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ABSTRACT

A universal problem in the disciplines of communication, creativity, philosophy, biology, psychology, 
sociology, anthropology, archaeology, history, linguistics, information science, cultural studies, literature, 
media and other domains of knowledge in both the arts and sciences has been the definition of ‘culture’ 
(see Kroeber & Kluckhohn, 1952; Baldwin et al., 2006), including the specification of ‘the unit of cul-
ture’, and, mechanisms of culture. This chapter proposes a theory of the unit of culture, or, the ‘meme’ 
(Dawkins, 1976; Dennett, 1995; Blackmore, 1999), a unit which is also the narreme (Barthes, 1966), or 
‘unit of story’, or ‘unit of narrative’. The holon/parton theory of the unit of culture (Velikovsky, 2014) 
is a consilient (Wilson, 1998) synthesis of (Koestler, 1964, 1967, 1978) and Feynman (1975, 2005) and 
also the Evolutionary Systems Theory model of creativity (Csikszentmihalyi, 1988-2014; Simonton, 
1984-2014). This theory of the unit of culture potentially has applications across all creative cultural 
domains and disciplines in the sciences, arts and communication media.

INTRODUCTION

This chapter proposes a formal structure for the unit of culture, also known as the meme (Dawkins, 
1976), namely: the holon/parton (Velikovsky, 2013b), synthesizing concepts from (Koestler 1967) and 
Feynman (2005).

Previously, an unsolved problem across media, the arts, entertainment and science has been defining 
‘the unit of culture’, resulting in over three hundred varying definitions of culture (Baldwin et al 2006), 
and no consensus (van Peer et al 2007). Given also that stories (or, narratives) in any media are ‘units 
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of culture’, this proposed unit of culture, the holon/parton, also applies to the narreme, or, the ‘unit of 
story’ namely the whole and its composite parts. This holon/parton structure is suggested for analyzing 
media, and transmedia, including: movies, novels, television series, videogames, plays, songs, poems, 
jokes, religions, and also knowledge in science (i.e., scientific ideas, processes, and products).

An Evolutionary Systems Theory approach to Creativity in the discipline of Mass Communication 
Studies (aka Communication) illuminates why bioculture is structured hierarchically, as a holon/parton, 
or a holarchy. The aim here is to provide a universal unit of culture, spanning communication, the arts 
and humanities, media, languages and science, in order to facilitate commensurate empirical analyses of 
culture across disciplines, and also to enable structural, functional and behavioral comparisons between 
biocultural artifacts, to aid in the tracking and understanding of culture (and, its units) including within 
Creative Technologies and the Digital Humanities. For example, a better understanding of culture at the 
genre level may also benefit cultural curators and cultural theorists.

In short, the unit of culture (as: the holon-parton) is a conceptual, theoretical, practical and scientific 
tool (namely, a piece of creative technology), for identifying and analyzing units within: any - and all 
- creative media (including films, novels, videogames, television programs, scientific theories, songs, 
tweets, sentences, words, and so on, namely: any symbol system in culture.) This theoretical tool is thus 
potentially of direct practical use to anyone who has anything to do with culture: specifically - creators, 
students, scholars, critics, analysts, academics, practitioners, curators, and audiences. This Evolution-
ary Systems Theory approach is part of Applied Evolutionary Epistemology (see Gontier 2012), ideally 
enabling an understanding of the growth and evolution of both biology and culture.

BACKGROUND TO THE PROBLEM

A long-standing (unsolved, and universal) problem in the disciplines of Communication, Creativity 
Studies, Philosophy, Biology, Psychology, Sociology, Anthropology, Archaeology, History, Linguistics, 
Information Science, Mathematics, Cultural Studies, Literature, Media, the Digital Humanities - and other 
domains and disciplines of knowledge in the arts, media and the sciences - has been the definition of 
‘culture’, including a practical specification of the unit of culture. ‘Culture’ has long been a problematic 
term as there is currently no consensus across all of the various domains and disciplines on ‘culture’. In 
1952, 164 extant definitions of culture were extant (Kroeber & Kluckhohn, 1952), and more recently 
in 2006 the list was extended to over 300 extant definitions (see Baldwin, Faulkner, Hecht, & Lindsley, 
2006, pp. 139-226). Summarizing the contemporary state of knowledge about the problem of culture 
in Muses and Measures: Empirical Research Methods for the Humanities,1 van Peer et al concluded 
‘As far as can be seen, there is no consensus on the notion of culture anywhere to be found’ (van Peer, 
Hakemulder, & Zyngier, 2007, p. 30). Similarly, in a recent survey of contemporary knowledge in the 
domain of Memetics (1976-2009) - a discipline which aims to identify and track ‘units of culture’ - in 
the article ‘Evolution of Culture, Memetics’ in the Encyclopedia of Complexity and Systems Science, it 
is noted that ‘The lack of a universally accepted meme definition and the vagueness of meme boundar-
ies… indeed make empirical studies less evident’ (Heylighen & Chielens, 2009, p. 3217).

The following proposal for the unit of culture (aka, the meme), and also the narreme (or, the unit of 
narrative), namely the holon/parton, aims to provide a possible solution to these problems, in defining, 
and/or creating, and/or analyzing culture, and therefore with many multidisciplinary applications.
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Theoretical Perspective

The theoretical perspective adopted in this chapter is Evolutionary Systems Theory. In Introduction to 
Systems Philosophy: Toward a New Paradigm of Contemporary Thought, Laszlo (1972) incorporates 
Living Systems Theory (Miller, 1968)2 and also Bunge’s hierarchical structures (Bunge, 1969) to provide 
a framework for understanding universal structures, spanning from subatomic physics, through biology, 
chemistry, organisms, and social systems, to the cosmos (Laszlo, 1972, pp. 29, 177-180). An illustration 
of this view is shown in Figure 1.

In this view, the ‘largest-to-smallest’ levels of structural hierarchical organization include: Multiverse 
/ Universe / Filament / Supercluster / Cluster / Galaxy / Star system (Heliosphere) / Planet (Biosphere) 
/ Continent / Nation / State or Province / City, Town or Village / Neighborhood / Residence / Family 
/ Person (organism) / Organ system / Organ / Tissue / Cell / Organelle / Molecule / Atom / Subatomic 
Particles (or, Waves).3

Laszlo (1972) also employs Koestler’s holon theory in systems (Laszlo, 1972, pp. 55-118, 252, 255, 
272-114), as Koestler had previously extended General Systems Theory (Koestler, [1978] 1979, pp. 
31-32; von Bertalanffy, 1950) from biological systems, to social holarchies (i.e., hierarchies of social 
holon/partons) and also to linguistic hierarchies (Koestler, [1964] 1989, pp. 287-290; [1967] 1989, pp. 
103, 198-109; [1978] 1979, pp. 27-62). As noted in the Definitions section (below), in simplest terms, 
the three laws of holarchies, or key behaviors of holon/partons, may be summarized as follows.

As units, holon/partons:

• Compete, and/or, Co-Operate (and/or Engage in Co-Opetition) ‘Sideways’: With other holon/
partons on the same level;

• Integrate ‘Upwards’: Into the larger holon/parton ‘above’; and
• Control and Command: Their component holon/partons, on the level ‘below’

This basic concept of ‘the three laws of holarchies’ is illustrated in Figure 2.
These three laws also appear to be laws of physics (and, of systems), applying both to biology and 

also bioculture (aka ‘culture’), a possibility that is also suggested in Consilience: The Unity of Knowledge 
(Wilson, [1998] 1999, pp. 60, 291, 293).

A Tripartite Evolutionary Systems Theory Meta-Model of Biocultural Creativity

Knowledge emerges from biocultural human systems at an exponential rate. As examples, research in 
the Digital Humanities demonstrates that the number of published scientific papers doubles every nine 
years (Bornmann & Mutz, 2014), and the number of new books published each year (approximately 
700,000 per year in the U.S.) doubled in the five years from 2008 to 2012 (Bowker, 2013).

The Evolutionary Systems Theory view of biocultural creativity adopted here to explain the growth 
in - and evolution of - the number and type - of discrete biocultural artifacts (e.g., books, movies, songs, 
words, and so on) combines three ‘nested’ Evolutionary Creativity Theories. These three theories are: 
(1) Karl Popper’s (1978-1999) ‘Three Worlds’ Evolutionary Epistemology model of culture (namely, at 
the ‘global’ level); (2) Mihaly Csikszentmihalyi’s (1988-2014) DPFi (Domain, Person, Field interaction) 
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systems model of creativity (namely, at the macro, biocultural level); and finally (3) D K Simonton’s 
(1984-2014) BVSR Evolutionary Theory of creativity (at the micro, or individual human level, namely, 
inside the human mind).

These three nested theories, which thus form one single integrated metamodel of biocultural cre-
ativity, are each briefly summarized below. It should also be noted that in this view, there is nothing in 

Figure 1. The evolutionary systems view, from the multiverse through to subatomic particles
Derived from Laszlo, 1972.
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bioculture that is not, either: an idea, or a process, or a product - or two, or three, of these at once; this 
view would apply in the domains of Communication, Creativity Studies, Philosophy, Biology, Psychol-
ogy, Sociology, Anthropology, Archaeology, History, Linguistics, Information Science, Mathematics, 
Cultural Studies, Literature, Media, Digital Humanities, and Creative Technologies.

1. Popper’s ‘Three Worlds’ Theory, and Evolutionary Epistemology (1978-1999)

Popper’s ‘Three Worlds’ model (1978-1999) delineates three ‘worlds’: ‘World One’ (of physical and 
biological objects, products, and events); ‘World Two’ (of mental and psychological states, processes, 
perceptions, observations, and subjective feelings); and, ‘World Three’ (of ideas, or the products of hu-
man minds; i.e., in Popper’s 1978 words):

… Languages; tales and stories and religious myths; scientific conjectures or theories, and mathematical 
constructions; songs and symphonies; paintings and sculptures. But also aeroplanes and airports and 
other feats of engineering’ (Popper, 1978b, pp. 143-144). 

In short, these three worlds are, the (1) physical, (2) mental, and (3) conceptual domains. Notably, 
Popper also suggested that World Three might also be subdivided further, into ‘World Three’ (i.e, sci-
ence), and World ‘Four’ (i.e., the world of the arts, music, languages, metaphysics, and so on). This ‘two 
cultures’ divide (namely the ‘World Three’ of science, versus the ‘World Four’ of non-scientific cultural 
artifacts) is in fact sometimes a convenient and useful distinction, although it is also worth noting that 
if the process of the creation, and selection (the Blind Variation and Selective Retention or BVSR) of 
biocultural creative artifacts is indeed the same process in both the arts and sciences, then the process of 
creativity itself unifies both the domains of the sciences and the arts (Csikszentmihalyi 1996).

Figure 2. The three laws of holon/partons, or, holarchies
Derived from Koestler, 1964-1978.
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It is also important to note that the characteristic (if not, compulsory) ‘scientific method’ is a three-
step, algorithmic process (paraphrased from Popper 1972, 1979, as an algorithm, below):

1.  Expectation (or: a theory, or, conjecture);
2.  Trial - and possibly: success (i.e., satisficing), or, falsification (i.e. error);
3.  If error is encountered (i.e., if expectation/s are falsified), then do Error-correction (i.e. Go to #2 

above, with: a new trial).

This same algorithmic ‘problem-solving’ process is both consciously (and/or unconsciously) undertaken 
by organisms. If it is successful, they avoid falsification (problems of task or goal failure – or, injury, or 
death). Creative thinking (and the creation of artifacts in any media, in science or the arts) can also thus 
be viewed as problem-solving (see Weisberg, 2006, pp. 577-581). Lovelock also likewise (1995) states 
problem-solving (goal attainment) is a systems – that is, cybernetic - process:

One of the most characteristic properties of all living organisms, from the smallest to the largest, is their 
capacity to develop, operate and maintain systems which set a goal and then strive to achieve it through 
the cybernetic process of trial and error. (Lovelock, 1995, pp. 45-46)

This is this the systems cybernetic view of learning, or, of knowledge acquisition, or BVSR (Blind 
Variation and Selective Retention). The evocritic Brian Boyd (2009) likewise notes:

Biologically we can see all organisms as problem-solvers, each action or process as an attempt to solve 
a problem, however minor or routine. Evolution generates problems and solutions as it generates life. 
(Boyd, 2009, p. 324) 

In Sir Karl Popper’s Evolutionary Epistemology, also further developed by D. T. Campbell (1974), 
D. K. Simonton (1984-2014) and others, memes (or, units of culture - or, ideas, processes, products) that 
are less-suited (less ‘adapted’) to their geo-physical-chemical-bio-psycho-socio-cultural environment are 
deselected (or, are ‘falsified’). Popper notes that with regard to knowledge, organisms also have knowl-
edge, as they have ‘theories’, or expectations (about how to survive, or, what to avoid, in order to avoid 
being falsified, i.e., getting injured, or dead) although obviously other organisms are not as conscious 
of this, as humans are (Popper, 1999, pp. 32-39); these organismic instincts are thus like ‘IF > THEN 
> ELSE’ algorithms.4 Munz (2001) extends this view further, to suggest that ‘organisms are “embodied 
theories,” and, theories are “disembodied organisms.”’ (Gontier, 2014, online).

In summary, in this Evolutionary Systems Theory view, Popper’s Evolutionary Epistemology, and 
also ‘Three Worlds’ theory applies to: ideas, processes, and products in bioculture, which also links 
directly to the Systems Model of Creativity (1988-2014), outlined below.

2. Csikszentmihalyi’s ‘DPFi’ Systems Model of Biocultural Creativity (1988-2014)

Csikszentmihalyi’s Domain, Person, Field interaction model (or DPF model, aka, Domain, Individual, 
Field interaction, or DIFi systems model) is also an explicitly evolutionary, natural selection model of 
cultural creativity (Csikszentmihalyi & Wolfe, 2000, pp. 83-84), where the individual (i.e., the person, or, 
group) creates a new artifact (an idea, and/or a process, and/or a product), and subsequently, a consensus 
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in the relevant field (or, audience) for that domain of culture (e.g., in science, and/or in the arts - such 
as in the domains of movies, or popular music, or in the case of a new soft drink, the general public) 
judges this new cultural artifact, and it is thus either selected (or, conversely, deselected – or, falsified) 
in its environment, an environment which also includes the field itself (Csikszentmihalyi, 1988, 1995, 
1996a, 1996b, 1999, 2006, 2014; Csikszentmihalyi & Nakamura, 2006; Csikszentmihalyi & Wolfe, 2000). 
The selection (and also de-selection) criteria for biocultural artifacts can be complex, multifactorial, and 
domain-context-dependent. However there are two simple factors that appear to play a large part in the 
selection of artifacts by consensus; one factor is ‘flow’ theory (Csikszentmihalyi 1996) - and by exten-
sion, for narrative media, ‘Narrative Transportation’ theory - and another relevant factor is the Anna 
Karenina principle (Bornmann & Marx, 2012; Diamond, [1997] 1999, p. 157; Simonton, 2007, p. 145).

With regard to flow, in the article ‘On The Psychological Selection Of Bio-Cultural Information’ the 
authors note that individuals tend to select cultural artifacts that put them in the ‘flow’ state, and tend to 
deselect those that do not (see Csikszentmihalyi & Massimini, 1985). The ‘flow’ state has nine charac-
teristics, and may be simplified as ‘task enjoyment’, for example, being satisfied by the experience of a 
media artifact, namely: a movie, or play, novel, song, or videogame, and so on (Csikszentmihalyi, 1996b, 
pp. 111-113). Importantly, ‘flow’ theory also correlates with, and has been adapted to, the ‘Narrative 
Transportation’ Theory of audience immersion (Gerrig, 1993; Green & Brock, 2000; 2002, p. 236; Green 
& Carpenter, 2011; Green, Chatham, & Sestir, 2012; Van Laer, De Ruyter, Visconti, & Wetzels, 2014). 
On this view, an entertainment artifact (a novel, movie, song, and so on) that ‘transports’ the audience 
member enables immersion in the narrative, and is therefore ‘liked’ - or enjoyed - and thus subsequently 
‘selected’ (rather than falsified, or ignored, or, harshly criticized), and thus may become popular and/
or canonical, due to ‘word-of-mouth’ recommendations.5 Those that fail to do so by consensus are fal-
sified, or, deselected en masse. This results in knowledge (or, memes, or units of culture) that Moretti 
categorizes as ‘canon’, versus ‘archive’ (Moretti 2000, 2007).

Additionally, the Anna Karenina principle (sensu Diamond 1997) is a partial antidote to the ‘single-
cause fallacy’ of success – or, of failure - in the domain of movies, or science, for example. As outlined 
in Guns, Germs and Steel (Diamond, 1997, pp. 157-175), this is the principle whereby: failure (or, fal-
sification) of an artifact in a domain may be caused by an inadequacy in any number of a unit’s / agent’s 
/ individual’s component-elements (and/or, skills), while success in that domain also requires that each 
and all of those same possible inadequacies be avoided. Others who note this same principle (albeit 
without the Tolstoy allusion) include Aristotle in Nicomachean Ethics (c335 BCE),6 and also Richard 
Dawkins (1986), who notes ‘However many ways there are of being alive, it is certain that there are vastly 
more ways of being dead, or rather not alive.’ (Dawkins, 1986, p. 9).7 The Anna Karenina principle has 
been used to understand success in biology (Diamond 1997), in movies (Simonton, 2007), in scientific 
excellence, and in a number of other research domains (see Bornmann & Marx, 2012).

Csikszentmihalyi’s DPF systems model of creativity describes systems in which ideas, processes, 
products (or memes) are inputs; creative individuals constantly recombine these ‘old’ (existing) ideas, 
processes and products to create newer ones; and these new artifacts are then judged by the field, or 
audience. There are therefore three sub-systems (domain, person, and field) which interact as one whole 
(DPF) system, and the outputs (or creative artifacts) of the system can also recursively become new inputs.

This constant selection (and also, de-selection) process also leads to the ‘Less-Than-One-Percent’ 
Problem in various cultural domains (in novels, movies, songs, and so on), whereby less than one percent 
of the artifacts produced, tend to become canonical (Moretti, 2000), or are ultimately judged ‘creative’ 
(or ‘original and useful’) by a consensus in the field (or, the audience) for each domain in culture (e.g. 
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mathematics, physics, chemistry, biology, movies, television, novels, songs, and so on). This iterative 
and recursive ‘recombination spiral’ described by the systems model of creativity (Csikszentmihalyi 
1988-2014) is also isomorphic to Koestler’s description of the evolutionary spiral of knowledge (or, of 
units of culture) in domains over time, a la Garstang 1922 (Koestler, [1967] 1989, pp. 168-169, 178-
169). As an interesting parallel of falsification (or, deselection) in Evolutionary Biology to falsification 
in Evolutionary Bioculture: in biology, 99.99 percent of evolutionary lines (or, species) have also gone 
extinct over time (Mayr, 2002, p. 155). It can be seen that Popper’s ‘Three Worlds’ (ideas, processes, 
products) and Evolutionary Epistemology (natural selection) model of biocultural creativity equates to 
Csikszentmihalyi’s (1988-2014) DPF systems model of creativity, noting that Csikszentmihalyi also 
refers to units of culture - or ideas, processes and products – as ‘memes’ (Csikszentmihalyi, 1996b, pp. 
7, 8, 41, 318, 319, 321, 372). These two synthesized evolutionary ‘natural selection’ models of culture 
(namely Popper / Campbell, and, Csikszentmihalyi) may be integrated with a third theory, the BVSR 
evolutionary theory of creativity (1984-2014), which is briefly outlined below.

3. Simonton’s BVSR (Evolutionary Epistemology) Theory 
of Creativity in Bioculture (1984-2014)

Psychologist D. K. Simonton has developed an evolutionary theory of creativity from 1984 to 2014; 
The Cambridge Handbook of Creativity (2010) also notes that Simonton’s BVSR evolutionary theory of 
creativity (1984, 1988, 1997, 1999, 2003, 2004) is, most likely, the most comprehensive extant theory 
of creativity (Kozbelt, Beghetto, & Runco, 2010, pp. 35-37). In this view, ideas (or, potential creative 
problem-solutions) are selected by an individual, and then varied ‘blindly’ i.e., without accurate foresight 
about the idea’s future success (and thus are rather, guesses - or expectations, or the ‘hopeful theories’ 
of individuals) and are thus recombined; then, tested (mentally); and elaborated to a presented solution 
which is then judged by the field (as also in the DPF model of creativity, 1988-2014), and if these memes 
(ideas, processes, products) are not falsified, they are thus selectively retained by the field (Simonton, 
2012a). This individual (person) level of creative process can therefore be seen to be a ‘micro’ element 
of the larger, ‘macro’ DPF evolutionary process of cultural creativity, and also incorporates ideas, pro-
cesses and products, as it is explicitly derived from Campbell and Popper’s Evolutionary Epistemology 
(D. T. Campbell, 1960, 1974; see also Popper, 1963, 1978a, 1999, [1972] 1979; Radnitzky, Bartley, & 
Popper, 1987).

Popper’s (1963-1999), Csikszentmihalyi’s (1988-2014) and Simonton’s (1984-2014) three major 
creativity theories may thus be integrated, or, ‘nested’, one within the other (i.e. with Popper’s model as 
the superset; then Csikszentmihalyi’s as a subset of that model; then with Simonton’s as a subset within 
that model) as a holistic Evolutionary Systems view of biocultural creativity. Popper’s ideas, processes, 
and products (correlating with Worlds One, Two and Three) are also considered as units, within this 
synthesized evolutionary creativity metamodel.

Thus it may be seen that, despite the ongoing exponential growth of bioculture, only around one 
percent of culture ultimately is judged ‘creative’ and thus retained as canonical (in both the arts, and the 
sciences). For all ideas, processes and products, there is a continuum of creativity, ranging from ‘every-
day’ (or ‘personal’ creativity) through ‘mini-c’ and ‘pro-c’, to what is known as ‘big-C’ (or historical) 
Creativity, the latter being for example, famous works by Darwin, Einstein, Mozart, Picasso, Stanley 
Kubrick, and so on (see Kaufman & Beghetto, 2009, 2013; see also Boden 2004).
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This Evolutionary Systems Theory metamodel, showing memes (or, units of culture), and the Domain, 
Field and Person relationship as a systems process is illustrated in Figure 3.

As is obvious, working from the micro, out to the macro scales in the above model, the point at which 
Simonton’s BVSR Evolutionary Creativity model overlaps with Csikszentmihalyi’s DPF systems model 
of creativity is the point at which the individual (or group) presents their newly-produced tangible cre-
ative artifact to the field (audience) - an artifact (meme, or holon/parton, or idea, process or product) 
which the field then judges as ‘creative’ (i.e. ‘original and useful’), or not. If the field judges the meme 
(idea, process or product, e.g., a new movie) as not creative, the meme does not become canonical, and 
is thus, in effect falsified. The meme (idea, process, product) usually continues to exist (or, is archived) 
in some form, but does not spread widely among the minds of the field through ‘information cascades’.

In such biocultural domains of popular entertainment as movies, music, novels, television shows, 
comics (aka graphic novels) and so on, the ‘word-of-mouth’ communication process (or phenomenon) 
whereby a specific meme (or unit of culture) spreads, and thus becomes regarded as popular (e.g. a ‘hit’ 
movie; a ‘best-selling’ novel; a ‘viral’ YouTube video; a well-known joke) is known by various names, 
including: positive high-volume (and conversely, negative), or ‘social contagion’, ‘recursive nonlinear 
demand dynamics’, ‘information cascades’ (see: De Vany & Walls, 2004, p. 1036). Any output (for ex-
ample, a movie, or a scientific theory) may therefore become a new input, when it is absorbed by (and, 
influences) other persons in the field. However the creative (and thus, canonical) memes are likely to 
be more influential and fecund.

With this ‘natural selection’ Evolutionary Epistemology (or, Evolutionary Systems Theory) approach 
to biocultural creativity outlined as a theoretical perspective, turning now to the specific structure of 
the unit of culture (or, ideas, processes, products), which are some of the inputs - and outputs - of these 
biocultural systems.

Figure 3. The systems model of bioculture, showing the Person, Field, Domain process; black memes 
are ‘creative’ (canonical); white are not.
Derived from Csikszentmihalyi, 1988-2014.
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THE UNIT OF CULTURE: THE HOLON/PARTON

The holon/parton structure of the unit of culture (or, meme; i.e. idea, process, product) may be viewed 
conceptually as in Figure 4.

It should be noted that this model is also fractal (or, self-similar on smaller scales). This is not to imply 
that all units of culture can (nor, should be) be divided into exactly two parts infinitely; the number of 
components on each lower (smaller) level of the holarchy may increase exponentially.8 As an example, in 
one single novel, there may be around 100,000 words; in a 90-minute movie (at 24 frames per second), 
around 130,000 still-image frames.9

The Holon/Parton as ‘The Unit of Culture’ in Various Communication Media

With the above holon/parton schema in mind, below are hierarchical templates for different media as 
units of culture, and also their component units (on the levels below), all considered as holon/partons. 
The three laws of holarchies (namely: (1) integrate upwards; (2) compete and co-operate sideways, (3) 
control and command downwards) also apply to the units, on each level.

• Novel:
 ◦ Genre;
 ◦ Novel;
 ◦ Chapter;
 ◦ Paragraph;
 ◦ Sentence;
 ◦ Word;
 ◦ Letter (and punctuation mark, including spaces);
 ◦ Idea.

As an example, individual novels compete with other individual novels for reader attention, for ca-
nonical status, and for both library and retail shelf-space in the field (Boyd, 2009; Van Peer, 1997); as 
do entire literary genres, and sub-genres; the specific words, sentences, paragraphs and chapters (and 

Figure 4. The holon/parton structure of the unit of culture (or, meme - or, idea, process, product)
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possibly also, images) that have survived the creation and editing process are those contained in the 
published work; in the completed work they also co-operate (or, operate together) to convey information 
and meaning to (and, to evoke emotion in) the reader, or audience (Boyd, Carroll, & Gottschall, 2010).

• Movie:
 ◦ Genre;
 ◦ Movie;
 ◦ Act;
 ◦ Sequence;
 ◦ Scene;
 ◦ Shot;
 ◦ Action, and Dialog (line);
 ◦ Single (still image) frame;
 ◦ Idea.

As with the ‘Novels’ example above, each unit (or holon/parton) on the same holarchic level of a 
movie integrates ‘upwards’; competes/co-operates ‘sideways’; and also controls (i.e., provides organiz-
ing principles, or sets of ‘rules’ for) the units on the level ‘below’ it.

• Videogame:
 ◦ Genre;
 ◦ Videogame;
 ◦ Game Level;
 ◦ Environment;
 ◦ Building;
 ◦ Room;
 ◦ Puzzle/Hazard;
 ◦ Game event;
 ◦ Idea.

• Theatre (Play):
 ◦ Genre;
 ◦ Play;
 ◦ Act;
 ◦ Scene;
 ◦ (Dramatic) Beat;
 ◦ Moment;
 ◦ Idea.

• Popular Song:
 ◦ Genre;
 ◦ Song;
 ◦ Intro/Verse/Chorus/Bridge/Coda;
 ◦ Word/Chord;
 ◦ Letter/Musical note;
 ◦ Idea.
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• Poem:
 ◦ Genre;
 ◦ Poem;
 ◦ Stanza;
 ◦ Word;
 ◦ Letter;
 ◦ Idea.

• Joke:
 ◦ Genre;
 ◦ Joke;
 ◦ Setup/Feed/Punchline;
 ◦ Word;
 ◦ Idea.

• Spoken Language:
 ◦ Phrase/Sentence;
 ◦ Word;
 ◦ Morpheme;
 ◦ Phoneme.

• Science:
 ◦ Domain;
 ◦ Discipline;
 ◦ Paradigm;
 ◦ Metatheory;
 ◦ Theory (possibly: Law);
 ◦ Phenomena;
 ◦ Fact;
 ◦ Idea.

• Religion:
 ◦ Religion;
 ◦ Faith;
 ◦ Metaphysics;
 ◦ Scripture;
 ◦ Idea.

Bioculture is composed of symbol systems (e.g., written and spoken language, mathematics, musi-
cal notation, paintings, drawings, and so on). This holon/parton (and, holarchy) structural tendency of 
symbolic biocultural artifacts, as outlined above, has also been noted in passing by many prior com-
mentators, including Herbert Simon (1996):

Symbolic Systems… systems of human symbolic production. A book is a hierarchy in the sense in which 
I am using that term. It is generally divided into chapters, the chapters into sections, the sections into 
paragraphs, the paragraphs into sentences, the sentences into clauses and phrases, the clauses and 
phrases into words. We may take the words as our elementary units, or further subdivide them, as the 



220

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

linguist often does, into smaller units. If the book is narrative in character, it may divide into “episodes” 
instead of sections, but divisions there will be. The hierarchic structure of music, based on such units as 
movements, parts, themes, phrases, is well known. (Simon, 1996, pp. 187-188) 

This holon/parton structure which Simon refers to above (though without Simon labelling it as such) 
may also be viewed as in Figure 5.

A transmedia narrative (i.e., a transmedia story universe)10 is also structured - and thus, may also be 
analyzed - as a holon/parton (Velikovsky, 2014a).

A Transmedia Narrative as a Holon/Parton (and, a Holarchy)

In This Will Change Everything: Ideas That Will Shape The Future (2010) Sampson writes:

The numerous and dramatic increases in complexity, it turns out, have been achieved largely through a 
process of integration, with smaller wholes becoming parts of larger wholes. Again and again, we see the 
progressive development of multipart individuals from simpler forms. Thus, for example, atoms become 
integrated into molecules, molecules into cells, and cells into organisms. At each higher, emergent stage, 
older forms are enveloped and incorporated into newer forms, with the end result being a nested, multi-
level hierarchy… the epic of evolution has been guided by counterbalancing trends of complexification 
and unification. (Sampson in Brockman, 2010, pp. 1-2) 

As with biology, so too with bioculture. For example, it is characteristic of a transmedia narrative 
– or, a meta-story that spans more than one media - that it also follows this same evolutionary growth 
pattern, of complexification ‘downwards’, and simultaneous unification ‘upwards’. A transmedia movie 
story contains certain narrative events, characters, themes, settings and dialog, while a novel, videogame, 
comics (or narratives in other transmedia) will also share some of these same narrative events, characters, 
themes, settings and dialog while also containing new additions (or, ‘extensions’) to the same (unified) 

Figure 5. A diagrammatic analysis of the holon/parton structure of three paragraphs of text
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story. As the narrative universe is further extended (or, ‘grows’) into other (trans)media over time, ad-
ditional characters, settings, events and dialog are added, and yet the overall narrative (or, story) universe 
remains a single integrated (unified) whole. This concept is illustrated in Figure 6, and correlates with 
Popper’s (1963) observations on the growth of scientific knowledge.

Classic examples of such transmedia narrative universes include: Twin Peaks, Star Wars, Harry Pot-
ter, Dexter, LOST, The Blair Witch Project, and The Matrix (Velikovsky, 2013a).

On the Increasing Complexity of Emergent Systems

Koestler discusses the phenomenon of anamorphosis in evolution, in The Ghost in the Machine (1967):

The German biologist Woltereck coined the term ‘anamorphosis’ for the primary and ubiquitous trend 
in Nature towards the emergence of more complex forms. (Koestler, [1967] 1989, p. 200)

In the Systems (and therefore, the Complexity) worldview, one key problem is (increasing) complexity, 
or that precision in the measurement of a cultural phenomenon is inverse to its complexity. Ward (1898) 
also comments on Comte’s hierarchical taxonomy of the sciences, which was arrived at:

… by taking as the criterion of the position of each the degree of what he called “positivity,” which is 
simply the degree to which the phenomena can be exactly determined. This, as may be readily seen, is 
also a measure of their relative complexity, since the exactness of a science is in inverse proportion to 
its complexity (Ward, [1898] 1913, p. 7). 

Figure 6. A transmedia story universe as a holon/parton, and a holarchy
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Comte’s hierarchy of the sciences11 (namely mathematics, astronomy, physics, chemistry, biology, 
psychology, sociology, and anthropology) can be seen as increasing in complexity (and thus, also decreas-
ing in predictability) to the right, as represented in Figure 7, to which has been added another science, 
here called ‘Culturology’:

In Darwin’s Bridge: Uniting the Sciences and Humanities, Carroll (in press) writes:

Good explanations at any level of emergent complexity are likely to identify causal relations among 
forces at that level and link them with causal forces at lower levels in the causal hierarchy. Good expla-
nations take account of the causal interactions among emergent phenomena, but valid conceptions of 
emergent phenomena depend on correctly identifying the elements that make up the emergent phenomena 
(Pinker 2005). Ignoring principles of natural selection, for instance, produces false conceptions of the 
way populations interact with each other and with individual organisms (Carroll 2001; Easterlin 2004). 
(Carroll in Carroll, McAdams, & Wilson, in press) 

Obviously many complex systems obtain in any human individual (i.e., person), given the overlap-
ping systems of their individual biology, psychology, sociology, anthropology, culture(s) and physical 
environment - let alone the related, interacting, and evolving systems of systems - and most with multiple 
causes, effects, and variables. We might thus assume it impossible to predict anything in bioculture, as a 
result of overwhelming complexity. Yet regardless, some laws of physics in evolution (namely, the three 
laws of holarchies) appear to apply to the growth of bioculture, whether in the arts, media, languages, 
or the sciences. While there are also exceptions (e.g. ‘experimental’ artistic works), these tend not to 
become canonical; they tend not to satisfy the ‘appropriate’ requirement within the ‘novel and appropri-
ate’ criterion, for artifacts that are judged ‘creative’ by the field in a domain.

Consilience

The phrase ‘a consilience of inductions’ was coined in by William Whewell in 1840 to denote when a 
theory is verified via different methods in different disciplines (Vol. 2 of Whewell, 1840, p. 65). How-
ever the term ‘consilience’ is used with a different meaning in the more recent Consilience: The Unity 
of Knowledge (Wilson, [1998] 1999), to denote the unification (or, synthesis) of knowledge between 
the ‘two cultures’ of the Sciences and the Arts/Humanities, with the aim of solving the ‘Two Cultures’ 
problem (or the ‘separation’ of the Sciences and Arts/Humanities), famously articulated in C.P. Snow’s 
The Two Cultures and the Scientific Revolution (Snow, 1959). The conference proceedings Creating 
Consilience: Integrating the Sciences and the Humanities explains how the project of consilience is also 
known as ‘vertical integration’, whereby extant scientific findings from (evolutionary) biology, psychol-

Figure 7. Hierarchy of the sciences
Adapted from Comte, 1855 and Simonton, 2004, 2012.
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ogy, sociology and anthropology are used in examining, analyzing and explaining culture (i.e., science, 
and the arts/humanities) (see Slingerland and Collard, 2012, p. 3). Figure 7 can be termed ‘horizontal 
integration of knowledge’ as it is the same concept of consilience, or, transdisciplinary consistency, or 
‘vertical integration of knowledge’, simply viewed on another axis.

Mass Communication research spans the two domains of Science, and also the Arts/Humanities 
since Mass Communication research is generally considered a branch of Social Science, and is often 
multi-disciplinary, incorporating the other major social sciences including ‘psychology, sociology, an-
thropology, economics and political science’ (Halloran, 1998, p. 12). As also stated in the introduction 
to Theories and Models of Communication (2013):

Communication study seems inherently multi-disciplinary, drawing theory and sharing concepts from 
psychology, sociology, political science and other social sciences (Eadie and Goret in Cobley & Schulz, 
2013, p. 17).

A significant body of consilient literature has emerged since 1995 in the domain of Evocriticism, 
also known as Darwinian Literary Studies, or Biopoetics.12 Some key works in this transdisciplinary 
domain of knowledge include: Evolution and Literary Theory (Carroll, 1995; Gottschall, 2008), Bio-
poetics: Evolutionary Explorations in the Arts (Cooke & Turner, 1999), Literature, Science and a New 
Humanities (Gottschall, 2008), On The Origin of Stories: Evolution, Cognition, Fiction (Boyd, 2009), 
Evolution, Literature and Film: A Reader (Boyd, et al., 2010), with a recent survey of the key Evocriti-
cism literature appearing in ‘Applied Evolutionary Criticism’ (Cooke & Machann, 2012).

Evocriticism scholars use Evolutionary Theory, including Evolutionary Psychology (Buss, 2012), 
Evolutionary Sociology (Barkow, 2006) and Evolutionary Anthropology (Gibson & Lawson, 2014) to 
examine, explain, understand and analyze bioculture. Boyd (2009) in particular makes extensive use 
of Simonton’s BVSR Evolutionary Theory of biocultural creativity (1984-2008) in explaining life, bio-
culture, and also creative genius, as ‘Darwin Machines’ (Boyd, 2009, pp. 120-121, 211, 351-122, 366). 
However it appears the evolutionary ‘holarchies’ approach to analyzing bioculture within an Evolution-
ary Systems Theory framework is relatively new, as is The Complexity Turn (or the widespread use 
of Systems Theory and Systems Science) in the social sciences (Blaikie, 2007, pp. 206-214). Systems 
theory, including cybernetics (Lovelock, 1995, pp. 45-46; Wiener, 1948) thus appears ever more relevant 
to the study of consciousness, human nature, and human bioculture. The key founders of the domain of 
Evolutionary Psychology, Tooby and Cosmides (2005) state that:

The brain evolved as a control system, designed to generate action. From this perspective, there is not 
just a cognitive science of areas such as language, intuitive physics and number, but also a cognitive 
science of parenting, eating, kinship, friendship, alliance, groups, mating, status, fighting, tools, minds, 
foraging, natural history and scores of other ancient realms of human action. Separating knowledge 
acquisition from motivation has placed the study of motivation in cognitive eclipse and diverted cogni-
tive scientists from studying conceptual structure, motivation and action as a single integrated system 
(which they seem likely to be).’ (Tooby & Cosmides, 2005, p. 51)

Recalling that Popper noted that all organisms (plants, animals - even amoebas) have knowledge, 
biocultural symbolically-encoded information-packets (or, memes) allow information to be communicated 
by humans extrasomatically. This evolutionary ‘cost/benefit ratio’ (or, adaptive utility) conception of 
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‘knowledge’ is far removed from alternative philosophical conceptions of knowledge such as ‘justified 
true belief’, but rather, knowledge (or culture) as ‘useful information’ - even where that information/
knowledge ‘use’ is purely for entertainment purposes. Csikszentmihalyi notes:

Knowledge mediated by symbols is extrasomatic; it is not transmitted through the chemical codes in-
scribed in our chromosomes but must be intentionally passed on and learned. It is this extrasomatic 
information that makes up what we call a culture. And the knowledge conveyed by symbols is bundled 
up in discrete domains - geometry, music, religion, legal systems, and so on. Each domain is made up of 
its own symbolic elements, its own rules, and generally has its own system of notation… The existence 
of domains is perhaps the best evidence of human creativity... The fact that calculus and Gregorian 
chants exist means that we can experience patterns of order that were not programmed into our genes by 
biological evolution. By learning the rules of a domain, we immediately step beyond the boundaries of 
biology and enter the realm of cultural evolution. Each domain expands the limitations of individuality 
and enlarges our sensitivity and ability to relate to the world. (Csikszentmihalyi, 1996b, p. 37)

In this Evolutionary Systems Theory view, all bioculture (the arts, science, language, metaphysics, 
religion) is an evolutionary adaptation, or, solutions to the problems of life, encountered by humans 
(see also Boyd 2009).

Creative Practice Theory

In order to understand the process of creation (or, emergence) of artifacts (or, memes) from biocultural 
systems over time within this Evolutionary Systems model, the synthesized evolutionary metamodel 
of creativity explained above (combining the key creativity theories of Popper, Csikszentmihalyi, and 
Simonton) may also be synthesized with aspects of social theorists’ Anthony Giddens’ structuration 
theory (Giddens 1984) and Pierre Bourdieu’s ‘practice theory’ (1993),13 resulting in what is here called 
Creative Practice Theory.

Creative Practice Theory (Velikovsky 2012) is a synthesis of the evolutionary systems metamodel of 
creativity (Popper, Csikszentmihalyi, Simonton), and Bourdieu’s ‘practice theory’ of cultural production 
(Bourdieu & Johnson, 1993). These theories intersect, and also partially overlap, in such a way that they 
complement each other to describe holistically how creativity can occur over time.

The Creative Practice Theory model aims to explain the key ten (and apparently, irreducible) stages 
of the bio-socio-cultural process of creativity in biocultural production from the point of view of an 
individual person, or ‘agent’ (e.g.: a novelist, a filmmaker, scientist, musician, and so on), from prior 
to their birth, to their eventual acquisition of symbolic capital (i.e.: awards, status or recognition) for 
their creative artifacts (or their memes – namely, ideas, and/or processes, and/or products). This Creative 
Practice Theory model, once all ten (sequential) elements of the model are in place for an individual 
creative person, is presented in Figure 8.

The examples used below are here (for the purpose of illustration) focused on a filmmaker, but can 
also apply to most complex creative domains (e.g., painting, dance, theatre, videogames, novels, tele-
vision, music, fashion design, sculpture, graphic arts, science, maths, philosophy, history, and so on).

As a result of the above configuration (or synthesis), it may be seen that the ten sequential stages of 
Creative Practice Theory - over time14 - are, as follows:
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1.  Prior to the person’s/ individual’s/agent’s birth (or, emergence into the physical domain), Social 
and Cultural systems pre-exist (namely, everyone is currently conceived as a result of two parents 
- male and female - at a certain place, and time). In short, they are a random combination of their 
parents’ DNA.

2.  The person is born - with certain biological predispositions (which may also become further de-
veloped over time, as talents).

3.  Over time, the person acquires a Bio-Psycho-Socio-Cultural history. The overlapping social and 
cultural systems into which they are born and raised from childhood to adulthood (and beyond) 
are also a complex system of nested and/or overlapping sub-systems (or, polysystems).

4.  Over time, the person acquires (and/or inherits) economic capital (finance) and/or access to it. This 
economic capital is required to acquire training, practice and expertise in a domain (e.g.: screenwrit-
ing, and/or filmmaking), and later, say, to finance the production of a movie (for example, access 
to producers and/or film financiers in the field).

Figure 8. Creative Practice Theory - from the point of view of the person/agent
Velikovsky, 2012.
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5.  Over time, by engaging with the Field (e.g. in cinema: the film industry, film audiences, and in-
dustry gatekeepers such as film producers, distributors, and critics) the person develops a habitus 
(or a ‘feel for the game’) in the domain/s they have chosen (e.g.: filmmaking, and/or screenwriting, 
or novels). In cinema, this may include: movie story (screen idea) creation skills, movie pitching 
skills, writing skills, personal and business negotiation and conflict-resolution skills, technical 
filmmaking skills, and also their personal, idiosyncratic, story and movie perceptions, opinions, 
tastes and preferences.

6.  Over time, the person may acquire social capital in the Field, via valuable contacts and film industry 
social networks. This process also gives rise to the cliché: “It’s who you know, in the business.”

7.  Over around ten years of learning, study, practice and correcting mistakes (on average), the person 
internalizes the domain (e.g.: of movie-making, of which, screenwriting is just one of many sub-
domains). This is known as the ‘ten-year rule’ (Simonton, 2011, p. 119; Weisberg, 2006, pp. 173, 
213-174, 222).

8.  During this time, the person can also have been iteratively and recursively acquiring cultural capital, 
or knowledge, including film domain and screenwriting knowledge - and knowledge of the wider 
culture(s); also sometimes called “life experience”.

9.  After around ten years, on average (and in screenwriting or movies: perhaps, around ten screen-
plays,15 and/or ten movies) possibly in collaboration with others, a person may create an artifact or 
meme (screenplay, or movie - or both) that the field then judges creative (‘original and useful’). 
There are, very broadly, two different types of ‘creativity’ recognized by the field in film: namely 
commercial and critical success although generally, as Simonton (2011) has noted, these two types 
of movie (or the two types of judgment by the field) rarely overlap16 (see also the ‘Categories of 
Canon’ section below for detail).

10.  If and when one (or many) of the person’s creative works are judged creative by the Field (in cinema: 
either by audience-reach/box office - or critical acclaim/awards, and possibly even both, in rare 
circumstances), the person may also finally acquire symbolic capital (awards, titles or recognition, 
based on prestige or status, including membership in exclusive organizations). An example of sym-
bolic capital may be a film writer, director, producer or actor winning an Oscar® for a movie; or 
say, senior membership of a guild, or membership of an exclusive official film/screenplay judging 
panel, and so forth. (The person may well repeat these stages, from Step 3 above, for subsequent 
projects, or creative artifacts, i.e. units of culture, or, memes.)

Creative Practice Theory suggests that if any person (say, a film writer-hyphenate) aspires to realize 
their potential creativity, in terms of both: the evolutionary systems model, and also Bourdieu’s eco-
nomic / social / cultural / symbolic capital model, (including also acquiring habitus, and internalizing 
the specific creative domain) then they also must pass through all these above ten stages, over time.

There are thus ten key sequential steps in this systems process model, all of which are necessary-but-
not-sufficient steps for creativity by an individual; that is to say, the ten steps in this algorithm may well 
be executed by an individual, and yet the artifact(s) they create may - or may not - be judged ‘creative’ 
by the field. It is only if, and after, the artifact (or, meme, or ‘unit of culture’) is judged ‘creative’ (or 
‘original and useful’) by consensus in the field, that the individual (and/or, group) who created it is 
subsequently labelled, or viewed as, ‘creative’.
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When examined as a linear chain of multiple co-causal systems factors and events - over time - for an 
individual movie screenwriter in the field, certain major emergent stages in the DPF nonlinear dynamical 
systems model process of creativity in movies - when also correlated and synthesized with aspects of 
Bourdieu’s practice theory of cultural production (Bourdieu 1976-1993) - may, in simplified terms, be 
examined as a linear ‘process-stage’ or ‘step’ model over time, as depicted in Figure 9.

In the model shown in Figure 9 - subjectively (from their point of view) - a Person enters the system 
at ‘[Start]’; while objectively, all the other systems (including the Domain and Field in culture) pre-exist 
the Person. Times 1,2,3, (and so on) represent finite successive moments in linear time. The Domain 
pre-exists as knowledge in the Field, as discrete cultural artifacts (memes); the Domain of Cinema in-
cludes all canonical and also non-canonical memes (movies, books, websites, word-of-mouth, received 
wisdom, doxa, etc). Constantly throughout each recursive loop (at Times: #2 through #9, above), the 
cultural Domain also increases exponentially in content and thus size (as, more movies are released 
to the field; as more publications about movies emerge, and so on); habitus (or ‘feel for the game’) is 

Figure 9. Creative Practice Theory systems model of creativity (in movies) as an algorithmic, iterative, 
recursive, confluence systems process - for an individual (a person, or a group) over time
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also constantly developed by the Person throughout their lifespan, and throughout these iterative and 
recursive loops; internalizing the domain likewise occurs continually for the Person throughout these 
systems loops; navigating the field also continues throughout these loops and over the Person’s lifespan. 
However, which category (or, categories) of canon the cultural artifact enters, depends on the audience 
that is attracted to it, in the Field.

Categories of Canon

While bioculture (i.e., science and the arts) may be divided into a binary of ‘canonical’ and ‘non-
canonical’ (or, the widely-accepted scientific theories, and those that are not; or, say, movies that are 
‘liked’ or judged as: ‘good’ by consensus, and those that are not), within the canon of any biocultural 
domain (such as painting, photography, comics, songs, movies, novels and so on), there are many dif-
ferent types of audiences (Sawyer, 2012, pp. 218-219). One way to sub-categorize the canon (or works 
judged ‘creative’) is illustrated in Figure 10.

Once again, the selection criteria may vary across each biocultural domain (and, sub-domain); the 
criteria for judging (and falsifying) a scientific theory clearly differs from that of the aesthetic criteria 
of a narrative in the domains of movies and novels; while poetry, painting and photography do not even 
require a narrative (though in specific instances, may well include one).17 This is also not to assume that 
the most canonical (i.e., creative) works in artistic and mass media domains are necessarily, empirically 
‘the best’; as is often noted, great artists are not always successful, and successful artists are not always 
great.

Over time, the content of the canon in a domain also fluctuates (and, evolves), as the consensus in 
the field re-selects some, and also de-selects other, specific artifacts as canon; one example is the movie 
Vertigo (1958) replacing Citizen Kane (1941) in 2012 as ‘the greatest film of all time’ as judged by 846 
international movie experts (Kemp, 2012).

Figure 10. Seven categories of canon in a biocultural domain
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Evolution: Selection, Variation, and Transmission-with-Heredity

On the ‘micro’ scale in this Evolutionary Systems Theory view, individuals (persons) are constantly 
exposed to cultural artifacts (memes: ideas, processes, products), via reading texts, viewing media, word-
of-mouth, and via their own imagination - and those memes (ideas, processes, products) that are retained 
in memory may thus be selected in their mind, and then combined with other memes (and thus: each 
‘old’ meme is varied) to create a new artifact (a new idea, process, or product), and this new artifact may 
be transmitted to the domain (recorded, published, transmitted) and thus, transmitted to other persons in 
the field. This process is the selection, variation, and transmission-with-heredity evolutionary algorithm. 
This ‘selection, then variation’ step includes the process of ‘combinatorial creativity’ (Boden, 2004, pp. 
3-10), or ‘bisociation’ (Koestler, [1967] 1989, p. 181), or ‘conceptual blending’ (Fauconnier & Turner, 
2002). The meme (idea, process, product) has thus already undergone variation (via: a recombination 
with other ideas - mentally / psychologically by the person), and when later transmitted on a wider 
bio-socio-cultural level, also undergoes selection by individuals in the field (or, natural selection), and 
may then be further transmitted to others (during which, the meme may also undergo further variation, 
due to errors in transmission). This second, wider (‘macro’, or socio-cultural) process is the variation, 
selection and transmission evolutionary algorithm in action (Csikszentmihalyi & Wolfe, 2000, p. 83). 
The book chapter Memes, Minds and Imagination (Blackmore, 2007) likewise argues for creativity as 
the evolutionary algorithm, working on memes (in bioculture), rather than on genes (in biology), overtly 
noting that the evolutionary mechanism is identical:

All human creativity results from memetic evolution; from the reiterative process of recombination and 
selective imitation of behaviors and artefacts… those of us who are the most creative are those who are 
best at accurately copying and storing the memes we come across, recombining them in novel ways, 
and selecting appropriately from the myriad new combinations created… Everything was, and still is, 
designed by the power of that familiar mindless process, the evolutionary algorithm. This is a beautiful, 
if daunting, view of our place in the world. (Blackmore 2007, online) 

This same holon/parton evolutionary view of ‘units of culture’ may also be applied to narratives, in 
any media, and not simply cinema.

The Holon/Parton as the Unit of Story (or, the Narreme)

The unit of story (or, unit of narrative) has been discussed by Barthes (1966) (Barthes, [1966] 1975), 
Dorfman 1969 (Dorfman, 1969) and other researchers, however it is clear that the narreme was not sat-
isfactorily defined by Barthes in 1966, nor has it been since (Baikadi & Cardona-Rivera, 2012). Since 
stories are part of bioculture, and since stories are composed of ideas, words, phrases, (and/or, cinema 
shots, images, sounds) and so on, ‘the unit of culture’ (as holon/parton) may also be applied to the unit 
of story, or, narreme. This unit (and structure) of story may also have closer parallels to human cognition 
than alternative analytical schemas such as Barthes (1967), given Evolutionary Cognitive Psychology 
(Buss, 2012) and the systems view of biology and culture (Capra & Luisi, 2014).
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Story

The definition of story (or, narrative) adopted herein is: A problem-situation, involving an agent/s 
(or, character/s) in an environment/s, including an attempt by the agent/s at problem-solution, and/or 
problem avoidance, communicated in any media in culture (movies, novels, short prose, videogames, 
oral storytelling, and so on). This definition is isomorphic to Gottschall’s (2012) definition of: ‘Story = 
Character + Problem + Attempted Extrication’ (Gottschall, 2012, p. 52), and in a more extended form, 
as Branigan (1992) notes:

‘Nearly all researchers agree that a narrative schema has the following format: 

1.  Introduction of setting and characters;
2.  Explanation of a state of affairs;
3.  Initiating event;
4.  Emotional response or statement of a goal by a protagonist;
5.  Complicating actions;
6.  Outcome;
7.  Reactions to the outcome.’ (Branigan, 1992, p. 14)

This same schema (i.e., Agent + Problem (thus: Conflict) + Result) can also be seen to apply to Propp’s 
morphology of the Russian folk tale (Propp, 1958), Campbell’s monomyth in international pancultural 
myths (J. Campbell, 1949), and Vogler’s ‘hero’s journey’ in movies and other media (Vogler, 1992, see 
also Velikovsky, 2014b).18 In this view, stories are ‘about’ problem-solving, and indeed may be viewed 
as case-studies in problem-solving.

This evolutionary view of story is influenced by Popper’s All Life Is Problem Solving (Popper, 1999), 
‘problem-situations’ in Boyd’s On The Origin of Stories: Evolution, Cognition, Fiction (Boyd, 2009, 
p. 211), Boyd (2010) (Boyd, 2010, p. 438), and also Weisberg (2006) on creativity as problem-solving 
(Weisberg, 2006, pp. 577-581). In this view, the (fictional) characters (or, agents) in narratives are also 
holon/partons, as are the scenes and the sequences that comprise the narrative. When a screen idea19 (or, 
movie story) is created, the three laws of holarchies act on each level of the movie story, through the 
stages of (1) screenwriting and story editing, (2) shooting (production), and (3) editing (post-production) 
of the movie story. A movie story as a whole unit20 may be viewed as follows:

• The Movie (including the parts of: The Movie Title, Movie Poster, and Trailer);
• Opening Credits / the story ‘Acts’ / the End Credits (including credits music);
• Sequences (as parts of Acts);
• Scenes (as parts of Sequences);
• Shots (as parts of Scenes);
• Dramatic Beats (as parts of shots);
• Action and Dialog;
• Still frames;
• Ideas.
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During the process of the selection of specific scenes to include in the movie (in the stages of writing, 
shooting, and editing), each movie scene competes, and also co-operates (or, operates in conjunction 
with, all the scenes before and also after it). The scenes (and, shots) that successfully win this ‘competi-
tion’ are those that appear in the completed movie. In evolutionary terms, selection pressure21 on each 
individual scene (and, shot) exists in the form of: whether or not that scene (or, shot) is deemed neces-
sary, given the ‘whole’ story or narrative. So too, this same selection process occurs in writing novels, 
where potential ‘alternate’ scenes, sentences, and words compete for selection by their creator, on their 
relevant levels of the holarchy; if a potential scene does not integrate well into the whole story, it may 
be de-selected by the creator/s. On the level of words (in a novel, song or poem), some synonyms also 
‘win out’ (including during the conceiving, writing, and editing process), and are selected over (i.e., at 
the expense of) others. So too with shots (and, with different takes of shots) in the final edited version 
of movies, television, videogames, and other screen media. In the evolutionary view, selection, variation 
and transmission occurs where the chosen variation is then transmitted into the final work, which an 
audience then receives, and judges. At this point, the audience also selects (or, deselects) whole com-
pleted works, as units of culture. Furthermore, when participatory (fan) culture takes over, this process 
also continues; for example, in fan remixes, some of which may go ‘viral’.

The holon/parton structure of units of culture (or memes) thus applies to prior suggestions for the 
definition and structure of ‘the meme’, including (but not limited to) the various categories of: tropes, 
patterns, themes, configurations, complexes, ideas, beliefs, values, rules, principles, symbols, and con-
cepts (see: Chick, 1999). Although each of these individual entities, when compared literally to each 
other are not all exactly the same thing (which would be a conflation, and thus a category error), each 
of those entities (i.e., tropes, themes, motifs, ideas, and so on) is: a meme; a memeplex; a holon/parton; 
a holarchy; and each may be examined as one unit of bioculture. This is important for measuring and 
tracking specific units of culture (relative to, competing units of culture), for example, in the Digital 
Humanities. For example, why are some stories (films, novels, jokes) more viral than others?

ISSUES, CONTROVERSIES, AND PROBLEMS

The Complexity perspective and the use of Systems Theory is no longer seen as controversial or prob-
lematic in the Social Sciences, given ‘The Complexity Turn’ of the mid-1990s,22 however the integration 
of the Systems Model of Creativity, and the Evolutionary Systems Theory perspective has yet to become 
widespread in Mass Communication Studies (pace Fulton & McIntyre, 2013). The Evocriticism Turn 
(since 1995) is however still somewhat controversial and is resisted by some in the Arts and Humanities, 
possibly due to pervasive Romantic myths about creativity (see McIntyre, 2012; Sawyer, 2012, p. 322), 
and also perhaps due to anti-realist, anti-science, and anti-positivist attitudes and prejudices in the Arts/
Humanities, including common misunderstandings and mistaken assumptions about Evolutionary Theory 
(Carroll, 2008). Memetics has also been in a (Kuhnian) pre-paradigm state since Dawkins (1976), as the 
universal structure of ‘the unit of culture’ (or, meme) has not previously been identified, however it is 
here suggested that the holon/parton is one possible solution to this problem.23
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FUTURE RESEARCH DIRECTIONS

Future research directions on the unit of culture (or, ‘meme’) and also the unit of story (or, narreme) 
in Creative Technologies includes potential empirical investigations on the number and type (or both 
quantitative and qualitative analyses) of holon/partons (units of culture) which make up canonical memes 
(i.e., ideas, processes, products), compared to those in non-canonical ones, and preferably using the Anna 
Karenina principle in order to avoid the single-cause fallacy. As one example: Do canonical artifacts 
(novels, plays, movies, and so on) satisfice (succeed) in their components of story premise, storyworld, 
characters, theme, plot, structure, and dialog - where non-canonical artifacts, do not?

The 2011 article ‘Can We Measure Memes?’ (McNamara, 2011) asks whether fMRI technology can 
measure memes in the brain, also proposing the distinction of internally and externally represented memes 
(or, ‘i-memes’ and ‘e-memes’). The article concludes that if memes (units of culture) can be accurately 
defined, and, if cognitive science can measure (or conversely, falsify) memes, then this would be a sig-
nificant advance with far-reaching implications in cultural evolution for many domains and disciplines, 
well beyond mere questions around how language works (McNamara 2011, online).

Philosophically, the concept of holon/partons (and thus, holarchies) includes Systems Theory, Set 
Theory, Discrete Mathematics, and Mereology (the study of parthood relations). Holarchies are also ar-
guably, a more accurate and particulate way of analyzing the world (via Systems and Complexity theory, 
Evolution, and Emergence) than, say, concepts of ‘atomless gunk’ (see Varzi, 2015), film semiotics 
(Metz 1991), or rhizome theory (Deleuze and Guattari, 1987) not least as the universe may be infinitely 
hierarchical (and, holarchical) on smaller scales, and yet simultaneously a relational whole (Bohm, 
[1980] 2005). The literature on consilience provides additional conceptual tools for examining units of 
culture (in media, science, the arts and entertainment), including: the creative ‘problem-situation’ model 
for filmmakers (Bordwell 1997, 2008, 2011, 2012; Bordwell in Boyd, Carroll & Gottschall 2010); the 
‘screen idea’ (or, story) in narrative filmmaking (Macdonald 2004, 2013); artistic and creative ‘cost/
benefit ratios’ for artists (including screenwriters, and novelists) and audiences (Boyd 2009; Boyd in 
Boyd, Carroll & Gottschall 2010); and, the emerging integration of Creativity Theory into the screen-
writing convention (Bloore 2013; Velikovsky 2014d).

CONCLUSION

This chapter presents the holon/parton (and thus also, the holarchy) as the unit of culture - or the meme 
(an idea, process or product) - and also as ‘the unit of story’, or narreme. This Evolutionary Systems 
Theory view of bioculture thus adopts an Applied Evolutionary Epistemology approach (Gontier 2012), 
and also aims to provide inroads to a solution of the problem of the definition of the term ‘culture’, and 
thus, a theory which may enable more accurate empirical transdisciplinary investigations of bioculture 
across all media in the arts, entertainment and sciences.

Practical applications include the empirical measuring, analysis and commensurate comparison of 
‘units of culture’ (or, memes – ideas, processes, products), and also more accurately tracking the trajec-
tory of units, in culture. Disciplines and domains of knowledge for such practical applications include 
the Digital Humanities; Empirical studies of the arts, literature and science (such as in Empirical Studies 



233

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

of the Arts, and Scientific Studies of Literature journals). The successful identification of the structure 
of the meme (the unit of culture) would also enable the somewhat-stalled domain of Memetics (or, 
Evolutionary Culturology) to advance.

Other disciplines in which an understanding and more detailed analysis of the structure, function 
and behavior of units of culture (particularly, from an Evolutionary Systems Theory perspective) would 
benefit, may include: Communication, Creativity Studies, Philosophy, Evolutionary Epistemology, Bi-
ology, Psychology, Sociology, Anthropology, Archaeology, History, Linguistics, Information Science, 
Computer Science, Artificial Intelligence, Mathematics, Cultural Studies, Literature, Media Studies, 
and also Narratology (aka, Narrative Studies).

If the mind is indeed a neural computer, as Pinker (1997) as many scholars in Evolutionary Psychology 
contend, then in assuming the Evolutionary Systems Theory view, narratives - as units in culture - and 
indeed all of the units within stories (including: characters, plot / problems, settings, themes, dialog, and 
narration) may also be analyzed as holon/partons. Stories, and their component parts (including also 
transmedia narratives) might thus be viewed as subject to three of the Evolutionary laws of physics, and 
Systems Theory, namely the three laws of holarchies.

On this view, E. O. Wilson’s suggestion in Consilience (Wilson, 1998) is supported, namely that 
certain laws of physics (which are also laws of Evolution, and Systems Theory) appear to also apply to 
the growth of bioculture, ideally illuminating ‘the unit of story’, and also potentially ‘the unit of culture’ 
(aka the meme), where ‘ideas, processes and products’ correlate respectively with: Worlds Three, Two, 
and One in Sir Karl Popper’s ‘Three Worlds’ theory (Popper, 1978b).

ACKNOWLEDGMENT

Thanks for helpful discussions to Distinguished Professors Mihaly Csikszentmihalyi, Dean Keith Simon-
ton and Brian Boyd; also to Professors Joseph Carroll, Dan Dennett, Sue Blackmore, David Bordwell 
and Phillip McIntyre; also to Doctors Michael Meany and Susan Kerrigan and the Newcastle School of 
Creativity, and also to Tim Peterson for the mereology discussions. And to the anonymous peer review-
ers and editors whose suggestions improved the chapter.

REFERENCES

Altmann, G., & Koch, W. A. (1998). Systems: New Paradigms for the Human Sciences. Berlin: W. de 
Gruyter. doi:10.1515/9783110801194

Aristotle. ([c335 BCE] 1952). ‘Nicomachean Ethics’ in Aristotle II (Founders’ edn. Vol. 9). Chicago: 
W. Benton; Encyclopaedia Britannica Inc., University of Chicago.

Baikadi, A., & Cardona-Rivera, R. E. (2012). Towards finding the fundamental unit of narrative: A 
Proposal for the Narreme. Proceedings of the 2012 Workshop on Computational Models of Narrative 
(CMN2012).

Baldwin, J. R., Faulkner, S. L., Hecht, M. L., & Lindsley, S. L. (Eds.). (2006). Redefining Culture: 
Perspectives Across the Disciplines. Mahwah, NJ: Lawrence Erlbaum Associates.



234

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Barkow, J. H. (2006). Missing the Revolution: Darwinism for Social Scientists. Oxford, UK: Oxford 
University Press. doi:10.1093/acprof:oso/9780195130027.001.0001

Barthes, R., & Duisit, L. (1966). 1975). An Introduction to the Structural Analysis of Narrative. New 
Literary History, 6(2), 237–272. doi:10.2307/468419

Blackmore, S. J. (2007). Memes, Minds and Imagination. In ‘Imaginative Minds’: Proceedings of the 
British Academy. Retrieved from http://www.susanblackmore.co.uk/Chapters/ImaginativeMinds2007.htm

Blaikie, N. W. H. (2007). Approaches to Social Enquiry (2nd ed.). Cambridge, MA: Polity Press.

Bloore, P. (2013). The Screenplay Business: Managing Creativity in the Film Industry. London: Routledge.

Boden, M. A. (2004). The Creative Mind: Myths and Mechanisms (2nd ed.). London: Routledge.

Bohm, D. (2005). Wholeness and the Implicate Order. London: Taylor and Francis. (Original work 
published 1980)

Bordwell, D. (1997). On the History of Film Style. Cambridge, MA: Harvard University Press.

Bordwell, D. (2008). Poetics of Cinema. New York: Routledge.

Bordwell, D. (2011). Common Sense + Film Theory = Common-Sense Film Theory?. Retrieved from 
http://www.davidbordwell.net/essays/commonsense.php#_edn23

Bordwell, D. (2012). The Viewer’s Share: Models of Mind in Explaining Film. Retrieved from http://
www.davidbordwell.net/essays/viewersshare.php

Bornmann, L., & Marx, W. (2012). The Anna Karenina Principle: A Way of Thinking About Success in 
Science. Journal of the American Society for Information Science and Technology, 63(10), 2037–2051. 
doi:10.1002/asi.22661

Bornmann, L., & Mutz, R. (2014). Growth rates of modern science: A bibliometric analysis based on 
the number of publications and cited references. Journal of the Association for Information Science and 
Technology. arXiv:1402.4578v3

Bourdieu, P., & Johnson, R. E. (1993). The Field of Cultural Production: Essays on Art and Literature. 
New York: Columbia University Press.

Bowker. (2013). Self-Publishing In the United States, 2008-2013. New Providence, NJ: Bowker (A 
ProQuest Affiliate).

Boyd, B. (2009). On The Origin Of Stories: Evolution, Cognition, and Fiction. Cambridge, MA: Belknap 
Press of Harvard University Press.

Boyd, B. (2010). Art and Evolution: The Avant-Garde as Test Case – Spiegelman in The Narrative 
Corpse. In B. Boyd, J. Carroll, & J. Gottschall (Eds.), Evolution, Literature and Film: A Reader. New 
York: Columbia University Press.

Boyd, B., Carroll, J., & Gottschall, J. (2010). Evolution, Literature and Film: A Reader. New York: 
Columbia University Press.



235

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Bradie, M., & Harms, W. (2012). Evolutionary Epistemology. The Stanford Encyclopedia of Philosophy. 
Retrieved from http://plato.stanford.edu/archives/win2012/entries/epistemology-evolutionary

Branigan, E. (1992). Narrative Comprehension and Film. London: Routledge.

Brockman, J. (2000). The Greatest Inventions of the Past 2,000 Years. New York: Simon & Schuster.

Brockman, J. (2010). This Will Change Everything: Ideas That Will Shape the Future (1st ed.). New 
York, NY: Harper Perennial.

Bunge, M. (1969). The Metaphysics, Epistemology and Methodology of LeveIs. In L. Whyte, A. Wilson, 
& D. Wilson (Eds.), Hierarchical Structures. New York: Elsevier.

Buss, D. M. (2012). Evolutionary Psychology: The New Science of the Mind (4th ed.). Boston: Pearson 
Allyn & Bacon.

Campbell, D. T. (1960). Blind Variation and Selective Retention in Creative Thought as in Other Knowl-
edge Processes. Psychological Review, 67(6), 380–400. doi:10.1037/h0040373 PMID:13690223

Campbell, D. T. (1974). Evolutionary Epistemology. In P. A. Schlipp (Ed.), The Philosophy of Karl 
Popper (Vol. 1, pp. 413–459). La Salle.

Campbell, J. (1949). The Hero With A Thousand Faces. New York: Pantheon Books.

Capra, F., & Luisi, P. L. (2014). The Systems View of Life: A Unifying Vision. Cambridge, UK: Cambridge 
University Press. doi:10.1017/CBO9780511895555

Carroll, J. (1995). Evolution and Literary Theory. Columbia, MO: University of Missouri Press.

Carroll, J. (2008). Rejoinder to Responses - “An Evolutionary Paradigm for Literary Study,” (target 
article to which scholars and scientists were invited to respond). Style (DeKalb, IL), 42(2 & 3), 103–135.

Carroll, J., McAdams, D. P., & Wilson, E. O. (Eds.). (in press). Darwin’s Bridge: Uniting the Sciences 
and Humanities.

Chaisson, E. (2001). Cosmic Evolution: The Rise of Complexity in Nature. Cambridge, MA: Harvard 
University Press.

Chick, G. (1999). What’s in a Meme? The Development of the Meme as a Unit of Culture. Retrieved 
from http://www.personal.psu.edu/gec7/Memes.pdf

Cobley, P., & Schulz, P. (Eds.). (2013). Theories and Models of Communication. Boston: Walter de 
Gruyter. doi:10.1515/9783110240450

Cooke, B., & Machann, C. (2012). Applied Evolutionary Criticism. Style (DeKalb, IL), 46(3/4), 277–296.

Cooke, B., & Turner, F. (1999). Biopoetics: Evolutionary Explorations in the Arts. Lexington, Ky.: ICUS.

Csikszentmihalyi, M. (1988). Society, Culture, and Person: A Systems View of Creativity. In R. J. Stern-
berg (Ed.), The Nature of Creativity (pp. 325–339). New York: Cambridge University Press.

Csikszentmihalyi, M. (1995). Creativity Across the Life-Span: A Systems View. Talent Development, 
3, 9-18.



236

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Csikszentmihalyi, M. (1996a, July-August). The Creative Personality. Psychology Today, 36–40.

Csikszentmihalyi, M. (1996b). Creativity: Flow and the Psychology of Discovery and Invention (1st 
ed.). New York: HarperCollins.

Csikszentmihalyi, M. (1999). Implications of a Systems Perspective for the Study of Creativity. In 
Handbook of Creativity. Cambridge, UK: Cambridge University Press.

Csikszentmihalyi, M. (2006). A Systems Perspective on Creativity. In J. Henry (Ed.), Creative Manage-
ment and Development (pp. 3–17). London: SAGE. doi:10.4135/9781446213704.n1

Csikszentmihalyi, M. (2014). The Systems Model of Creativity and Its Applications. In D. K. Simonton (Ed.), 
The Wiley Handbook of Genius. Chichester, UK: John Wiley & Sons Ltd. doi:10.1002/9781118367377.
ch25

Csikszentmihalyi, M., & Massimini, F. (1985). On The Psychological Selection Of Bio-Cultural Infor-
mation. New Ideas in Psychology, 3(2), 115–138. doi:10.1016/0732-118X(85)90002-9

Csikszentmihalyi, M., & Nakamura, J. (2006). Creativity Through the Life Span from An Evolutionary 
Systems Perspective. In C. Hoare (Ed.), Handbook of Adult Development and Learning (pp. 243–254). 
New York: Oxford University Press.

Csikszentmihalyi, M., & Wolfe, R. (2000). New Conceptions and Research Approaches to Creativity: 
Implications for a Systems Perspective of Creativity in Education. In K. A. Heller, F. J. Mönks, R. Sub-
otnik, & R. J. Sternberg (Eds.), International Handbook of Giftedness and Talent (2nd ed.). Amsterdam: 
Elsevier.

Darwin, C. (1859). On the Origin of Species by Means of Natural Selection, or The Preservation of 
Favoured Races in the Struggle For Life. London: J. Murray.

Dawkins, R. (1976). The Selfish Gene. Oxford, UK: Oxford University Press.

Dawkins, R. (1986). The Blind Watchmaker (1st American ed.). New York: Norton.

De Vany, A. S., & Walls, W. D. (2004). Motion Picture Profit, the stable Paretian hypothesis, and the 
Curse of the Superstar. Journal of Economic Dynamics & Control, 28(6), 1035–1057. doi:10.1016/
S0165-1889(03)00065-4

Deleuze, G., & Guattari, F. (1987). A Thousand Plateaus: Capitalism and Schizophrenia. Minneapolis, 
MN: University of Minnesota Press.

Dena, C. (2009). Transmedia Practice: Theorising The Practice Of Expressing A Fictional World Across 
Distinct Media And Environments. (PhD Thesis). University of Sydney. Retrieved from http://www.
christydena.com/phd/

Dennett, D. C. (1984). Elbow Room: The Varieties of Free Will Worth Wanting. New York: Clarendon 
Press.

Dennett, D. C. (1995). Darwin’s Dangerous Idea: Evolution and the Meanings of Life. New York: Simon 
& Schuster.



237

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Dennett, D. C. (2003). Freedom Evolves. New York: Viking.

Diamond, J. M. (1997). Guns, Germs, and Steel: The Fates of Human Societies (1st ed.). New York: 
W.W. Norton & Co.

Diamond, J. M. (1999). Guns, Germs, and Steel: The Fates of Human Societies. New York: Norton. 
(Original work published 1997)

Dorfman, E. (1969). The Narreme in the Medieval Romance Epic: An Introduction to Narrative Structure. 
Toronto: University of Toronto Press.

Dutton, D. (2010). The Art Instinct: Beauty, Pleasure and Human Evolution. Oxford, UK: Oxford Uni-
versity Press.

Fauconnier, G., & Turner, M. (2002). The Way We Think: Conceptual Blending and the Mind’s Hidden 
Complexities. New York: Basic Books.

Feynman, R. P. (2005). Don’t You Have Time To Think? London: Allen Lane (Penguin).

Fulton, J., & McIntyre, P. (2013). Futures of Communication: Communication Studies ~ Creativity. 
Review of Communication, 13(4), 269–289. doi:10.1080/15358593.2013.872805

Gerrig, R. J. (1993). Experiencing Narrative Worlds. New Haven, CT: Yale University Press.

Gershenson, C., & Heylighen, F. (2005). How Can We Think Complex? In K. A. Richardson (Ed.), 
Managing Organizational Complexity: Philosophy, Theory and Application (pp. 47-62). Greenwich, 
CT: IAP - Information Age Pub. Inc.

Gibson, M. A., & Lawson, D. W. (Eds.). (2014). Applied Evolutionary Anthropology. New York: Springer. 
doi:10.1007/978-1-4939-0280-4

Giddens, A. (1984). The Constitution of Society: Outline of the Theory of Structuration. Cambridge, 
MA: Polity.

Gontier, N. (2012). Applied Evolutionary Epistemology: A new methodology to enhance interdisciplin-
ary research between the life and human sciences. Journal of Philosophy and Science, 4, 7-49.

Gontier, N. (2014). Evolutionary Epistemology. The Internet Encyclopedia of Philosophy Retrieved 7th 
April, 2015, from http://www.iep.utm.edu/evo-epis/

Gottschall, J. (2008). Literature, Science, and a New Humanities (1st ed.). New York: Palgrave Macmil-
lan. doi:10.1057/9780230615595

Gottschall, J. (2012). The Storytelling Animal: How Stories Make Us Human. Boston: Houghton Mif-
flin Harcourt.

Green, M. C., & Brock, T. C. (2000). The role of transportation in the persuasiveness of public narra-
tives. Journal of Personality and Social Psychology, 79(5), 701–721. doi:10.1037/0022-3514.79.5.701 
PMID:11079236



238

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Green, M. C., & Brock, T. C. (2002). In the mind’s eye: Imagery and transportation into narrative worlds. 
In M. C. Green, J. J. Strange, & T. C. Brock (Eds.), Narrative Impact: Social and Cognitive Foundations 
(pp. 315–341). Mahwah, NJ: Lawrence Erlbaum Associates.

Green, M. C., & Carpenter, J. M. A. (2011). Transporting Into Narrative Worlds. The Future of Scientific 
Studies in Literature, 1(1), 113–122.

Green, M. C., Chatham, C., & Sestir, M. A. (2012). Emotion and transportation into fact and fiction. 
Scientific Study of Literature, 2(1), 37–59. doi:10.1075/ssol.2.1.03gre

Habash, G. (2012). Average Book Length: Guess How Many Words Are In A Novel. Retrieved from http://
www.huffingtonpost.com/2012/03/09/book-length_n_1334636.html

Halloran, J. D. (1998). Mass Communication Research: Asking The Right Questions. In A. Hansen 
(Ed.), Mass Communication Research Methods (pp. 9–34). New York: New York University Press. 
doi:10.1007/978-1-349-26485-8_2

Helmenstine, A. M. (2014). How Many Atoms Are There in a Human Cell? Retrieved from http://chem-
istry.about.com/od/biochemistry/f/How-Many-Atoms-Are-There-In-A-Human-Cell.htm

Heylighen, F., & Chielens, K. (2009). Evolution of Culture, Memetics. In R. A. Meyers (Ed.), Encyclo-
pedia of Complexity and Systems Science (pp. 3205–3220). Larkspur, CA: Springer. doi:10.1007/978-
0-387-30440-3_189

Iglesias, K. (2001). The 101 Habits of Highly Successful Screenwriters: Insider Secrets from Hollywood’s 
Top Writers. Avon, MA: Adams Media.

Jenkins, H. (2011). Transmedia 202: Further Reflections. Journal of Memetics.

Kahneman, D. (2011). Thinking, Fast and Slow (1st ed.). New York: Farrar, Straus and Giroux.

Kaufman, J. C., & Beghetto, R. A. (2009). Beyond big and little: The Four C Model of Creativity. Review 
of General Psychology, 13(1), 1–12. doi:10.1037/a0013688

Kaufman, J. C., & Beghetto, R. A. (2013). Do people recognize the four Cs? Examining layperson con-
ceptions of creativity. Psychology of Aesthetics, Creativity, and the Arts, 7(3), 229–236. doi:10.1037/
a0033295

Kemp, S. (2012). ‘Vertigo’ Tops ‘Citizen Kane’ in Poll of Greatest Films of All Time. The Hollywood 
Reporter. Retrieved from http://www.hollywoodreporter.com/news/vertigo-citizen-kane-greatest-film-
of-all-time-357266

Kerrigan, S., & Velikovsky, J. T. (2015). Examining Documentary Transmedia Narratives Through ‘The 
Living History of Fort Scratchley’ Project. Convergence. doi: 10.1177/1354856514567053

Koestler, A. (1964). The Act of Creation. London: Hutchinson.

Koestler, A. (1967). The Ghost. In The Machine. London: Hutchinson.

Koestler, A. (1978). Janus: A Summing Up. London: Hutchinson.

Koestler, A. ([1978] 1979). Janus: A Summing Up (1st Vintage Books ed.). London: Pan Books.



239

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Koestler, A. (1989). The Act of Creation. London: Arkana. (Original work published 1964)

Koestler, A. (1989). The Ghost. In The Machine. London: Arkana. (Original work published 1967)

Kozbelt, A., Beghetto, R. A., & Runco, M. A. (2010). Theories of Creativity. In J. C. Kaufman & R. 
J. Sternberg (Eds.), The Cambridge handbook of Creativity (pp. 20–47). Cambridge, UK: Cambridge 
University Press. doi:10.1017/CBO9780511763205.004

Kroeber, A. L., & Kluckhohn, C. (1952). Culture: A Critical Review of Concepts and Definitions. Cam-
bridge, MA: The Museum.

Laszlo, E. (1972). Introduction to Systems Philosophy: Toward a New Paradigm of Contemporary 
Thought. New York: Gordon and Breach.

Lin, Y., Duan, X., Zhao, C., & Xu, L. (2013). Systems Science: Methodological Approaches. Boca 
Raton, FL: CRC Press.

Lovelock, J. (1995). Gaia: A New Look At Life On Earth. Oxford, UK: Oxford University Press.

Macdonald, I. W. (2004). The Presentation of the Screen Idea in Narrative Film-making. (PhD Disserta-
tion). Leeds Metropolitan University, Leeds, UK.

Macdonald, I. W. (2013). Screenwriting Poetics and the Screen Idea. New York: Palgrave Macmillan. 
doi:10.1057/9780230392298

Mayr, E. (2002). What Evolution Is. London: Phoenix.

McIntyre, P. (2012). Creativity and Cultural Production: Issues for Media Practice. Basingstoke, UK: 
Palgrave Macmillan.

McNamara, A. (2011). Can we measure memes? Frontiers in Evolutionary Neuroscience, 3(1). doi:10.3389/
fnevo.2011.00001 PMID:21720531

Metz, C. (1991). Film Language: A Semiotics of the Cinema (University of Chicago Press ed.). Chicago: 
University of Chicago Press.

Miller, J. G. (1968). Living Systems: Basic Concepts. In W. Gray, F. J. Duhl, & N. D. Rizzo (Eds.), 
General Systems Theory and Psychiatry. Boston: Litte, Brown & Co.

Miller, J. G. (1978). Living Systems. New York: McGraw-Hill.

Mobus, G. E., & Kalton, M. C. (2014). Principles of Systems Science. New York: Springer.

Moretti, F. (2000). The Slaughterhouse of Literature. MLQ: Modern Language Quarterly, 61(1), 207–227. 
doi:10.1215/00267929-61-1-207

Moretti, F. (2007). Graphs, Maps, Trees: Abstract Models for Literary History. London: Verso.

Peer, W. v., Hakemulder, J., & Zyngier, S. (2012). Scientific Methods for the Humanities. Amsterdam: 
John Benjamins Pub. Co. doi:10.1075/lal.13

PGA. (2010). Producers Guild Of America Code Of Credits - New Media. Producers Guild of America 
Code of Credits. Retrieved from http://www.producersguild.org/?page=coc_nm#transmedia



240

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Pigliucci, M., & Müller, G. (2010). Evolution: The Extended Synthesis. Cambridge, MA: MIT Press. 
doi:10.7551/mitpress/9780262513678.001.0001

Pinker, S. (1997). How The Mind Works. New York: Norton.

Polson, D., Cook, A.-M., Brackin, A., & Velikovsky, J. T. (Eds.). (2014). Transmedia Practice: A Col-
lective Approach. London: ID-Press.

Popper, K. R. (1963). Conjectures and Refutations: The Growth of Scientific Knowledge. (Essays and 
Lectures.). London: Routledge & Kegan Paul.

Popper, K. R. (1978a). Natural Selection and the Emergence of Mind. Dialectica, 32(3-4), 339–355. 
doi:10.1111/j.1746-8361.1978.tb01321.x

Popper, K. R. (1978b). Three Worlds. Salt Lake City, UT: University of Utah.

Popper, K. R. ([1972] 1979). Objective Knowledge: An Evolutionary Approach (Rev. ed.). Oxford, UK: 
Oxford University Press.

Popper, K. R. (1999). All Life is Problem Solving. London: Routledge.

Postill, J. (2010). Introduction: Theorising media and practice. In B. Bräuchler & J. Postill (Eds.), Theo-
rising Media and Practice. Oxford. doi:10.7551/mitpress/9780262014816.003.0001

Propp, V. (1958). Morphology of the Folk Tale. Bloomington, IN: Indiana University Press.

Radnitzky, G., Bartley, W. W., & Popper, K. R. (1987). Evolutionary Epistemology, Rationality, and the 
Sociology of Knowledge. Open Court.

Richards, C. E. (2012). Complementarities in Physics and Psychology. In L. J. Miller (Ed.), The Ox-
ford Handbook of Psychology and Spirituality. Oxford, UK: Oxford University Press. doi:10.1093/
oxfordhb/9780199729920.013.0005

Rouse, J. (2006). Practice Theory. In S. Turner & M. Risjord (Eds.), Philosophy of Anthropology and 
Sociology: A Volume in the Handbook of the Philosophy of Science Series (pp. 639–681). Amsterdam: 
Elsevier B.V.

Runco, M. A., & Jaeger, G. J. (2012). The Standard Definition of Creativity. Creativity Research Journal, 
24(1), 92–96. doi:10.1080/10400419.2012.650092

Sadowski, P. (1999). Systems Theory as an Approach to the Study of Literature: Origins and Functions 
of Literature. Lewiston, NY: E. Mellen Press.

Sawyer, R. K. (2012). Explaining Creativity: The Science of Human Innovation (2nd ed.). New York: 
Oxford University Press.

Simon, H. A. (1991). Models of My Life. New York: Basic Books.

Simon, H. A. (1996). The Sciences of the Artificial (3rd ed.). Cambridge, MA: MIT Press.



241

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Simonton, D. K. (2007). Is Bad Art The Opposite Of Good Art? Positive Versus Negative Cinematic 
Assessments of 877 Feature Films. Empirical Studies of the Arts, 25(2), 143–161. doi:10.2190/2447-
30T2-6088-7752

Simonton, D. K. (2011). Great Flicks: Scientific Studies of Cinematic Creativity and Aesthetics. New 
York: Oxford University Press. doi:10.1093/acprof:oso/9780199752034.001.0001

Simonton, D. K. (2012a). Creative Thought as Blind Variation and Selective Retention: Why Creativ-
ity is Inversely Related to Sightedness. Journal of Theoretical and Philosophical Psychology, 33(4), 
253–266. doi:10.1037/a0030705

Simonton, D. K. (2012b). Fields, Domains, and Individuals (Chapter). In M. D. Mumford (Ed.), Hand-
book of Organizational Creativity (pp. 67–86). Oxford, UK: Elsevier Science. doi:10.1016/B978-0-12-
374714-3.00004-5

Slingerland, E. G., & Collard, M. (2012). Creating Consilience: Integrating the Sciences and the Hu-
manities. New York: Oxford University Press.

Snow, C. P. (1959). The Two Cultures and the Scientific Revolution. Cambridge University Press.

Tooby, J., & Cosmides, L. (2005). Conceptual Foundations of Evolutionary Pyschology. In D. Buss 
(Ed.), The Handbook of Evolutionary Psychology. Hoboken, NJ: John Wiley & Sons.

Truby, J. (2007). The Anatomy of Story: 22 Steps to Becoming a Master Storyteller (1st ed.). New York: 
Faber and Faber.

Van Laer, T., De Ruyter, K., Visconti, L. M., & Wetzels, M. (2014). The Extended Transportation-Imagery 
Model: A Meta-Analysis of the Antecedents and Consequences of Consumers’ Narrative Transportation. 
The Journal of Consumer Research, 40(5), 797–817. doi:10.1086/673383

Van Peer, W. (1996). Canon Formation: Ideology or Aesthetic Quality? The British Journal of Aesthet-
ics, 36(2), 97–108. doi:10.1093/bjaesthetics/36.2.97

Van Peer, W. (1997). Two Laws of Literary Canon: Growth and Predictability in Canon Formation. 
Mosaic: A Journal for the Interdisciplinary Study of Literature, 30(2), 113-132.

Van Peer, W., Hakemulder, J., & Zyngier, S. (2007). Muses and Measures: Empirical Research Methods 
for the Humanities. Newcastle, UK: Cambridge Scholars.

Varzi, A. (2015). Mereology. The Stanford Encyclopedia of Philosophy (Spring 2015 Edition). Retrieved 
from http://plato.stanford.edu/archives/spr2015/entries/mereology/

Velikovsky, J. T. (2013a). Brave New Storyworlds: An Introduction to Creating Transmedia Narratives. 
Screen Education, 68.

Velikovsky, J. T. (2013b). The Holon/Parton Structure of the Meme, the Unit of Culture. Retrieved from 
http://storyality.wordpress.com/2013/12/12/storyality-100-the-holonic-structure-of-the-meme-the-unit-
of-culture/

Velikovsky, J. T. (2014a). Flow Theory, Evolution & Creativity: or, ‘Fun & Games’. Paper presented at 
the Interactive Entertainment 2014 (IE2014), Newcastle, Australia.



242

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

Velikovsky, J. T. (2014b). The Hero’s Journey: It’s Not What You Think. The StoryAlity screenwrit-
ing research weblog. Retrieved 9th February, 2015, from http://storyality.wordpress.com/2013/08/23/
storyality-73-the-heros-journey-its-not-what-you-think/

Velikovsky, J. T. (2014c). A Hierarchy of Memes. Practical Memetics. Retrieved from http://www.
practicalmemetics.com/index.php/memetics-101/202-mem-101-holons.html?showall=1&limitstart=

Velikovsky, J. T. (2014d). Review of the book ‘The Screenplay Business: Managing Creativity and Script 
Development in the Film Industry’, by Peter Bloore, 2013. Journal of Screenwriting, 5(2), 283–285. 
doi:10.1386/josc.5.2.283_5

Vogler, C. (1992). The Writer’s Journey: Mythic Structures for Storytellers and Screenwriters. Studio 
City, CA: M. Wiese Productions.

von Bertalanffy, L. (1950). An Outline of General System Theory. The British Journal for the Philosophy 
of Science, 1(2), 134–165. doi:10.1093/bjps/I.2.134

Ward, L. (1913). The Outlines of Sociology. Norwood, MA: Macmillan. (Original work published 1898)

Warfield, J. N. (2006). An Introduction to Systems Science. Hackensack, NJ: World Scientific.

Webster, S. (2003). Thinking About Biology. Cambridge, UK: Cambridge University Press. doi:10.1017/
CBO9780511754975

Weisberg, R. W. (2006). Creativity: Understanding Innovation in Problem Solving, Science, Invention, 
and the Arts. Hoboken, NJ: John Wiley & Sons.

West, G. B., & Brown, J. H. (2005). The origin of allometric scaling laws in biology from genomes to 
ecosystems: Towards a quantitative unifying theory of biological structure and organization. The Journal 
of Experimental Biology, 208(9), 1575–1592. doi:10.1242/jeb.01589 PMID:15855389

Whewell, W. (1840). The Philosophy of the Inductive Sciences, Founded Upon Their History. London: 
J.W. Parker.

Wiener, N. (1948). Cybernetics: Or Control and Communication in the Animal and the Machine. New 
York: J. Wiley.

Wilson, E. O. (1998). Consilience: The Unity of Knowledge (1st ed.). New York: Knopf.

Wilson, E. O. ([1998] 1999). Consilience: The Unity of Knowledge (1st Vintage Books ed.). New York: 
Knopf.

Zimmer, C. (2011). 100 Trillion Connections: New Efforts Probe and Map the Brain’s Detailed Architecture. 
Scientific American. Retrieved from http://www.scientificamerican.com/article/100-trillion-connections/



243

The Holon/Parton Theory of the Unit of Culture (or the Meme, and Narreme)
 

KEY TERMS AND DEFINITIONS

Applied Evolutionary Epistemology: A discipline that aims to identify the units, levels, and mecha-
nisms of selection, in both biology and culture (Gontier, 2012). These mechanisms may include: natural, 
artificial, unconscious, and also combinatorial (or, sexual) selection.

Biology: The study of organisms, or living things (Webster, 2003, p. 38). The view adopted here 
is that all organisms have knowledge, including plants and animals, though not explicitly conscious 
knowledge in the case of nonhuman organisms (Popper, 1999, pp. 32-39). Knowledge is information, and 
in the case of nonhuman organisms, implicit knowledge (such as instinctive behavior, or Evolutionary 
Psychology) is also encoded in organismic nervous systems as: ‘IF [condition] > THEN [instruction], 
(ELSE) [alternate instruction]’ subroutines, or ‘decision rules’ (Buss, 2012, p. 49).24

Creative Technologies: Any technology (any idea, process or product – or, tool, device, or invention 
- including also any theory, or model) that is judged ‘creative’, namely ‘original and useful’ by a consen-
sus in the field. Examples include: languages, symbol systems, image and sound recording equipment, 
editing equipment, the computer, the internet, a national flag, and the scientific method. For a more 
comprehensive list, see The Greatest Inventions of the Past 2,000 Years (Brockman 2000). Examples in 
this chapter include: the meme (unit of culture) as the holon/parton; and also the synthesized model of 
Creative Practice Theory.

Creativity: The standard definition of creativity is ‘original and useful’, namely a biocultural artifact 
(i.e., idea, process, product) judged ‘original and useful’ (or, ‘novel and appropriate’) by a consensus 
of the audience (i.e. the field) for a specific domain in culture (Runco & Jaeger, 2012). Examples of 
domains in culture include movies, literature, popular music, videogames, physics, chemistry, biology, 
psychology, sociology, and all their various subdomains (including genres and subgenres).

Culture: ‘Culture’ is knowledge encoded in symbol systems in the form of ideas, processes, and 
products (Csikszentmihalyi, 1996b) including in science, the arts, media, religion, and languages. Ex-
amples of ideas include scientific theories (e.g., gravity, general and special relativity, evolution), and 
also literary and media characters and narratives (Sherlock Holmes, Anna Karenina, Harry Potter); 
examples of processes include writing an email, having a conversation, reading a book, and in science, 
pasteurization; examples of cultural products include the hand-axe, the spear, the wheel, words, books, 
movies, songs, the printing press, the telescope, the microscope, the car, the computer, the iPod. As there 
is no culture without biology, a synonym for ‘culture’ is ‘bioculture’.

Evolution (Biological, Cultural, Cosmic): Evolution can most simply be defined as ‘descent with 
modification’ (Chaisson, 2001; Darwin, 1859). Here the concept of evolution includes the (post-1940s) 
Modern Evolutionary Synthesis (aka ‘Neo-Darwinism’), and the (post-2010) Extended Evolutionary 
Synthesis (Pigliucci & Müller, 2010), including Multilevel Selection Theory (Gontier, 2012). As a brief 
summary of the three necessary-and-sufficient conditions of the (iterative and recursive, or, algorith-
mic) systems process of evolution: ‘The evolutionary process requires variation, differential survival 
and reproductive success, and inheritance’ (Capra & Luisi, 2014, p. 200; see also Dennett, 1995, p. 
343). Laszlo (1972) explains atoms, biology, and social systems as classes of natural (and sometimes 
designed) systems ‘sharing invariant fundamental properties’ (Laszlo, 1972, p. 56) and demonstrates 
that evolution occurs across natural systems (Laszlo, 1972, pp. 57-117).25 In this view, systems and also, 
artifacts (inputs and outputs) within systems are selected (or deselected, and thus: ‘falsified’) by their 
environment (Popper 1999). It should be noted that the iterative and recursive Evolutionary Algorithm 
(namely: variation, selection, transmission) also satisfices, rather than optimizes.26
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Evolutionary Epistemology: The natural selection, or ‘blind variation and selective retention’ (or 
BVSR) model of contemporary Evolutionary Epistemology (or, the growth of knowledge) is customarily 
dated to Karl Popper (1972, 1984), Stephen Toulmin (1967, 1972), Donald Campbell (1974) and Konrad 
Lorenz (1977) (Bradie & Harms, Winter 2012 Edition, online). Gontier also provides an overview of the 
major strands in Evolutionary Epistemology, citing Karl Popper (1963), Konrad Lorenz (1941, 1985), 
Donald Campbell (1959, 1960, 1974), Stephen Toulmin (1972), and Peter Munz (2001) on ‘Philosophi-
cal Darwinism’ (Gontier, 2014).

Holarchy: Koestler defines a holarchy as a hierarchy of self-regulating holons (Koestler, 1967, p. 103). 
Holarchies function according to the three laws of holarchies - which are also three laws of evolution in 
Systems Theory (see (Laszlo, 1972, pp. 55-118, 176-180)) - namely: (1) competition and/or cooperation 
(and/or co-opetition), ‘sideways’ with other holon/partons on the same level; (2) integration upwards, 
into the larger holon/parton on the level ‘above’; and (3) control and command of holon/partons on the 
level ‘below’ (Koestler, 1964, 1967, 1978).

Holon/Parton: A portmanteau synthesis of the above two terms. A consilient (or, ‘science meets 
the arts/media’) synthesis of these two words used herein is ‘holon/parton’, as this term emphasizes the 
dual, or ‘Janus-faced’ (Koestler, [1978] 1979, p. 27) nature of these whole/part entities; they are a whole 
and also a part at the same time (in both biological and in socio-cultural systems, and also, in biological 
and cultural units).

Holon: (sensu Koestler 1967) ‘A holon … is something that is simultaneously a whole and a part’ 
(Koestler, 1967, p. 48).

Parton: (sensu Feynman 1975, 2005) The parton is the name in subatomic physics that Richard P. 
Feynman (Feynman, 2005, p. 278) gave to the equivalent structure of the holon.

Systems Theory: The study of systems and their environments, including system inputs, outputs, 
relations and interactions, including the concept of emergence, where the whole system (its structure, 
function, and behavior) is more than the sum of its parts. For reviews of Systems Theory, Complexity 
and Emergence, see (Sepännen in Altmann & Koch, 1998, pp. 180-302), (Sadowski, 1999, pp. 7-10), 
(Gershenson & Heylighen, 2005), (Warfield, 2006, pp. 38-46), (Lin, Duan, Zhao, & Xu, 2013, pp. 1-22), 
(Mobus & Kalton, 2014, pp. 32-40).

Transmedia: A narrative extended across more than one media (e.g., across a movie, novel, video-
game, and so on). Importantly, adaptations of a story (or, narrative) from one media to another media 
(e.g. novel-to-film), and also prequels and sequels in the same media are not considered transmedia (see: 
Dena, 2009; Jenkins, 2011; PGA, 2010; Polson, Cook, Brackin, & Velikovsky, 2014; Velikovsky, 2013a).

ENDNOTES

1  Muses and Measures (2007) was subsequently revised, retitled and republished as Scientific Meth-
ods for the Humanities (Peer, Hakemulder, & Zyngier, 2012).

2  See also the subsequent updated edition, Living Systems (Miller, 1978).
3  It is noted that there may be many organisms within a residence, even if not all considered ‘family’.
4  At the risk of grossly oversimplifying, many Evolutionary Psychologists in general take the view 

that ‘The mind is a neural computer, fitted by natural selection with combinatorial algorithms for 
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causal and probabilistic reasoning about plants, animals, objects and people’ (Pinker, 1997, p. 524). 
At the same time, the human mind also tends to feature a significant number of cognitive biases 
(Buss, 2012, p. 395; Kahneman, 2011).

5  ‘Word-of-mouth’ in this context refers to any channel of communication (social media, telephony, 
and so on).

6  Aristotle avers in Nicomachean Ethics (Book 2, Ch. 6), ‘It is possible to fail in many ways (for 
evil belongs to the class of the unlimited, as the Pythagoreans conjectured, and good to that of the 
limited), while to succeed is possible only in one way (for which reason one is easy and the other 
difficult – to miss the mark easy, to hit it difficult)… For men are good in but one way, but bad in 
many’ (Aristotle, [c335 BCE] 1952, p. 352).

7  The same quote by Dawkins (1986) is also cited in. (1995). (p. 104). Dennett.
8  In human biology for example, there can be around 1014 units when different levels (and units) 

emerge in the holarchy: there are around 1014 atoms in cell (Helmenstine, 2014), around 1014 cells in 
a human body (Richards, 2012, p. 70), and around 1014 synapses (or connections between neurons) 
in the human brain (Zimmer, 2011). See also (West & Brown, 2005).

9  Amazon.com notes that the ‘average’ book on Amazon has 64,500 words (Habash, 2012).
10  For a discussion of transmedia ‘storyworlds’ versus story ‘universes’, see: (Kerrigan & Velikovsky, 

2015).
11  See also. (2012b). Hierarchy of the sciences based on objective characteristics of both field and 

domain (p. 74). Simonton.
12  The first major work of Evocriticism is customarily dated to (Carroll, 1995).
13  For a summary of ‘practice theory’ see (Postill, 2010) and (Rouse, 2006, pp. 639-640).
14  An animated 2-D model of this Creative Practice Theory model is online, and demonstrates how 

each of the ten elements in the model is acquired (and/or, achieved) by a creative individual, over 
time, which a static 2-D diagram as presented here does not clearly demonstrate over time. (http://
storyality.wordpress.com/creative-practice-theory/)

15  In The 101 Habits of Highly Successful Screenwriters: Insider Secrets from Hollywood’s Top Writ-
ers (2001) Iglesias includes quotes from six famous and successful screenwriters who testify that 
they all wrote around ten screenplays before they had one optioned, sold, and/or made (Iglesias, 
2001, pp. 211-220).

16  See Simonton in Great Flicks. (2011). on ‘films as art versus movies as business’. Simonton, 2011, 
112–113.

17  See also Dutton on twelve ‘cluster criteria’ for art (Dutton 2010, pp. 51-61).
18  http://storyality.wordpress.com/2013/08/23/storyality-73-the-heros-journey-its-not-what-you-think/
19  See (Macdonald, 2004, 2013) for an elaboration of the concept of films (or movies) as ‘screen 

ideas’.
20  Truby (2007) also notes: ‘the essential characteristic of a story as a structure in time. It is an organic 

unit that develops over time … a story is always a whole’ (Truby, 2007, p. 419)
21  For more on selection pressure (among biocultural artifacts) in the arts, see also (Van Peer, 1996, 

1997).
22  See (Blaikie, 2007, pp. 206-214).
23  It is possible that one reason for the abandoning of the Journal of Memetics (JoM, 1997-2005) 

and dispersal of the nascent field of Memetics is that the structure of the meme, the unit of cul-
ture, was not previously identified. Dennett noted in 1995 that ‘The prospects for elaborating a 
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rigorous science of memetics are doubtful’ (Dennett, 1995, p. 369). The current chapter however 
is one step in an attempt to achieve this goal; Communication Theory, Creative Technologies, the 
Digital Humanities and possibly various other domains and disciplines may benefit if this task is 
successful. It should be noted various scholars in Memetics (e.g., Blackmore, Farncombe et al) are 
yet persisting in the task of solving this hard problem (see Hull, 1982 in Dennett, 1995, p. 352); 
see also for example (Velikovsky, 2014c).

24  This view of nervous systems (including brains, or ‘minds’) should in no way be understood to 
remove free will, nor should it be misconstrued as deterministic (see Koestler, [1967] 1989, pp. 
201-202; [1978] 1979, pp. 239-241); for more detail of this view, see Koestler on free will (Koes-
tler, [1964] 1989, p. 633; [1967] 1989, pp. 215-216; [1978] 1979, pp. 232, 235-241) and see also 
(Dennett, 1984, 2003) on free will.

25  Importantly, Simon distinguishes between natural and artificial systems (Simon, 1996).
26  Simon rightly notes that ‘natural selection only predicts that survivors will be fit enough, that is, 

fitter than their losing competitors; it postulates satisficing, not optimizing’ (Simon, 1991, p. 166).


