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2.1.3 The Wind and Where It Decided to Go 
Navigating the Labyrinth - House of Leaves and the Anxiety of Ergodic 

Structure


House of Leaves is often cited as a quintessential ergodic novel - a printed 
book that nonetheless forces the reader into unusual navigational contortions. 
In this chapter, I use Danielewski’s novel as a case study to investigate how 
structural complexity and navigational design affect narrative meaning and the 
reader’s experience. House of Leaves presents multiple layers of narrative (a 
family’s experience in a mysteriously expanding house, a blind academic’s 
manuscript about that, and a young man’s footnotes on the manuscript) 
interwoven with typographical play: at times the text is upside down, 
sideways, or scattered across pages; some pages contain only a few words, 
arranged in the shape of a spiral, razor, or corridor. As a result, reading it is a 
nonlinear, spatial experience. The reader must decide how to move through 
the footnotes that branch off into their own subplots and appendices. 
Sometimes one has to physically rotate the book to read passages, or consult 
exhibits and letters in the back that illuminate (or obscure) the main narrative. 
In short, the book demands an unusually active form of engagement - it 
concretely embodies Aarseth’s definition of ergodic literature, where 
meaningful effort is required to traverse the text. 


What does this effort achieve? Espen J Aarseth would likely classify House of 
Leaves as a Cybertext, a text that configures itself differently depending on 
reader choices (in this case, choices about reading order, whether to follow a 
footnote thread now or later etc.). The novel’s structure is part of its story. In 
fact, one might say that the act of navigation becomes an analogue of the 
story’s central theme: the experience of being lost in a labyrinth. The 
characters in the book explore an endlessly mutating hallway that defies 
physics, and the reader simultaneously explores the maze-like text. Brian 
McHale, in his theory of postmodernist fiction, noted that such works shift the 
focus from epistemological questions (‘what happened? What is true?’) To 
ontological questions - ‘what kind of world is this? What is happening?’ House 
of Leaves epitomises that ontological instability. AS readers, we constantly 
question the reality-status of what we read: is the house alive or is it a 
hallucination? Are the multiple narrators reliable, or even real within the story? 
McHale would argue that the novel foregrounds these questions by making its 
form fragmented and self-referential, thus forcing us out of any simple, linear 

The Application of Ergodic Literature to Performative Texts 1



E. Zeller

immersion. We are made aware of the text as text, as a constructed world (or 
rather, worlds within worlds). That awareness creates a kind of productive 
anxiety. Readers often report feelings of claustrophobia, disorientation, even 
dread when reading House of Leaves - not only because of the horror story it 
tells, but because the very process of reading induces a sense of being off 
map. Turning a page might literally require turning the book, or suddenly 
encountering a blank void on the page where you expected resolution. The 
phrase ‘This is not for you’ famously appears at the novel’s beginning, setting 
an uneasy tone that the reader is trespassing into something not meant to be 
read straightforwardly. 


David Herman offers a cognitive narratology perspective: readers confronted 
with chaotic narratives will attempt to form ‘cognitive maps’ to navigate the 
chaos. In a text like House of Leaves, one can imagine the reader mentally 
mapping the relationships: mapping the physical space of the house as 
described (a sort of impossible architecture that they try to visualise) , 
mapping the narrative layers ( e.g., Johnny Truant’s story in the footnotes vs. 
Zampanò’s academic manuscript vs. The Davidson Record story within that), 
and mapping the book’s layout (certain coloured words, struck through 
passages, footnote numbers leading to certain appendices). Herman’s point is 
that readers are sense-making creatures: even confronted with apparent 
nonsense or disarray, we find strategies to impose order or at least keep track 
of the uncertainty. With House of Leaves, many readers develop reading 
strategies - for example, reading all of Jonny’s footnotes straight through 
separately, then the main text, or vice versa - essentially choosing a path to 
create a more coherent mental model. Others might keep notes or highlight 
repeated motifs (like the word house always appearing in blue text - a clue that 
draws attention to the concept of house/home). This cognitive mapping is not 
just a coping mechanism; it is part of the meaning. The struggle to 
comprehend mirrors the characters’ own struggle in the story to comprehend 
the house. The reader’s repeated looping back, re-reading, cross-referencing 
of pages enacts the theme of obsessive exploration. Much like a lost explorer 
re-tracing steps in a dark cave, the reader must re-read earlier chapters or 
footnotes to piece together later revelations, creating an embodied reading 
experience of literal and figurative turning in circles. 


The key takeaway from House of Leaves is that narrative form and content can 
merge. The book’s strange typography and nonlinear structure are not mere 
eccentricities; they convey story contentL the confusion, terror, and wonder of 
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encountering something that defies normal navigation. Readers often feel a 
sense of accomplishment upon finishing the novel, as if they have survived an 
ordeal or solved a puzzle. That feeling is part of Danielewski’s storytelling - we 
empathise with the characters’ triumphs and failures more deeply because we 
have, in a sense, lived a parallel version of them through our navigation of the 
story structure. The novel thus exemplifies how the book structure is the story, 
and how navigating it evokes emotional responses (tension, anxiety, curiosity) 
that are the substance of the novel. One can argue the true protagonist of 
House of Leaves is the reader, grappling in the dark and hoping to find the 
light. 


Naturally, such an extreme example doesn’t come without its critics. N. 
Katherine Hayles, in her analysis of House of Leaves points out what she 
believes is a paradox - for all its labyrinthine qualities, the novel is still a 
printed book - a fixed object. Unlike a digital hypertext that can literally 
reconfigure or personalise itself, House of Leaves always contains the same 
pages. Hayles suggests that its print form ‘undermines’ full ergodicity: at the 
end of the day, the text is static and the reader can eventually see every word 
by following the pages in some order. In her view, the novel simulates the 
experience of boundless exploration, but safely contains it within the covers of 
a book. Hayles’ critique seems to suggest that reader agency has limitations 
within House of Leaves - that one can’t actually influence the plots outcome, 
the can only experience or interpret it differently. This doesn’t negate the 
book’s ergodic aspects, but does it temper them? Does the navigation have 
constraints? Indeed, the novel includes a guide for navigation, in the form of 
an index and potentially the reader could find all the pieces and resolve 
ambiguities by piecing them together. 


Hayles’ observation is insightful, but perhaps misclassified as a paradox. A 
labyrinth with static walls is still a labyrinth; its unmoving architecture doesn’t 
negate its complexity. House of Leaves is not paradoxical for being printed - 
it’s simply a different expression of ergodicity, one that invites interpretive 
rather than structural variation. While digital hypertexts can reconfigure 
content based on user input, this isn’t boundless freedom - it’s a form of 
procedural illusionism, always constrained by pre-programmed pathways. If 
we accept her logic, the only truly ergodic texts would be those with infinite, 
procedural generation. And even then, does that make No Man’s Sky a more 
meaningful literary object than House of Leaves? No, it just makes it 
algorithmically sprawling. A reader clicking a link remains within the logic of 
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the code. By contrast, the reader of a printed ergodic text may not influence 
the narrative’s direction in the same overt way, but can reconfigure its meaning 
through fragmented reading, re-ordering, skimming, or thematic layering. The 
reconfiguration is internalised rather than automated. In this light, the ‘fixed’ 
nature of print is not a limitation but a site of possibility: the text doesn’t 
change, but the reader does. What Hayles identifies as constraint could 
equally be framed as invitation - to build, rather than be guided. The point of 
ergodic theory is to study how meaning is created through effortful traversal 
within a structure. That structure can be physical, digital, or conceptual. It's 
not the medium - it’s the mechanics. In this sense, House of Leaves may not 
simulate exploration so much as provoke it.


Hayles’ critique seems to treat categorisation as a closed system, when in 
reality, form and function blur. Ergodicity is not a binary; it exists on a 
spectrum - and House of Leaves, despite its fixed format, occupies a complex 
and significant space within it. What matters is the design: House of Leaves 
was built to be navigated in complex, nonlinear ways. It gives readers the 
experience of discovery, of piecing together meaning through effort, which is 
exactly what makes something ergodic. Ironically, Aarseth himself cites Ayn 
Rand’s Night of January 16th—a play with two possible endings—as an 
example of ergodic literature, even though its branching is far simpler and less 
immersive than House of Leaves. If that counts, then surely Danielewski’s 
novel does too. Language evolves, and so do definitions. House of Leaves may 
not fit a strict original mould, but it’s helped reshape the term for a new 
generation. That doesn’t weaken the concept—it proves it’s alive.


Another critique comes from Linda Hutcheon, who discusses fragmentation 
and postmodern techniques in literature. Hutcheon acknowledges that self-
reflexive, fragmented works can engage readers intellectually, but she cautions 
that they risk alienating readers emotionally. In House of Leaves the multiplicity 
of fonts, the interruptions of the narrative and the heavy conceptual layering 
might overwhelm or distance some readers. If a reader becomes too focussed 
on decoding form or solving puzzles, they might disengage from the 
characters or the emotional core of the story. Hutcheon’s broader point is that 
excessive fragmentation can become a game played in a void, yielding 
cleverness but not resonance. In this novel, som might argue that the 
extensive effort required (flipping the book, deciphering code-like passages, 
etc) doesn’t always pay off. Effort does not automatically equal meaning. A 
reader might ask, for instance, what is the significance of a page where the 
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text is only in a tiny corner? Is it profound, or a simply an aesthetic gimmick? 
Critics of ergodic lit warn that without a clear purpose, such devices can seem 
like superficial performance that impresses or confounds but doesn’t deepen 
the story. 


However, in the case of House of Leaves, most scholars and readers do find 
that the whole is greater than the sum of its paratextual tricks. The novel’s 
lasting cult status suggests that its complex form successfully draws readers 
into a participatory horror/love story that lingers in memory. In academic 
terms, its often heralded as a prime example of ergodic/postmodern literature 
done right-   a text that is about textuality and interpretation itself. It also has 
inspired other works. We see its legacy in books like S. By J.J. Abrams and 
Doug Dorst (a novel presented as a package with marginal notes and 
ephemera, requiring readers to assemble two intertwined stories) and its 
forefathers in earlier works like Nabokov’s Pale Fire (which House of Leaves 
echoes with its format of a poem plus commentary that spins out of control). 
These works, along with House of Leaves form a mini-canon of printed ergodic 
literature, proving that even without digital technology, authors can construct 
narratives that function as spaces to be navigated. They validate Aarseth’s 
argument that ergodicity is medium-independent - it’s about how the text 
functions, not whether it is on a page or a screen. 


For Wayfinder, the lessons of House of Leaves are particularly salient. 
Polygodic practice involves navigating environments or space to piece 
together a narrative - effectively a live, practiced (somewhat performative) 
analog of what a reader does with Danielewski’s novel. In the authoring of an 
environment or artefact, one would aim to elicit the same emotional resonance 
through the medium’s entanglement of form and content - just as House of 
Leaves inspires anxiety and the thrill of navigation, so to might a shoebox 
containing a life time of memories invoke a certain set of emotions. Performers 
may be disoriented or confused by the items at first, but must learn to 
overcome that by creating their own structure (working together or by 
themselves). Perhaps they might lay out letters in chronological order on the 
floor. Perhaps they will identify motifs that connect certain items. These 
different navigational tactics could lead to different performances of the story 
contained within the box. Yet each path taken has the potential for richness of 
meaning, because, as in House of Leaves, the performers can internalise the 
story through the act of assembling it. They could, in a sense, live the story’s 
assembly much as the audience will later live it through the performance. 
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In summary, ergodic structures like House of Leaves can profoundly affect 
story and meaning. Complexity and nonlinearity, when deliberately tied to a 
theme, can create an immersive metaphor enacted by the reader. Navigation in 
such cases is not just a way to get through the story - it is part of the story 
being told. The reader’s struggle and discovery parallel the characters’. This 
synergy between form and content can generate intense engagement, but it 
requires careful balancing to avoid reader alienation. As we turn now to the 
digital realm in the next chapter, we will see how these principles carry over, or 
change when the narrative is not on paper but in an interactive video game. 
Does digital media enhance the possibilities of navigation in story, or do we 
encounter new limitations? Could it be that these forms are simply different? 
The next chapter examines Oxenfree, a ghost story game, to explore 
navigation and storytelling in a playable medium. 
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