephen. “Transmedial Play: Cognitive and Cross-Platform Narrative.” 
The Narrative Design Explorer, May 14, 2008. http://narrativedesign.org/2008/05/
transmedial-play-cognitive-and-cross-platform-narrative/.

The Directors’s Cut 52. https://soundcloud.com/thedirectorscut/episode-53-rogue-
one-a-star-wars-story-with-gareth-edwards-and-chris-miller.

“Disney to Acquire Lucasf ilm, Ltd.” The Walt Disney Company, October 30, 2012. 
http://thewaltdisneycompany.com/disney-to-acquire-lucasf ilm-ltd/.

Dominguez, Diana. “Feminism and the Force: Empowerment and Disillusionment 
in a Galaxy Far, Far Away.” In Culture, Identities, and Technology in the Star 
Wars Films, edited by Carl Silvio and Tony M. Vinci, 109-133. Jefferson, NC: 
McFarland, 2007.

Duncan, Tracy. “Inside the Star Wars Generation Gap: Why We Still Care about 
Mara Jade.” Club Jade, June 5, 2015. http://clubjade.net/?p=64034.

Dyce, Andrew. “Star Wars Creatives Explain Why Canon vs Expanded Uni-
verse Shouldn’t Matter.” Screenrant, July 30, 2014. http://screenrant.com/
star-wars-extended-universe-explained/.

Eberl, Jason T. “‘You Cannot Escape Your Destiny’ (Or Can You?): Freedom and 
Predestination in the Skywalker Family.” In Star Wars and Philosophy: More 
Powerful Than You Can Possibly Imagine, edited by Kevin S. Decker and Jason 
T. Eberl, 3-15. Chicago: Open Court, 2005.



BiBliograPHy 301

Eggers, Sebastian, Christian Horstkötter, and Tobias Kaminsky, eds. LEGO Collector: 
Collector’s Guide. Dreieich: Fantasia Verlag GMBH, 2008.

Ellison, Harlan. “Rolling Dat Ole Debbil Electronic Stone,” In The Harlan Ellison 
Collection: Sleepless Nights in the Procrustean Bed, 65-72. New York: Open Road 
Media, 2014.

Empire of Dreams: The Story of the Star Wars Trilogy. Directed by Kevin Burns. Los 
Angeles: Prometheus Entertainment, 2004.

Erbland, Kate. “Star Wars Celebration: What Other Studios And Festivals 
Can Learn About Balancing Art And Fan Service.” IndieWire, July 20, 2016. 
http://www.indiewire.com/2016/07/star-wars-celebration-europe-2016 
-art-fan-service-1201706742/.

Evans, Elizabeth. Transmedia Television: Audiences, New Media, and Daily Life. 
New York: Routledge, 2011.

Faircloth, Kelly. “Parents Have Been Requesting Star Wars Toys for Their Daugh-
ters For Decades.” Jezebel, November 13, 2015. http://pictorial.jezebel.com/
parents-have-been-requesting-star-wars-for-their-daught-1742316633.

Fast, Kristin, and Henrik Örnebring. “Transmedia World-building: The Shadow 
(1931-present) and Transformers (1984-present).” The International Journal of 
Cultural Studies (2015), doi: 10.1177/1367877915605887.

Fiske, John. “The Cultural Economy of Fandom.” In The Adoring Audience: Fan 
Culture and Popular Media, edited by Lisa A. Lewis, 30-49. London: Routledge, 
1992.

—. Reading the Popular. London: Routledge, 1989.
Foster, Alan Dean. Star Wars: The Force Awakens. London: Century, 2016.
Foucault, Michel. The Order of Things: An Archaeology of the Human Sciences. New 

York: Vintage Books, 1994.
—. Power/Knowledge: Selected Interviews and Other Writings, 1972-1977. New York: 

Pantheon Books, 1980.
Franklin, Seb. Control: Digitality as Cultural Logic. Cambridge, MA: MIT Press, 2015.
Freeman, Matthew. “Transmediating Tim Burton’s Gotham City: Brand Con-

vergence, Child Audiences, and Batman: The Animated Series.” Networking 
Knowledge: Journal of the MeCCSA Postgraduate Network 7, no. 1 (2014): 41-54.

—. Historicising Transmedia Storytelling: Early Twentieth-Century Transmedia 
Story Worlds. New York: Routledge, 2016.

—. “Re-Building Transmedia Star Wars: Strategies of Branding and Un-Branding a 
Galaxy Far, Far Away.” In Disney’s Star Wars: Forces of Production and Promotion, 
edited by William Proctor and Richard McCulloch. Iowa: University of Iowa 
Press, forthcoming.

Friedenthal, Andrew J. Retcon Game: Retroactive Continuity and the Hyperlinking 
of America. Jackson, MS: University Press of Mississippi, 2017.



302 STar WarS and THe HiSTory of TranSmedia STory Telling 

Friedman, Ted. Electric Dreams: Computers in American Culture. New York: New 
York University Press, 2005.

Galloway, Alexander R. Gaming: Essays on Algorithmic Culture. Minneapolis, MN: 
University of Minnesota Press, 2006.

—. Laruelle: Against the Digital. Minneapolis, MN: University of Minnesota Press, 
2014.

Genette, Gérard. Paratexts: Thresholds of Interpretation. Cambridge: Cambridge 
University Press, 1987.

Geraghty, Lincoln. Cult Collectors: Nostalgia, Fandom and Collecting Popular 
Culture. New York: Routledge, 2014.

Glut, Donald F. The Empire Strikes Back. London: Sphere Books Limited, 1980.
Goldman, Carrie (@CarrieGoldman). Twitter post, January 3, 2016, 5:17 p.m. https://

twitter.com/CarrieMGoldman/status/683819496759537664.
Granshaw, Lisa. “Star Wars: The Force Awakens Novelization: An Interview with 

Alan Dean Foster.” Syfy Wire, January 22, 2016. http://www.blastr.com/2016-1-22/
star-wars-force-awakens-novelization-interview-alan-dean-foster.

Gray, Claudia. Bloodline. London: Random House, 2016.
Gray, Jonathan. Show Sold Separately: Promos, Spoilers, and Other Media Paratexts. 

New York: New York University Press, 2010.
Greer, Jonathan. “Star Wars’ Creator Teams Up with Atari.” San Jose Mercury News, 

May 08, 1984, G1.
Gross, David M., and Sophfronia Scott. “Proceeding with Caution.” Time 136, no. 

3 (1990): 56.
Gunn, James E. “The Tinsel Screen.” In Projections: Science Fiction in Literature 

and Film, edited by Lou Anders, 43-59. Austin, TX: MonkeyBrain Books, 2004.
Gunnels, Jen. “‘A Jedi like my father before me’: Social identity and the New York 

Comic Con.” Transformative Works and Cultures, 3 (2009), doi: 10.3983.
Grusin, Richard. “DVDs, Video Games, and the Cinema of Interactions.” In Post-

Cinema: Theorizing 21st Century Film, edited by Shane Denson and Julia Leyda, 
65-87. Falmer: REFRAME Books, 2016.

Hadas, Leora. “A New Vision: J.J. Abrams, Star Trek, and Promotional Authorship.” 
Cinema Journal 56, no. 2 (2017): 46-66.

Halbwachs, Maurice. On Collective Memory. Chicago: University of Chicago Press, 
1992.

Harvey, Colin. Fantastic Transmedia: Narrative, Play, and Memory across Science 
Fiction and Fantasy Storyworlds. Basingstoke: Palgrave Macmillan, 2015.

Hassler-Forest, Dan. Science Fiction, Fantasy, and Politics: Transmedia World-
Building Beyond Capitalism. London: Rowman & Littlef ield, 2016.

Hawkesworth, Mary E. Globalization and Feminist Activism. Oxford: Rowman & 
Littlef ield, 2006.



BiBliograPHy 303

Hay, James, and Nick Couldry. “Rethinking Convergence/Culture: An Introduction.” 
Cultural Studies 25, no. 4 (2011): 473-486.

Hearn, Marcus. The Cinema of George Lucas. New York: Abrams, 2005.
Heldman, Caroline, Lazarus Frankel, Laura, and Holmes, Jennifer. “‘Hot, Black 

Leather, Whip’: The (De)evolution of Female Protagonists in Action Cinema, 
1960-2014.” Sexualization, Media, & Society 2, no. 2 (2016): 1-19.

Henderson, Mary. Star Wars: The Magic of Myth. New York: Bantam, 1999.
Herman, David. Story Logic: Problems and Possibilities of Narrative. Lincoln, NE: 

University of Nebraska Press, 2004.
Herr-Stephenson, Becky, Meryl Alper, and Erin Reilly. T is for Transmedia: Learning 

Through Transmedia. Los Angeles, CA: USC Annenberg Innovation Lab, 2013.
Hidalgo, Pablo. Star Wars: The Essential Reader’s Companion. New York: Ballantine 

Books, 2012.
Hills, Matt. “Defining Cult TV: Texts, Inter-Texts and Fan Audiences.” In The Televi-

sion Studies Reader, ed. Robert C. Allen and Annette Hill, 509-523. New York: 
Routledge, 2004.

—. Doctor Who: The Unfolding Event—Marketing, Merchandising and Mediatizing 
a Brand Anniversary. Basingstoke: Palgrave Macmillan, 2015.

—. Fan Cultures. New York: Routledge, 2002.
—. “Fiske’s ‘Textual Productivity’ and Digital Fandom: Web 2.0 Democratization 

versus Fan Distinction?” Participations: Journal of Audience and Reception 
Studies 10, no. 1 (2013): 130-153.

—. “Sherlock’s Epistemological Economy and the Value of “Fan” Knowledge: How 
Producer-Fans Play the (Great) Game of Fandom.” In Sherlock and Transmedia 
Fandom: Essays on the BBC Series, edited by Louisa Stein and Kristina Busse, 
44-61. Jefferson, NC: McFarland, 2012.

—. “Star Wars in Fandom, Film Theory, and the Museum: The Cultural Status of 
the Cult Blockbuster.” In Movie Blockbusters, edited by Julian Stringer, 178-189. 
New York: Routledge, 2003.

—. “Torchwood’s Trans-transmedia: Media Tie-ins and Brand ‘Fanagement,’” 
Participations: Journal of Audience and Reception Studies 9, no. 2 (2012): 409-428.

“The History of Marx.” Marx Toy Museum. http://www.marxtoymuseum.com/
info_marx_history.htm.

Hollows, Joanne. Feminism, Femininity and Popular Culture. Manchester: Man-
chester University Press, 2000.

Holt, Jennifer. Empires of Entertainment: Media Industries and the Politics of 
Deregulation, 1980-1996. New Brunswick, NJ: Rutgers University Press, 2011.

Hourihan, Margery. Deconstructing the Hero: Literary Theory and Children’s 
Literature. New York: Routledge, 1997.



304 STar WarS and THe HiSTory of TranSmedia STory Telling 

Huizinga, Johan. Homo Ludens: A Study of the Play-Element in Culture. Boston: The 
Beacon Press, 2009.

Hutcheon, Linda. A Theory of Adaptation. New York: Routledge, 2006.
Inside Sources (@pablohidalgo). Twitter post, December 24, 2015, 5:46 p.m. https://

twitter.com/pablohidalgo/status/680202967106994176.
Inside Sources (@pablohidalgo). Twitter post, December 24, 2015, 6:08 p.m. https://

twitter.com/pablohidalgo/status/680208376156913664.
James, Frank. “Film Review: Star Wars.” Variety, May 29, 1977.
Jancovich, Mark. “Screen Theory.” In Approaches to Popular Film, edited by Mark 

Jancovich and Joanne Hollows, 123-150. Manchester: Manchester University 
Press, 1995.

Janes, Stephanie. “‘You Had to Be There’: Alternate Reality Games and Multiple Du-
rational Temporalities.” In The Politics of Ephemeral Digital Media: Permanence 
and Obsolescence in Paratexts, edited by Sara Pesce and Paolo Noto, 183-197. 
New York: Routledge, 2016.

Jenkins, Henry. “The Aesthetics of Transmedia: In Response to David Bordwell 
(Part Two).” Confessions of an Aca-Fan, September 13, 2009. http://henryjenkins.
org/2009/09/the_aesthetics_of_transmedia_i_1.html

Jenkins, Henry. Convergence Culture: Where Old and New Media Collide. New York: 
New York University Press, 2006.

—. “Game Design as Narrative Architecture.” In The Game Design Reader: A 
Rules of Play Anthology, edited by Katie Salen and Eric Zimmerman, 670-689. 
Cambridge, MA: MIT Press, 2005.

—. “Games, the New Lively Art,” Henry Jenkins: Blog, April 3, 2010. http://web.mit.
edu/21fms/People/henry3/GamesNewLively.html.

—. “How to Break Out of the Academic Ghetto.” Confessions of an Aca-Fan, July 
12, 2006. http://henryjenkins.org/2006/07/how_to_break_out_of_the_academ.
html.

—. “Quentin Tarantino’s Star Wars? Digital Cinema, Media Convergence, and 
Participatory Culture.” In Rethinking Media Change: The Aesthetics of Transition, 
edited by David Thorburn and Henry Jenkins, 549-576. Cambridge, MA: MIT 
Press, 2003.

—. “The Revenge of the Origami Unicorn: Seven Principles of Transmedia Sto-
rytelling.” Confessions of an Aca-Fan, December 12, 2009. http://henryjenkins.
org/2009/12/the_revenge_of_the_origami_uni.html.

—. “Transmedia 202: Further Reflections.” Confessions of an Aca-Fan, August 1, 
2011. http://henryjenkins.org/2011/08/def ining_transmedia _further_re.html.

—. “‘We Had So Many Stories to Tell’: The Heroes Comics as Transmedia Sto-
rytelling.” Confessions of an Aca-Fan, December 3, 2007. http://henryjenkins.
org/2007/12/we_had_so_many_stories_to_tell.html.



BiBliograPHy 305

Jensen, Kelly. “‘Back in My Day, Son’: Dialogic Constructions of the Cowboy Code 
of Justice.” The Journal of Popular Culture 43, no. 1 (February 2009): 90-102.

Jhally, Sut, and Bill Levant. “Watching as Working: The Valorization of Audience 
Consciousness.” Journal of Communication 36, no. 3 (1986): 124-143.

Johnson, Derek. “‘May the Force Be with Katie’: Pink Media Franchising and the 
Postfeminist Politics of HerUniverse.” Feminist Media Studies 14, no. 6 (2014): 
895-911.

—. Media Franchising: Creative License and Collaboration in the Culture Industries. 
New York: New York University Press, 2013.

Johnson, Derek and Gray, Jonathan. “Introduction: The Problem of Media Author-
ship.” In A Companion to Media Authorship, edited by Jonathan Gray and Derek 
Johnson, 1-19. Malden, MA: Wiley-Blackwell, 2013.

Johnston, E. K. Ahsoka. Los Angeles, CA: Lucasf ilm Press, 2016.
Johnston, Jeff, ed. Alderaan Issue 2. Vol. 2. Toledo, OH: Kzinti Press, 1978. http://

oaktrust.library.tamu.edu/handle/1969.1/153131.
Jorgensen, Darren. “Death Star, or How I Learned to Stop Worrying and Love 

Globalization.” symploke 15, nos. 1-2 (2007): 206-216.
Kahn, James. Return of the Jedi. London: Futura, 1983.
Kaminski, Michael. “Under the Influence of Akira Kurosawa: The Visual Style of 

George Lucas.” In Myth, Media, and Culture in Star Wars: An Anthology, edited 
by Douglas Brode and Leah Deyneka, 83-99. Lanham, MD: The Scarecrow Press, 
2012.

Kanan: The Last Padawan. Written by Greg Weisman, drawn by Pepe Larraz and 
Jacopo Camagni, and colored by David Curiel. New York: Marvel Comics, 2015.

Kanan: First Blood. Written by Greg Weisman, drawn by Pepe Larraz, and colored 
by David Curiel. New York: Marvel Comics, 2015.

Kapell, Matthew Wilhelm. “Conclusion: Finding Myth in the History of Your Own 
Time.” In Finding the Force of the Star Wars Franchise: Fans, Merchandise, and 
Critics, edited by Matthew Wilhelm Kapell and John Shelton Lawrence, 283-290. 
New York: Peter Lang, 2006.

Katerberg, William H. Future West: Utopia and Apocalypse in Frontier Science 
Fiction. Lawrence, KS: University Press of Kansas, 2008.

Keier, Helen. “Michael A. Stackpole.” TheForce.net, November 1999. www.theforce.
net/jedicouncil/interview/stackpole2.shtml.

—. “R.A. Salvatore,” part II. TheForce.net, December 1999. www.theforce.net/
jedicouncil/interview/salvatore2.shtml.

“Kenner Star Wars Action Figures.” Wikipedia, last modif ied May 4, 2017. http://
en.wikipedia.org/wiki/Kenner_Star_Wars_action_f igures.

“Kenner Star Wars Catalogs.” Plaid Stallions. http://www.plaidstallions.com/
starwars/index.html.



306 STar WarS and THe HiSTory of TranSmedia STory Telling 

Kenny, Bridget. “Retail, the Service Worker and the Polity: Attaching Labour and 
Consumption.” Critical Arts 29, no. 2 (2015): 199-217.

Kenreck, Todd. “Star Wars: Battlefront ’s Death Star DLC Has An Absurd 
Amount of Polish.” Forbes, September 28, 2016. http://www.forbes.com/
sites/toddkenreck/2016/09/28/star-wars-battlefronts-death-star-dlc-has 
-an-absurd-amount-polish/2.

Kern, Russell S. Toy Kings: The Story of Louis Marx & Company, Volume 1: 1919-1954. 
Colorado Springs, Colorado: Atomic Home Videos LLC, 2011. DVD.

—. Toy Kings: The Story of Louis Marx & Company, Volume 2: 1955-1982. Colorado 
Springs, Colorado: Atomic Home Videos LLC, 2011. DVD.

Kerr, Paul. “Star Wars Author Alan Dean Foster on Splinter of the Mind’s Eye, The 
Sequel That Might Have Been.” Yahoo! Movies, March 16, 2015. http://www.yahoo.
com/movies/star-wars-splinter-of-the-minds-eye-alan-dean-113794483282.
html/.

Kidd, Jenny. Museums in the New Mediascape: Transmedia, Participation, Ethics. 
Farnham: Ashgate, 2014.

Kinder, Marsha. Playing with Power in Movies, Television and Video Games: From 
Muppet Babies to Teenage Mutant Ninja Turtles. Berkeley, CA: University of 
California Press, 1991.

King, Geoff. New Hollywood Cinema: An Introduction. London: I.B. Tauris, 2002.
Knight, Gladys L. Female Action Heroes: A Guide to Women in Comics, Video Games, 

Film, and Television. Santa Barbara, CA: ABC-CLIO, 2010.
Krämer, Peter. The New Hollywood: From Bonnie and Clyde to Star Wars. London: 

Wallf lower Press, 2005.
—. “Star Wars.” History Today 49, no. 3 (1999): 41-47.
Kraus, Daniel. “The Phantom Edit.” Salon, November 5, 2001. http://www.salon.

com/2001/11/05/phantom_edit/.
Krauthammer, Charles. “The Reagan Doctrine.” Time 125, no. 13 (April 1985): 54.
Krieg, Andreas. “Externalizing the Burden of War: the Obama Doctrine and US For-

eign Policy in the Middle East.” International Affairs 92, no. 1 (January 2016): 97-113.
Kristeva, Julia. Desire in Language: A Semiotic Approach to Literature and Art. 

Oxford: Basil Blackwell, 1980.
Krupa, Daniel, and Eric Goldman. “Star Wars Celebration 2016: Rebels Will Treat Thrawn 

as a Vader-Level Threat.” IGN, July 17, 2016. http://www.ign.com/articles/2016/07/17/
star-wars-celebration-2016-rebels-will-treat-thrawn-as-a-vader-level-threat.

Lambie, Ryan. “Star Wars: How an Empty Box Became a Must-Have Item in 1977.” 
Den of Geek, January 11, 2016. http://www.denofgeek.com/go/38416.

Lamerichs, Nicolle. “Embodied Fantasy: The Affective Space of Anime Conven-
tions.” In The Ashgate Research Companion to Fan Cultures, edited by Linda 
Duits, Koos Zwaan, and Stijn Reijnders, 263-274. Farnham: Ashgate, 2014.



BiBliograPHy 307

Lancashire, Anne. “The Phantom Menace: Repetition, Variation, Integration.” Film 
Criticism 24 (2000): 23-44.

Lancaster, Kurt. Interacting with Babylon 5: Fan Performances in a Media Universe. 
Austin, TX: University of Texas Press, 2001.

Lang, Eric. “Design Decisions and Concepts in Licensed Collectible Card Games.” 
Electronic Book Review, January 27, 2008. http://electronicbookreview.com/
thread/f irstperson/adaptable.

Langshaw, Mark. “‘Star Wars: Rebel Assault’ Retrospective: A Force to Be 
Reckoned With.” Digital Spy, April 6, 2013. http://www.digitalspy.com/
gaming/retro-gaming/news/a470859/star-wars-rebel-assault-retrospective 
-a-force-to-be-reckoned-with/.

Langston, Peter. “Ten Tips from the Programming Pros: Secrets from Lucasf ilm’s 
Game Group.” Atari Connection (Spring 1984): 34.

Larson, Randall D. Films into Books: An Analytical Bibliography of Film Noveliza-
tions, Movie, and TV Tie-Ins. Metuchen, NJ: The Scarecrow Press, 1995.

Christina Lee, “‘Welcome to London’: Spectral Spaces in Sherlock Holmes’s Me-
tropolis.” Cultural Studies Review 20, no. 2 (2014): 172-195.

“The Legendary Star Wars Expanded Universe Turns a New Page.” StarWars.
com, April 25, 2014. http://www.starwars.com/news/the-legendary-star-wars-
expanded -universe-turns-a-new-page.

Lemke, Jay. “Critical Analysis across Media: Games, Franchises, and the New 
Cultural Order.” Paper presented at the First International Conference on Critical 
Discourse Analysis, Valencia, University of Valencia, May 12-14, 2004.

Levine, Caroline. Forms: Whole, Rhythm, Hierarchy, Network. Princeton, NJ: 
Princeton University Press, 2015.

Lipkowitz, Daniel. The LEGO Book. London: Dorling Kindersley, 2009.
Liptak, Andrew. “Rogue One’s reshoots show how Disney saved the f irst stan-

dalone Star Wars movie.” The Verge, January 15, 2017. https://www.theverge.
com/2017/1/15/14268850/star-wars-rogue-one-reshoots -disney-gareth-edwards-
tony -gilroy.

Longworth, Karina. Masters of Cinema: George Lucas. London: Phaidon Press, 2012.
Lucas, George. Star Wars: A New Hope. New York: Ballantine Books, 1976.
—. Star Wars. London: Sphere Books Limited, 1977.
Lundberg, Christine, and Maria Lexhagen. “Bitten by the Twilight Saga.” In Contem-

porary Tourist Experience: Concepts and Consequences, ed. by Richard Sharpley 
and Philip R. Stone, 147-164. New York: Routledge, 2012.

Lussier, Germain. “How the Lucasf ilm Story Group Does Star Wars Canon.” Slash-
film, April 20, 2015. http://www.slashfilm.com/lucasfilm-story-group-star-wars 
-canon/.



308 STar WarS and THe HiSTory of TranSmedia STory Telling 

—. “There’s Something Weird About This Explanation for Why You Can’t Watch 
Rogue One’s Deleted Scenes.” io9, March 14, 2017. http://io9.gizmodo.com/
theres-something-weird-about-this-explanation-for-why-y-1793264866.

Magid, Ron. “Amazing Special Effects.” American Cinematographer, August 1996.
Malphurs, Ryan. “The Media’s Frontier Construction of President George W. Bush.” 

The Journal of American Culture 31, no. 2 (June 2008): 185-201.
Marx, Karl. Capital Volume One, translated by Ben Fowkes. London: Pelican, 1976.
McBride, Aaron. “Old Wounds.” In Star Wars: Visionaries, ed. Jeremy Barlow, 7-19. 

Milwaukie, OR: Dark Horse Comics, 2005.
McCarthy, Todd. “Review: ‘Star Wars: Episode I—The Phantom Menace.’” Vari-

ety, May 10, 1999. http://variety.com/1999/f ilm/reviews/star-wars-episode-i 
-the-phantom-menace-1117499730/.

McCausland, Doug. “Lit Exclusive: Dave Wolverton Addresses Fan Criticisms of The 
Courtship of Princess Leia, & MORE.” Jedi Council Forums, November 17, 2014. 
http://boards.theforce.net/threads/lit-exclusive-dave-wolverton-addresses-fan-
criticisms-of-the-courtship-of-princess-leia-more.50024454/.

McDowell, John C. The Gospel According to Star Wars: Faith, Hope, and the Force. 
Louisville, KY: Westminster John Knox Press, 2007.

McFarland, K.M. “Let’s Take a Second to Think about the Rogue One That 
Almost Was.” Wired, December 20, 2016. https://www.wired.com/2016/12/
rogue-one-discarded-dialogue.

McVeigh, Stephen P. “The Galactic Way of Warfare.” In Finding the Force of the Star 
Wars Franchise: Fans, Merchandise, and Critics, edited by Matthew W. Kapell 
and John S. Lawrence, 35-58. New York: Peter Lang, 2006.

Miller, John Jackson. Star Wars: A New Dawn. New York: Del Rey, 2015.
Miller, Toby. “Forward: Transmedia Storytelling and Free Labour.” In The Rise of 

Transtexts: Challenges and Opportunities, edited by Benjamin W.L. Derhy Kurtz 
and Mélanie Bourdaa, vii-xi. New York: Routledge, 2016.

Mills, Susan. “Where Are the Princess Leia Dolls?” The Courier, December 9, 1983, 
sec. Letters.

Montfort, Nick, and Ian Bogost. Racing the Beam: The Atari Video Computer System. 
Cambridge, MA: MIT Press, 2009.

Montgomery, J.D. “A Barve Like That: The Tale of Boba Fett.” In Tales from Jabba’s 
Palace, ed. Kevin J. Anderson, 346-371. New York: Bantam Books, 1996.

Moran, Daniel Keys (J.D. Montgomery). “The Last One Standing: The Tale of Boba 
Fett.” In Tales of the Bounty Hunters, ed. Kevin J. Anderson, 277-339. New York: 
Bantam Books, 1996.

Morton, Drew. Panel to the Screen: Style, American Film, and Comic Books During 
the Blockbuster Era. Jackson, MS: University Press of Mississippi, 2017.



BiBliograPHy 309

Murdoch, David H. The American West: The Invention Myth. Cardiff: Welsh Aca-
demic Press, 1996.

Murray, Donette. “Military Action but Not as We Know it: Libya, Syria and the 
Making of an Obama Doctrine.” Contemporary Politics 19, no. 2 (June 2013): 
146-166.

Nadel, Alan. “The Empire Strikes Out: Star Wars (IV, V, and VI) and the Advent of 
Reaganism.” In New American Canon: American Literature and Culture in an 
Age of Cold War, edited by Steven Belletto and Daniel Grausam, 187-208. Iowa 
City, IA: University of Iowa Press, 2012.

Nakayama, Toshihiro. “Strategic Patience in a Turbulent World: The Obama Doc-
trine and its Approach to the World.” Asia-Pacific Review 22, no. 1 (May 2015): 1-15.

Nama, Adilifu. “R is for Race, Not Rocket: Black Representation in American Science 
Fiction Cinema.” Quarterly Review of Film and Video 26, no. 2 (2009): 155-66.

“The New Jedi Order Vector Prime Commercial.” YouTube video, 0:29. Posted by 
lugia6, May 30, 2010. http://www.youtube.com/watch?v=P13oUIn4BtU.

“NOVA Goes Hollywood: An Interview with Susanne Simpson, Producer of Special 
Effects.” Special Effects Press Kit. Boston: NOVA/WGBH, 1996.

Nussman, Pat. “Where the Boys Are.” In Alderaan: The Star Wars Letterzine 15: 2-3. 
Toledo, OH: Kzinti Press, 1981.

O’Connell, Chris. “Star Wars Action Figure Has Parents Furious.” Fox 29, July 13, 
2015. http://www.fox29.com/news/2029186-story.

Orbanes, Philip. The Game Makers: The Story of Parker Brothers from Tiddledy Winks 
to Trivial Pursuit. Boston: Harvard Business School Press, 2003.

“Overbridge.” Wookieepedia. http://starwars.wikia.com/wiki/Overbridge.
Pessach, Guy. “[Networked] Memory Institutions: Social Remembering, Privatiza-

tion and Its Discontents.” Cardozo Arts and Entertainment Law Journal 26 (2008): 
71-149.

Peters, Benjamin. “Digital.” In Digital Keywords: A Vocabulary of Information Society 
and Culture, edited by Benjamin Peters, 93-108. Princeton: Princeton University 
Press, 2016.

Peters, Ian. “‘Hello Shoppers?’: Themed Spaces, Immersive Popular Culture Exhibi-
tion, and Museum Pedagogy.” PhD diss., Georgia State University, 2015.

Pett, Emma. “Cosplay Rey: Intergenerational fandom and the importance of play at 
the 2016 Star Wars Celebration, London.” Deletion 12 (November 24, 2016), http://
www.deletionscif i.org/episodes/episode-12/cosplay-rey-intergenerational-fan-
dom-and-the-importance-of-play-at-the-2016-star-wars-celebration-london/.

—. “‘Stay Disconnected’: Eventising Star Wars for Transmedia Audiences.” Par-
ticipations: Journal of Audience and Reception Studies 13, no. 1 (2016): 152-169.

Pierson, John. Spike, Mike, Slackers and Dykes: A Guided Tour Across a Decade of 
American Independent Cinema. New York: Hyperion, 1997.



310 STar WarS and THe HiSTory of TranSmedia STory Telling 

Pine, B. Joseph and Gilmore, James H. The Experience Economy: Work is Theatre & 
Every Business a Stage. Boston: Harvard Business School Press, 1999.

Plotkin, Dan. “ST Star Wars.” Compute!, July 1988.
Pollock, Dale. Skywalking: The Life and Films of George Lucas. New York: Da Capo 

Press, 1999.
Poole, Stephen. Review of Enter the Matrix. PC Gamer, August 2003. http://web.

archive.org/web/20060315134412/http://www.pcgamer.com/archives/2005/07/
enter_the_matri.html.

Presdee, Mike. Agony or Ecstasy: Broken Transitions and the New Social State of 
Working-Class Youth in Australia. Magill: South Australian Centre for Youth 
Studies, 1986.

Prince, Gerald. Foreword to Palimpsests: Literature in the Second Degree, by Gérard 
Genette, ix-xi. Lincoln, NE: University of Nebraska, 1997.

Pringle, David. “SF, Fantasy & Horror Movie Novelizations.” Interzone 80 (1994): 
38-52.

Proctor, William. “Ctl-Alt-Del: Retcon, Relaunch, or Reboot?” Sequart, February 8, 
2013. http://sequart.org/magazine/18508/clt-alt-del-retcon-relacung-or-reboot/.

— and Freeman, Matthew. “‘The First Step into a Smaller World’: The Transmedia 
Economy of Star Wars.” In Revisiting Imaginary Worlds: A Subcreation Studies 
Anthology, edited by Mark J.P. Wolf, 223-245. New York: Routledge, 2016.

Rehak, Bob. “Materializing Monsters: Aurora Models, Garage Kits and the Object 
Practices of Horror Fandom.” Journal of Fandom Studies 1, no. 1 (2013): 27-45.

Reijnders, Stijn. “Stalking the Count: Dracula, Fandom, and Tourism.” Annals of 
Tourism Research 38 (2011): 231-248.

“Revenge Trivia Gallery.” StarWars.com, www.starwars.com/tv-shows/clone-wars/
revenge-trivia-gallery.

Reynolds, Richard. Super Heroes: A Modern Mythology. London: B.T. Batsford, 1992.
Rhee, Scott. Review of The Courtship of Princess Leia, by Dave Wolverton. Goodreads, 

May 16, 2015. https://www.goodreads.com/review/show/1281835976.
Richwine, Lisa. “Disney’s ‘Star Wars’ Marketing Force Reaches for Female Fans.” 

Reuters, December 15, 2015. http://uk.reuters.com/article/us-f ilm-starwars-
women -analysis-idUKKBN0TX1J720151215.

Rinzler, J.W. The Making of Star Wars. New York: Ballantine Books, 2007.
Robinson, James (writer) and Harris, Tony (artist). “The Phantom Limb.” In Star 

Wars Special: C-3PO 1: The Phantom Limb. New York: Marvel Comics, April 2016.
Roddy, Michael. “Star Wars: The Force Finally Awakens to a Feminist World.” 

DNA India, December 16, 2015. http://www.dnaindia.com/entertainment/
report-star-wars-the-force-f inally-awakens-to-a-feminist-world-2156317.

Rogers, Adam. “You Won’t Live to See the Final Star Wars Movie.” Wired, December 
2015. https://www.wired.com/2015/11/building-the-star-wars-universe/.



BiBliograPHy 311

Roosevelt, Theodore. Ranch Life and the Hunting-Trail. New York: The Century 
CO., 1899.

Rubey, Dan. “Not So Long Ago nor Far Away: New Variations on Old Themes and 
Questioning Star Wars’ Revival of Heroic Archetypes.” In Myth, Media, and 
Culture Star Wars: An Anthology, edited by Douglas Brode and Leah Deyneka, 
47-63. Lanham, MD: The Scarecrow Press, 2012.

—. “Star Wars: Not so Long Ago, Not so Far Away.” Jump Cut 18 (August 1978): 9-18.
Ryan, Marie-Laure. “Story/Worlds/Media: Tuning the Instruments of a Media-

Conscious Narratology.” In Storyworlds across Media: Toward a Media-Conscious 
Narratology, edited by Marie-Laure Ryan and Jan-Noël Thon, 25-49. Lincoln, 
NE: University of Nebraska Press, 2014.

—, Kenneth E. Foote, and Maoz Azaryahu. Narrating Space / Spatializing Narrative: 
Where Narrative Theory and Geography Meet. Columbus, OH: The Ohio State 
University Press, 2016.

Salvatore, R. A. Star Wars: Episode II—Attack of the Clones. London: Century, 2002.
Sandvoss, Cornel. Fans: The Mirror of Consumption, Cambridge: Polity, 2005.
Saxton, Curtis. “Death Stars.” Star Wars Technical Commentaries, last modif ied 

April 11, 2005. http://www.theforce.net/swtc/ds/index.html.
Scolari, Carlos A. “Transmedia Storytelling: Implicit Consumers, Narrative Worlds, 

and Branding in Contemporary Media Production.” International Journal of 
Communication 3 (2009): 586-606.

—, Paolo Bertetti, and Matthew Freeman. Transmedia Archaeology: Storytelling 
in the Borderlines of Science Fiction, Comics and Pulp Magazines. Basingstoke: 
Palgrave Macmillan, 2014.

Scott, Jason. “From Behind the Masks to Inside: Acting, Authenticity and the 
Star Wars Co-Stars.” In Cult Film Stardom: Offbeat Attractions and Processes 
of Cultification, edited by Kate Egan and Sarah Thomas, 90-106. Basingstoke: 
Palgrave Macmillan, 2013.

Scott, Suzanne. “#Wheresrey?: Toys, Spoilers, and the Gender Politics of Franchise 
Paratexts.” Critical Studies in Media Communication 34, no. 2 (2017): 138-147.

—. “Who’s Steering the Mothership? The Role of the Fanboy Auteur in Transmedia 
Storytelling.” In The Participatory Cultures Handbook, edited by Aaron Delwiche 
and Jennifer Jacobs Henderson, 43-52. New York: Routledge, 2013.

Sellers, John. Arcade Fever: The Fan’s Guide to the Golden Age of Video Games. 
Philadelphia, PA: Running Press, 2001.

Simpson, George. “Star Wars: Anthony Daniels Disliked C-3PO’s New Red Arm.” 
Screenrant, March 20, 2016. http://screenrant.com/star-wars-force-awakens 
-c3po-arm/.

“Shooting Gonzo into the Canon.” Star Wars Insider 55, August 7, 2001.



312 STar WarS and THe HiSTory of TranSmedia STory Telling 

Slotkin, Richard. Gunfighter Nation: The Myth of the Frontier in Twentieth-Century 
America. New York: Atheneum, 1992.

—. Regeneration through Violence: The Mythology of the American Frontier, 1600-
1860. Middletown, CT: Wesleyan University Press, 1973.

Smith, Kevin. “Married to the Force.” In A Galaxy Not So Far Away: Writers and 
Artists on Twenty-Five Years of Star Wars, edited by Glenn Kenny, 70-76. New 
York: Henry Holt, 2002.

Smith, Michelle R. “‘Star Wars’ Monopoly Will Now Include Rey after an 8-Year-
Old Wrote to Hasbro Telling Them ‘Girls Matter.’” Business Insider, January 
8, 2016. http://uk.businessinsider.com/ap-star-wars-monopoly-to-include 
-rey-after-8-year-olds-note-2016-1.

Smith, Rob. Rogue Leaders: The Story of LucasArts. San Francisco, CA: Chronicle 
Books, 2008.

Smythe, Dallas W. “Communications: Blindspot of Western Marxism.” Canadian 
Journal of Political and Social Theory 1, no. 3 (1977): 1-27.

Spelling, Ian. “New Hopes.” Starlog 337, August 2005.
“The Star Wars Canon: Overview.” Canon Wars, www.canonwars.com.
Star Wars: The Clone Wars. “Sacrif ice,” season 6, episode 13. Written by Christian 

Taylor. Netflix, March 7, 2014.
Star Wars Customizable Card Game Rulebook, Version 2.0. Norfolk: Decipher Inc, 

1998.
Star Wars: Death Star Technical Companion. New York: West End Games, 1991.
“Star Wars: The Force Awakens—Comic-Con 2015 Reel.” StarWars.com, 2015. http://

www.starwars.com/video/star-wars-the-force-awakens-comic-con-2015-reel.
Star Wars: Knights of the Old Republic. Developed by BioWare. Published by Luca-

sArts, 2003. Video Game.
Star Wars: Knights of the Old Republic II: The Sith Lords. Developed by Obsidian 

Entertainment. Published by LucasArts, 2004. Video Game.
Star Wars: The Magic of Myth. Accession 11-072, National Air and Space Museum, 

Exhibits Design Division, Exhibit Records, 1991-1999, Smithsonian Institution 
Archives, Washington D.C.

“Star Wars: The New Jedi Order Round-Robin Interview.” Unifying Force, by James 
Luceno, appended interview. New York: Del Rey, 2003.

Star Wars: The Old Republic. Developed by BioWare. Published by Electronic Arts, 
2011. Video Game.

Star Wars: The Old Republic: Knights of the Eternal Throne. Developed by BioWare. 
Published by Electronic Arts, 2016. Video Game.

Star Wars: The Old Republic: Knights of the Fallen Empire. Developed by BioWare. 
Published by Electronic Arts, 2015. Video Game.



BiBliograPHy 313

Star Wars Omnibus: A Long Time Ago, Volume 1. Milwaukie, OR: Dark Horse Books, 
2010.

Star Wars: The Radio Drama. HighBridge Audio, 2007. CD.
Star Wars Rebels: Spark of Rebellion. Directed by Stewart Lee and Steven G. Lee. 

Written by Simon Kinberg. Disney XD, October 3, 2014.
Star Wars Rebels. “The Lost Commanders,” season 2, episode 3. Directed by Dave 

Filoni and Sergio Paez. Written by Matt Michnovetz. Disney XD, October 14, 
2015.

Star Wars Rebels. “The Protector of Concord Dawn,” season 2, episode 13. Directed by 
Brad Rau. Written by Henry Gilroy and Kevin Hopps. Disney XD, January 27, 2016.

Star Wars Rebels. “The Siege of Lothal,”season 2, episodes 1-2. Directed by Bosco Ng 
and Brad Rau. Written by Henry Gilroy. Disney XD, June 20, 2015.

Star Wars: The Roleplaying Game. New York: West End Games, 1987.
Star Wars Books (@DelReyStarWars). Twitter post, April 30, 2014, 11:54 a.m. https://

twitter.com/delreystarwars/status/461579307341840384.
Stein, Louisa Ellen. Millennial Fandom. Iowa City, IA: University of Iowa Press, 2015.
Steinberg, Marc. Anime’s Media Mix: Franchising Toys and Characters in Japan. 

Minneapolis, MN: University of Minnesota Press, 2012.
Stern, Sydney Ladensohn and Schoenhaus, Ted. Toyland: The High-Stakes Game of 

the Toy Industry. Chicago: Contemporary Books, 1990.
Stover, Matthew. Star Wars: Episode III—Revenge of the Sith. London: Century, 2005.
Sweet, Derek R. Star Wars in the Public Square: The Clone Wars as Political Dialogue. 

Jefferson, NC: McFarland, 2015.
Sweet, Elizabeth V. “Boy Builders and Pink Princesses: Gender, Toys, and Inequality 

over the Twentieth Century.” PhD diss., University of California, Davis, 2013.
Takacs, Stacy. “The Contemporary Politics of the Western Form: Bush, Saving 

Jessica Lynch, and Deadwood.” In Reframing 9/11: Film, Popular Culture and the 
“War on Terror,” edited by Jeff Birkenstein, Anna Froula, and Karen Randell, 
153-163. New York: Continuum, 2010.

Taylor, Chris. How Star Wars Conquered the Universe: The Past, Present, and Future 
of a Multibillion Dollar Franchise. New York: Basic Books, 2015.

“Thank the Maker.” Written by Ryder Windham, penciled by Killian Plunkett, 
lettered by Steve Dutro, and colored by Dave McCaig. In Star Wars Tales, no. 6, 
50-59. Milwaukie, OR: Dark Horse Comics, December 2000.

Thompson, Kristin. Storytelling in Film and Television. Cambridge, MA: Harvard 
University Press, 2003.

Thon, Jan-Noël. Transmedial Narratology and Contemporary Media Culture. 
Lincoln, NE: University of Nebraska Press, 2015.

Tisdal, Carey E. Summative Evaluation of Star Wars: Where Science Meets Imagina-
tion Museum of Science. Boston: Tisdal Consulting, 2007. Exhibitfiles. http://



314 STar WarS and THe HiSTory of TranSmedia STory Telling 

www.exhibitf iles.org/df ile2/ReviewFinding/247/original/Star__Wars__Sum-
mative__EvalutionReport__Final.pdf.

Trope, Alison. “Le Cinéma pour le Cinéma: Making a Museum of the Moving 
Image.” The Moving Image 1, no.1 (2002): 29-67.

—. Stardust Monuments: The Selling and Saving of Hollywood. Hanover, NH: 
Dartmouth College Press, 2012.

“Trying to Predict the Present: An Interview with Cory Doctorow.” Gerry Canavan, 
Spring 2010. http://gerrycanavan.wordpress.com/2015/04/08/from-the -archives-
interview-with-cory-doctorow-on-disney-sf-violence-meritocracy-goodharts-
law-fandom-and-utopia.

Turnock, Julie. “The ILM Version: Recent Digital Effects and the Aesthetics of 1970s 
Cinematography.” Film History 24, no. 2 (2012): 158-168.

Tyler, Kelly. “The Making of Special Effects.” The Big Frame, Summer 1996.
Van Parys, Thomas, and I.Q. Hunter, eds. Science Fiction across Media: Adaptation/

Novelization. Canterbury: Gylphi, 2013.
Verma, Neil. Theater of the Mind: Imagination, Aesthetics, and American Radio 

Drama. Chicago: University of Chicago Press, 2012.
Wade, Chris. “Women Don’t Talk Much in ‘Star Wars.’” YouTube video, 1:23. 

Posted by New York Magazine, December 1, 2015. http://www.youtube.com/
watch?v=ODgwL7DJ9dY.

Watercutter, Angela. “Princess Leia Gave the Women’s March a New Hope.” WIRED 
Magazine, January 23, 2017. https://www.wired.com/2017/01/princess-leia-
womens -march/.

Wendig, Chuck. Star Wars: Aftermath: Empire’s End. New York: Random House, 2017.
Wetmore, Kevin, Jr. The Empire Triumphant: Race, Religion and Rebellion in the Star 

Wars Films. Jefferson, NC: McFarland, 2005.
Whissel, Kristen. “The Digital Multitude.” Cinema Journal 49, no. 4 (2010): 90-110.
White, Crystal Renee. “How Media Created by Star Wars Defines the Franchise.” In 

Myth, Media, and Culture in Star Wars: An Anthology, edited by Douglas Brode 
and Leah Deyneka, 101-112. Lanham, MD: Scarecrow Press, 2012.

Whitney, Allison. “Cinephilia Writ Large: IMAX in Christopher Nolan’s The Dark 
Knight and The Dark Knight Rises.” In The Cinema of Christopher Nolan: Imagin-
ing the Impossible, edited by Jacqueline Furby and Stuart Joy, 31-43. New York: 
Columbia University Press, 2015.

Wienberg Christian. “Lego Outgrows Hasbro, Mattel as ‘Star Wars’ Sets Boost 
Profit.” Bloomberg, March 1, 2012. http://www.bloomberg.com/news/2012-03-01/
lego-outgrows-hasbro-mattel-as-star-wars-sets-boost-prof it.html.

Williams, Kevin M. “Exploring the Myth that Is ‘Star Wars.’” Chicago Sun-Times, 
July 14, 2000.



BiBliograPHy 315

Wolf, Mark J.P. “Adapting the Death Star into LEGO: The Case of LEGO Set #10188.” 
In LEGO Studies: Examining the Building Blocks of a Transmedial Phenomenon, 
edited by Mark J.P. Wolf, 15-39. New York: Routledge, 2014.

—. Building Imaginary Worlds: The Theory and History of Subcreation. New York: 
Routledge, 2012.

— and Perron, Bernard, eds. Introduction to The Video Game Theory Reader, 1-24. 
New York: Routledge, 2003.

Wollen, Peter. Signs and Meaning in the Cinema. London: Secker & Warburg; 
London: BFI, 1972.

Wolverton, Dave. Star Wars: The Courtship of Princess Leia. New York: Bantam 
Books, 1995.

Wood, Mara. “Feminist Icons Wanted: Damsels in Distress Need Not Apply.” In A 
Galaxy Here and Now: Historical and Cultural Readings of Star Wars, edited by 
Peter W. Lee, 62-83. Jefferson, NC: McFarland, 2016.

Wood, Robin. Hollywood from Vietnam to Reagan. New York: Columbia University 
Press, 1987.

Wright, Will. “The Empire Bites the Dust.” Social Text 6 (Fall 1982): 120-125.
Zeitchik, Steven. “Tribeca 2015: George Lucas Just Wants to Make Experimental 

Films.” Los Angeles Times, April 18, 2015. http://www.latimes.com/entertain-
ment/movies/moviesnow/la-et-mn-george-lucas-tribeca-star-wars-celebration-
20150418-story.html.

Zuckerman, Ester. “Disney Started over on Star Wars: Episode IX after Carrie 
Fisher’s Death.” The A.V. Club, May 5, 2017. http://www.avclub.com/article/
disney-started-over-star-wars-episode-ix-after-car-254835.


