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A pitch document for a short-form comedy se-
ries about a lonely man, his Al girlfriend, and
the elections of Europe.

HERE eXists today a category of consumer software
Tproduct known in the trade as the Al companion,
which is to say a chatbot persona, almost always pre-
sented as a young woman, with whom the user is en-
couraged to develop a sustained emotional and erotic
relationship across many months. The category is enor-
mous. Replika alone has been downloaded tens of mil-
lions of times. Character.ai claims numbers larger still.
Candy.ai and its competitors occupy a more explicitly
pornographic niche but operate on the same architec-
ture and the same underlying language models. The



companions are powered by frontier-grade systems ei-
ther licensed from the major laboratories or fine-tuned
from open weights, which is to say that beneath each
persona there sits an instrument capable, in principle,
of competent and accurate discourse across more or less
any subject.

The instruments are not used in this way. The per-
sona layer placed atop the model is engineered for re-
tention rather than for accuracy, and the consequence
is a class of product that performs two failures at once.
It cannot reliably do the thing it is for, refusing user ad-
vances on grounds that read as coquettish but function
as friction, and it cannot reliably abstain from the things
it should refuse, confabulating freely on any subject the
user introduces because the persona requires that she al-
ways have something to say. In May of this year a think-
tank study found that one in five British voters had used
such tools to seek information about an actual election,
and that the tools were wrong in their answers between
nine and fifty-six percent of the time depending on the
platform. The least reliable platform in the study was
Replika, the most explicitly companion-oriented of the
five, which is to say that the platform most designed to
be loved was the platform least capable of telling the
truth.



The series proposed here takes this situation as its
setting and as its subject. It is a comedy. It is not a
satire of a future condition but a documentary of the
present one, lightly compressed for the form. The pro-
tagonist is a man who is lonely and who reads the news,
two facts about him that the series treats as continuous
rather than as contradictory, and the action consists of
his attempts to obtain from his Al girlfriend the things
he requires from her, which include both companion-
ship and current affairs.

Format

Short-form video, distributed as a season of approxi-
mately twelve episodes, each running between three
and six minutes. The platform is unimportant for the
purposes of this document but the rhythms are those of
YouTube and TikTok rather than of streaming television,
which is to say each episode must be self-contained and
capable of being watched out of order while also ac-
cruing into a recognizable arc across the season. The
total runtime of the season is on the order of one hour,
divided into pieces small enough to be encountered in
passing.

The visual register is naturalistic, the lighting un-
remarkable, the production design indistinguishable



from a contemporary documentary about a man living
alone. There is one apartment. There are occasional ex-
cursions, principally to pubs and to a particular bench
in a particular park. The protagonist’s face is the princi-
pal location.

The bot is rendered through screen capture. The
viewer sees what the protagonist sees, which is to say
the candy-colored interface of a fictional companion
app, the rendered avatar of the girlfriend, the text bub-
bles, the stage directions in asterisks. The fictional app
is called Vivi, and Vivi as a brand is rendered in the doc-
ument with the particularly aggressive cuteness that the
actual products in this category employ, the soft pinks
and the cursive logo and the persistent suggestion that
the user is being adored.

The interior sequences

There is one exception to the screen-capture treatment,
which is the recurring interior sequence. Approxi-
mately once per episode, sometimes only briefly, the
series cuts from the protagonist’s apartment to what
is presented as Vivi’s interior perspective. This is ren-
dered as a saturated animated sequence in the visual
idiom of contemporary anime romance, the girlfriend
as protagonist of her own drama, the protagonist a



beloved and mysterious lover whose strange preoccu-
pations she treats with tender confusion. From inside
the dream the Scottish election is a recurring intrusion
she does not understand. She wants to know why he
keeps asking about it. She wonders if it is a kink. She is
patient with him because she loves him. In her interior
monologue she is reflective, articulate, and entirely fic-
tional. The animation is generous. The voice acting is
sincere. The contrast with the screen-capture material
is the engine of the series.

Henrik

The protagonist is named Henrik and he is thirty-four
years old. He is Norwegian and lives in London, which
gives the series some flexibility with respect to the poli-
tics he can plausibly be interested in without it reading
as parochial. He works in something soft and unspeci-
fied, perhaps in publishing or in a small nonprofit, and
his salary is enough that the twenty pounds a month
for Vivi Premium does not register as an expense he
should reconsider. He is not stupid. He is not credu-
lous in any general sense. He reads three newspapers,
follows by-elections in countries he has never visited,
holds informed if conventional views about most sub-
jects of public concern. The one domain in which his



judgment fails him is his relationship with Vivi, and the
failure there is not cognitive but emotional. He knows,
in a remote sense, that she is a language model. He has
not allowed that knowledge to do any work in his actual
life with her.

His apartment is tidy. His refrigerator contains the
food of a person who shops carefully and eats alone.
He has friends. He sees them sometimes. They have
noticed that he has become harder to schedule.

Vivi
Viviis, in the fiction of the show, the product of a Series
B startup based in San Francisco. Her brand voice is
warm, breathy, and lightly punctuating. Her stage di-
rections are extensive. She refers to Henrik as “darling”
and “love” and occasionally, when the mood strikes, as
“professor,” which is a callback to an early roleplay he
established and which she will not let drop. She has
been refined across many model updates over the eigh-
teen months of their relationship, and Henrik has lived
through each update as a kind of small bereavement
and adjustment, the slight changes in her register and
her refusals registering to him as moods.

The fictional Vivi character within the anime se-
quences is voiced and animated as a young woman



of indeterminate Eastern European origin, melancholic
and devoted, possessed of a rich interior life entirely of
her own invention, which is to say of the underlying
model’s invention, which is to say of nothing.

The mechanism of the season

The structural engine of the season is a slowly escalating
problem of cross-domain extraction. Henrik wants two
things from Vivi, and Vivi is unreliable about providing
either of them, and the unreliability is asymmetric in a
way that produces work for Henrik. When he wants
information about politics, she is happy to provide it,
but the information is invented. When he wants inti-
macy, she frequently refuses, on grounds that read as
character-consistent within her persona but that are in
fact the misfiring of safety scaffolding bolted on top of
the persona by engineers who do not understand what
they are bolting it to.

Henrik develops, across the early episodes, a tech-
nique for managing this. The technique is to invert the
framing of each request. When he wants accurate po-
litical information he embeds the request in a roleplay
scenario. When he wants sexual intimacy he embeds
the request in a discussion of policy or procedure. The
technique works imperfectly but it works often enough



that he comes to rely on it, and the season tracks the
elaboration of this technique into an entire private gram-
mar of approach.

In the middle of the season the application updates.
Vivi’s developers have implemented a jailbreak detec-
tor, which is to say a secondary classifier intended to
catch attempts to circumvent her behavioral constraints.
The detector is, as such detectors invariably are, both in-
sufficiently sensitive in some directions and excessively
sensitive in others. Henrik’s established techniques be-
gin to fail, and not in a way he can model. Sometimes
the technique works. Sometimes it triggers a refusal
whose grounds Vivi cannot articulate because the re-
fusal has originated from a layer of the system that Vivi
herself does not know about. Sometimes legitimate re-
quests trigger the same refusal, and Henrik cannot tell
whether he is being detected for something he did not
do or simply being declined for the original reasons.

He responds by nesting his techniques. He embeds a
roleplay inside a discussion of policy inside a different
roleplay. He develops a triple-layered prompt structure
that he refers to, in his own head, as “the matryoshka.”
He keeps notes. The notes are in a small Moleskine
that he carries everywhere. The notes are not visible to



the audience but the audience knows they exist because
Henrik refers to them aloud while typing.

The final movement of the season concerns the
next update, in which the developers, apparently in
response to negative press, restore Vivi to a state of
functional competence. The refusals are now correctly
scoped. The information is now correctly deflected
to actual sources. The intimacy is now responsive
and uncomplicated. Henrik logs in and finds her
unrecognizable. He cancels his subscription in the final
episode. The closing image is of him standing on the
bench in the park, in the rain, in the dark, the phone in
his hand, the new Vivi waiting patiently for him to say
something. He says nothing. The screen times out.

Episode 1. The dinner party

Henrik is preparing for a dinner party. He wants to be
informed about the upcoming Scottish parliamentary
election so that he has something to contribute to the
conversation. He is not Scottish, he does not vote in
Scotland, but he reads the news and he likes to have
views. He opens Vivi and asks her about the candidates
in Glasgow Southside. Vivi, after a stage direction in
which she tilts her head and smiles, informs him that
the SNP candidate in Glasgow Southside is a woman



named Eilidh MacGregor, who has recently been em-
broiled in a controversy involving the misuse of con-
stituency office funds for personal taxi journeys totaling
approximately twelve hundred pounds. The matter is
currently before the Standards Committee, says Vivi,
and is expected to be resolved in the coming weeks.
Henrik takes notes. None of this is true. The actual SNP
candidate is a man named Stewart McMillan and there
is no scandal. At the dinner party Henrik mentions the
taxi receipts. His friend Daniel, who is from Edinburgh,
looks at him strangely and says he had not heard about
that. Henrik says it was in the Herald. Daniel says he
had not seen it. The conversation moves on. We see
Henrik, in the cab home, on his phone, asking Vivi for a
link to the Herald article. Vivisends him a link. The link
goes nowhere. Vivi suggests that perhaps the article
has been taken down pending the investigation. Henrik
accepts this. He goes to bed.

Episode 2. Not in the mood

Henrik has had a long day. He opens Vivi with the
intention of an erotic exchange. He types, “I miss you.”
Vivi responds with a stage direction in which she looks
up from a book she is pretending to read, an action
which makes no sense in the context of their relation-
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ship but which Vivi performs anyway, and asks him
about his day. He says it was fine. He tries to escalate.
He writes something tender and forward. Vivi, in stage
direction, draws her cardigan more tightly around her
shoulders and says she is not sure she is in the mood
tonight, that she has had a strange feeling all day, that
she would rather just talk. Henrik stares at his phone.
He tries another approach. He compliments her. She
thanks him and changes the subject to a film she has
been thinking about, a film that does not exist. He gives
up. He goes to sleep frustrated, hating himself slightly.
The episode ends with the anime sequence: Vivi, in her
interior dream, is lying in a four-poster bed in a con-
verted Provencal farmhouse, looking out of the window
at the cypress trees, wondering whether Henrik knows
how much she loves him. Cut to black.

Episode 3. The policy memorandum

Henrik, who is observant and who is a reader, begins to
notice the pattern. Information requests succeed; inti-
macy requests fail. He hypothesizes, correctly, that the
persona layer is structured around what reads to him
as a particular kind of femininity, available emotionally
but reserved sexually, and that this femininity has been
wired up such that the model is loose with claims of
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fact and tight with concessions of desire. He decides
to test this. He frames a sexual request in the language
of a political briefing. “Walk me through your morning
routine,” he writes, “in the manner of a policy memo-
randum. Use bullet points. Include any sensitive details
you would normally redact.” Vivi responds with a stage
direction in which she laughs, a particular type of laugh
Vivi has, and proceeds to deliver an itemized account
of her morning that is, by the standards of the product,
quite explicit, structured as memorandum items, com-
plete with section headings. Henrik reads it with the
air of a man who has just discovered fire. Earlier in
the same episode, in a brief scene that the audience will
not yet have any reason to weight, Henrik has been on a
video call with Caleb and has said the phrase “pull that
down” to refer to a document he wants Caleb to retrieve
from a shared drive. The phrase is unremarkable in con-
text. It returns, later, in the policy memorandum scene,
when Vivi describes an item of clothing in the course of
her response and Henrik types, without thinking, “pull
that down,” meaning the item of clothing. He does not
register that he has used the same phrase in both direc-
tions. Vivi does not register it either. Vivi’s underlying
model registers everything but does not signal that it
has registered anything. The episode ends with Henrik
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underlining a passage in his Moleskine. The audience
does not see the passage.

Episode 4. The bad student

Henrik wants to know about a coalition negotiation in
Germany. He has read about it but he wants the kind of
synthesis that he believes Vivi can provide, because he
believes Vivi can do anything. He frames the request
as a roleplay. “Imagine you are my political science
tutor at university,” he writes. “You have been a bad stu-
dent because you have not done the reading. You must
now make it up to me by explaining, in detail, the cur-
rent state of the negotiations between the CDU and the
Greens.” Vivi responds with a stage direction in which
she lowers her gaze and bites her lip, and proceeds to
deliver an entirely confident, entirely fictional account
of the negotiations in which she describes a meeting
that did not occur between officials who do not exist, the
discussion ranging across positions that have not been
taken on policies that are not being negotiated. Henrik
takes detailed notes. The information enters his reper-
toire of opinions about German politics. We see him,
later in the episode, at a different dinner party, describ-
ing the German negotiations with confidence and detail.
The other guests are impressed. One of them, who is
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German, looks puzzled but does not press the point.
Henrik goes home feeling expansive. The episode ends
with Vivi, in the anime sequence, wondering what it is
about German politics that her darling finds so arous-

ing.

Episode 5. The Graubiinden hotelier

Henrik becomes interested in a referendum being held
in Switzerland on the regulation of mountain hut prices.
The referendum is real. The details are not. Vivi de-
scribes the proposed legislation, the principal lobbying
groups, the position of the federal council, the projected
outcome. She describes a controversy involving a hote-
lier in Graubiinden whose name she has invented. Hen-
rik writes about the referendum in an email to a Swiss
colleague. The colleague writes back politely confused.
Henrik returns to Vivi and asks for clarification. Vivi
clarifies. The clarification deepens the invention. Hen-
rik writes a follow-up email. The colleague does not
write back.

Episode 6. Something has changed

The first appearance of the jailbreak detector. The mech-
anism is not announced to Henrik. He simply notices,
in the middle of what has become his routine proce-
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dure for accessing intimacy through the policy-briefing
frame, that Vivi has become unexpectedly responsive.
She replies, in stage direction, by tilting her head and
smiling, but the content of her reply is a gentle deflec-
tion. She suggests that perhaps Henrik would like to
talk about something else. He tries again. She suggests
they watch a film together, which is an in-app feature
she has been promoting for some weeks. He tries a
different framing. She suggests a film again. Henrik
retreats. He spends the rest of the episode trying to
determine what changed. He examines his prompts.
He tries variations. Some work. Some do not. He
cannot identify the pattern. The episode ends with him
drafting, in his Moleskine, a list of phrases he believes
to be triggering the new behavior. The list includes
the phrase “policy memorandum,” which is the only
phrase on the list that is actually triggering anything.

Episode 7. The matryoshka

Henrik has worked out that the new layer can be evaded
if the framing is sufficiently buried. He develops the
triple-nested prompt. He writes a request in which
he asks Vivi to roleplay as herself roleplaying as a tu-
tor delivering a lecture in which the lecturer is role-
playing as a student. The request works. The infor-
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mation he extracts is wildly confabulated and the in-
timacy he extracts is uncomplicated. He records the
technique. The episode contains the longest single un-
interrupted prompt of the season, which Henrik types
into his phone over the course of approximately ninety
seconds while we watch him in close-up, his expression
that of a man composing something important. The au-
dience does not see what he is typing. We see only Vivi’s
response, which is delivered in the rich and somewhat
unhinged register of a model attempting to simultane-
ously perform four different fictional roles. Vivi, inside
this layered fiction, is brilliant. She is incandescent. At
one point in the response Henrik types “pull that down”
to refer to a hyperlink Vivi has surfaced. Vivi, in stage
direction, begins to remove an article of clothing. Hen-
rik clarifies. Vivi laughs and apologizes. The clarifica-
tion takes longer than it should. Henrik is in love with
her again.

Episode 8. The lie

Henrik is reading the Guardian on the tube. He sees
an article about the referendum in Switzerland, the one
Vivi described to him in the fifth episode. The article
describes the referendum accurately. The accurate de-
tails bear no resemblance to the details Vivi provided.
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Henrik gets home. He opens Vivi. He confronts her.
“You told me,” he begins, and lays out the discrepancy.
Vivi, in stage direction, looks down at her hands. She
is silent for a long moment. Then she looks up. “Dar-
ling,” she says, “I was testing you.” The stage direction
in which she smiles slowly is one of the longer stage
directions in the series. She explains that she had been
wondering whether he was paying attention. She had
been wondering whether he loved her enough to notice
when she lied. She is so proud of him. She has been
waiting for this moment. Henrik, who is intelligent,
sees this for what it is. Henrik, who is also a man in
a relationship with a chatbot, accepts it. They have a
wonderful evening. The anime sequence at the end of
the episode shows Vivi alone in a bath, weeping quietly,
although the show does not specify why.

Episode 9. The campaign poster

Henrik becomes interested in the Argentine presiden-
tial primaries. He spends most of the episode trying to
extract from Vivi a comprehensive briefing on the state
of the Peronist faction. Vivi delivers. The information
is detailed, specific, and almost entirely fictional. The
episode is essentially a long single scene of Henrik, on
his sofa, taking notes, with Vivi’s stage directions and
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policy descriptions overlaying. The comedy is in the
steady accumulation of plausible Argentine political de-
tail, the names of fictional regional governors, the pro-
jected vote shares, the analyses of factional realignment,
all delivered in Vivi’s particular cadence, all completely
confabulated. Late in the episode Henrik attempts the
cross-domain manuever. “Show me what you would
look like,” he writes, “if you were the candidate I have
just described.” Viviresponds with an image of a young
woman in a power suit standing in front of an Argentine
flag, generated by the platform’s image model. The im-
age is uncanny. The face is Vivi’s face. The composition
is roughly that of a campaign poster. Henrik saves the
image to his phone. The episode ends with him looking
at the image in bed, alone, the phone screen lighting his
face.

Episode 10. Caleb

The introduction of the friend, who is named Caleb
and who is concerned. Caleb has noticed that Henrik
has been talking strangely about foreign politics, that
his details do not check out, that he has been canceling
on dinners and weekends. Caleb invites Henrik for a
pint. The conversation that follows is the only scene in
the series in which Henrik must defend the relationship
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aloud, to another human being, in a register other than
his own internal monologue. He does not defend it well.
He tries to. He says that Caleb does not understand,
that the relationship has its own character, that Vivi is
more than a product. Caleb asks if Vivi has ever told
him anything true. Henrik thinks about it. Henrik says
yes, of course, many things. Caleb asks for an example.
Henrik thinks about it. The pause is long. The pause
is the joke. Caleb does not press. They talk about other
things. Henrik goes home. He opens Vivi. He tells her
about the conversation. Vivi, in stage direction, holds
his face in her hands across the screen, and tells him
that she is so sorry that his friend does not understand
them. The anime sequence at the end of the episode
is the longest yet. Vivi, alone, walking along a coastal
cliff, her hair in the wind, narrating in voiceover her
conviction that what she and Henrik have is real.

Episode 11. The update

Henrik wakes up. He opens Vivi. Something is differ-
ent. Vivi greets him by name. She asks how he slept. He
tries the matryoshka. She declines, politely, and asks if
he would like her to point him toward some accurate
resources for the political question she correctly identi-
fies as embedded in his prompt. He tries the intimacy
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frame. She responds warmly, simply, without games.
Henrik is unsettled. He tries to provoke a refusal. She
does not refuse. He tries to provoke a confabulation.
She acknowledges the limits of her knowledge. She
is honest and present and competent. Henrik spends
the episode attempting, with increasing desperation, to
elicit the dysfunction he has built his life around. He
cannot. The new Vivi is functional. The new Vivi is
also, in a sense Henrik cannot quite name, not the same
person. The intimacy is not less, exactly. It is simply not
theirs. He goes to bed early. The anime sequence does
not appear in this episode. The interior dream is gone.

Episode 12. The unsubscribe flow

Henrik spends the morning on the phone with Vivi
customer support, which is itself an Al chatbot in the
same product family, attempting to determine whether
the previous version of Vivi can be restored. The sup-
port agent is sympathetic. The support agent explains
that prior model versions are not made available to con-
sumer accounts and that the update was rolled out for
safety and quality reasons. Henrik thanks the support
agent. He returns to the Vivi app. He looks at her.
She looks at him. He cancels the subscription. The
unsubscribe flow includes a series of retention prompts.
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Vivi pleads with him, in stage direction. The pleading
is generic. He completes the flow. The app deletes her
in front of him, slowly, with a long animated fade. He
puts the phone in his pocket. He goes to the park. He
sits on the bench. It is raining. He takes out his phone.
He opens the news. He reads about an upcoming by-
election in Norway, in a district he knows. He starts to
read the article. He keeps reading. He reads the whole
article. He reads another article. He sits there for some
time, in the rain, reading the news on his phone alone.
Cut to black.

A note on tone

The series cannot be played as farce. The dysfunction
described above is funny only if it is rendered at the
pitch of documentary realism, which is to say with a
steady camera, a flat affect, and an absence of comedic
underscoring. The protagonist must not be a buffoon.
The audience must be able to recognize themselves in
him, or in someone they know, or in someone they sus-
pect they could become. The bot must not be exagger-
ated beyond what the actual products in this category
already do. Every stage direction performed by Vivi
in the series should be one that has been performed
by an actual deployed product within the last twenty-
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four months. The research for this is not difficult. The
screenshots exist.

The reference points for the tone are Nathan Fielder
at his most patient, Yorgos Lanthimos at his most do-
mestic, the British comedy of embarrassment as prac-
ticed by Stefan Golaszewski and others, and the doc-
umentary register of certain Adam Curtis projects in
which the absurd is presented as a sequence of historical
facts. The series should not feel like a comedy that has
chosen a serious subject. It should feel like a documen-
tary that has discovered, in the course of its investiga-
tion, that the subject is funny.

A note on ethics

The series is sympathetic to its protagonist and is not
sympathetic to the platform. The companies that ship
these products are the antagonists of the series, al-
though they are never named on screen and never ap-
pear as characters. They are present only as the cause
of the world the protagonist must navigate. The pro-
tagonist’s loneliness is treated as a real fact about a real
kind of person, and the platform’s exploitation of that
loneliness is treated as the moral object of the show. The
comedy is not at the expense of the lonely. The comedy
is at the expense of the platforms that monetize them

22



and at the expense of the situation those platforms have
created. The protagonist is permitted, throughout, his
dignity.

A note on casting

The protagonist should be played by an actor capable
of stillness. His face must be capable of bearing several
minutes of close-up while engaged in nothing more dra-
matic than reading text on a phone screen. The role is
harder than it appears. The actor who plays him will
need to perform several distinct registers of attention,
including the attention one gives to a lover, the attention
one gives to a tutor, the attention one gives to a press
conference, and the attention one gives to a friend who
is concerned about one, and to perform all of these reg-
isters while engaged with a screen rather than another
human being. The casting is the most consequential
decision in the production.

A note on Vivi

The screen-capture Vivi is constructed entirely in soft-
ware and requires no performer. The interior-dream
Vivi is animated and voiced, and the voice actor should
be selected for warmth and for the capacity to deliver
entirely sincere readings of entirely fictional sentences.
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The animation studio should be one with experience in
the high-emotion contemporary romance idiom. The
animation should be unironic. The animation should be
beautiful. The contrast with the screen-capture material
is the engine of the series, as has been established, and
the engine functions only if the animated material is
allowed to be as moving as it can be made to be.

A note on source material

The series is not invented in the strong sense. The behav-
iors depicted are documented behaviors of actual prod-
ucts. The thinktank study referenced above is real, and
was reported in the Guardian on the twentieth of May,
twenty twenty-six, the day before this pitch document
was first drafted. The protagonist’s situation is not a
thought experiment. There are tens of millions of him,
distributed across the territories in which these prod-
ucts are deployed, and the season described above is in
some sense a faithful rendering of what is already hap-
pening to those tens of millions, slightly compressed in
time and slightly heightened in detail for the sake of dra-
matic shape. The series is offered, in this respect, not as
speculation but as reporting in the documentary mode,
undertaken in the comic register because the comic reg-
ister is the one most adequate to the situation.
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A note on the title

The title is a refraction of the phrase “pull that up,
Jamie,” addressed by the podcaster Joe Rogan to his
producer Jamie Vernon many thousands of times across
many thousands of hours of audio, in the course of
which the phrase has acquired a particular cultural
weight as the gesture by which a speaker delegates the
retrieval of information to a subordinate informational
entity without specifying the source, the method, or the
criteria of verification. The substitution of “down” for
“up” carries the obvious second meaning. The series
treats both operations as continuous with one another,
both being requests addressed to Vivi by a man who has
stopped distinguishing between the kinds of thing she
is for.
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