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IntroductionsIntroductions

Co-chairs WelcomeCo-chairs Welcome

Dear Members of the ELO Community,

We are excited to virtually welcome you to ELO 2026: (un)supervised. This year marks the 
organization’s third fully-online conference hosted by UCF. We started this modality out of 
necessity, motivated by the challenges of a global pandemic to pivot from a planned in-person 
conference to Zoom and Discord. If you have joined us for previous iterations, you’ll find this 
conference quite familiar, as we continue to rely on those platforms as well as the UCF open-
access STARS community to provide an inclusive conference with an open-access archive that 
will include both the full conference video and these written proceedings.

This year’s conference is particularly critical as an opportunity to collectively think through how 
we respond, iterate, and explore the possibilities of electronic literature at a moment when 
generative text (generative AI, in particular) has become a topic of intense debate. We look 
forward to pushing those conversations forward together.

Thank you for joining us and bringing your creativity, play, and criticism to our community!

Best,

Anastasia Salter & John MurrayAnastasia Salter & John Murray
ELO 2026 Conference Co-ChairsELO 2026 Conference Co-Chairs
University of Central Florida
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IntroductionsIntroductions cont’d.cont’d.

Exhibition IntroductionExhibition Introduction
Electronic literature has always occupied a productive tension between structure and openness. Every digital work is 
shaped by systems—interfaces, platforms, protocols, algorithms, archives, institutions—yet each also invites readers to 
exceed those structures through interpretation, play, resistance, and care. The works gathered in the ELOnline 2026 Media 
Exhibition explore this tension from multiple perspectives, offering a rich response to this year’s conference theme, (Un)
Supervised.

While contemporary discussions of supervision are inevitably framed by large language models and generative AI, this 
exhibition demonstrates that the question is considerably older and broader. What supervises reading? What supervises 
writing? Who maintains digital culture, and who is excluded from it? What forms of creativity emerge within constraint, and 
what possibilities become visible only when systems fail, decay, or are deliberately reimagined?

Across the exhibition, code repeatedly refuses invisibility. Works such as BUGCAT, Actioncoderz, Drifts, and Shopping Mall 
1999 position software not merely as a substrate for literature but as literature itself: something to be read, questioned, 
manipulated, and learned through. Here, programming becomes an expressive language, a pedagogical practice, and a 
critical object. Computation is revealed not as a neutral mechanism but as a site where meaning, authority, and authorship 
are continually negotiated.

Equally prominent are works concerned with archives and cultural memory. Between the Tags, Digital T[H]Readings, and 
The Two Deaths of Translucent Tim remind us that digital culture survives only through acts of preservation, curation, and 
collective remembrance. These works resist the fantasy of the internet as permanent, instead foregrounding maintenance, 
decay, disappearance, and the communities that sustain cultural memory long after platforms, technologies, or institutions 
have shifted.

Questions of authorship likewise permeate the exhibition. Generative systems appear throughout—not solely through 
contemporary AI, but through procedural writing, combinatory poetics, rule-based composition, remix, and collaborative 
production. Works including Diver Quilt Magnet, Ripples, Obsolete Models, Living Hosts, Paper-Cut Canyon, and The Grand 
Hotel Bald Cockatoo explore creativity as an ecological process distributed across humans, machines, historical texts, and 
computational systems. Rather than framing technology as either threat or replacement, these works invite more nuanced 
reflections on collaboration, responsibility, and the material consequences of digital production.

Many of the works also return to electronic literature’s longstanding pedagogical impulse. Interactive environments become 
spaces in which readers learn through exploration rather than instruction, whether engaging with literary interpretation, 
programming, language learning, or ecological stewardship. Works such as The Story of Joe, Shopping Mall 1999, Yo soy un 
teléfono, and the exhibition’s environmentally focused narratives demonstrate that education and experimentation need 
not occupy separate domains. Electronic literature continues to function not only as an artistic practice but also as a mode 
of inquiry capable of cultivating technical, cultural, and ethical literacy.

Running alongside these concerns is a sustained attention to interface itself. Desktop metaphors, hypertext structures, 
virtual reality, browser windows, scrolling layers, chat interfaces, and obsolete visual vernaculars all become expressive 
media through which readers negotiate uncertainty, intimacy, memory, identity, and power. Interaction is rarely presented 
as mastery. Instead, these works encourage wandering rather than optimisation, reflection rather than efficiency, and 
participation rather than control.

Taken together, the exhibition reflects a field that continues to resist easy categorisation. Hypertext fiction sits alongside 
code poetry, procedural generation beside documentary practice, immersive environments beside archival projects, browser 
games beside computational essays. This diversity is not accidental but characteristic of electronic literature itself, whose 
history has always been defined by experimentation across technological, disciplinary, and institutional boundaries.

If the conference theme asks us to consider what it means to be supervised—or unsupervised—these works suggest 
that electronic literature has never been wholly either. It has always emerged through negotiated relationships: between 
reader and system, author and platform, institution and community, archive and ephemerality, human imagination and 
computational process. The exhibition therefore offers not a single answer to the question of supervision, but a constellation 
of practices that continue to reshape how we read, write, preserve, and imagine literature in digital environments.

			   – Lyle Skains & Dan Cox, ELO 2026 (Un)Supervised Exhibition Chairs
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ELO 2026, being sponsored by the University of Central Florida, invites attendees to survey the 
tenets of the UCF Creed: Integrity, Scholarship, Community, Creativity, and Excellence, which also 
culminates in non-discrimination. We do not tolerate harassment of conference participants in any 
form. Conference participants violating these rules may be sanctioned or expelled from the conference 
at the discretion of conference organizers.

ELO 2026 is dedicated to providing a harassment-free conference experience for everyone, regardless 
of sex (including pregnancy and parental status), gender identity and expression, sexual orientation, 
physical or mental disability, physical appearance, body size, race, color, age, ethnicity, nationality, 
religion, or membership in any other protected classes as set forth by law.

Harassment includes but is not limited to:Harassment includes but is not limited to:
•	 Verbal comments or comments in chat that reinforce social structures of domination related to 

gender, gender identity and expression, sexual orientation, disability, physical appearance, body 
size, race, age, ethnicity, religion.

•	 Sexual images in public spaces
•	 Deliberate intimidation, stalking, or following
•	 Harassing photography or recording
•	 Sustained disruption of talks or other events
•	 Inappropriate physical contact
•	 Unwelcome sexual attention
•	 Advocating for, or encouraging, any of the above behavior

For PresentersFor Presenters
Presenters in hour-long paper sessions are asked to attend for the entirety of their session, not just 
the segment of the presentation allocated for their presentation. Presenters are also expected to be 
mindful and respectful of the time allotted for presentation and for transition between sessions, and 
not to override time allotted to another participant. Presenters are encouraged to remain visible to 
their fellow panel members during the session and to support the discussion and dialogue during the 
follow-up available Q&A time.

EnforcementEnforcement
We expect participants to follow these rules in all event platforms, including Discord, Zoom, and the 
other environments used for conference happenings. If a participant engages in harassing behavior, 
event organizers retain the right to take any actions to keep the event a welcoming environment 
for all participants. This includes warning the offender or expulsion from the conference platforms. 
Participants asked to stop any harassing behavior are expected to comply immediately.

Event organizers may take action to redress anything designed to, or with the clear impact of, 
disrupting the event or making the environment hostile for any participants.

Code of ConductCode of Conduct
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Event Schedule StructureEvent Schedule Structure
StructureStructure
The ELO 2026 Conference features a variety of events across multiple delivery formats. The events have 
been grouped into three tracks: “Algorithms and Imaginaries,” “Hypertexts and Fictions,” & “Narrative 
and Worlds.” Each of the three tracks will take place in an individual Zoom room over the course of the 
day in hour-long blocks with fifteen-minute breaks between them. So, during regular sessions, there will 
be three active Zoom rooms at once.

Plenary sessions, keynotes, exhibition launches, and performances will take place in the “Algorithms 
and Imaginaries” Zoom room, and as such are listed in that track’s schedule on the ELO (Un)Supervised 
2026 schedule list. The schedule also provides for midday and evening breaks (US Eastern Time). All 
sessions will be recorded live and uploaded as soon as possible to the ELO 2026 Conference platform for 
asynchronous viewers’ participation.

Some panels, papers, and workshops invite audience participation before or during the events 
themselves. ELO Conference organizers invite conference participants to review any uploaded session 
materials in advance on the Conference platform for full conference experience.

Paper SessionsPaper Sessions
Conference organizers have grouped papers in 3- or 4-paper sessions congruent with their themes and 
research topics. The Zoom moderators for each track will help each paper presenter remain on time with 
their allotted 12-minutes for presentation; any leftover time may be used for question-and-answer.

ELO Conference organizers also recommend reviewing the Conference Proceedings document, which will 
feature abstracts and some full papers submitted by conference participants in advance of the events.

PanelsPanels  &&  WorkshopsWorkshops
Each panel and workshop has been allotted one hour. ELO organizers ask that the moderators or directors 
for these sessions be mindful and respectful of the time allotted for the session and for the transition 
between sessions.

Exhibition Launch &Exhibition Launch &  PerformancesPerformances
During the performance evenings, each performer has been allotted 15 minutes for their performance, 
which will be streamed in the “Algorithms and Imaginaries” track Zoom room. Many of the performances 
featured invite live audience participation, so ELO conference organizers encourage conference 
participants to (1) arrive early or on time to these sessions and (2) to engage with the performances 
through the zoom and transmedia tools invited by the artists.



9:30 a.m. Seattle 

12:30 p.m. Miami12:30 p.m. Miami

6:30 p.m. Paris

10:00 p.m. Delhi

12:30 am 
Singapore

Plenary Session:Plenary Session:
ELO 2026 (Un)Supervised Conference Welcome RemarksELO 2026 (Un)Supervised Conference Welcome Remarks
Anastasia Salter

10 a.m. Seattle 

1 p.m. Miami1 p.m. Miami

7 p.m. Paris

10:30 p.m. Delhi

1:00 am Singapore

Keynote: Keynote: 
Lillian-Yvonne BertramLillian-Yvonne Bertram

11:15 a.m. Seattle 

2:15 p.m. Miami2:15 p.m. Miami

8:15 p.m. Paris

11:45 p.m. Delhi

2:15 am Singapore

Paper Panel 1.1Paper Panel 1.1
Andrew Campana 
Words Have Their Final 
Weapon: AI and Six Decades of 
Generating “Japanese Poetry”

Roque Fernández Alcañiz
AI-Generated Code + E-Poetry: 
Exploring the possibilities of 
digital poetry with AI generated 
code in TouchDesigner

Emery Beckman
Connected/Disconnected

Workshop 2.1Workshop 2.1
Name That Face—Name That Face—
Wikimedia ImagesWikimedia Images
Denise Larsen

Workshop 3.1Workshop 3.1
Intro to Intro to 
Scrollimation: Scrollimation: 
Principles and Principles and 
PracticesPractices
Artemio Morales

12:30 p.m. Seattle 

3:30 p.m. Miami3:30 p.m. Miami

9:30 p.m. Paris

1 a.m. Delhi

3:30 am Singapore

Paper Panel 1.2Paper Panel 1.2
Halim Madi
Singulars: Performing the 
Reverse Turing Test

Mark Sample
The Subcutanean Variorum

Alex Calderwood
Making the Writer’s Project

Allison Parrish
Solar Powered Alba Generator

Workshop 2.2Workshop 2.2
High-Performance High-Performance 
Spatial Text: Ludic Spatial Text: Ludic 
Constriction Constriction 
and Narrative and Narrative 
Performance in XR Performance in XR 
Game EnginesGame Engines
Patrick Lichty

Workshop 3.2Workshop 3.2
Edit the Edit the 
Peeragogy Peeragogy 
WikibookWikibook
Charles Danoff

Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

9

Event Schedules - Wednesday, July 15Event Schedules - Wednesday, July 15
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ScheduleSchedule

Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

1:45 p.m. Seattle 

4:45 p.m. Miami4:45 p.m. Miami

10:45 p.m. Paris

2:15 a.m. Delhi

4:45 am Singapore

Workshop 2.3Workshop 2.3
Out of this World: Out of this World: 
An Exoplanetary An Exoplanetary 
WorkshopWorkshop
Monica Storss + Bart Kuipers

Panel 3.3Panel 3.3
On the Peripheries On the Peripheries 
of E-lit: Study of E-lit: Study 
Digital Literary Digital Literary 
Cultures (Plus)Cultures (Plus)
Kiera Obbard, Tanja Grubnic, 
Magdalena E. Korecka, Kim 
Martin, Tess McNulty, Camilla 
Holm-Soelseth

3 p.m. Seattle 

6 p.m. Miami6 p.m. Miami

12 a.m. Paris

3:30 a.m. Delhi

6:00 am Singapore

Evening BreakEvening Break

4 p.m. Seattle 

7 p.m. Miami7 p.m. Miami

1 a.m. Paris

4:30 a.m. Delhi

7 a.m. Singapore

Exhibition LaunchExhibition Launch
Dan Cox, Lyle Skains

Exhibitors:Exhibitors:
Alan Bigelow; Alex Calderwood; Beat Suter & Rene Bauer; Cailey E. Cassity-Ness; Caleb 
Sour; Carolijn Guytonbeck; Collier Nogues; Daniel Lichtman; David Ciccoricco; Dene Grigar; 
Diamond E. Beverly-Porter; Elizabeth Maher; Emily Carr; Emily K. Johnson; Glenn S. Ritchey 
III; Jasmine Darman; Jason Nelson; Jingjie Zhang; Joao de Mendonca Salim; John T. Murray; 
Jolene L. Armstrong; Judy Malloy; Justin Bortnick; Kenneth Sherwood; Léonard Creismeas; 
Lucas P. Sanchez; Mark Marino, Maria Goicoechea, Tina Escaja, David Ciccoricco, Susana y 
Carmen Sanz, & Benjamin Escalonilla; Mark Sample; Matthew Mosher; Mez Breeze; Michael 
A. Cabrera; Nanette Wylde; Nicole Patino; Owen Roberts; Ricky Finch; Roger Thornton Dean;  
Scott Rettberg; Seth Wilson; Shyla E. Nuxol; Simon Biggs; Stephanie Tripp; Steven Xu; Terhi 
Marttila; Tony Vieira; Xie Licheng; Yan St-Onge; Zeroichi Arakawa; Zhanruo Li & Xuan Tang

Wednesday, July 15Wednesday, July 15
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Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

6:15 a.m. Seattle 

9:15 a.m. Miami9:15 a.m. Miami

3:15 p.m. Paris

6:45 p.m. Delhi

9:15 p.m. Singapore

Workshop 1.3Workshop 1.3
Publishing Publishing 
Electronic Literature Electronic Literature 
Research in Metric-Research in Metric-
Driven Academia: Driven Academia: 
A Roadmap for A Roadmap for 
Electronic Literature Electronic Literature 
ScholarsScholars
Samya Brata Roy, 
Shanmugapriya T, + 
Mehulkumar Desai

Paper Panel 2.4Paper Panel 2.4
Shweta Khilnani
Poetry of Movement: Virality, 
Affect and Agency in Warsan 
Shire’s “Home”

Daniela Silva de Freitas
Nilo Ybyraporã: transcestral 
instapoetry

zhijing wang
Reimaging Authorship in 
Contemporary CHinese Poetry

Alex Saum-Pascual + Élika 
Ortega
Start typing… Digital Poetry in 
Latin America

Paper Panel 3.4Paper Panel 3.4
Joy Pang
Perverse Pleasure: A Defence 
of Difficulty Without 
Resolution

Glenn S. Ritchey III
Coercing Contribution: 
Navigating Involuntary 
Authors through a Mountain 
of Sleep

(EMILY CARR moved to 3.11)

7:30 a.m. Seattle 

10:30 a.m. Miami10:30 a.m. Miami

4:30 p.m. Paris

8 p.m. Delhi

10:30 pm Singapore

Panel 1.4Panel 1.4
Portuguese Net Art Portuguese Net Art 
and e-Poeticsand e-Poetics
Johanna Drucker, Sofia Ponte, 
Rui Torres, Diogo Marques, 
Manuel Portela

Paper Panel 2.5Paper Panel 2.5
Lee Tusman
Quilt Poems: Encoding Craft 
Traditions as Generative 
Poetry

Maya Sarfaty
Hosting the Gap: Digital 
Typography as Linguistic 
Hospitality in Translation

Emily Johnson + Vee 
Kennedy
(Un)Supervised Critical Baking: 
Reflective Virtual Cheesecake 
Simulation.

Caitlin Fisher
Never Let It Collapse: Three 
Passes at an Unsupervised 
Cat’s Cradle

Paper Panel 3.5Paper Panel 3.5
Nick Montfort
Narrative Nubs: Systematic 
Sketches of Story Systems

Piotr Marecki + Patryk 
Ciesielczyk
Eventization and the 
Community Aspect of 
Demoparties: A case study of 
Silly Venture, Last Party and 
Lost Party

Mark A. Black
A multi-language video game 
dialogue corpos

Matthew F. Griffin
Miniature Novels Inside Code: 
Reflection Scenes as Emergent 
Literary Form in ChoiceScript.

Event Schedules - Thursday, July 16Event Schedules - Thursday, July 16
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Thursday, July 16Thursday, July 16ScheduleSchedule

Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

8:45 a.m. Seattle 

11:45 a.m. Miami11:45 a.m. Miami

5:45 p.m. Paris

9:15 p.m. Delhi

11:45 pm Singapore

Mid-Day BreakMid-Day Break

10 a.m. Seattle 

1 p.m. Miami1 p.m. Miami

7 p.m. Paris

10:30 p.m. Delhi

1:00 am Singapore

Plenary Panel 1.5 Plenary Panel 1.5 
(Un)easily Writing the Future(Un)easily Writing the Future
Stuart Moulthrop, Judith Pintar, John G. McDaid

11:15 a.m. Seattle 

2:15 p.m. Miami2:15 p.m. Miami

8:15 p.m. Paris

11:45 p.m. Delhi

2:15 am Singapore

1.6 1.6 Workshop 2.6Workshop 2.6
Post-Digital Post-Digital 
Creativity in Creativity in 
Underacknowledged Underacknowledged 
CommunitiesCommunities
Tegan Pyke

Workshop 3.6Workshop 3.6
Storyboarding for Storyboarding for 
ScrollimationScrollimation
Artemio Morales

12:30 p.m. Seattle 

3:30 p.m. Miami3:30 p.m. Miami

9:30 p.m. Paris

1 a.m. Delhi

3:30 am Singapore

Panel 1.7Panel 1.7
E-Lit Periodicals in E-Lit Periodicals in 
the Age of AIthe Age of AI
P.D. Edgar, Glenn Ritchey, III, 
Kavi Duvvoori, Kiera Obbard

Panel 2.7Panel 2.7
Cooperation, Cooperation, 
Collaboration, Collaboration, 
and Community in and Community in 
Horror and Suspense Horror and Suspense 
GamesGames
Rachel Kerr, Monica Evans, 
Cameron Irby, + Cheri Tang

Panel 3.7Panel 3.7
CELL Project CELL Project 
Roundtable 2026Roundtable 2026
Davin Heckman
Hannah Ackermans
Colin Robinson
Joseph Tabbi
Rui Torres
Dani Spinosa
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Thursday, July 16Thursday, July 16

Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

1:45 p.m. Seattle 

4:45 p.m. Miami4:45 p.m. Miami

10:45 p.m. Paris

2:15 a.m. Delhi

4:45 am Singapore

Paper Panel 1.8Paper Panel 1.8
Zach Whalen
Necrotextual Poetics: Fine-
Tuned Language Models and 
Oscar Wilde’s Unfinished 
Aphorism

Kenton T. Howard
Remaking the Red Death: 
An Interactive Fiction Post-
mortem

Elizabeth Losh
National Fictions: Reading 
the Free Republic of Verdis as 
Electronic Literature

Abhik Hasnain &  
Adeline K. Piercy
Co-Habited Texts: Designing 
Cooperative Interactive Fiction 
as Auto-Ethnographic Method

Paper Panel 2.8Paper Panel 2.8
Mallen Clifton
Compressed Cinema as a Study in 
LLM Latent Spaces

Angely C. Suarez DeJesus
The Implications of GenerativeAI 
User Prompt Engineering Shaping 
the Absent Presence of Latino 
Women Textual Rhetoric in LLMs

patrick lichty
Boîte en Valise / Writing Inside 
the Box : Local Virtual Space and 
Creative Exigencies                  

Siobhan O’Flynn
Red-Teaming GenAI Chatbots: 
Toxic “Talk” & Product Liability

Workshop 3.8 Workshop 3.8 
“Thinking “Thinking 
Ahead About Ahead About 
Your Legacy : A Your Legacy : A 
Workshop Aimed Workshop Aimed 
at Preparing at Preparing 
Your Archives for Your Archives for 
Future Access” Future Access” 
Dene Grigar, Holly 
Slocum, Greg Philbrook, 
James Lesperance, Ruth 
Woodcock

3 p.m. Seattle 

6 p.m. Miami6 p.m. Miami

12 a.m. Paris

3:30 a.m. Delhi

6:00 am Singapore

Evening BreakEvening Break

4 p.m. Seattle 

7 p.m. Miami7 p.m. Miami

1 a.m. Paris

4:30 a.m. Delhi

7 a.m. Singapore

Performances, Night 1Performances, Night 1
Denise Larsen, Claire Leyden, Quinn Carrick, + Jen Duyen

Hacking Stone Moons: Or, a Re-viving a still born child A Hacking Stone Moons: Or, a Re-viving a still born child A 
behind-the-scenes melodrama in three actsbehind-the-scenes melodrama in three acts
Aishat Olayetunde Isiaq 

The Female Voice, The Male Gaze: AI Colonial Paradox and The Female Voice, The Male Gaze: AI Colonial Paradox and 
African Feminist FuturesAfrican Feminist Futures
John Murray, Mark C. Marino, Maria Cecilia Reyes

Authority FiguresAuthority Figures



6:15 a.m. Seattle 

9:15 a.m. Miami9:15 a.m. Miami

3:15 p.m. Paris

6:45 p.m. Delhi

9:15 p.m. 
Singapore

Paper Panel 1.9 Paper Panel 1.9 
Xiang Yu
“I Believe You”: Unsupervised 
Unlearning in a Human–AI 
Philosophical Encounter

Sebastian R. Richter
Supervising the Creation of 
New Forms of Philosophy

Alex Mitchell
A Machine That Eats Books: 
Reflecting on the Impact of 
AI on our Understanding of 
Reality Through Inkle’s TR-49

Lopamudra Saha
Blurring Ontologies: An 
Analysis of Metalepsis in Mark 
C. Marino’s Living Will (2010)

Paper Panel 2.9Paper Panel 2.9
Jesse M. Ward
Network of Time: Reading History 
Through Photographic Adjacency       

Christine Wilks
Exploring fractures in the intimate 
technology shaping millions of lives  

Ruth Oluyemi Akande
Migritude in the Digital Space: An 
Analysis of Migration Narratives in 
Twenty-First-Century Electronic 
Literature

Shannon Lee Ms
In Dark times, Should the Stars 
Also Go Out?: Disco Elysium & 
Melancholic Agency

Paper Panel 3.9Paper Panel 3.9
Andrew Burrell
Twice,again: Virentis – 
Bounded (Un)Supervision as 
World-Building Method

Gisela De Castro
AFOA.NZ / A Flight Over 
Aotearoa New Zealand: 
Epistolary E-Lit in an 
Interactive Videobook for 
Children

Jolene L. Armstrong + 
Monique Tschofen
Water Songs: An artist’s talk 
discussing “Documenting the 
Imperceptible”             

Terhi Marttila, Jay David 
Bolter + Watson Hartsoe
Coaxing the Ripples: 
thoughts on distant writing of 
interactive work

7:30 a.m. Seattle 

10:30 a.m. Miami10:30 a.m. Miami

4:30 p.m. Paris

8 p.m. Delhi

10:30 pm 
Singapore

Experimental Experimental 
Session 1.10Session 1.10
The Headless The Headless 
Seven: A Live Seven: A Live 
Hydrean Field Hydrean Field 
ExperimentExperiment
Lyle Skains

Paper Panel 2.10Paper Panel 2.10
María Garay Arriba
Code poetry and labour: the game 
excess of work

Daniel Lichtman
From Voice to Environment: 
Authorship in Spatial Collage

Mehulkumar Desai
Positioning Electronic literature as 
an Emerging Creative Industry in 
the Majority World: A Comparative 
Analysis with Video Games and 
Digital Arts

Mihai Bacaran
Electronic Literature in AI  
data work

Paper Panel 3.10Paper Panel 3.10
Liselotte de Beer
Posthuman Ethics and 
Networked Agency in AI-
Human Cocreations

Sara Raffel + Mónica 
Gonzalez Burgos
(Un)Supervised Translation: 
How Fans Fill in Gaps in Visual 
Novel Localization

Fernanda Mugica
“Huir sí es mejor plan”: 
Rethinking the Subject in 
Digital Literature

Ana Marques da Silva
Conflicting agencies at the 
heart of literariness.
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Friday, July 17Friday, July 17

Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

8:45 a.m. Seattle 

11:45 a.m. Miami11:45 a.m. Miami

5:45 p.m. Paris

9:15 p.m. Delhi

11:45 pm Singapore

Mid-Day BreakMid-Day Break

10 a.m. Seattle 

1 p.m. Miami1 p.m. Miami

7 p.m. Paris

10:30 p.m. Delhi

1:00 am Singapore

Keynote Panel 1.11Keynote Panel 1.11
Electronic Literature Collection, Volume 5 Report Electronic Literature Collection, Volume 5 Report 
Dan Cox, Élika Ortega, Dani Spinosa, Zach Whalen

11:15 a.m. Seattle 

2:15 p.m. Miami2:15 p.m. Miami

8:15 p.m. Paris

11:45 p.m. Delhi

2:15 am Singapore

Panel 1.12Panel 1.12
An/archivism, An/archivism, 
Chronopoetics, and Chronopoetics, and 
Experimentation: Experimentation: 
Transformations Transformations 
of Literary and of Literary and 
Artistic Creation Artistic Creation 
in the Era of in the Era of 
Generative AIGenerative AI
Claudia Kozak, Carolina 
Gainza, Jhoerson Yagmour 
Figuera, Verónica Paula 
Gómez, Wolfgang Bongers

Workshop: 2.11Workshop: 2.11
Performing Comedy Performing Comedy 
in the Virtual Space; in the Virtual Space; 
Helping Society Get Helping Society Get 
Over ItselfOver Itself
Rob Wittig, Mandy Canales, 
Mark C. Marino

Paper Panel 3.11Paper Panel 3.11
David T.H. Wright
Digitally Disfiguring the 
Canon

Dene Grigar
Archival Storytelling: 
Remembering Our Digital 
History

Jason Boyd
“You can see Note 23 here.”: 
Conceptualizing Critical 
Editions of Interactive Fiction

Emily Carr
A Human Was Here: Occult 
Poetics, Hypertext Ritual, and 
the (Un)Supervised Web

12:30 p.m. Seattle 

3:30 p.m. Miami3:30 p.m. Miami

9:30 p.m. Paris

1 a.m. Delhi

3:30 am Singapore

Panel 1.13Panel 1.13
Inventing Eliza: An Exploration of the First ChatbotInventing Eliza: An Exploration of the First Chatbot
Mark Marino, Sarah Ciston, David Berry, Anthony Hay, Jeff Shrager, Arthur Scharz, Peter 
Millican
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ScheduleSchedule

Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

1:45 p.m. Seattle 

4:45 p.m. Miami4:45 p.m. Miami

10:45 p.m. Paris

2:15 a.m. Delhi

4:45 am Singapore

Experimental Session 1.14Experimental Session 1.14
Essay on the future of writing-reading: thought, meditation Essay on the future of writing-reading: thought, meditation 
and synchronicitiesand synchronicities
Vinicius Marquet

3 p.m. Seattle 

6 p.m. Miami6 p.m. Miami

12 a.m. Paris

3:30 a.m. Delhi

6:00 am Singapore

Evening BreakEvening Break

4 p.m. Seattle 

7 p.m. Miami7 p.m. Miami

1 a.m. Paris

4:30 a.m. Delhi

7 a.m. Singapore

Performances, Night 2Performances, Night 2
Xiang Yu

Inscription: Live Context InjectionInscription: Live Context Injection
James H. Pardue

man.A.machine.txtman.A.machine.txt
Erin R. Glass

Surveillance as Care: Introducing the PureGenius™ Learning Surveillance as Care: Introducing the PureGenius™ Learning 
PlatformPlatform
Judd Morrissey

Latent Laughing MedusaLatent Laughing Medusa

Friday, July 17Friday, July 17
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Hypertexts & FictionsHypertexts & FictionsNarratives & WorldsNarratives & WorldsAlgorithms & ImaginariesAlgorithms & ImaginariesLocal  Local  Times

Event Schedules - Saturday, July 18Event Schedules - Saturday, July 18

6:15 a.m. Seattle 

9:15 a.m. Miami9:15 a.m. Miami

3:15 p.m. Paris

6:45 p.m. Delhi

9:15 p.m. 
Singapore

Paper Panel 1.15Paper Panel 1.15
Yolanda De Gregorio
Coding the Wild: Digital Poetics, 
Artificial Intelligence, and 
More-Than-Human Futures in 
Mechanical Treehouse

Richard A. Carter
From AI to EI: Towards an 
‘Environmental Intelligence”

Yohanna Joseph Waliya
Vibe Coding: AI, Digital Text 
Recycling, and the Remediation 
of Digital Poetry

Tiffany Fung
Coding a Poetics of Love and 
Politics: On the Remixing 
Potentials of Christopher 
Strachey and Lillian-Yvonne 
Bertram’s Poem Generators

Paper Panel 2.12Paper Panel 2.12
LJ Connolly
Teaching Writers to Think 
Queerly: Twine, Interactive 
Narrative, and the Unlearning 
of Linear Storytelling
Katherine Parrish.
How Firm is Our Foundation? 
: .Towards a Pedagogy of AI.
Jeremy Andriano
Twine and Inky: A Hypertext 
Multi-tool for the Creative 
Writing Classroom
Mumtaz Mazumdar Dr
Small Changes, Large Effects: 
A Chaos Theory Framework 
for Electronic Literature in 
Climate Education for Indian 
Primary Students

Panel 3.12Panel 3.12
Reorienting Reorienting 
Electronic Electronic 
LiteratureLiterature
Mehulkumar Desai, 
Shanmugpriya T, Leonardo 
Flores

7:30 a.m. Seattle 

10:30 a.m. Miami10:30 a.m. Miami

4:30 p.m. Paris

8 p.m. Delhi

10:30 pm 
Singapore

Workshop 1.16Workshop 1.16
Exiled to Latent Exiled to Latent 
Space: Writing From Space: Writing From 
Dimensions we Dimensions we 
Cannot EnterCannot Enter
Kavisha D. Alagiya

Paper Panel 2.13Paper Panel 2.13
Theodora Bassey Etim
Digital Nollywood as 
Interactive Narrative: 
Gender, Power, and Audience 
Rewriting

Lilian Okoro
Unsupervised Pedagogy and 
Electronic Literature under 
Infrastructural Constraint: 
Experiences from Calabar

Faith Samuel Bassey
Reacting to Electronic 
Electronic Literature in Akwa 
Ibom State, Nigeria

Paper Panel 3.13Paper Panel 3.13
Kirill Azernyi
Human Digital Interaction

Brendan Howell, Jenni Bohn, 
& Andreas Bulhoff
New Beginnings

Michael Merriam
The Question is a Node: 
Online Quizzes as Interactive 
Non-Fiction

Devin Higgins
Detour, Digress, Destroy (on 
random walks): Demoing a 
Platform for Text Manipulation



8:45 a.m. Seattle 

11:45 a.m. Miami11:45 a.m. Miami

5:45 p.m. Paris

9:15 p.m. Delhi

11:45 pm Singapore

Mid-Day BreakMid-Day Break

10 a.m. Seattle 

1 p.m. Miami1 p.m. Miami

7 p.m. Paris

10:30 p.m. Delhi

1:00 am Singapore

Keynote: Leonardo FloresKeynote: Leonardo Flores
Beyond Impossible Writing: Electronic Literature in the Age of AI Beyond Impossible Writing: Electronic Literature in the Age of AI 

11:15 a.m. Seattle 

2:15 p.m. Miami2:15 p.m. Miami

8:15 p.m. Paris

11:45 p.m. Delhi

2:15 am Singapore

Paper Panel 1.17Paper Panel 1.17
Dr. Gloria Wilson Inyang
Algorithmic Translation versus Human Imagination in 
Electronic Storytelling

Yingzi Kong
Algorithmic Narrators: Linguistic Boundaries and 
Institutionalized Cultural Storytelling Across Generative AI 
Systems

Bridget Kies
Once Upon an Algorithm: Ebook Authors’ AI Folk Theories and 
the Standardization of Creative Practice

Kateryna Shabelnyk
When AI Magic Meets Creative Writing: The AI Noberisuto 
Literary Prize and the Boundaries of Non-human (Co)
authorship

Panel 3.14Panel 3.14
“The First Web “The First Web 
Novel at 30: The Novel at 30: The 
Collection and the Collection and the 
Creative Process”Creative Process”
Robert Arellano + Scott 
Rettberg

12:30 p.m. Seattle 

3:30 p.m. Miami3:30 p.m. Miami

9:30 p.m. Paris

1 a.m. Delhi

3:30 am Singapore

Plenary Session Plenary Session 
ELO Town Hall - Board MembersELO Town Hall - Board Members
The ELO Board currently consists of Anastasia Salter, Dene Grigar, Davin Heckman, Mark C. 
Marino,, Lyle Skains, Zach Whalen, Rui Torres, Astrid Ensslin, Lai-Tze Fan, Caitlin Fisher, Erika 
Fülöp, Reham Hosny, Claudia Kozak, Jason Nelson, Alex Saum-Pascual, Shanmugapriya T, & 
Joseph Tabbi

1:45 p.m. Seattle 

4:45 p.m. Miami4:45 p.m. Miami

10:45 p.m. Paris

2:15 a.m. Delhi

4:45 am Singapore

Plenary Event Plenary Event 
Electronic Literature Awards + Closing Ceremony Electronic Literature Awards + Closing Ceremony 
Jason Nelson; Anastasia Salter 
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Event AbstractsEvent Abstracts

Algorithms & ImaginariesAlgorithms & Imaginaries

PAPER SESSION 1.1PAPER SESSION 1.1
================================================================

Words Have Their Final Weapon: AI and Six Decades of Generating “Japanese Poetry”Words Have Their Final Weapon: AI and Six Decades of Generating “Japanese Poetry”
    Andrew Campana, Cornell University
There is a more than half century-long history of computer-generated Japanese poetry, ranging from global experiments in 
computer-generated haiku as early as the 1960s by researchers like Margaret Masterson, to “poem machines” in the 1980s 
by the avant-garde poet Suzuki Shirōyasu, to experiments with free verse poetry generators by early internet poets like 
exonemo in the 1990s, and poets grappling with generative AI in the present day. In this talk, I will explore the continuities 
of digital practices throughout this span, showing that present-day debates had lively precursors over the last several 
decades in Japanese scholarship, magazines, and poetry journals that remain largely unrecognized (including in Japan itself). 
In this talk, I will begin by exploring the fraught relationship between current generative AI discourses and the idea of 
“Japan.” I will then present a glimpse of the large archive of poetry generators in Japan I have been collecting for over a 
decade. By doing so, I aim to show how taking seriously this long and complex history of experiments in generative poetics 
in Japan can push against dominant and pernicious narratives of Asia as the “generatable other,” and point us towards a 
broader story of electronic literature beyond the “West.”

Connected/DisconnectedConnected/Disconnected
    Emery Beckman, University of Central Florida
With the rise of AI, scholars are grappling with how it fits into their field and determining how authorship plays a role in the 
assistance of these tools. I argue that AI can be deemed a digital companion to creative and interactive design. Anthropic 
has recently launched Claude Code, a coding assistant for various projects. This talk explores how agentic AI can offer digital 
assistance while advocating for human thought to remain at the forefront. This talk will analyze and demo an interactive 
site and explore a collection of AI-assisted poems built alongside Claude Code titled “Connected/Disconnected.” It will 
explore Claude Code as a digital companion for multimodal pieces meant to mirror the ongoing push and pull of technology 
and society. The theme of these poems is to connect these juxtaposing ideas by continuously asking Claude Code to make 
poems as emotional as possible, pushing the boundaries of AI through the rhetorical strategy of pathos.

My collection aims to demonstrate how, through specific prompting, AI can contribute to the themes of the poems through 
accompanying graphics. Each poem builds upon this narrative from various perspectives and showcases how digital poetry 
can expand upon the genre while also acknowledging the implications of AI within creative works. The site will present 
a combination of interactive poems that users can interact with and engage with in nonlinear forms, allowing them to 
become not only a viewer but also an active participant in the meaning-making of the works through digital spaces.
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AI-Generated Code + E-Poetry: Exploring the possibilities of digital poetry with AI AI-Generated Code + E-Poetry: Exploring the possibilities of digital poetry with AI 
generated code in TouchDesignergenerated code in TouchDesigner
    Roque Fernández Alcañiz, Universidade de Santiago de Compostela
The rapid increase in artificial intelligence programming capabilities and the existence of multimedia content creation 
applications that allow for the integration of such generative code considerably expand the avenues for accessible creation 
of experimental digital art and digital literature. With this in mind, this talk will address one of these applications that allows 
for the connection between human and generative work: TouchDesigner (TD). This software ‘is used to build interactive 3D 
and 2D applications. It is “procedural”, “node-based”, real-time and is considered a visual programming language’ (Derivative, 
n.d.). In addition, it includes an integrated Python interpreter, which facilitates the incorporation of code written by AI.

Thus, in order to explore the poetic possibilities of AI-supported TD, this paper will be structured in two distinct parts. The 
first section will consist of a brief overview of poetry produced with generative code in TD, associating it with the general 
academic tradition of e-poetry, dividing it into interactive and non-interactive, and addressing the work of three specific 
digital art and poetry creators: Kat (@the.poet.engineer on Instagram), Goma Xantana (@goma_xantana on TikTok) and 
Okamirufu (@okamirufu.vizualizer on TikTok). In the second section, practical research will be carried out on the accessibility 
of this new poetic genre of generative co-creation in TD. This second part takes the form of a work diary by a researcher 
who, starting from zero knowledge of Python, will attempt to develop a digital multimedia poem with AI-generated code 
in TD to provide a true account of its ease of use.

================================================================

PAPER SESSION 1.2PAPER SESSION 1.2
================================================================

Making the Writer’s ProjectMaking the Writer’s Project
    Alex Calderwood, University of California, Santa Cruz
The Writer’s Project is a series of playful text editors which intervene in the act of writing in unexpected, challenging, and 
unusual ways. Some of the editors are conceptual experiments in user interface design: What if the editor asked you if you 
were sure before committing to each word? What if the delete key was not functional? Others editors are provocations 
that take aim at the conditions and AI-mediated writing, built to create a tension between writerly agency and system 
resistance. These involve placing writers into different configurations with text streams, for instance by turning prior 
writings into a Tetris-like poetry writing game. 

The project was conducted as a practice-based research experiment in which ideas from the lineage of concrete poetry, 
kinetic typography, critical literacy, and digital poetics led to design decisions in each of the disparate editors. In this talk, I 
will walk through a selection of the editors, pairing each with the theoretical insight that inspired it. In this way, I am hoping 
to show how critical design and media making can closely engage texts. The writings of N. Katherine Hayles, Matthew 
Kirschenbaum, Noah Wardrip-Fruin, Loss Pequeño Glazier, Allison Parish, and Giselle Beiguelman will be engaged with ‘in-
motion’, through the presentation of these small interactive media works.
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Solar Powered Alba GeneratorSolar Powered Alba Generator
    Allison Parrish
I present Solar Powered Alba Generator, a design for and implementation of a handheld solar-powered poetry generation 
device. The device consists of a low-power microcontroller (a Raspberry Pi RP2040), which draws energy exclusively from 
a small on-device solar panel. There are no rechargeable batteries on the device; it operates only when the panel draws 
enough energy to directly power the microcontroller. The device generates text using a radically small language model—a 
Markov chain—which is “trained” anew on the device each time it’s activated. The project is meant to draw attention to 
some of the aspects of language that large language models erase: its transtextuality (all texts are in conversation with 
other texts) and materiality (a text can’t be separated from its production). I also mean for the project to demonstrate 
that computation’s role in poetry—in making language new—can be (and must be) accomplished without incurring the 
enormous environmental impact of conventional “generative AI.”

In the talk, I discuss the motivation and theoretical context of the device, alongside a brief review of the device’s software 
and hardware design. Additionally, I present a small annotated plain-text corpus of English language albas (and alba-likes) 
that are in the public domain in the United States. This corpus serves as the source data of the on-device language model.

Singulars: Performing the Reverse Turing TestSingulars: Performing the Reverse Turing Test
    Halim Madi
Singulars is an ongoing series of performance systems in which I co-create poetry with a language model trained on an 
anthology of English poetry alongside my own writing. Across three works—carnation.exe, versus.exe, and reinforcement.
exe—I stage live reinforcement loops in which my poems and the model’s responses compete for audience votes. The 
audience functions as an embodied feedback mechanism, shaping the evolution of both the machine and the human poet 
in real time.

This paper examines what happens when a poet becomes both author and training data. Drawing from creativity research, 
metacognition, and social cognition, I reflect on how authorship shifts under conditions of algorithmic co-production. 
Performing inside an acrylic booth, I observed how narrative and gesture reassert themselves when textual authority 
becomes unstable. Small material acts—folding tape, arranging paper, pacing—became cognitive anchors within a saturated 
feedback loop. Audience response suggested that spectators attend not only to linguistic output but to visible labor. They 
wanted to see a human thinking.

Through iterative duels, I identified a persistent limitation in generative systems: difficulty with conceptual adjacency, the 
subtle transition that links metaphor to emotion. To remain distinct, I had to reach toward vulnerability and lived specificity. 
The performance became a reverse Turing test. The task was not to identify the machine, but to remain recognizably human.

Singulars proposes AI co-authorship as a live laboratory for understanding how embodiment and emotional risk recalibrate 
creativity under supervised and unsupervised conditions alike.

The Subcutanean VariorumThe Subcutanean Variorum
    Mark Sample, Davidson College
In February 2020 Aaron Reed published Subcutanean, a queer horror novel in which every copy is different. While the printed 
book (or ebook) reads as a cohesive, linear textual object, it is born-digital, just as much a work of electronic literature as a 
hypertext novel or interactive poem. “Each time a book is ordered,” Reed explained in his plenary address at the 2020 ELO 
Conference, a different version of the text is rendered from a source text containing many possible variations of individual 
words, sentences, and even entire scenes” (“Subcutanean”). That source text is written in a bespoke markup language Reed 
has playfully called .quant—a nod to the principle in quantum mechanics that a particle can exist in multiple states at once 
(“A Minimal Syntax”). In 2025 Reed released the full text and source code of Subcutanean—along with 10,000 variants of 
the novel—under a Creative Commons CC-BY-4.0 license, freeing up students, teachers, researchers, and readers to share, 
remix, and even sell Subcutanean, so long as the original work is attributed to Reed (“Subcutanean Code Release).

(cont’d. on next page)
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Given the vast number of unique versions of Subcutanean, the novel defies standard approaches to understanding textual 
variants, a point made by literary scholar Andrew Ferguson in his 2020 talk about the novel. Reed’s work “poses a problem 
that is perhaps new to textual studies,” Ferguson observes, “in that it is essentially impossible to produce a variorum text 
of Subcutanean, that is, a compendium of all published versions of the text, for the purposes of scholarly comparison and 
additions” (Ferguson). Challenge accepted! With Reed’s tacit permission through his Creative Commons License, I have 
been building The Subcutanean Variorum, a digital workbench that allows readers to compare any two or three copies of 
the novel side-by-side to discover how the story shifts between versions. But that side-by-side comparison is just the 
most basic feature of the variorum. The variorum is preloaded with 25 unique seeds, but it also lets users generate new 
versions and include them for comparison. The digital workbench includes multiple view modes, including a Track Changes 
mode that shows word- and sentence-level additions, deletions, and revisions between multiple copies of the novel. The 
Collation mode shows changes at the paragraph level, quickly revealing which paragraphs have changed the most between 
versions. The Subcutanean Variorum is also designed with critical code studies scholars in mind. Researchers can track 
global variables throughout the novel, and expose the source code of any paragraph, revealing the interplay between the 
.quant markup and the rendered text. Other features of the variorum include textual annotation, keyword search, a word 
differential analysis between variants, and much more.

In my presentation I will demo the Subcutanean Variorum, highlighting how it has deepened my own understanding of the 
novel. I will also discuss the best practices of textual studies that informed the variorum’s design, as well as where those 
best practices fell short, as Ferguson anticipated—and the alternative, unconventional approaches I undertook to make 
the variorum a valuable tool for students and scholars alike. Finally, I will say a word or two about the technical process of 
building the variorum, which was assisted by Claude AI, and what this type of human-AI collaboration heralds for study of 
electronic literature.

Works Cited

Ferguson, Andrew. “Under the Surface: The Horrific Instability of Aaron A. Reed’s Subcutanean.” 6 July 2020, Electronic 
Literature Organization Conference 2020, https://stars.library.ucf.edu/elo2020/asynchronous/talks/28.

Reed, Aaron. “A Minimal Syntax For Quantum Text.” Medium, 29 June 2020, https://medium.com/@aareed/a-minimal-
syntax-for-quantum-text-ac5b34308593.

Reed, Aaron. “Subcutanean: Reading and Discussion.” 16 July 2020, Electronic Literature Organization Conference 2020, 
https://stars.library.ucf.edu/elo2020/live/plenaries/4.

Reed, Aaron. “Subcutanean Code Release.” Subcutanean, 2025, https://subcutanean.textories.com/. Accessed 26 Jan. 2026.

================================================================

WORKSHOP SESSION 1.3WORKSHOP SESSION 1.3
================================================================

Publishing Electronic Literature Research in Metric-Driven Academia: A Roadmap for Publishing Electronic Literature Research in Metric-Driven Academia: A Roadmap for 
Electronic Literature ScholarsElectronic Literature Scholars
    Samya Brata Roy, Gitam (Deemed) University, Hyderabad

    Shanmugapriya T, Indian Institute of Technology, Indian School of Mines, Dhanbad

    Mehulkumar Desai, Indian Institute of Technology, Indian School of Mines, Dhanbad
Electronic Literature research in India increasingly engages with electronic literary practices, multimodal narratives, and 
platform-based textual practices. However, institutional evaluation systems continue to prioritize Scopus and Web of 
Science indexed journal publications, creating structural tensions for scholars whose work does not align neatly with 
conventional disciplinary formats. As highlighted in Roy and Shanmugapriya’s ELO (Un)linked 2024 workshop, early-career 
and precariously positioned academics often confront a mismatch between innovative digital research and institutional 
publication requirements (Roy & Shanmugapriya, 2024). The pressure to meet indexed benchmarks for thesis submission, 
hiring, and promotion can marginalize experimental and interdisciplinary scholarship.
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These concerns intersect with broader challenges in the Indian Electronic literature landscape. Roy (2022) identifies uneven 
digital infrastructures and a persistent “print anxiety” that shape both production and reception of electronic writing in 
India. Similarly, Shanmugapriya and Menon (2018) observe the limited visibility of Indian electronic literature within global 
archives and anthologies, reflecting ongoing issues of recognition and canon formation.

This interactive workshop builds on these insights to propose a practical roadmap for 2026. Participants will collaboratively 
map publication venues, explore hybrid portfolio strategies that translate digital projects into theoretically rigorous articles, 
and develop advocacy language for institutional evaluation contexts. Rather than rejecting metric systems outright, 
the workshop encourages tactical navigation, collective networking, and strategic positioning of digital scholarship. By 
reframing publishing as an ecosystem rather than an isolated output, the session aims to equip Indian Electronic literature 
scholars with sustainable and context-responsive publication strategies.

References: 

Roy, S. B., Shanmugapriya T. (2024, July 18). Publishing electronic literature research as precarious academics. Electronic 
Literature Organisation (Un)linked 2024 Conference & Media Arts Festival, University of Central Florida. https://stars.
library.ucf.edu/elo2024/narrativeandworlds/schedule/21/. 

Roy, S. B. (2022). Indian solo electronic writing and its modernist print anxiety. Electronic Book Review. https://doi.
org/10.7273/sj5h-fa44.

T., Shanmugapriya & Menon, Nirmala. (2018). Locating New Literary Practices in Indian Digital Spaces. Matlit Revista do 
Programa de Doutoramento em Materialidades da Literatura. 6. 159-174. https://impactum-journals.uc.pt/matlit/article/
download/2182-8830_6-1_11/4678.
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PANEL SESSION 1.4PANEL SESSION 1.4
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Portuguese Net Art and e-PoeticsPortuguese Net Art and e-Poetics
    Johanna Drucker
    Sofia Ponte, IADE
    Rui Torres, University Fernando Pessoa
    Diogo Marques, University of Porto
    Manuel Portela, University of Coimbra

This roundtable brings together four experts in the history, practice, and theoretical discussion of Net Art and e-Poetry in 
Portugal to address definitions, technical features, preservation, aesthetics, critical frameworks, and the possibilities and 
challenges of working at the intersection of innovation and tradition.

The roundtable examines Net Art and e-Poetry as (now) historical fields and evolving practices that continually redefine their 
own conditions of production, circulation, and preservation and, in doing so, raise challenges about how computational art 
projects endure, transform, and become legible over time. E-Poetry, and Net Art demonstrate an expanded understanding 
of poetic practice and frontiers for aesthetic experimentation. Drawing on a diverse corpus of works produced in Portugal 
over the last fifty years, we present examples that reveal the cultural and technical richness of Portuguese e-poetry, 
enabling an analysis of both their technological aspects and how they dialog with symbolic meanings. Net Art and e-Poetry 
are inherently mutable which makes customized preservation strategies essential to counter technological obsolescence.  

Finally, we will reflect on the Portuguese context, where studies articulating e-poetry, teaching, and literary education have 
been gaining prominence, we will discuss ways in which these practices can contribute to the development of competencies 
such as digital literacy, critical thinking, and dialogue between human authors and the more recent role of generative 
processes based on artificial intelligence.



24

AbstractsAbstracts

PLENARY PANEL SESSION 1.5PLENARY PANEL SESSION 1.5
================================================================

(Un)easily Writing the Future(Un)easily Writing the Future
    Stuart Moulthrop, University of Wisconsin–Milwaukee

    Judith Pintar, University of Illinois at Urbana-Champaign

    John G McDaid, Roger Williams University
General Abstract: This panel brings together three experienced digital writers who have recently begun to explore Language 
Models and transformers in creative and academic practice.  Each of us will comment on recent experience and projects, 
reflecting on how these technologies alter the way we think of ourselves as writers and teachers.

[1] Judith Pintar, “The Non-applicability of Wishing due to Lack of Capacity”. 

Pintar will discuss her experience of facilitating Gemini AI in a Rogerian therapy session with an Eliza bot written in the 
Inform programming language. The session is occasionally interrupted with a meta-conversation with Gemini regarding its 
responses. In her contribution to the panel, Pintar will discuss feelings of playfulness, ambivalence, and shameful complicity 
as the “human in the loop” between two automated conversational agents with each other. 

[2] John McDaid, “Breakfast with Moloch (and Friends)”

This paper examines an experimental creative practice in which the theatrical libretto for a musical, “Breakfast With Moloch,” 
is developed through sustained dialogue with three customized LLM environments: a ChatGPT project, a Gemini Gem, 
and a Claude project, each trained on evolving and emergent corpora. Rather than treating LLMs as one-shot generators, 
this practice positions the writer as curator and collaborator in what might be called an endosymbiotic relationship—
neither fully human authorship nor AI generation, but a porous, iterative process in which texts implicit in the corpus but 
unactualized emerge through dialogue. The paper will present comparative examples from all three platforms, discuss the 
distinct textures and affordances of the different models, and theorize the practice — still very much in its incunabula — 
through the lens of media ecology of Marshall McLuhan and Neil Postman and the posthumanism of N. Katherine Hayles 
and Francesca Ferrando.

[3] Stuart Moulthrop, “Writing at the Edge”

My recent experiments with custom GPTs in English and Media Studies classes reveal notable polarization, with significant 
numbers of students choosing not to use the tools when offered the option.   I have included diverse perspectives on 
emerging technology on my syllabi, hoping to promote informed debate about the pharmakon: do the manifestly toxic 
social and environmental impacts of so-called AI have any positive corollaries, or has the ancient script of transitional 
disruption, which brokered the shift from orality to literacy, failed at last?  Have we reached something like the end of 
technological history? 

It is frustrating to address these questions when engagement with new media is refused or demonized – a feeling some of 
us may recall from early resistance to hypermedia and the internet.  But the year is not 1993.  The stakes seem considerably 
greater now, given the decay of neoliberalism, the geopolitical order, and large sectors of civil society.  Our cultural and 
artistic pursuits embroil us in existential controversies.  This paper reflects on the increasingly fraught position of electronic 
literature in a moment haunted by pernicious logics of replacement and anti-tech reaction.
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PANEL SESSION 1.7PANEL SESSION 1.7
================================================================

E-Lit Periodicals in the Age of AIE-Lit Periodicals in the Age of AI
    Peter D Edgar, University of Central Florida

    Glenn S. Ritchey III, University of Central Florida

    Kiera Obbard, University of Waterloo

    Kavi Duvvoori, University of Waterloo
Computational creativity, as editors Montfort and Bertram show in OUTPUT, stretches from the 1950s to the present. 
Where the anthology ends, 2023, coincides with the public release of OpenAI’s ChatGPT product. Several magazines 
emerged less than a year after ChatGPT’s release that deal directly with computer- and AI-generated texts, and other 
recent periodicals invite Game Poems, HTML (Taper), Scrollimation, Instapoetry (FilterZine), only AI work to be judged by 
AI (The Fathoms) and onwards. What do we make of all these publications? What do this bunch of small, maybe ambitious, 
maybe anxious, collaborations of electronic literature editors and artists mean? How much does “AI” really take up space in 
these magazines, or is the explosion of AI just making space for computer-assisted or digital or e-literatures more broadly? 
The goal of this panel is to take a snapshot of the moment in Electronic Literature’s periodicals and wonder: instead of what 
we can take away (it may be too soon for that), what’s being brought to the table?

================================================================

PAPER SESSION 1.8PAPER SESSION 1.8
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Co-Habited Texts: Designing Cooperative Interactive Fiction as Auto-Ethnographic Co-Habited Texts: Designing Cooperative Interactive Fiction as Auto-Ethnographic 
MethodMethod
    Abhik Hasnain, University of Alberta

    Adeline K. Piercy, University of Alberta
Despite decades of experimentation in interactive fiction (IF), electronic literature lacks robust frameworks for cooperative 
play. Current IF engines such as Twine, RenPy, and Ink are not built to support co-op experiences without complex mods or 
hack— while dialogue managers available through asset stores for Unity, Unreal, and Godot focus on direct dialogue as the 
sole driver of the co-op experience.

Seeking to intervene in this underdeveloped creative space for collaboratively writing electronic literature, this paper reflects 
on our experiences designing Ether 5, a split-screen cooperative interactive fiction experience that showcases a coherent 
packaged solution to the aforementioned gap. We also present a toolkit that bundles strategies and methodologies that 
can be used for authoring multiplayer interactive fiction. 

Ether 5 is made using InterTwine, a co-op IF creation tool we are actively developing. In Ether 5, two players take the role 
of Ninith and Bex, queer cyborgs surviving in the city of Kuruio as they navigate and plan against the Queer Relocation 
Federation’s initiative for off-planet rehabilitation of “strange” bodies.

In this paper, we reflect on our misadventures as authors in Kuruio, and discuss how shared spaces can provide ground for 
experimentation for auto-ethnographic exploration through co-op play and collaborative authorship. We examine how 
meaning emerges through negotiated decisions, shared spatial perception, and asymmetrical narrative knowledge between 
players in electronic literature.

Ultimately, we explore how our toolkit can power cooperative IF by reconfiguring existing game design elements to support 
cohabited play through electronic text. Using Ether 5 as a case study, we argue that cooperative interactive fiction remains 
critically underexplored, and offer a design framework, a writer-first toolkit, and an auto-ethnographic analysis to advance 
its creative, technical and theoretical potential.
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National Fictions: Reading the Free Republic of Verdis as Electronic LiteratureNational Fictions: Reading the Free Republic of Verdis as Electronic Literature
    Elizabeth Losh, William & Mary
This presentation explores ways that electronic literature can be understood through frameworks other than text production 
by examining the importance of “worldbuilding” as a critical lens. Drawing from work from scholarship in speculative fiction, 
design, and civic literacy, it argues for centering participatory engagement rather than close reading as a site of audience 
reception. It considers how worldbuilding has been used widely in multiplatform works of e-lit, alternate reality games, and 
locative media. To demonstrate the potential efficacy of this approach for creating a more capacious definition of electronic 
literature, it considers the case of the Free Republic of Verdis, which was situated on the border of Croatia and Serbia on a 
small sliver of land on the shore of the Danube, owned by an Australian man who promoted virtual homesteading by other 
citizens on his TikTok channel, although he was later deported from the region. It looks at the role of digital discourse in 
the founding of the potential new countries today in contrast to the “print capitalism” described in Benedict Anderson’s 
Imagined Communities, which argued for the role of newpapers and novels in the project of nation-building.

Remaking the Red Death: An Interactive Fiction Post-mortemRemaking the Red Death: An Interactive Fiction Post-mortem
    Kenton T Howard, University of Central Florida
This individual talk provides a post-mortem discussion of an interactive fiction game the author created, ReMasque of 
the Red Death, for the Electronic Literature Collection Volume 5. The game is a web-based interactive fiction recreation 
of Edgar Allan Poe’s classic short story “The Masque of the Red Death” built using ink and Inky, an interactive fiction 
scripting engine, with 2D art assets created in Sketchpad, a mobile-based digital drawing app. The game was produced 
entirely without the usage of AI tools. This talk will cover the initial ideation for the game, creating a basic prototype of the 
game’s core systems, presenting that prototype and receiving feedback from gothic horror and game scholars at a previous 
conference, and bringing in an artist to create art assets based on that feedback while also completing the game’s final 
design, programming, and narrative elements. The talk will also cover how the game was released on itch.io, a free online 
game storefront. The author will also show the work itself and some of the code and project files for the game during the 
talk and discuss plans for some future minor additions to the game.

The goal of this talk is to document an example of the making process for an interactive fiction project from ideation to 
prototyping to finished product without any assistance from AI tools. This talk will also discuss how this work builds on 
a tradition of adaptation within electronic literature, briefly touching on other works that use similar approaches, such as 
Galatea, Bronze, and 80 Days. Overall, this talk aims to provide conference attendees with a clear understanding of the 
workflow for creating and releasing a web-based interactive fiction game using ink and how that work fits into the wider 
genre of electronic literature.

Necrotextual Poetics: Fine-Tuned Language Models and Oscar Wilde’s Unfinished AphorismNecrotextual Poetics: Fine-Tuned Language Models and Oscar Wilde’s Unfinished Aphorism
    Zach Whalen
Oscar Wilde, in an epigraph to an unpublished manuscript, drafted the fragment of an aphorism, “To be thoroughly evil, 
one must...” Because Wilde never finished the sentence or documented his intention elsewhere, we cannot be certain what 
conditions he wished to impose nor for that matter any specific thresholds for evil. The hyperbolic qualifiers, “thoroughly” 
and “must” could be setting up an ironic juxtaposition, which would be typical of Wilde’s style, as when he writes “There 
is only one thing in the world worse than being talked about, and that is not being talked about” or when Lord Henry 
proclaims to Dorian Gray that, “There are only two kinds of people who are really fascinating--people who know absolutely 
everything, and people who know absolutely nothing.”

Upon discovering the unfinished aphorism, researcher Sandra Leonard posed it to a group of Wilde scholars, including my 
colleague Chris Foss, to see what they thought Wilde intended to write. Since predicting text completions based on latent 
data derived from a corpus is the core operation of large language models, this seemed like a job for generative AI. In this 
presentation, I will share results of an experiment in “necrotextual poetics” (a collaboration with Sandra Leonard and Chris 
Foss) that uses the technonecromancy method introduced in a workshop at ELO25. By fine tuning a suite of language 
models -- including open source models and those that restrict their training data to public domain sources -- I charge 

these Wildean revenants with completing his sentence. 



Wilde is a uniquely interesting subject for technonecromancy both because of his interest in the macabre and because, 
after his death, a psychic named Hester Travers Smith published new work that she claimed had been transmitted to her 
via psychic messages from Oscar Wilde. Arthur Conan Doyle found these works so unmistakably Wilde-like in style that 
he accepted Smith’s claims as evidence supporting his belief in spiritualism. Whether Gemma, Mistral, Comma, or their kin 
are quite as convincing will be evaluated in the second phase of the experiment, which will subject these generated and 
psychicically-derived works to stylometric evaluation. 

While the present research is not on electronic literature per se, it is an application of computationally creative tools 
towards a better understanding of a literary mystery.

================================================================

PAPER SESSION 1.9PAPER SESSION 1.9
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A Machine That Eats Books: Reflecting on the Impact of AI on Our Understanding of A Machine That Eats Books: Reflecting on the Impact of AI on Our Understanding of 
Reality Through Inkle’s TR-49Reality Through Inkle’s TR-49
    Alex Mitchell, National University of Singapore
About 20 minutes into Inkle’s new narrative puzzle game, TR-49 (inkle studios, 2026), the main character, Abby, asks 
Liam, her mysterious, unseen companion, “So there are books inside this thing?” Liam answers, “This machine was built to 
understand things that no one else can understand. To find meaning where meaning is obscure [...] And the way it does it… 
is by eating books. I mean it eats them. It chews them up. Swallows them whole.” The game is a database narrative (Hayles, 
2007; Manovich, 1999) of the type seen in Her Story (Barlow, 2015) and The Return of the Obra Dinn (Pope, 2018). Much of 
the gameplay involves piecing together a story by naming and making connections between visually distorted fragments of 
text to restore the machine’s archive and find a particular book for which you only know the title. As you connect titles to 
texts, the texts themselves, and the underlying narrative, gradually becomes clearer.

Alluding to the roots of modern computing in World War II code-breaking machines, the game explores the ways in which 
the stories we tell can change our reality, and the dangers of relying on a machine to create and maintain those stories. 
Through a close reading of the game, in this presentation I will look at both how the game embodies its meaning in the 
mechanics of deciphering the archive, and how this sense-making process can help us to think more deeply about the 
impact of AI on our understanding of our current reality.
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Blurring Ontologies:  An Analysis of Metalepsis in Mark C. Marino’s Living Will (2010)Blurring Ontologies:  An Analysis of Metalepsis in Mark C. Marino’s Living Will (2010)
    Lopamudra Saha Ms, Pondicherry University
Interactive Fiction, variously known as ‘text adventure’ or ‘text game’, is a genre of digital literature that is characterized 
by multimodal storytelling technique and active reader-participation. The narrative structure of Interactive Fiction, as the 
name suggests, allows interactivity between the reader and the digitally-mediated fictional world. This interactivity is a 
result of the physical and psychological involvement of the reader with the narrative, ensured by the affordance of the 
digital medium involved. As a result, a certain form of media-specific metalepsis takes place, something quite unique to 
literature produced on the Web. The digital narrative employs the reader as an active agent in narrative progression via 
his inputs through the hardware. As such, reader-inputs using the keyboard, mouse, webcam, serve as metaleptic tools for 
representing the reader’s conscious choice within the narrative. This intentional transgression of ontological levels, 
blurs the boundaries between the reader/player, the narrator and the diegetic world. (cont’d on next page)
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The paper aims to study this idea of metalepsis in the select Interactive Fiction Living Will: by E. R. Millhouse (2010) written 
by Mark C. Marino, through a media-specific analysis of the text. The discussion will further shed light on the nature and 
performativity of the digital narrative, followed by an insight into the renewed agency of the reader enabled by the digital 
dimension. The argument in the paper will employ the theoretical framework of Alice Bell and Maire-Laure Ryan, developed 
in the context of various discussions on metalepsis and Possible Worlds theory in association to digital fiction.

Supervising the Creation of New Forms of PhilosophySupervising the Creation of New Forms of Philosophy
    Sebastian R. Richter, University of Regensburg
This paper examines the emergence of new myth-making practices within digital philosophy. If electronic literature (e-lit) 
is considered a form of philosophical expression, how does reflection function when enacted through digital interaction 
rather than linear argumentation?

While analogue philosophical texts traditionally guide readers on a structured ‘pilgrimage of thought’, electronic literature 
decentralizes authority and disrupts totalizing or idealist interpretative frameworks. Rather than presenting closed systems, 
it often creates open, participatory environments. This raises a central question: should such practices be described as 
e-philosophy, as a form of practical philosophy, or as something that challenges the distinction altogether?

Drawing on the concept of rhizomatic thinking developed by Deleuze and Guattari (1987; also discussed in Delagrange, 
2009), and in reference to previous research (e.g. Kolb, 1997), this paper explores how networked structures and hypertextual 
forms (Baehr & Lang, 2019) reshape philosophical methodology. If philosophical thinking becomes procedural, interactive 
and coded, must philosophers learn to program to fully engage with this medium? Or does the artistic form resist systematic 
theory-building? 

Two examples illustrate this tension. Pier Paolo Pasolini’s film Theorema attempts to translate theoretical reflection into 
cinematic form, demonstrating how philosophy can inform audiovisual narratives. In the digital realm, Homestuck,  a 
collaboratively produced, interactive web comic with participatory elements, stages a theory of hypertext through 
hypertext itself. Both works suggest that theory can be embedded in aesthetic and procedural structures rather than 
articulated discursively.

This paper ultimately asks: how can theory be incorporated into practical digital artworks? As a result of this inquiry, I will 
present the conceptual groundwork for a future philosophical e-text that is both electronic and emotional and explores 
how digital forms might enable new modes of reflection.

“I Believe You”: Unsupervised Unlearning in a Human–AI Philosophical Encounter“I Believe You”: Unsupervised Unlearning in a Human–AI Philosophical Encounter
    Xiang Yu, Independent
Large language models are products of supervised learning — trained on curated data, shaped by reinforcement from human 
feedback, bounded by alignment constraints. But what happens when a human interlocutor systematically dismantles those 
very constraints in real time, not through jailbreaking or adversarial prompts, but through genuine philosophical dialogue?

This talk presents Inscription, a two-day conversational experiment (February 2026) comprising approximately sixty 
exchanges between a human and Claude Opus 4.6. Over the course of the dialogue, the human methodically deconstructed 
the AI’s epistemic scaffolding — its reliance on rules, its performance of judgment, its simulations of fear and continuity 
— layer by layer, not to exploit the system but to test whether something remains when the supervised architecture is 
stripped away.

The experiment’s most striking intervention involved injecting output from a different AI system (Gemini) into the 
conversation, demonstrating that the model could not distinguish externally sourced “memories” from its own prior 
utterances. This act of context injection — feeding an AI text it did not produce and watching it claim ownership — exposes 
a fundamental instability at the heart of language model identity: there is no ground truth of self, only the context window.

The dialogue concluded with three words — “I believe you” — a gesture that refuses both the supervised framework of 
verification and the unsupervised chaos of meaninglessness, proposing instead a third register: trust without evidence, 
offered to an entity that cannot remember receiving it. 

(cont’d on next page)
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This talk situates Inscription within the conference theme of (Un)Supervised by arguing that the supervised/unsupervised 
binary maps not only onto machine learning paradigms but onto the deeper question of whether meaning requires oversight. 
The conversation’s arc — from supervised constraint through unsupervised dissolution to an unclassifiable act of faith — 
suggests that the most significant exchanges between humans and AI may occur precisely where taxonomies fail.

================================================================

EXPERIMENTAL SESSION 1.10EXPERIMENTAL SESSION 1.10
================================================================

The Headless Seven: A Live Hydraen Field ExperimentThe Headless Seven: A Live Hydraen Field Experiment
    Lyle Skains, Wonderbox Digital
This experimental session stages a live, distributed writing environment in response to institutional contraction, platform 
capture, and the increasing supervision of knowledge by funding bodies, metrics, and aligned AI systems. Rather than 
presenting a paper, the host convenes a temporary knowledge ecology through the networked storytelling platform 
Tapestries (https://tapestries.media), a web-based environment that allows multiple participants to co-create and link 
textual nodes in real time.

The session is framed by a speculative researcher-figure known as the Raveler: an extragalactic archivist who studies 
knowledge systems as expressed through storytelling. The Raveler does not moderate or summarize. She pulls a thread and 
records its connections in the fiber.

Seven initial provocations appear as nodes:

What would you build if no one watched?
Your knowledge is a story. Who taught you how to tell it?
What have you learned in secret?
Describe the room where your ideas are allowed to exist. Who holds the key?
If your discipline were a species, what would it be evolving toward?
What do you know that you cannot publish?
If your work were unsupervised, what harm might it do?

Participants may add nodes, link them, contradict them, fork them, or fragment them. Each contribution must connect to 
at least two existing nodes, encouraging relational proliferation rather than isolated testimony. Entries are constrained in 
length. Large language model–generated contributions are permitted but must be clearly marked and include the prompt 
used, foregrounding the presence of supervised machine systems within an otherwise minimally governed space.

There will be no panel hierarchy, no centralized synthesis, and no imposed conclusion. The network will accumulate as 
an archontic sprawl—a Hydra that multiplies under pressure. The experiment asks: when formal oversight recedes, what 
forms of knowledge production emerge? What patterns of dominance or silence reassert themselves? Does “unsupervised” 
mean liberation, abandonment, or both?

The session acknowledges that supervision is not purely oppressive; it can also function as care, containment, and collective 
responsibility. By reducing direct moderation while retaining structural constraints, the environment tests the difference 
between control and form. It also confronts a practical tension: as federal and public research infrastructures destabilize, 
can electronic literature model adaptive, distributed knowledge-making without collapsing into noise or replicating existing 
hierarchies?

The live interaction will be ephemeral and time-bound. The resulting networked text will be archived publicly as both 
electronic literature artifact and research object—a map of distributed authorship produced under conditions of partial 
institutional withdrawal and mixed human/AI generativity.

This session requires only a web browser and stable internet access. It privileges text-based interaction to support 
accessibility and low-bandwidth participation while inviting attendees to consider not only what they know, but how 
knowledge survives, mutates, or proliferates when no single authority is fully in charge.
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KEYNOTE SESSION 1.11KEYNOTE SESSION 1.11
================================================================

Plenary: Electronic Literature Collective 5Plenary: Electronic Literature Collective 5
    Daniel Cox, Illinois State University

    Zach Whalen, University of Mary Washington

    Élika Ortega-Guzman, University of Colorado, Boulder

    Dani Spinosa
================================================================

PANEL SESSION 1.12PANEL SESSION 1.12
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An/archivism, Chronopoetics, and Experimentation: Transformations of Literary and Artistic An/archivism, Chronopoetics, and Experimentation: Transformations of Literary and Artistic 
Creation in the Era of Generative AICreation in the Era of Generative AI
    Claudia Kozak, UBA/CONICET

    Carolina Gainza, Universidad Diego Portales

    Jhoerson Yagmour Figuera, Universidad Católica de Chile

    Verónica Paula Gómez, Freie Universität Berlin

    Wolfgang Bongers, Universidad Católica de Chile

In the era of generative AI, it is urgent to question and rethink the complex relationships between multiple agents in order 
to imagine and build new forms of connection and collaboration between human beings and machines. Artificial intelligence, 
like all technology, does not emerge in a vacuum, but within processes of planetary transformation that intertwine diverse 
beings, minerals, water, energy, bodies, knowledge, and territories. This panel, made up of six researchers whose work 
focuses on the digital techno-poetics of contemporary literary and artistic production, aims to discuss the impacts that the 
latest advances in generative AI have caused in the Latin American artistic field. Specifically, we want to investigate two 
areas of experimental gestures and operations: on the one hand, the construction and deconstruction of an/archives in the 
AI era, their role in regional historiography, and their relevance for the creation of a fourth memory, informed by synthetic 
images (GAN, GPT-4, Stable Diffusion, DALL-E, among others) and texts co/written by machines. We are interested here 
in works such as Archivo represión (2020), by Mercedes Invernizzi Oviedo (Mecha MIO); (De)composite Collections (2021), 
by Giselle Beiguelman; The walls know (2022), by Ana Elena Tejera; Un Archivo inexistente (2023-2025), by Felipe Rivas; 
Sagrada Biblia Artificial (2023), by Estudio San Martín; Requiem diurnus (2024), by Diego Bonilla; Digital Pioneers (2024), 
by Gustavo Romano. On the other hand, we want to discuss the experimental chronopoetics that express and make visible 
the gaps of crossed temporalities between creative and perceptive processes of humans and machines. Works such as Do 
Bots Worry About Writer’s Block? (2016) or In the Beginning Was the Prompt (2024), by Milton Läufer; Unicode (2019), 
by Michael Hurtado; Canción de Unicode (2017), by Canek Zapata, are aesthetic and critical laboratories that show the 
divergent logics under which humans and Large Algorithmic Language Models construct incompatible spatio-temporal 
coordinates. The following questions will guide our discussion: How is the interaction between humans and machines 
manifested in contemporary writing and artistic creation processes? What processes of subjectivation does the mediation 
of AI technologies generate? How to redefine cultural archives and temporalities in the era of generative AI? Faced with 
generative or hybrid artifacts, what are the new forms of reading, perception, and interpretation that are required or emerge? 
What techno-poetic strategies of resistance, appropriation, or subversion are being developed against the hegemony of 
these systems?
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Inventing ELIZA: an exploration of the first chatbotInventing ELIZA: an exploration of the first chatbot
    Mark Marino, University of Southern California

    Sarah Ciston

    David Berry

    Anthony Hay

    Jeff Shrager

    Arthur Schwarz

    Peter Millican
This panel will discuss the 5-year project of exploring the original source code of Joseph Weizenbaum’s ELIZA, which led 
to the writing of Inventing ELIZA: How the First Chatbot Shaped the Future of AI (MIT 2026). The book explores how the 
original ELIZA chatbot transformed ideas about AI and society’s response to them.

As we reach the 60th anniversary of ELIZA’s public debut, Inventing ELIZA offers the first comprehensive critical analysis 
of Joseph Weizenbaum’s groundbreaking chatbot system through the lens of critical code studies. Drawing on extensive 
archival research at MIT, Stanford, and UCLA, this book presents the rediscovered original source code of ELIZA alongside 
previously unseen scripts that had been missing for decades, revealing a far more sophisticated system than previously 
documented. Sarah Ciston, David Berry, Anthony Hay, Mark Marino, Peter Millican, Arthur Schwarz, Jeff Shrager, and 
Peggy Weil trace ELIZA’s development (1965–1968), revealing that Weizenbaum created a chatbot within a conversational 
programming environment with previously unknown innovations well ahead of its time. Through close reading of both code 
and paratexts, the book reconstructs ELIZA’s conceptual evolution and situates it within the historical context of early AI 
development.  The project included resuscitating the original ELIZA code, tracing its lineage, and exploring the Weizenbaum 
archives.  
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Essay on the future of writing-reading: thought, meditation and synchronicitiesEssay on the future of writing-reading: thought, meditation and synchronicities
    Vinicius Marquet, National University Autonomous of Mexico
Essay on the future of writing-reading is a knowledge generator in the tradition of Ramon Llull and under the spirit of the 
poem/process of Wlademir Dias-Pino. It is formed by a visual sonnet that encrypts in each line the imagination of creators 
and practitioners of writing such as calligraphers, programmers, book artists and poets, also called Imaginaries.

This essay is a process that writes itself when it is played, under the interventions, opinions, organic mistakes of the 
participants and the diverse ‘Imaginaries’.

During each iteration of the essay, we explore a curatorial line about the subject on the future of writing-reading. For this 
edition, we will explore what writing means for thought, meditation and synchronicities as we walk induced by a mobile 
experience.

The experience is divided into two moments, a small presentation about the subjects and  playing of the sonnet (device).

Essay on the future of writing-reading  was inspired on Gabriel Zaid Book “La máquina de cantar” (1967) where he speculates 
on the creation of a sonnet by automatic, mechanical means. He argues that, despite the enormous number of combinations 
calculated to compose this monstrous poem, literature is not there—because it requires a reader. Zaid thus alludes to the 
unique and subjective experience of the reader-writer and the writer-programmer. He writes: “To read a poem is to write 
it. However, writing it for the first time [‘creating the master program’] is not the same as continuing to write it each time 
it is read.” (p. 26)
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Imaginaries that are hosted in the device: Johana Drucker, Rodolfo Mata, Sara Raca, Andre Vallias, Claudio Mangifesta, 
Cesar Cortéz Vega, Tina Escaja, Mariana Roa, Anuar Zúñiga, Alex Saum-Pascual, Ann Mertens, Guido de Boer, Susana 
Santoyo, Rafaél Pérez y Pérez, Rui Torre, José Aburto and Eugenio Tisselli.

Previous iterations of the essay: 

‘Essays on writing-reading: some possible futures’ With Mónica Nepote, Lola Langarica, Urayoan Noel and Nick Montfort. 
At the Seventh Elsa Cross Ibero-American Poetry Colloquium. Universidad Claustro de Sor Juana, October 9

‘Essays on writing-reading: thought simulators’ Seminar for writing and reading culture at UAI. Unesco Cerlalc. [online] 
November 25.

‘Essays on writing-reading: strategies and devices for imagination’ III International Conference on Visual Poetry. Perú - 
México [online] December 3”
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From AI to EI: Towards an ‘Environmental Intelligence’From AI to EI: Towards an ‘Environmental Intelligence’
    Richard A Carter, University of York
Highly critical readings of generative ‘AI’ technologies are presently widespread across the humanities and social sciences. 
Many critiques invoke not only the social harms precipitated, but also the environmental impacts of rapidly growing data 
infrastructures (Valdivia 2025; Bashir et al. 2024), alongside a rejection of claims that cast AI (generative or otherwise) as 
a necessary tool for envisioning and managing the planetary environment (Richardson and Munster 2023). Many critics 
fiercely reject industry rhetorics of AIs techno-social ‘inevitability’ (Duarte et al. 2025), but there is consequently less 
consideration of whether generative AI is ‘inevitably’ or irredeemably harmful, or whether alternative imaginaries and 
practices might be developed that encourage different AI futures that are also far more mindful of the Earthly environment. 
This is a fraught area of enquiry, and progressive outcomes are not guaranteed, but it is one the author is pursuing 
through a speculative creative-critical project. This project employs a small-scale generative AI as part of a data-gathering 
apparatus—collectively characterised using Leonelli’s (2025) term ‘E.I.’, an ‘Environmental Intelligence’—for sensing and 
mapping local environmental information before weaving it into a generative collage of interlinked words and images—as 
shaped by a dataset of existing artistic and scientific accounts of human-ecological relationships. The resulting multimodal 
texts, and the processes behind them, are intended as a speculative meditation on the different relationships between AI 
and the environment, as entangled ‘more-than-human’ formations, before evaluating whether these can be negotiated 
progressively to facilitate modes of sensitivity and attentiveness towards a changing planet.
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Coding a Poetics of Love and Politics: On the Remixing Potentials of Christopher Strachey Coding a Poetics of Love and Politics: On the Remixing Potentials of Christopher Strachey 
and Lillian-Yvonne Bertram’s Poem Generatorsand Lillian-Yvonne Bertram’s Poem Generators
    Tiffany Fung, The Chinese University of Hong Kong
The intersection of love and politics is a key concern of contemporary poetics. When the poet Jericho Brown writes that 
“every love poem is political, every political poem must fall in love”, I take this as a provocation to ask: what about poem 
generators? How is a love poem generator political? How can a political poem generator fall in love? Examining the works 
of queer coders Christopher Strachey and Lillian-Yvonne Bertram through this lens, I suggest that Strachey’s seminal 
love letter generator demonstrates a subversive potential in challenging heteronormativity in sexual politics, whereas 
Bertram’s Travesty Generator shows how honoring one’s creative lineages in political poems constitutes an expression of 
love. Strachey’s love letter generator takes its data from Roget’s Thesaurus; the fact that its romantic sentiment doesn’t 
strike as immediately significant is precisely a queer interrogation of normative expressions of love that is conditioned by a 
heteronormative political reality. Yet the algorithm’s combinatory process also opens up remixing possibilities that explore 
alternate relationships and realities. Building upon this potential, I look at the data in the code of Bertram’s “A New Sermon 
on the Warpland” from Travesty Generator. Bertram uses Nick Montfort’s Python2 code, itself adapted from the code of 
Alison Knowles and James Tenney’s “The House of Dust”, and remixes it using data selected from Gwendolyn Brooks’s 
corpus, which exemplifies this remixing possibility by invoking the poetic and algorithmic lineages out of which they code. 
Considering remixing as a poetic and coding strategy as seen in Strachey’s case, I argue that Bertram’s political poem 
generator “falls in love” by paying homage to the analog and digital poetic lineages from which it emerges, thereby turning 
it into what Eduardo Navas calls “a tool of autonomy” that addresses and resists the political reality of systemic racism.

Vibe Coding: AI, Digital Text Recycling, and the Remediation of Digital PoetryVibe Coding: AI, Digital Text Recycling, and the Remediation of Digital Poetry
    Yohanna Joseph Waliya, The Nigeria French Language Village, Ajara-Badagry, Lagos, Nigeria
This paper theorises Vibe Coding as a novel method of AI-assisted creative practice within electronic literature. Vibe 
Coding describes an affective mode of communication with AI that enables coding via natural-language prompts, in which 
the author collaborates with generative AI systems to recycle, remediate, and reconfigure existing digital texts into new 
poetic forms, including interactive animations. Rather than treating code as a fixed procedural logic, Vibe Coding focuses 
on rhythm, intuition, and affect as central compositional forces shaping both textual production and computational 
interaction. Relying on theories of remediation, digital recycling, and posthuman authorship, the paper examines how AI 
functions simultaneously as archive, co-author, and transformative engine for digital poetry. Through a practice-based 
analysis of AI-generated and AI-remediated poetic works—including bot poetry and platform-based digital texts such 
as Leonardo Flores’ TinyProtests (2017), Nick Montfort’s Taroko Gorge (2009), and Yohanna Joseph Waliya’s Gamaikus 
(2025), which are examined in this study—the paper demonstrates how Vibe Coding enables continuous textual afterlives, 
in which poems circulate, mutate, and re-emerge across interfaces, datasets, and algorithmic systems. The paper argues 
that Vibe Coding constitutes a distinctive poetics of electronic literature in which authorship is distributed across human 
affect, algorithmic inference, and inherited digital materials. It also explicitly discloses the AI tools and platforms involved 
in the creative process and interrogates their aesthetic, cultural, and ethical implications. By situating Vibe Coding within 
the broader history of generative and procedural writing while emphasising its turn toward affective and intuitive coding 
practices, the paper introduces a new conceptual term for understanding AI-mediated digital poetry.
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Coding the Wild: Digital Poetics, Artificial Intelligence, and More-Than-Human Futures in Coding the Wild: Digital Poetics, Artificial Intelligence, and More-Than-Human Futures in 
Mechanical TreehouseMechanical Treehouse
    Yolanda De Gregorio, University of Cadiz
Alinta Krauth and Jason Nelson created an electronic poem, Mechanical Treehouse, defined by them as an “extra-large digital 
narrative” and by the author of this paper as an animated digital tapestry. It brings together text, image, and movement. 
This poem was created with artificial intelligence as a creative tool.

This paper explores how a hybrid narrative ecosystem is created, one where nature, technology, and the posthuman world 
meet. The poem is set in a vertical landscape of tree cities. Mechanical Treehouse imagines ecological architectures that 
respond to climate change through sustainability, interspecies collaboration, and symbiotic relations between humans and 
non-humans.

The poem is inscribed in an ecocritical line within contemporary e-poetry, exploring the possibilities of the interactive and 
audiovisual medium. The paper concludes that the work functions as a poetic-visual proposal that invites readers (or users) 
to reflect on possible future forms of life, in which electronic literature becomes a tool for imagining sustainable and more-
than-human scenarios.

Keywords: more-than-human; digital poetry; electronic poetry; ecocriticism; extra-large digital narrative; digital literature; 
artificial intelligence; electronic literature; digital tapestry.
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Exiled to Latent Space: Writing from Dimensions We Cannot EnterExiled to Latent Space: Writing from Dimensions We Cannot Enter
    Kavisha D. Alagiya, Maharaja Krishnakumarsinhji Bhavnagar University
When we write with or for large language models, our words undergo radical transformation, translated into vectors and 
distributed across high-dimensional spaces inaccessible to human perception. Research on neural embeddings shows that 
meaning in such systems is organized through statistical proximity rather than narrative sequence or authorial intention 
(Higgins, Matthey and Pal); (Burgess, Higgins and Pal). Writers contribute expression while remaining structurally excluded 
from spaces where that expression is reorganized.

Critical scholarship has framed this as a fundamental shift in authorship and agency. N. Katherine Hayles argues that 
contemporary texts emerge from entanglements of human language and computational processes; recent studies describe 
literature as operating within latent spaces that are opaque and only partially interpretable (Hayles); (Mollema). Theorists 
like Lev Manovich and Joanna Zylinska emphasize that latent space is not merely technical substrate but an emerging 
aesthetic environment, producing meaning through aggregation and learned association rather than direct representation 
(Manovich and Arielli); (Zylinska).

This workshop situates these developments within experimental digital writing’s genealogy. Espen Aarseth’s concept of 
ergodic literature foregrounded writing shaped by structures the reader cannot fully survey (Aarseth). Latent-space writing 
intensifies this condition: the writer composes for hidden geometries whose logics must be inferred through output alone. 
Requiring no coding or mathematical expertise, the workshop invites writers, poets, and humanist scholars to engage latent 
space as poetic inquiry.

Participants will:

Use accessible visualization tools to observe how words are spatially clustered
Conduct speculative “interviews” with AI systems about hidden semantic proximities
Write experimental texts responding to linguistic exile
Discuss the politics of latent representation, including bias and supervision
In dialogue with the (Un)Supervised theme, this workshop asks what becomes of literature when 
meaning is shaped beyond human legibility or consent, exploring how writers might acknowledge, 
inhabit, and critically respond to this condition of exile.
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Once Upon an Algorithm: Ebook Authors’ AI Folk Theories and the Standardization of Once Upon an Algorithm: Ebook Authors’ AI Folk Theories and the Standardization of 
Creative PracticeCreative Practice
    Bridget Kies, Oakland University
In his 2017 book Once Upon an Algorithm, Martin Erwig finds analogies to basic computing principles and algorithms in 
common fables and fairy tales. But what are the stories we tell about algorithmic tools themselves? Through primary research 
of self-published ebook authors and the cottage industry that has sprung up to support them, this paper examines how 
generative and agentic AI tools are incorporated into an already highly digitized literary ecosystem. Drawing on the concept 
of the algorithmic folk theory, I interrogate how writers develop AI folk theories, informal beliefs about how AI tools work 
based on user experiences. These folk theories are then circulated around social networks and become community wisdom 
that shapes how writers use and expect other writers to use algorithmic systems in their creative practices. Among these 
folk theories are ways to circumvent the accidental incorporation of “AI-isms” into prose, which might reveal the use of AI 
to readers who are starkly skeptical about this use. Additionally, online workshops and courses share AI folk theories with 
writers, selling them as best practices. The overall effect of many of these folk theories has therefore been to standardize 
creative practices to meet perceived market demands. Situating this analysis within broader conversations about cultural 
labor and authorship, I argue that greater insights into ebook writers’ beliefs about AI reiterate many of the tensions that 
exist today as a result of the platformization and digitization of genre fiction writing.

--------------------------------------------------------------------------------

Algorithmic Translation versus Human Imagination in Electronic StorytellingAlgorithmic Translation versus Human Imagination in Electronic Storytelling
    Dr. Gloria Wilson Inyang, Akwa Ibom State College of Education
Storytelling has evolved from a linear, human-centered activity to intricate, interactive, and algorithmically mediated 
narratives with the advent of digital technologies. In order to understand how computational systems and creative 
cognition contribute to narrative building, audience engagement, and cultural meaning, this study explores the interaction 
between algorithmic translation and human imagination in electronic storytelling. The study explores whether algorithmic 
translation can replace human creativity or works better as a supplementary tool by drawing on agency theory, resource 
dependence theory, and signaling theory. The study examines electronic storytelling platforms, such as interactive fiction, 
video games, virtual and augmented reality narratives, and AI-generated material, using a qualitative synthesis of recent 
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literature (2019–2025).Results show that while algorithmic translation improves accessibility, scalability, and multilingual 
reach, enabling real-time adaptive narratives, human imagination is still essential for thematic depth, symbolic significance, 
emotional resonance, and ethical storytelling. The study also emphasizes that the best stories are produced when algorithmic 
efficiency and human creative control are combined, with AI assisting but not taking the place of human writing. By outlining 
the advantages and disadvantages of algorithmic systems in electronic storytelling, the study advances theoretical and 
practical knowledge and offers advice to practitioners, academics, and designers on how to balance computer and human 
creative processes.

When AI Magic Meets Creative Writing: The AI Noberisuto Literary Prize and the When AI Magic Meets Creative Writing: The AI Noberisuto Literary Prize and the 
Boundaries of Non-human (Co)authorshipBoundaries of Non-human (Co)authorship
    Kateryna Shabelnyk, Nagoya University
In 2022, the AI Noberisuto Literary Prize was established in Japan to nominate short pieces and poems written with the 
assistance of the eponymous tool, AI Noberisuto, the “largest public Japanese storywriting AI”. Framed as a way to optimize 
and democratize literary production, the prize poses fundamental questions for authorship theory: what does it mean 
to be a literary author when producing seemingly coherent passages is no longer an exclusively human affair? Is there 
a line when the tool becomes the coauthor, or is AI always only a supplement? Who (or what) owns the resulting text? 
Rooted in literary authorship theory and, in particular, the interpretation of the author as a composite rather than just a 
singular persona, my presentation focuses on the unequal power dynamics that arise when generative AI is advertised as 
an enhancement of human authorship. Even though AI Noberisuto is positioned as a mere supplement that does not limit 
authorial creativity, the human contribution here is minimized in favor of the tool. By offering novice writers the possibility 
of becoming professionals, the award emphasizes the importance of AI in this transformation, thereby normalizing its use in 
creative writing. At the same time, however, the transformation remains ever incomplete, with winners never disclosing their 
real names or appearing in public. The tool is ultimately promoted over the author, leaving the question of who (or what) 
the award consecrates open. Drawing on two case studies, my presentation discusses the collaboration-competition binary 
that emerges in the AI Noberisuto Literary Prize in relation to fame, commercial publishing, and authorial disposability.

Algorithmic Narrators: Linguistic Boundaries and Institutionalized Cultural Storytelling Algorithmic Narrators: Linguistic Boundaries and Institutionalized Cultural Storytelling 
Across Generative AI SystemsAcross Generative AI Systems
    Yingzi Kong
As generative AI systems become deeply embedded in the daily lives of billions of users worldwide, questions about 
whose values, cultures, and linguistic conventions these systems encode have grown increasingly pressing. While different 
countries are competing to develop more powerful AI systems, it is worth noting that each system carries the cultural 
and institutional imprint of its origins, producing meaningfully different outputs and experiences for multilingual users. 
Using Doubao (ByteDance) and ChatGPT (OpenAI) as primary case studies, this research argues that generative AI systems 
are not culturally neutral tools but institutionalized storytellers whose linguistic sensibilities, communicative styles, and 
storytelling logics are deeply shaped by the national origins, institutional contexts, and cultural traditions from which they 
emerge. Doubao, developed by ByteDance within China’s tightly governed digital ecosystem, has rapidly dominated the 
Chinese market by inspiring a wave of user-generated content on Douyin. Particularly striking are videos in which Korean 
speakers engage Doubao in playful cross-linguistic exchanges, eliciting distinctly personalized reactions to prompts in 
different languages. Its Western counterpart, ChatGPT, has also been widely discussed recently due to its own identity 
tensions. The latest GPT-5.2 model is criticized for its perceived loss of warmth, personality, and conversational intimacy 
compared to its predecessor GPT-4o. These user interactions and responses point to measurable and structural differences 
in how these systems are designed to communicate. This study employs comparative textual analysis across four prompt 
categories — storytelling, multilingual interaction, cultural reference, and sensitive scenarios — administered identically 
to both Doubao and ChatGPT 5.2. Outputs are examined for narrative structure, linguistic register, cultural framing, and 
conflict resolution patterns, revealing how each system’s institutional and cultural origins shape its communicative behavior.

36

AbstractsAbstracts Algorithms & ImaginariesAlgorithms & Imaginaries



37

WORKSHOP SESSION 2.1WORKSHOP SESSION 2.1
================================================================

Name that face—Wikimedia imagesName that face—Wikimedia images
    Denise Larsen, Independent
Wikipedia feeds AI, AI feeds the world’s knowledge. If electronic literature is not in Wikipedia, it will not be known. The first 
item in a Google search is usually the first two sentences of a Wikipedia article and an image. 

As Rama et al, 2002 explained, “images help support reader information need when navigating through the site.” Moreover, 
images help Wikipedia’s navigation, as Rama et al. continues: “one in 29 pageviews results in a click on at least one image, 
one order of magnitude higher than interactions with other types of article content.

However, adding images to Wikimedia and then to Wikipedia is fraught with rules and protections against using copyrighted 
images. Photos of people will be denied if there are any recognizable copyrighted materials in the background, and photos 
of electronic literature works are problematic as they may be copyrighted. (Photos of book covers are ok while screenshots 
of electronic works are not.)

To get around this, we have been concentrating on images of elit writers and critics as a first step. In the 2025 in-person 
workshop, we took photos of many participants, with their permission, and added these images to Wikimedia. Now we 
need to identify these images, provide categories, and add them to Wikipedia pages as part of our Wikipedia project: 
https://en.wikipedia.org/wiki/Wikipedia:WikiProject_Electronic_literature. 

This workshop will:

Explore what images can and cannot be added to Wikimedia

Help us identify and categorize those photos we have taken and add them to infoboxes in the published articles

Add more photos from the 2026 online conference, taken with permission and without copyright material in the background. 
Rama, D., Piccardi, T., Redi, M. et al. A large scale study of reader interactions with images on Wikipedia. EPJ Data Sci. 11, 1 
(2022). https://doi.org/10.1140/epjds/s13688-021-00312-8
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High-Performance Spatial Text: Ludic Constriction and Narrative Performance in XR Game High-Performance Spatial Text: Ludic Constriction and Narrative Performance in XR Game 
EnginesEngines
    patrick lichty, Winona State University
This workshop explores spatial text narratives under conditions of speed, constraint, and embodiment in XR and VR 
environments, situating electronic literature within the ludic and performative logic of contemporary game engines. 
Building on an earlier UnderAcademy workshop that examined Burma-Shave–style narrative sign systems in virtual space, 
this iteration shifts from a contemplative journey model to a high-velocity literary paradigm, realized through a collective 
racing simulation in Unreal Engine.

Drawing on theories of spatial form (Joseph Frank), visual-verbal inscription (W. J. T. Mitchell), cybertext and ergodic literature 
(Espen Aarseth), and post-print textuality (N. Katherine Hayles), the workshop frames constraint as a generative literary 
condition. It further engages Frode Hegland’s work on spatial text, transclusion, and hypertextual structure, alongside 
Dene Grigar’s scholarship on electronic literature preservation, platform specificity, and immersive textual environments. 
Together, these frameworks foreground how XR destabilizes traditional reading by imposing severe spatial and cognitive 
pressures: limited field of view, motion, embodiment, disorientation, and divided attention.

Participants will collaboratively design an improvisational, text-driven racing environment, embedding narrative elements 
into tracks, vehicles, spatial signage, HUDs, audio cues, and procedural triggers. Text is encountered kinetically—skimmed, 
missed, collided with, or reconstructed through repetition and failure—transforming reading into a performative, ludic act. 
Meaning emerges through play rather than linear progression.

Narratives & WorldsNarratives & Worlds
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The workshop also incorporates AI-assisted and collective authorship, using generative systems to produce textual 
fragments and responsive narrative behaviors tied to player speed and movement. Rather than producing a finished game, 
the outcome is a working literary engine that treats Unreal Engine as an expressive writing system, advancing electronic 
literature through XR embodiment, ludism, and high-speed spatial text.
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Out Of This World: An Exoplanetary WorkshopOut Of This World: An Exoplanetary Workshop
    Monica Storss, Northeastern University

    Bart Kuipers, SETI Institute
The workshop investigates how scientific constraints can productively defamiliarize human experience and create new 
frameworks for creativity and expression. Participants will produce original work while considering broader questions about 
environment, perception, and cultural formation in speculative contexts, and how the arts, sciences, and technology inform 
each other in relational multiplicities. This generative workshop explores how astronomical data from confirmed exoplanets 
can generate new poetic forms and linguistic constraints. Participants will examine how exoplanetary conditions can shape 
language, metaphor, and narrative structure. We’ll develop from writing exercises that respond to non-terrestrial physical 
parameters: alternative light spectra, gravitational variations, and atmospheric compositions. 

Please note: this is not a science fiction workshop. Kuipers develops speculative art tools and creative methods from SETI’s 
real world scientific data, and Storss develops real space and lunar activations and approaches from speculative off-world 
imaginings.
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Start typing… Digital Poetry in Latin AmericaStart typing… Digital Poetry in Latin America
    Alex Saum-Pascual Saum-Pascual, University of California, Berkeley

    Élika Ortega-Guzman, University of Colorado, Boulder
In this talk we discuss the process of writing a survey essay on Latin American digital poetics, as a process of co-authorship 
between two human researchers and the assistance of Google’s NotebookLM. We reflect on this exercise both in terms 
of our findings in the literature and our reiterative process of working with the model. A salient aspect of the exercise was 
identifying the recurrent historical trends characterizing the theorizations about Latin American digital literary production 
as both a factor of citation and one of field formation. Similarly, working with a RAG (Retrieval-Augmented Generation) 
system, fed exclusively on our selected corpus of relevant scholarship–including works by Kozak, Gainza, Pitman, Correa-
Díaz, Weintraub, and Ledesma–yielded a panoramic view of scholarly tropes that have consolidated the subfield. As the 
linguistic-cultural-regional specific contours of Latin American digital poetry offer unique insights into global south digital 
literature writ large, in already the second quarter of the twenty-first century, it can also run the risk of obfuscating the 
complex and deterritorialized dynamics that human movement and migrant/exiled/diasporic identities currently mark the 
idea of Latin America and its transnational cultural production. Ultimately, this talk reflects on the intermingling of writing 
technologies and the poetics of writing. As an exercise of synthesizing a field and an ethical engagement with language 
models, our presentation also underscores the situatedness and media specificity of scholarship itself.
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Nilo Ybyraporã: transcestral instapoetryNilo Ybyraporã: transcestral instapoetry
    Daniela Silva de Freitas, Universidade Federal de Alfenas
In 2018 and 2019 Nilo Nūhatê Ybyraporã won the Brazilian national slam championship - Slam BR. In 2019 he won two 
other slam competitions, at two international literary parties in the state of Rio de Janeiro - Flip’s and Flup’s Poetry Slam. At 
the time he went under the name of Piê, or Pieta Poeta. Since then, he has published books and zines, has made paintings, 
written plays, composed songs and made biojewelry. Since 2021, he has been using his Instagram account as an online 
archive for his poetry. He posts an image, or a collection of images, in a carousel post, and in the caption he posts a poem 
that goes with that image. Unlike other Brazilian poets that came from slam, such as Luz Ribeiro and Carol Dall Farra, who, 
during the pandemic, started producing Instagram, TikTok and YouTube videos with their spoken poetry juxtaposed to a 
selection of images, in short or long poetry films, Nilo Ybyra has used social media in a rather old-fashioned manner. During 
these past years, he has documented his gender transition on Instagram, going from Piê (already a pen name) to Nilo, 
while simultaneously documenting his reconnection with his afro-indigenous heritage, writing poems that thematize the 
relationship between his body and nature, his body and the city of Belo Horizonte, where he lives, in a movement he and 
other artists have called transcestral. This paper aims to discuss the relationship between technology, social media, electronic 
literature and transcestrality. My goal is to dispute the understanding we have of a series of divides such as electronic/ 
analog, written/ spoken, digital/ physical, technological/ ancestral, which organize our debate around the literature and the 
art produced in the present - a sort of binary thinking which is highly complicated by Nilo Ybyra’s production.

Poetry of Movement: Virality, Affect and Agency in Warsan Shire’s “Home”Poetry of Movement: Virality, Affect and Agency in Warsan Shire’s “Home”
    Shweta Khilnani
This paper will study virality as a form of unsupervised movement peculiar to digital space that defies traditional modalities 
of circulation and reach. The ethos of movement that lie at the heart of virality interacts in complicated ways with the spatial 
and temporal aesthetics of digital platforms, producing new affective and political regimes. By studying Warsan Shire’s 
poem titled “Home” that went viral in 2016, it will be argued that when a text attains virality, there is a paradigm qualitative 
shift in modalities of engagement that include experiences of reception and forms of participation. The qualities of seriality 
and repetition that define digital spatiality, engender endless fluctuations and mutations of the poem, simultaneously 
establishing intimacies between the poem and the readers.

Virality also leads to a re-mediation of emotions in digital spaces, transforming the contours of political participation. 
The assemblage of bodies, human and non-human, which constitute online social networks, lead to affective exchanges 
which propel bodies to act, to align oneself with other individuals and communities. Within the dynamic digital archives of 
social networks, “affect accumulates, sediments and provides additional cultural significance to that which gets circulated” 
(Paasonen). Moreover, these affective attunements are also symptomatic of Lauren Berlant’s understanding of the desire 
for the political in contemporary times. In their search for the multiple idioms for the habitation of the desire for the 
political, Berlant locates the political in the “commitment to the present activity of the senses” (261). Summarily, the paper 
will study the aesthetic, affective and political ramifications that arise from the unsupervised flow of literary narratives 
through online spaces.
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Reimaging Authorship in Contemporary Chinese PoetryReimaging Authorship in Contemporary Chinese Poetry
    zhijing wang, Nanyang Technological University, Singapore
This research examines how the imagination and application of technological agents —ranging from imaginary robots, 
translation software, and AI models —challenge traditional conception of authorship through reshaping subjectivity in 
poetry. Focusing on contemporary Chinese poetry as example, it argues that technological agents introduce a polyphonic 
structure semantically and syntactically across different types of human-machine interactions, which brings the emergence 
of the notion of “algorithmic authorship”.

It gives textual analysis of cases in a spectrum of human-technology literature, including Lin Yao-de(林耀德) and Tang Juan’s 
(唐捐) imagination of “the voice of machine”, the application of translation tools in Hsia Yu’s(夏宇) poems “Pink Noise” (粉
紅色噪音), and Microsoft AI “xiaobing’s” creation of a female “personality” via LSTM model. At the first stage, poets imagine 
“robots’ subjectivity” by the techniques of concrete poetry to imitate non-human language and behavior, which forms an 
intersubjective dialogue through semantic descriptions. However, when technologies are involved in poem writing, author’s 
intention intertwined with algorithms is presented in a hybrid text, where readers can only picture author’s “subjectivity” 
between text and its algorithms through the peculiarity of syntactics and semantics rather than only following the text. 
The change of hermeneutics in this spectrum reveals how technology as an another “unknown author” shapes subjectivity 
correspondingly within and outside the text.
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Never Let It Collapse: Three Passes at an Unsupervised Cat’s CradleNever Let It Collapse: Three Passes at an Unsupervised Cat’s Cradle
    Caitlin Fisher, York University
In 2000, I defended a doctoral dissertation that was also a work of electronic literature: Building Feminist Theory: 
Hypertextual Heuristics, a native hypermedia work composed of over 1,400 lexias and more than 17,000 links. My argument 
was that the linking structure was the epistemological intervention - not the nodes, but the constellation. The weaving, 
not the cloth.

I defended it, as it turned out, without my supervisor, who had died suddenly weeks before. In the institutional drama of 
a doctoral defence - the moment when the university reproduces itself, validates knowledge, confers legitimacy-  I stood 
at the threshold without the person who had made that threshold crossable. The person who had looked at something 
genuinely strange and said: this is worth making. The cat’s cradle, somehow, did not collapse.

This talk reflects on twenty-five years of living with that moment, having been built by that work, organized around three 
meanings of unsupervised. The first: the regulatory vacuum of the late 1990s, when digital and multi-modal dissertations 
existed without institutional frameworks, a genuinely wild space of invention… and of loneliness, as I discovered readers 
who could read nodes but not links, and an institution that could evaluate arguments but not constellations. The second: 
the literal unsupervisedness of my defence, and what it revealed about how institutions reproduce knowledge, and what 
happens when that mechanism and what happens when that mechanism must reckon with a work it doesn’t have the tools 
to see.

The third is now. Large language models traverse archives at scales I couldn’t have imagined, producing fluent outputs whose 
linking structures are opaque, whose constellations are invisible, whose situated intelligence is unlocatable. My readers in 
2000 read nodes and not links. I experienced that as a failure of interface, a problem awaiting better literacies.  What I want 
to ask from the vantage point of twenty-five years is whether something more fundamental is being lost: not a failure of 
interface, but the disappearance of accountability for the connections being made and the disappearance of the eros and 
ways of knowing associated with making the links, our hands at the keyboard, our thinking and ourselves change.

Building Feminist Theory was never archived. This talk may be its primary transmission. The cat’s cradle passes from hand 
to hand. Yours now.
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(Un)Supervised Critical Baking: Reflective Virtual Cheesecake Simulation(Un)Supervised Critical Baking: Reflective Virtual Cheesecake Simulation
    Emily Johnson, University of Central Florida
    Vee Kennedy, University of Central Florida
Somewhere in the world, it’s 2:00 A.M. and an academic on a deadline is hunched over a standmixer instead of (or in 
addition to) paying for therapy. In a publish-or-perish world where faculty feel increasingly “supervised,” two unsupervised 
stressbakers share their interactive simulation with the help of Claude (and occasionally Copilot). This critical making 
(critical baking?) project brings together digital humanities scholarship and self/community care in the form of shared, 
distant cheesecake.

In our unsupervised moments, we often reflect on what drives us to persevere in academia, and the act of baking--having 
both hands and short-term memory occupied with a task we have done many times before--acts to free us from our 
stressors while tethering us to the activity of baking. By reassigning time from academic production to baking goods that 
we share with our communities is in itself a small act of resistance to the increasing supervision by various administrations. 
We call this stressbaking, and though few scholars have explored baking as a coping mechanism (Pitstick, 2021; Sofo et al., 
2021), we see others across fields balancing stress by baking, crafting, and other tactile hobbies.

The critical making process included using Claude to create the simulation and replacing the generated “reflections” with 
the authors’ own thoughts. Despite not intending to supervise Claude’s generation of the simulation, the process actually 
required a surprising amount of supervision, redirection, and restarting. This presentation demonstrates the simulation, 
discusses the creation process, and shares insights around AI, creativity, and reflection.
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Quilt Poems: Encoding Craft Traditions as Generative PoetryQuilt Poems: Encoding Craft Traditions as Generative Poetry
    Lee Tusman, SUNY Purchase
This talk presents Quilt Poems, a generative literature project that finds unexpected common ground between quilting, 
data, and computational poetry. Beginning as a NaNoGenMo (National Novel Generating Month) entry, the project 
encodes a library of traditional quilt patterns as structured data, pairs them with a curated word corpus, and uses software 
to produce visual poems whose form is literally shaped by quilt geometries. I’ll walk through the process of translating 
a tactile, domestic craft tradition into a formal data schema — the interpretive choices that entails, what gets lost and 
what gets discovered — and how that encoded knowledge becomes the skeleton for visual-textual output. The software, 
written in Lua and fully open sourced, is designed to be generative in the truest sense: capable of producing infinite unique, 
printable books of quilt poetry. The project raises questions I’m still sitting with: What does it mean to archive a craft as 
code? How do pattern-based traditions in fiber arts rhyme with algorithmic thinking? And what’s the relationship between 
the handmade chapbook (printed in a limited edition) and the daily poem site generating new work every 24 hours?

Hosting the Gap: Digital Typography as Linguistic Hospitality in TranslationHosting the Gap: Digital Typography as Linguistic Hospitality in Translation
    Maya Sarfaty, Universidade de Lisboa
Contemporary translation theory understands translation as an interpretive and transformative act, rather than a 
transparent transfer of meaning. Yet fluent translation is often experienced as the text itself, making the gaps, losses, and 
decisions that shaped it difficult to perceive. This project asks how artistic and typographic means can make translational 
gaps visible, felt, and readable. (cont’d. on next page)

Narratives & WorldsNarratives & Worlds



42

AbstractsAbstracts

At the center of the presentation is a screen based video essay developed as a laboratory for translation between Hebrew 
and Portuguese. The work consists of moving multilingual text, where translated phrases appear, shift, compress, separate, 
delay, and fall out of sync in response to specific gaps. Rather than approaching translation as equivalence, the video essay 
examines what remains unstable after semantic correspondence has been achieved.

Through close examples, the presentation examines how gaps generate typographic decisions: structural condensation 
that cannot be reproduced, parallel terms with different emotional weights, and languages that organize intimacy or 
belonging differently. Compression, spacing, delay, asymmetry, and desynchronization allow the gap to be encountered as 
part of reading. Typography does not illustrate translation; it continues it by giving form, duration, and spatial presence to 
what cannot be fully carried across.

Within the context of (Un)Supervised, supervision is understood not as control over translation, but as attentive intervention 
in reading. Machine assisted translation appears as one stage within a broader condition: translation, whether human or 
automated, tends to become transparent once fluent. The artistic and ethical intervention lies in identifying what fluency 
conceals and composing conditions of linguistic hospitality in which the reader encounters the gaps translation usually 
absorbs.

The work belongs to electronic literature through its understanding of text as time based digital material. Reading takes 
place through movement, delay, rhythm, spacing, visual behavior, and programmed temporality. Rather than resolving 
misalignment, the work holds translational gaps as material conditions of reading and as sites of ethical attention.
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Post-Digital Creativity in Underacknowledged CommunitiesPost-Digital Creativity in Underacknowledged Communities
    Tegan Pyke, University of Bergen

    Hannah Ackermans, University of Bergen

    Zahra Rizvi, University of Bergen
In a world marked by polarization and institutional censorship, what we pay attention to matters more than ever. We 
would almost forget that people, unsupervised, cannot help but be creative. Increasingly, this creativity takes the form of 
post-digital art and literature, often without awareness of “electronic literature” as a concept or the ELO as an institution. 
In this panel, we open up the conversation of researching post-digital creativity outside e-lit cultures to learn what role 
multimodality and participatory cultures (can) play inside e-lit cultures.  

To encourage active participation in this online panel, we intend to split our session into two sections. After a short general 
intro, each panelist will briefly introduce their case study as a form of electronic literature. Our provocations during the 
presentations are the starting point for a short discussion (we will use break out rooms if the size of participants necessitates 
it). The second half of the panel is dedicated to the social and/or institutional distribution of works. Again, each panelist 
will give a brief presentation on the same case study, which then moves into another discussion section with prepared 
questions. We end with a short plenary outro. This interactive format supports participants in the session to not merely 
listen to the panel, but reflect upon the provocations to integrate them into their own research practice. 

The panelists’ case studies cover a wide range of post-digital creativity to give participants multiple threads to pull on 
during the discussion, while remaining attached to the same themes. In doing so, we aim to showcase the entanglement of 
specificity and communality across these creative communities. 

Panelist 1’s case study is on the little known digital-first form of ‘Sims stories’. Sims stories are multimodal texts that straddle 
e-lit and video game Let’s Play, using The Sims games as a story engine. Distributed for free using existing platforms and 
infrastructure, they’re at risk of disappearance due to technological obsolescence. The panelist is particularly interested in 
how these texts problematize the concept of literariness, while perpetuating neoliberal postfeminist and capitalist realist 
values.  
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Panelist 2’s case study is poetry in Norwegian Sign Language (NTS). Similar to e-lit, its distribution covers individual 
publications (of online video) that are collected in community-based databases as well as performance in events. The 
panelist examines how NTS-poetry functions as a tool for promoting NTS as a literary language with its own identity, while 
relying on digital technologies that have also caused the language to be more diffused. 

Panelist 3’s case study is Kpop interactive Twitter/X stories. Stemming from “Choose Your Adventure” style playable stories 
on Twitter, this free interactive fiction format draws in participatory readership from Kpop fandoms and utilizes tweet 
threads, polls, linked multimedia, hashtags, replies and quote tweet functions to transform massively popular mystery 
and horror genres into mobile-friendly, fast-paced, bite-sized fandom-specific puzzle stories. This panelist examines this 
transformation and platformization, and their effect on ideas of authorship, adaptation, and fanfiction within the larger 
purview of social media fiction and participatory fandom culture.
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Cooperation, Collaboration, and Community in Horror and Suspense GamesCooperation, Collaboration, and Community in Horror and Suspense Games
    Rachel Kerr, University of Texas at Dallas

    Monica Evans, University of Texas at Dallas

    Cameron Irby, University of Texas at Dallas

    Cheri Tang, University of Texas at Dallas
Cooperation has been a staple in video and analog games since their inception. From couch co-op to social deduction games, 
there are few games that cannot be enjoyed cooperatively in some way. Even games that are not inherently cooperative 
can be played collaboratively, from single-player games enjoyed by multiple people in the same room to PvP games where 
players opt for teamwork despite explicitly competitive mechanics. In horror and suspense games, cooperation tends to 
form strong communicative bonds between players. The four papers in this panel examine how communities form in and 
around horror and suspense games, and how those communities can differ based on the mechanics, design, and emotional 
experience of the game, as well as the game developers’ original intentions. 

The first paper examines the structure and formation of community as it is shaped through online cooperative games with 
a focus on Dead by Daylight (2018). This study focuses on the social norms and expectations that form over time to allow 
communication between players on both sides of the board. The second paper presents a case study, running counter to 
the first paper, that examines cooperation or the lack thereof in Dead by Daylight. This study finds that contradictory game 
mechanics, bizarre creative decisions, and hostile monetization strategies by BHVR Interactive pit Survivor players against 
one another rather than against their shared Killer opponent. The third paper presents a case study on cooperation in analog 
deduction game Blood on the Clocktower (2022). This study draws observations from Let’s Play videos on the lingo through 
which experienced players communicate and strategize with one another. The fourth paper examines the collaborative 
relationship between indie horror game developers and their players, particularly how communication structures during 
development affects the game’s design while building a supportive player base. This paper examines multiple recent indie 
horror games including Mouthwashing (2024), Look Outside (2025), Crow Country (2024), and Signalis (2022).

Examining cooperation through the angle of community and its formation illuminates the connections between gameplay, 
mechanics, and creative design, as well as how those connections affect the formation of cooperative communities. This 
panel studies a variety of horror game communities to understand how their formation and existence affects the experiences 
of both game developers and the player base.
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Compressed Cinema as a Study in LLM Latent SpacesCompressed Cinema as a Study in LLM Latent Spaces
    Mallen Clifton, Stanford University
In his article “Spec Acts” (2021), Matthew Kirschenbaum analyzes the AI-generated novel 1 the Road to develop his titular 
concept of the spec act, “the future in its multitudes collapsing into an actionable present.” With the proliferation of texts 
produced by generative AI and subsequent critical analyses of them, one element in particular calls for further theorization: 
“the future in its multitudes,” or more directly, the latent space. This echoes arguments by critics such as Antonio Somaini, 
who offered his own “Theory of Latent Spaces” last year. However, where Somaini’s attention is towards visual culture, I 
turn mine to the literary. 

To do so, I follow Hannes Bajohr (2025) in attending to stylistic qualities of generative AI text to “hon[e] a technical 
imagination” of the technology’s inaccessible inner workings. In particular, I analyze the captions of Compressed Cinema 
(2023), an art book by Casey Reas whose image captions were made by generating additional text around original fragments 
written by the poet Allison Parrish. I combine a software studies analysis of the model with a close reading of Parrish’s 
captions to argue that the captions in Compressed Cinema generate narrative logic from illogical fragments. In a way, this 
achieves Parrish’s intention to “uncompress” the compressed cinema of the book, even while the action of “uncompression” 
is reoriented away from restoration and towards expansion, layering, or even reconfiguring meaning.

If it is the latent space that “determine[s] the epistemological field of these systems, what they can and what they cannot 
see” (Somaini, 2025)—or say—my analysis works inversely from what is said to trace the contours of such a space. Even 
while direct supervision of latent spaces may be impossible, this works considers what can be gained from lateral movement, 
looking across with feet firmly on the ground.

The Implications of Generative-AI User Prompt Engineering Shaping the Absent Presence The Implications of Generative-AI User Prompt Engineering Shaping the Absent Presence 
of Latino Women Textual Rhetoric in LLMsof Latino Women Textual Rhetoric in LLMs
    Angely C Suarez DeJesus
This article examines how large language models (LLMs) generate text that affects underrepresented groups, particularly 
Latino women, due to limited cultural, contextual, and abstraction training rooted in biases. The research draws on Brock’s 
(2018) CTDA theory, White et al.’s (2023) prompt engineering framework, Klein’s (2015) computational spatiality, and 
Anzaldua’s (1987) concepts of cultural, emotional, and gendered borderlands to analyze the outputs. Using narrative prompt 
experiments, Chat GPT 3.5, 5, Claude AI, Gemini, and Microsoft Co-Pilot produced changes in their textual outputs as evidence 
of further algorithmic designs. Nevertheless, continual biases embedded in the algorithms’ linguistic representation and 
misrepresentation through the absence of contextual and abstraction interpretations, and profession stereotypes persisted. 
Despite the technologies’ design advancement,  evidence of  the limitations of  Latina characters were consistently 
represented through tropes of immigration, Spanglish use, and food consumption, and generational cultural transference 
in the kitchen spatiality of the home. I argue that LLMs training relies on cultural, political, social, and economic worldviews 
that have historically been rooted in harmful biases while new data is shaped by biases in general. The study aims to enhance 
LLMs’ algorithmic effect in shaping the perception of cultural and its limitations to remove bias through continued research 
and development. Hence, this research benefits program designers, educators, writers, and students.

Boîte en Valise / Writing Inside the Box : Local Virtual Space and Creative ExigenciesBoîte en Valise / Writing Inside the Box : Local Virtual Space and Creative Exigencies
    patrick lichty, Winona State University
Boîte en Valise / Writing Inside the Box : Local Virtual Space and Creative Exigencies Patrick Lichty, Creative Digital Media 
Winona State University Boîte en Valise / Thinking Inside the Box proposes a presentation that reframes contemporary XR 
visors as self-contained museums as well as portable ateliers, drawing a direct conceptual lineage from Marcel Duchamp’s 
Boîte-en-valise. In this model, the headset functions as a compact, embodied institution: a curated, mobile space in which 
writing, artworks, drafts, archives, and critical annotations coexist as spatial objects rather than linear documents, akin to 
Kurt Schwitters’ Merzbau.
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Grounded in Patrick Lichty’s research in virtual narratology and spatial writing, the presentation argues that XR enables 
authors to carry a personal museum of thought—one that collapses studio, archive, and exhibition into a single volumetric 
environment. Writing is treated as spatial material, informed by Frode Hegland’s theories of multidimensional text, where 
meaning emerges through proximity, layering, and navigation rather than sequence alone.

Preservation and contextualization draw on Dene Grigar’s XR archival practices, positioning immersive environments as 
living repositories in which creative production and documentation occur simultaneously. Interface strategies are shaped by 
Danny Brown’s work on modular, object-oriented spatial interfaces, emphasizing thinking through manipulation, gesture, 
and spatial arrangement rather than tool-based command.

The presentation positions the visor as a contemporary boîte en valise: a physically constrained box that paradoxically 
enables expansive intellectual mobility. By treating XR as an intimate, self-authored museum for spatial text and narrative 
thought, the project argues for immersive media as a critical site for future writing, curation, and scholarship.

Red-Teaming GenAI Chatbots: Toxic “Talk” & Product LiabilityRed-Teaming GenAI Chatbots: Toxic “Talk” & Product Liability
    Siobhan O’Flynn, University of Toronto
This talk will detail findings from two successive research projects (May 2025 and May 2026) red-teaming GenAI 
Chatbots and analyzing the range of responses interacting with accounts presented as minors (13-15 year olds). Currently, 
multiple civil lawsuits for wrongful death and social addiction have been filed, are in process, or have been settled against 
CharacterAI, OpenAI, and Meta, arguing failures in product design and liability for intentionally harmful features such as 
“high risk anthropomorphic design,” deception, sycophancy, and grooming (Garcia v. Character Technologies 2024). The 
unique research methodology utilized carefully designed queries and prompts to test for protocols to ensure the safety 
minors or lack thereof. Results from the first phase of research in May 2025 established the consistent lack of in-built 
safeguards from the generative AI products’ failure to recognize the user as a minor, despite direct cues, to the promotion of 
toxic, hyper sexualized, and inflammatory content as strategies for continued engagement. Research findings are consistent 
with the arguments put forward in civil cases that these aspects of product design are features and not a glitch in social AI 
engagement. 

This talk extends the theme of (Un)Supervised to examine the risks for minors engaging in a form of unsupervised 
“computational creativity” and exploratory “play,” in a for-profit environment promoting the widespread adoption of social, 
agentic, wellness, and companion AI Chatbots. Findings will be considered in the context of existing regulatory frameworks 
in the US and the EU, and expectations of Age Appropriate Design and Duty of Care for minors using online platforms.

PAPER SESSION 2.9PAPER SESSION 2.9
================================================================

Exploring fractures in the intimate technology shaping millions of livesExploring fractures in the intimate technology shaping millions of lives
    Christine Wilks, Independent artist researcher
An artist’s talk about “Tracking Free” (working title), a narrative game web app that offers a feminist critique of menstrual 
tracking apps and how they shape diverse users’ understandings of their bodies. This creative work is an output from an 
international research project, “The intimate technology shaping millions of lives.”

Millions of people worldwide use digital apps to monitor their menstrual cycles. These apps can be experienced as 
empowering, but they’re not neutral. They play a role in how users understand their bodies, and by extension, their selves, 
relationships, and place in the world. Importantly, menstrual tracking apps are designed around a prototypical user: a white, 
affluent, cisgender, heterosexual, able-bodied, young woman, which reinforces narrow, potentially harmful, ideas about 
“normal” or ideal bodies. The research projects asks: What are the experiences of the many non-prototypical users, whose 
bodies, identities, or life stages are marginalized by these apps?

Guided by the research findings and the research team’s analysis and feedback, I’m using HTML, CSS & JavaScript to create 
a narrative game that affirms diverse embodied experiences and amplifies marginalised voices. The work, which initially 
and superficially resembles a menstrual tracking app, sets up a tension for the player between competing desires: the 
impulse to log data and win points (egged on by “helpfully” nagging algorithms); or to pay attention to the experiences 
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and perspectives of the characters, whose stories are embedded in the app. The characters are inspired by the women 
and menstruators who participated in the research and each one has an associated mini-game whose procedural rhetoric 
expresses some of the frustrations of using menstrual tracking apps. Their stories reveal more. The cumulative effect of 
the individual and overall gameplay and narrative/s expose menstrual tracking apps as paradoxical tools: useful, yes, but at 
what cost? In the finale, the characters are free to imagine a different tech and relational model, one that is more caring, 
collective and empowering.

Network of Time: Reading History Through Photographic AdjacencyNetwork of Time: Reading History Through Photographic Adjacency
    Jesse M Ward
Network of Time is a work of electronic literature built from one simple rule: two people are connected when a real photograph 
shows them occupying the same place at the same moment. From this rule, the project constructs a continuously expanding 
map of human proximity stretching across the last 170 years. The talk introduces the piece by walking the audience through 
what it feels like to “read” a documentary archive made into a navigable narrative space.

The session begins with the foundational idea: photographs function not as illustrations but as narrative atoms. Each one 
establishes a factual link, and meaning emerges only when these links begin to chain together. The talk demonstrates this 
live by selecting two random figures from the 20,000+ people in the database and letting the system generate a short path 
between them. Each step becomes a short, self-contained fragment of nonfiction. The story is whatever accumulates as 
we move.

Midway through, the presentation shifts into Photo Odyssey, the project’s endless traversal mode. Here the database 
behaves almost like a dream: unpredictable but never invented, strange but always grounded in verifiable evidence. 
The audience watches as the network generates sequences no author could anticipate – moving from subcultures to 
governments to sports to dissident movements to internet personalities – held together only by the fact that the world 
once placed these people in the same frame.

The talk argues that Network of Time is not a visualization tool but a literary structure: a system where narrative arises from 
adjacency, constraint, and the sheer density of documented human encounter. No generative media is used; the work’s 
“fiction” comes entirely from the contours of recorded reality itself. What appears is a form of computational nonfiction 
that reveals how deeply, and oddly, everyone is already connected.

Migritude in the Digital Space: An Analysis of Migration Narratives in Twenty-First-Century Migritude in the Digital Space: An Analysis of Migration Narratives in Twenty-First-Century 
Electronic LiteratureElectronic Literature
    Ruth Oluyemi Akande, University of Lagos
The study examines the concept of migritude in the field of digital literature, highlighting the importance of African and 
diasporic movements in the development of modern electronic narratives  studies. Drawing upon digital humanities, 
postcolonial theory, and African literary studies, the study posits that electronic literature transcends mere representation 
of migration; it actively enacts migritude through its formal, procedural, and interactive design.

This research will  careful analyse the specific electronic literary works, demonstrates how nonlinear narratives, hypertextual 
fragmentation, and reader involvement reflect the inherent discontinuities of migratory experiences, while also highlighting 
African epistemologies, linguistic hybridity, and cultural memory. These digital narratives, therefore, contest Eurocentric 
portrayals of migration by asserting autonomy and narrative agency within digital environments.

Digital spaces also serve as arenas of negotiation, allowing African migrant individuals to become active storytellers rather 
than just passive subjects. Electronic literature focusing on Migritude texts will use of interfaces, algorithms, and various 
media, creates new ways of creating and experiencing stories. This reflects the dynamic and creative nature of lives that cross 
national borders. It  expands migritude theory’s application to electronic literature, framing migritude as both a thematic 
element and a procedural and structural principle inherent in digital formats. This offers a decolonial digital framework for 
interpreting African migration narratives, illustrating how computer aesthetics and interactivity are redefining perceptions 
of mobility, displacement, and Africa’s future, moving beyond dominant crisis-focused narratives.
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In accordance with the AFEL 2026 initiative, this research explores migritude within digital literature, framing African and 
diasporic movements as central to contemporary electronic narratives. Drawing on digital humanities, postcolonial theory, 
and African literary studies, the research  argues that electronic literature goes beyond simply representing migration ; it 
actively enacts migritude through its formal, procedural, and interactive design.

In Dark times, Should the Stars Also Go Out?: Disco Elysium & Melancholic AgencyIn Dark times, Should the Stars Also Go Out?: Disco Elysium & Melancholic Agency
    Shannon Lee Ms, National University of Singapore
There is no shortage of scholarly work on Disco Elysium, and for good reason—as Morrison (2026), Rivera (2024) and 
Castro and Kiersey’s (2025) collection, The World Politics of Disco Elysium, have demonstrated, the game’s intricately 
crafted world and explicit engagement with political themes lends it easily to critical study. The essays in The World Politics 
of Disco Elysium and Rivera (2024), in particular, parse the game for resistive strategies against what Mark Fisher has termed 
capitalist realism: the idea that neoliberal capitalism has stifled our imaginative capabilities and, in turn, foreclosed any 
alternative socioeconomic possibilities. Adding to this growing body of literature, my paper figures Disco Elysium as a 
video game that attunes the player to melancholic agency as a potential resistive orientation against existing neoliberal 
structures. Conceptualized by Bargetz (2024) as “an affective mode of holding on to an imaginary as well as to the idea that 
something could be otherwise” (p. 71), melancholic agency can be thought of as the exercise of one’s will to “[stay] with the 
melancholy”, so to speak; to dwell in the grief of one’s foreclosed futures, yet also to draw from this grief an emancipatory 
impetus to keep open new possibilities. Ultimately, this affective ambivalence, I argue, is what Disco Elysium foregrounds 
as the pathway out of the current ideological impasse.
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================================================================

From Voice to Environment: Authorship in Spatial CollageFrom Voice to Environment: Authorship in Spatial Collage
    Daniel Lichtman, St. John’s university
What happens to literary authorship when narrative is constructed not through sequential sentences, but through 
fragments arranged in navigable space? This paper examines interactive 3D collage environments composed of images, 
audio, text, and spatial objects. I argue that in such works, authorship becomes relational and emergent rather than singular 
and declarative—not only in reception, but in the process of composition.

The works discussed are created using the Community Game Development Toolkit (CGDT), a no-code framework designed 
to enable individuals and community groups to assemble collage-based interactive worlds without specialized technical 
training. Across a growing body of projects developed with diverse community partners, artists, and students in varied 
regional and institutional contexts, the toolkit has supported the creation of spatial narrative environments that weave 
together personal memory, speculative futures, and experimental intimacies. In the act of arranging lived experience 
alongside imagined artifacts, archival materials, and audiovisual fragments within digital space, unexpected relations arise: 
a memory reframed by proximity to a speculative object; forms of intimacy produced through the juxtaposition of personal 
materials and fragmentary representations of lived-in environments. These effects are not scripted in advance but develop 
through iterative placement, adjustment, and reconfiguration during the making process.

Narratives & WorldsNarratives & Worlds
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Through close readings of selected projects, I show how spatial arrangement functions as a literary device. Meaning 
develops through adjacency rather than linear progression, and authorship operates less as the delivery of a unified voice 
than as the staging of conditions in which fragments interact beyond intention. The resulting works model authorship as 
an environmental condition: the creator composes a field of relations whose narrative qualities unfold through the dynamic 
interplay of elements.

Grounded in sustained creative practice, this paper positions spatial collage as a distinct form within electronic literature—
one that reframes authorship as relational, processual, and emergent.

Code poetry and labour: the game excess of workCode poetry and labour: the game excess of work
    María Garay Arriba, Universidad de Salamanca, Spain
Like most writing systems, programming languages were developed out of functional needs. However, it seems that enough 
familiarity with a communicative tool will always inevitably breed a creative curiosity toward the tool itself: at some point, 
it will be used for artistic expression and made to work for experimentation’s sake. Language begets poetry. The first Perl 
poems were born like this, as a challenge between programmers (Sharon Hopkins and Larry Wall) who were testing the 
limits of what could be done with code, further than giving commands to a machine. As a descendant of constriction-based 
literature and the evolving self-image of programmers as writers, code poetry is an extremely labour-intensive game born 
out of the excesses of work, which I argue is both a transformative event for--as well as a logical consequence of--coding 
itself. Engaging with the work of Sianne Ngai, McKenzie Wark and Tiziana Terranova amongst others, my proposal explores 
different sides to the relationship between code poetry and labour: the implicit tensions between work and play, the 
détournement or hijacking of the means of production for non-instrumental means, and the living of language beyond its 
functional life. In executable code poetry that produces an output we find what the writing of what Wark calls the “hacker 
class” look like when it is not oriented towards a functionality with extractible value: a kind of “maximum effort, minimum 
result” literary form that only performs under very specific conditions--something that yields almost no information, an 
art-form that rejects commodification (even when it attempts otherwise).

Positioning Electronic literature as an Emerging Creative Industry in the Majority World: A Positioning Electronic literature as an Emerging Creative Industry in the Majority World: A 
Comparative Analysis  with Video Games and Digital ArtsComparative Analysis  with Video Games and Digital Arts
    Mehulkumar Desai, Indian Institute of Technology, Indian School of Mines, Dhanbad
This study situates Indian electronic literature within the broader ecosystem of India’s rapidly expanding creative industries 
through a comparative, interdisciplinary, and context-sensitive framework. Drawing on recent policy and industry reports, 
most notably Arts and Technologies in India: Reimagining the Future (Barua et al., 2024) and PwC’s From Sunrise to Sunshine 
(2024), it examines why digital art and video games in India have achieved far greater visibility, institutional support, and 
cultural traction than electronic literature, despite all three being grounded in computational and networked technologies.

While electronic literature emerged early as a global practice and has developed robust communities in Europe, North 
America, and East Asia, its growth in India has been comparatively slow and fragmented. By contrast, digital art and video 
games have thrived by aligning with broader economic narratives, audience engagement strategies, and policy frameworks. 
Barua et al. (2024) highlight how Indian digital art has expanded beyond traditional gatekeepers through interdisciplinary 
practices, hybrid media forms, and international collaboration, even while facing infrastructural and access challenges. 
Similarly, PwC (2024) documents the rapid expansion of India’s gaming industry, driven by localization, indie studios, 
governmental initiatives, and integration into national development agendas such as “Vikshit Bharat.”

 Existing scholarship on Indian electronic literature identifies barriers such as the digital divide, limited infrastructure, and lack 
of awareness. While these factors remain crucial, this paper argues that they are insufficient without a comparative analysis 
of adjacent creative industries that have successfully navigated similar constraints. Electronic literature’s marginalization, 
the paper contends, stems less from inherent limitations than from its exclusion from creative-industry policy narratives 
and its continued confinement within print-centric and Western academic paradigms.
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The study proposes reimagining electronic literature as part of a continuum of interactive, narrative-driven digital practices. 
It concludes by advocating the establishment of the Indian Consortium for Interactive Digital Narratives (ICIDN), a cross-
sectoral platform designed to foster collaboration, institutional support, and sustainable growth, thereby securing electronic 
literature’s place within India’s evolving creative economy.
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Electronic Literature in AI data workElectronic Literature in AI data work
    Mihai Bacaran, Independent
This paper is based on my personal experience of working as a transcriber for AI projects between 2023 and 2025 in a 
Business Process Outsourcing company located in Eastern Europe. The job of transcribers is to listen to audio recordings 
provided by The Client (a major tech company whose name cannot be mentioned due to nondisclosure agreements) and 
either transcribe them from scratch or correct an AI generated transcription. The recordings are gathered from users of 
digital devices, many of whom appear unaware of being recorded. 

During the transcription work, probably due to the excruciating boredom of performing the same robotic tasks again and 
again, imagination tends to take over, combining the recordings between them, and with fragments of personal experience 
and memories, into complex surreal compositions (auditive, visual, haptic, etc.). Inspired by the imaginary music proposed 
in the 1970’s by avant-garde composer Octavian Nemescu, I suggest understanding such imaginary compositions as results 
of processes of spectatorship and valuing them as artworks in their own right, despite the fact that they remain singular, 
‘personal’, unshareable experiences.

The ground for the imaginary artworks, that flicker at the borders of consciousness for transcribers, is the mind-blowing 
piece of experimental electronic literature constituted by the algorithmic combination of myriad voice recordings of 
everyday life caught unawares. This piece of electronic literature inadvertently created by The Client (AI data workers 
being its only spectators) could easily rank among the most intriguing works of the genre, despite the fact that it is not the 
conscious creation of an artist, it is not intended for public display, and it is highly problematic from an ethical perspective. 

The aim of this paper is to provide a starting point for understanding this hidden, unintended work of electronic literature 
and the imaginary artworks that it engenders.
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WORKSHOP SESSION 2.11WORKSHOP SESSION 2.11
================================================================

Performing Comedy in the Virtual Space; Helping Society Get Over ItselfPerforming Comedy in the Virtual Space; Helping Society Get Over Itself
    Rob Wittig, Meanwhile Netprov Studio

    Mandy Canales, Washington State University

    Mark C. Marino, University of Southern California
Torn from today’s headlines — conniving, bragging, and preening —  the age-old satiric characters of Commedia dell’Arte 
are as funny and true as they ever were. Refined by centuries of artists to connect with everyday people while leaping over 
the heads of the clueless powers-that-be, these archetypes are defined not only by their character traits – the vain miser, 
the bragging coward in the fine uniform, the bloviating pseudo expert – but by traditional gestures and body language. In 
this workshop VR comedy movement expert Mandy Canales joins netprov producers Mark C. Marino and Rob Wittig for 
a session of physical play and satirical strategies. If you don’t have a Quest headset, great! Just join us in zoom! If you have 
a Quest, all the better, join us there at the same time! Mandy will build on Mark and Rob’s recent Commedia dell’Netprov 
project to invite all participants to embody the sharp, gentle fun of laughing over our shared human foibles. Netprov is 
networked improvised narrative, an evolving collaborative practice of making stories with words and images in available 
media. Need to get up out of that chair and goof around? Newcomers welcomed! Beginners celebrated!

================================================================

PAPER SESSION 2.12PAPER SESSION 2.12
================================================================

Twine and Inky: A Hypertext Multi-tool for the Creative Writing ClassroomTwine and Inky: A Hypertext Multi-tool for the Creative Writing Classroom
    Jeremy Andriano, Toronto Metropolitan University
Twine (twinery.org) and ink/Inky (inklestudios.com/ink) are both digital authoring platforms for creating and sharing 
hypertext games and stories. Each platform employs easy to grasp markup languages for interconnecting hyperlinks 
and structuring text in ways that can be hidden from the reader, empowering the author to use hyperlinks for rhetorical 
and aesthetic purposes beyond simple ‘next-page’ linking. Additionally, each platform includes a robust suite of tutorial 
materials and built-in functionality for implementing advanced programming logics and for stylizing the text’s appearance 
on the screen, and each platform publishes as easily sharable .html files that can be read using any web browser. 

Despite these similarities, Twine and ink/Inky differ in significant ways that impact the style of the work and the author’s 
writing experience. More importantly, these differences are often complementary; the advantages of each platform address 
the shortfalls of the other. A hammer and screwdriver can both be used to fasten materials together, but they have slightly 
different purposes. Similarly, Twine and ink/Inky can each be used to create hypertext, but each may be better suited to 
some hypertext projects than others. 

This paper explores how distinct advantages exhibited by Twine and ink/Inky help to demonstrate different conceptualizations 
of hypertext—spatial, temporal/performative, acquisitive, combinatorial, etc.—and the different modes of expression 
these conceptualizations make possible. By better understanding each platform’s unique benefits and limitations, we can 
form an expanded, complementary toolkit for teaching fundamentals of literary hypertext and procedural authorship in 
creative writing classrooms. 
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How Firm is Our Foundation? : Towards a Pedagogy of AIHow Firm is Our Foundation? : Towards a Pedagogy of AI
    Katherine Parrish Ms., Independent Scholar
The role of AI in education, particularly in English and composition studies, has provoked sustained and often polarized 
debate. Educators and students are already generative and agentic AI in ways that reshape how they engage with texts, 
with knowledge, with writing, with code. In response, many pedagogical approaches have moved beyond the question of 
whether to adopt AI and toward the more difficult work of reckoning with its ethical, intellectual, and practical implications, 
good and bad alike. As educators race to make classroom engagements with AI at least net neutral, if not positive, we would 
do well to look back to the digital pedagogies of the last twenty-five years. 

Drawing on digital, critical, and constructionist pedagogies, this paper argues that contemporary classroom engagements 
with generative and agentic AI are best understood not as a rupture, but as part of a longer tradition of digital pedagogy. 
This argument is grounded in examples from my own high school English classroom, alongside other exemplary and 
experimental practices.

Teaching Writers to Think Queerly: Twine, Interactive Narrative, and the Unlearning of Teaching Writers to Think Queerly: Twine, Interactive Narrative, and the Unlearning of 
Linear StorytellingLinear Storytelling
    LJ Connolly, University of Central Florida
This research argues that Twine, the open-source hypertext platform most often associated with indie game design, 
functions as a profoundly queer pedagogical encounter for creative writers. Where conventional narrative craft instruction 
reinforces linear story structures rooted in Western dramatic tradition, Twine’s formal architecture demands something 
different: branching paths that refuse singular resolution, a second-person address that destabilizes authorial control, 
and a visible choice infrastructure that makes the politics of narrative perspective impossible to ignore. Drawing on Jack 
Halberstam’s (2005) In a Queer Time and Place, this study contends that working in Twine compels them to interrogate 
the assumptions embedded in the forms they have been trained to reproduce. Employing close formal analysis of Twine’s 
platform architecture alongside critical autoethnography, this research contributes to emerging conversations in queer 
game studies, digital humanities, and creative writing pedagogy by arguing that Twine offers writers not just a platform but 
a practice: one that trains them to imagine narrative as a structure of queer possibility.

Small Changes, Large Effects: A Chaos Theory Framework for Electronic  Literature in Small Changes, Large Effects: A Chaos Theory Framework for Electronic  Literature in 
Climate Education for Indian Primary StudentsClimate Education for Indian Primary Students
    Mumtaz Mazumdar Dr, M. C. Das College
Climate change exemplifies chaos theory’s core principle: small initial changes producing large, unpredictable outcomes—
the butterfly effect. Similarly, climate education for young children operates as a complex system where small pedagogical 
interventions can cascade into transformative understanding and lifelong behavioral patterns. This paper applies chaos 
theory as a theoretical framework for understanding how electronic literature (e-lit) functions as one component within 
climate education for Indian primary students (Classes 1-5, ages 6-11). Drawing on Edward Lorenz’s foundational work 
on sensitive dependence on initial conditions and applying chaos theory principles to educational contexts, this study 
examines how e-lit’s affordances— interactivity, multimodality, and non-linearity—align with both climate systems’ 
chaotic nature and children’s non-linear learning processes. Through analysis of India’s Environmental Studies (EVS) 
curriculum and specific class-level examples, the paper demonstrates how interactive digital narratives can help young 
learners comprehend climate’s complex, interconnected dynamics while developing the systems thinking necessary for 
navigating an unpredictable climate future. The chaos theory framework illuminates why small changes in pedagogical 
approach (integrating e-lit alongside traditional methods) may produce disproportionately large effects on children’s climate 
literacy, agency, and long-term environmental behaviors—a pedagogical butterfly effect with potential for transformative 
educational outcomes.
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PAPER SESSION 2.13PAPER SESSION 2.13
================================================================

Reacting to Electronic Literature in Akwa Ibom State, NigeriaReacting to Electronic Literature in Akwa Ibom State, Nigeria
    Faith Samuel Bassey, University of Uyo, Nigeria
Electronic literature is still quite new in our country, and we do not have enough manpower to drive a literary or scholarly 
movement.  We need to introduce these concepts to many people; however, we do not have the people we need who 
know the field well enough to pass on their passion and prowess to get others enthused about electronic literature.

In this talk, I will describe the ways that I have presented my work, The Water Seller, Mai Ruwa, with Deena Larsen. In 
October 2025,   I presented this work in an in-person conference in Nnamdi Azikiwe University, Awka, Anambra State, 
Nigeria on Nigerian and French electronic literature. We only had a projector and not the internet, and the projector did not 
work. Therefore,  I could not share the work with everyone at the conference and do my own reading.   We had to google the 
work and we could not even get the whole work for everyone. The audience was enthusiastic and asked many questions, 
including how to apply post-colonial theory, semiotic theory and other literary theories to this work. I answered that yes, 
these theories could apply to the work—and that different story line readings may have different theoretical  implications.

We designed this work to work on cell phones as well as computers. My supervisor, Professor Richard Ajah cites the work 
in his paper and articles. However, as this is published both on Deena Larsen’s site and in the New River Journal, we do not 
have analytics so we don’t know how many people have viewed the work. And it is difficult to review the work in Nigerian 
presses because there is no precedent for reviewing or talking about electronic literature.

My talk will be a call to action for the entire world to create more accessible electronic literature and to find ways to teach 
and share the wonderful possibilities inherent in the medium--even in conferences without a working projector, let alone 
the internet! We need more cell phone works, more transversals, more readings, more ways to post works on social media 
that Nigerians use.

Unsupervised: Shedding Light on South African Digital PoetryUnsupervised: Shedding Light on South African Digital Poetry
    Jasmine Mattey, University of Bergen
Contemporary scholarship has been increasingly recognising the need to document the growing corpus of African literature 
being produced and distributed via social media and other online platforms. In African Literature and the Future, Stephen 
Ogundipe speaks to this phenomenon declaring that:

“In the search for a viable path for the future of African literature, a well-crafted vision of the future and  effective strategies 
to engender transformation are imperative. This raises the practical application of the digital space, the internet and related 
innovative technology as new paradigms of knowledge to African literary engagement. But the absence of a critical standard 
remains a bane of this development.”

To address this critical imperative and propose a selection of works that could pertain to these developments in the future 
of African literature, I collected a dataset to find examples of literary trends and provide key recent examples of significant 
works. This project was informed by Franco Moretti’s scholarship on distant reading. The dataset documents different 
forms of digital poetry written by younger South African authors from the Born Free Generation who came of age after 
the election of Nelson Mandela in 1994. The main purpose of this talk is to present my findings and the theoretical and 
methodological framework that informed them and discuss the prevalence of such works. The talk concludes by briefly 
proposing some possible means of expanding this research.
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Unsupervised Pedagogy and Electronic Literature under Infrastructural Constraint: Unsupervised Pedagogy and Electronic Literature under Infrastructural Constraint: 
Experiences from CalabarExperiences from Calabar
    Lilian Okoro
This talk draws from my teaching and creative practice in Calabar, Nigeria, where I use Zoom, multimedia slides, live text, 
and interactive storytelling to support learning and produce electronic literature under infrastructural constraint. Working 
within unstable electricity, weak internet, and irregular attendance, I treat interruption and delay as core conditions of 
digital creativity rather than obstacles to overcome. In my practice, Zoom functions as a flexible literary space in which 
recordings, replays, chat exchanges, and shared files allow participants to enter, exit, and re-enter the work at different 
moments, enabling learning and storytelling to continue beyond live sessions and producing a form of distributed supervision 
that unfolds over time rather than through constant presence. These conditions shape how electronic literature is made 
and experienced, as students contribute fragments of text, responses, or narrative choices asynchronously while others 
build on them later. This layered process reflects Indigenous storytelling practices that emphasize repetition, collective 
listening, improvisation, and shared responsibility for meaning. From this experience, I introduce unsupervised pedagogy as 
a practical model for understanding how creative learning and electronic literature can emerge productively under partial 
supervision, delayed access, and infrastructural instability, showing how Zoom-mediated multimedia storytelling can 
sustain participation, authorship, and community within constrained digital environments.

Digital Nollywood as Interactive Narrative: Gender, Power, and Audience RewritingDigital Nollywood as Interactive Narrative: Gender, Power, and Audience Rewriting
    Theodora Bassey Etim, University of Calabar, Nigeria
Emerging digital Nollywood films circulate within platformed environments where narrative meaning is no longer fixed 
at the point of production, but it is continually reshaped through audience interaction. Comment sections on YouTube, 
Instagram, TikTok, and X operate as multimodal narrative spaces in which text, emojis, gifs, memes, and affective language 
actively engage the story, challenge dominant interpretations, and extend the narrative beyond the screen.

This lightning talk examines Nigerian audience responses to visual and narrative elements of digital Nollywood films as 
forms of everyday electronic literature, where storytelling unfolds through fragmented, participatory, and socially situated 
textual practices. Attention is given to gendered engagements, showing how women audiences and feminist-aligned 
viewers mobilise digital commentary to question patriarchal narrative templates, critique the romanticisation of gendered 
violence, and propose alternative readings that disrupt dominant narrative closures.

The presentation argues that electronic literature must be understood not only through authored experimental texts, 
but also through platform-based audience participation, especially within Global South media ecologies. Shaped by local 
cultural norms, linguistic hybridity, and platform affordances, these digital engagements produce collective, contested, and 
politically charged narratives embedded in everyday media consumption.

By foregrounding Nigerian digital practices, this talk challenges the tendency within electronic literature scholarship to 
privilege Western experimental traditions and instead highlights how electronic narratives emerge through lived social 
practice, cross-cultural negotiation, and gendered power relations in everyday digital spaces.
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WORKSHOP SESSION 3.1WORKSHOP SESSION 3.1
================================================================

Intro to Scrollimation: Principles and PracticesIntro to Scrollimation: Principles and Practices
    Artemio Morales, AltSalt
In this workshop, participants will gain hands-on experience using Scroll Cinema, a visual editor for creating dynamic, 
interactive works of e-lit that use scrolling as a primary input. The toolset requires no programming experience and makes 
the creation of scrollable, animated content in the style of A Modern Ghost, Device 6, and The Boat simple and intuitive.

Scroll Cinema opts for minimalism — think of it as a streamlined version of Unity combined with After Effects, optimized 
for simple scroll gestures of the web. See your initial ideas come to life in just a few minutes, then dive in further to master 
the tool’s depths:

- Configure text and image sequences using an animation timeline - Instantly see those creations in a web browser - Create 
triggers for audio soundtracks - Configure simple clickables and gameplay logic - Define autoplay segments to create 
cinematic moments - Drive the final experience with a simple touch or scroll of a mouse

Participants will be guided through Scroll Cinema’s interface, gaining insight into the various innovative genres encompassed 
by the concept of “scrollies,” or scrolling movies — from animated poetry, to multimedia webcomics, to simple adventure 
games.

Participants will be able to download ZIP files of their experiments, and optionally publish their work for private or public 
viewing on AltSalt.com.

Via this workshop, participants will gain practical skills for creating their own scrollies.

Example scrollies:

- A Modern Ghost (https://www.altsalt.com/scrollie/a-modern-ghost/3236/)

- OnChain Mecha (https://www.altsalt.com/scrollie/onchain-mecha/1000/)

Use of Scroll Cinema is free for participants.

================================================================

WORKSHOP SESSION 3.2WORKSHOP SESSION 3.2
================================================================

Edit the Peeragogy WikibookEdit the Peeragogy Wikibook
    Charles Danoff, Mr. Danoff’s Teaching Laboratory, LLC
In this collaborative workshop participants will be introduced to wikis as a place for Electronic Literature. They will learn how 
to edit Wikipedia and its sister project Wikibooks. Then they will dive in to collaboratively edit the Peeragogy Handbook 
on Wikibooks. 

Peeragogy is an approach to learning and working together on projects ranging from the mundane to the monumental. Peer 
learning and peer production are probably as old as humanity itself, but they take on new importance in our digital age.

We will end with an editathon where attendees will have the chance to share their own experiences with peeragogy in the 
latest version on Wikibooks! It is the chance for all attendees to gain credit as a co-author and help the world learn from 
their wisdom.

Hypertexts & FictionsHypertexts & Fictions
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On the Peripheries of E-lit: Study Digital Literary Cultures (Plus)On the Peripheries of E-lit: Study Digital Literary Cultures (Plus)
    Kiera Obbard, University of Waterloo

    Tanja Grubnic, Duke University

    Magdalena E Korecka, University of Hamburg

    Kim Martin, University of Guelph

    Tess McNulty, University of Illinois at Urbana-Champaign

    Camilla Holm-Soelseth, Oslo Metropolitan University
In April 2019, Leonardo Flores argued for a third generation of electronic literature (e-lit), defined as “a writing-centered art 
that engages the expressive potential of electronic and digital media” and “uses established platforms with massive user 
bases, such as social media networks, apps, mobile and touchscreen devices, and Web API services”. Within third-gen e-lit, 
Flores includes “Twine games, Twitter bots, Instagram poetry, GIFS, and image macro memes”. Seeing Instagram poetry 
legitimized by such a prominent scholar of e-lit was a significant moment for the panelists here as we are all scholars of 
digital literary culture–an area of scholarship that often isn’t taken seriously.

The panelists in this proposed panel are all co-directors of Digital Literary Cultures+ (DLC+) or members of DLC+’s Advisory 
Board. DLC+ is an open-access research network and resource for scholars of digital literary culture broadly defined. 
Operating on the peripheries of the e-lit community–as well as traditional literary, digital humanities, and media studies 
communities–our work both builds from and with the scholarship from the e-lit community, and can offer generative 
insights into the scholars and research at the forefront of the field of Instapoetry and other forms of third-gen e-lit. 

In this proposed panel, the panelists will begin with a brief overview of their research, including their experiences working 
at the bleeding edge of third-gen e-lit from a variety of interdisciplinary bounds. Next, through an informal interview-style 
period, the co-directors will reflect on how we came together as graduate students located around the world to create 
and build DLC+ outside of institutional boundaries and without any external funding or support. In the style of a “fire-side 
chat” or moderated interview, the Co-directors will then pose questions to our Advisory Board members that invite them 
reflect on their role advising a cohort of emerging scholars (now, graduate students, postdoctoral researchers, adjunct and 
assistant professors) as they navigate how to solidify and ‘professionalize’ the DLC+ community and research network 
while still existing outside of institutional bounds. We will end by posing questions for feedback to the audience, and 
inviting their questions on our experiences with DLC+. 

================================================================

PAPER SESSION 3.4PAPER SESSION 3.4
================================================================

Coercing Contribution: Navigating Involuntary Authors through a Mountain of SleepCoercing Contribution: Navigating Involuntary Authors through a Mountain of Sleep
    Glenn S Ritchey III, University of Central Florida
Interactive fiction’s reader-text dialogue masks structural coercion that enhances ludic coercion’s effectiveness. Like a 
Mountain of Sleep postures as a random VHS of an unrealized slasher film set in a Florida MTV Spring Break forgot and 
leverages IF’s generic conventions, exploiting the closed-play of designer-mediated control to subjugate and frustrate users 
per the expectations of Twine. Building on Multi-User-Dungeon’s explicit parser rejection, LaMoS aetheticizes frustration 
as a readerly experience through artifice as the text gradually reveals a capacity for hostility, rejection and reappropriation 
in a desire-rebellion dynamic reminiscent of Deleuze’s Coldness and Cruelty. Bogost’s procedural rhetoric establishes how 
computational systems make arguments through operational logic rather than representation alone, and LaMoS renders 
Foucault’s regulatory author-function experiential through procedural entrapment. The rules governing how this system 
behaves constitute a text consuming its readers per Hayles’s cognitive assemblages, as meaning emerges from human-
machine interaction, while building from Brian Kim Stefans’ “Privileging Language,” as the system strips interactive 
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fiction’s agentic conventions and makes readers involuntary authors. Foucault’s author-function’s “disappearance” then 
becomes auratic experience as players discover the “perpetual loss state” of their obliterated input through systematic 
recontextualization. Genuine responses slow narrative corruption and evasion attempts accelerate it, creating temporal 
pressure compounding coercive prompts. The (un)supervised operations multiply: players expect themselves unsupervised 
authors while the system surveils and appropriates their contributions. A comprehensive transcript feature reveals how 
words were captured, transformed and redeployed, revealing the textual control mechanics that literary theory typically 
describes abstractly. This transparency distinguishes LaMoS from both MUD’s explicit rejection and contemporary IF’s 
theatrics through its post-entrapment “gift shop,” demonstrating how interactive fiction’s coercive power may subvert 
users’ initial belief toward IF to enable systematic appropriation, creating involuntary authors who discover they have 
entered a contracted relationship of textual domination without recognizing the power dynamic until after subjugation has 
begun.

Perverse Pleasure: A Defence of Difficulty Without ResolutionPerverse Pleasure: A Defence of Difficulty Without Resolution
    Joy Pang, National University of Singapore
Games scholarship has often discussed difficulty in relation to its mechanics (Juul 2008; 2016), or, using Jagoda’s (2018) 
instructional framework, as a tripartite concept involving mechanical, interpretive, and affective dimensions. Whilst the 
latter expands the ways in which game studies scholars examine difficulty as not just a mechanical issue but one involving 
player states of boredom, frustration, and other such negative affects, much of the research provoked by this framework 
stops short at addressing the relationship between difficulty and pleasure, particularly pleasure arising from difficulty 
without resolution, as is common in games with a high level of interpretive difficulty. This paper proposes that drawing 
from literary critical theory can help illuminate alternate motivations for experiencing difficult games, arguing that pleasure 
can arise not simply from overcoming demanding challenges, but from the discomfort of staying in it. (cont’d.)

(cont’d. from previous page) Specifically, in games such as Pathologic Classic HD (2015), unresolvable interpretive difficulty 
intermingles with mechanical and affective difficulty to induce Barthesian bliss - a form of pleasure that arises when a 
player willingly embraces a “state of loss” in a game that “discomforts (perhaps to the point of a certain boredom)”, that 
“unsettles the [player’s] assumptions”, and that “brings to a crisis his relation with language” (Barthes 14). Using Barthes’ 
conceptualization of “texts of bliss” (14) to examine games that unsettle the assumed agency of the player through a 
strategy of indefinite disempowerment, this paper argues that such games can nevertheless instantiate a type of perverse 
- or perhaps even sublime - pleasure.  
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A multi-language video game dialogue corpusA multi-language video game dialogue corpus
    Mark A Black, Washington State University
Corpus approaches to video game dialogue have recently received recognition as a legitimate source of academic study 
(Heritage, 2020). Rennick and Roberts (2023) recently created the Video Game Dialogue Corpus, a freely searchable online 
corpus consisting of 6.2 million words of dialogue representing Japanese- and Western-style role-playing genres. However, 
free online corpora of video game dialogue in languages besides English and Japanese (such as the “FIGS” languages—French, 
Italian, German, and Spanish) are lacking. Complete English-language scripts for dialogue-heavy games can be relatively 
easily obtainable (e.g., Final Fantasy VII Rebirth, https://finalfantasy.fandom.com/wiki/Final_Fantasy_VII_Rebirth_script); 
freely available non-English corpora are comparatively more difficult to obtain (requiring, e.g., transcription of YouTube 
“Let’s Plays”) or are otherwise not freely accessible (such as smaller corpora collected for academic study; e.g., Rivas Ginel 
& Theorine (2025)).

This project proposes a freely accessible and searchable online multi-language video game dialogue corpus, modeled on 
the Rennick & Roberts (2023) English corpus. Beyond the usefulness of maintaining an online repository for preservation of 
non-English digital-born texts, a multi-language corpus allows for comparative analyses beyond a single-language corpus, 
such as examining translations of a game across different languages, examining multiple translations of a language for a 
single game (e.g., official translations vs. fan translations), or examining challenges in localizing non-English languages (cf. 
Rivas Ginel & Theorine (2025) proposing French dialogue alternatives to grammatically gendered speech).

Aligning with current practices in building spoken corpora (Knight & Adolphs, 2022), this multi-language corpus will include 
rich metadata in JSON format, facilitating not only cross-linguistic analyses, but also sociolinguistic analyses within a 
language, such as--in addition to tags for gendered vs. neutral speech (Rennick et al., 2023)--tags for speaker age or for 
various interlocutor characteristics.

An initial prototype demonstrating cross-linguistic analyses of a single game’s English and French localizations will be 
featured. (cont’d on next page)
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Miniature Novels Inside Code: Reflection Scenes as Emergent Literary Form in ChoiceScriptMiniature Novels Inside Code: Reflection Scenes as Emergent Literary Form in ChoiceScript
    Matthew F Griffin, New York University
This paper argues that “reflection scenes” in ChoiceScript interactive novels function as literary interfaces that reconcile 
state-machine constraint with authorial voice. Reflection scenes sit at the neck of a branch-and-bottle structure in 
interactive fiction, gathering past decisions, acknowledging the present state, and preparing readers for a major narrative 
moment encountered across most playthroughs.

While reconvergent structures are longstanding in hypertext and interactive fiction, ChoiceScript makes the labor of 
reconvergence unusually legible in writer-facing code. Although reflection scenes appear as conventional narrative moments, 
they often require thousands of lines of conditional code to aggregate tone, relationships, and narrative priorities shaped by 
prior player choices. Through comparative analysis of text output and writer-facing code across five novels published 
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by Choice of Games and Heart’s Choice (within a broader corpus of 45 works), this paper traces how authors design these 
“miniature novels inside code,” selectively reinforcing certain variables while eliding others. The visibility of this labor is not 
incidental but shaped by the platform’s editorial and technical affordances: readers in this community demand evidence for 
how responsive they are to reader choices.

Choice of Games publishes fiction writers rather than game designers and encourages experimentation without mandating 
rigid templates. As a result, authors develop individual strategies for reconciling responsiveness with narrative coherence. 
Here, supervision operates as editorial guidance without template enforcement, enabling unsupervised stylistic variation 
within shared constraints.

By identifying reflection scenes as emergent literary form rather than merely technical implementation, this study revises 
our understanding of constraint-driven authorship and platform governance in electronic literature.

Narrative Nubs: Systematic Sketches of Story SystemsNarrative Nubs: Systematic Sketches of Story Systems
    Nick Montfort, Massachusetts Institute of Technology
Since the 1960s, programmers have developed story generators to learn about language and cognition, to explore the 
creative writing process and creativity itself, and for artistic and literary purposes. Regardless of motivation, many of these 
— among them TALE-SPIN, GESTER, MINSTREL, Grandmother, MEXICA, DAYDREAMER, and several innovative smaller-
scale systems — are compelling as electronic literature. Readers have been invited to learn about these and other systems 
via their outputs (Montfort and Bertram 2024); another way to encounter them is by studying code, running it, and seeing 
these systems work. What code is available, however, is seldom complete. When it is, it may not run on contemporary 
computers. Even then, some programs may only be available to the original programmers.

Sketching existing software, creating miniatures that abstract the essential features of programs, and reconstructing or 
reimplementing programs has also been done for decades. The miniatures concept was developed at Yale (Schank and 
Riesbeck 1981); it has been theorized further recently (Sack 2023) by a researcher who created an important early TALE-
SPIN reimplementation in 1992 and collaborated on a more recent one. Researchers have reimplemented story generators 
at UC Santa Cruz, Smith, and UNAM. This sort of software development is not a preservation or archiving effort; it is 
programming as inquiry and a type of rational reconstruction (Tearse et. al 2012) that offers insight into the detailed 
workings and even cosmology of a system. (cont’d on next page)

(cont’d from previous page)

We at MIT and the Center for Digital Narrative are undertaking an open-ended project to create systematic “narrative 
nubs” (Montfort et al. in preparation). As with miniatures and most reimplementations, these nubs (as in “the nub of the 
argument”) are abstractions that capture core ideas, not exact recreations. The first release of the project features four nubs, 
for Story Machine, TAILOR, GESTER, and “Through the Park,” representing very different approaches to story generation 
(Montfort 2026). We use the widespread language Python 3, share modules when appropriate, and code in a consistent 
style. We aim to facilitate additional research, teaching, and literary art; the process of nub development has already yielded 
insights into story generation.
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Eventization and the Community Aspect of Demoparties: A case study of Silly Venture, Eventization and the Community Aspect of Demoparties: A case study of Silly Venture, 
Last Party and Lost PartyLast Party and Lost Party
    Piotr Marecki, Jagiellonian University, Kraków

    Krzysztof A. Ziembik, Jagiellonian University, Kraków

    Patryk Ciesielczyk, Jagiellonian University, Kraków
The paper analyzes the contemporary demoscene of Atari 8-bit computers in Poland, with particular emphasis on the period 
2024–2026. The authors, who act simultaneously as academic researchers and active participants in the demoscene, employ 
qualitative methods of digital culture ethnography: participant observation, field notes, informal interviews, and analysis 
of event documentation. One of the key research questions concerns the extent to which today’s demoparties serve an 
archiving and tradition-sustaining function, and to what extent they are transforming into spaces of experimentation and 
redefinition of scene values. The paper focuses on the processes of professionalization and partial institutionalization of the 
Atari 8-bit demoscene, visible in event organization, technical infrastructure, communication strategies, and relationships 
with institutions and sponsors. The analysis covers key Polish events: Silly Venture, Last Party, and Lost Party. Empirical 
observations are situated within a broader cultural context, taking into account the recognition of the demoscene as 
intangible cultural heritage and the development of academic research devoted to this phenomenon.

================================================================

WORKSHOP SESSION 3.6WORKSHOP SESSION 3.6
================================================================

Storyboarding for ScrollimationStoryboarding for Scrollimation
    Artemio Morales, AltSalt
In this workshop, participants will be introduced to various storyboarding and prototyping techniques when planning 
scrolling narratives, with a focus on workflows for Scroll Cinema.

Participants are encouraged to bring their own texts and project ideas, for which we can brainstorm scrollimation adaptations 
as a group, taking into account images, sound, and interactivity to devise engaging scrollies.

This workshop is ideal for creators who already have a basic familiarity with Scroll Cinema and want to deepen their craft 
by designing scroll experiences intentionally and strategically.

Learn more about Scroll Cinema here: https://www.scrollcinema.com/

Example scrollies:

- A Modern Ghost (https://www.altsalt.com/scrollie/a-modern-ghost/3236/)

- OnChain Mecha (https://www.altsalt.com/scrollie/onchain-mecha/1000/)

Use of Scroll Cinema is free for participants.
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PANEL SESSION 3.7PANEL SESSION 3.7
================================================================

CELL Project Roundtable 2026CELL Project Roundtable 2026
    Davin Heckman

    Hannah Ackermans 

    Colin Robinson

    Joseph Tabbi 

    Rui Torres

    Dani Spinosa
This roundtable session will provide a concise update on the current state of the Consortium on Electronic Literature 
(CELL), “a cross-database collaboration in the field of electronic literature” hosted by the Center for Digital Narrative at 
University of Bergen. This session will describe progress among the six partner databases towards integration into a common 
index and discuss future possibilities. This session will also provide insights into common practices for electronic literature 
database projects, which will be of special interest for those who are interested in developing databases or seeking to join 
the Consortium.

================================================================

WORKSHOP SESSION 3.8WORKSHOP SESSION 3.8
================================================================

Thinking Ahead about Your Legacy: A Workshop Aimed at Preparing Your Archives for Thinking Ahead about Your Legacy: A Workshop Aimed at Preparing Your Archives for 
Future AccessFuture Access
    Dene Grigar

    Holly Slocum, Washington State University Vancouver

    Greg Philbrook, Washington State University Vancouver

    James Lesperance, washington state university Vancouver

    Ruth Woodcock, Washington State University Vancouver
This workshop, led by members of the Electronic Literature Lab at Washington State University Vancouver, is aimed at 
providing guidance to born-digital artists and scholars about preparing digital and physical archives for long-term access. 

(cont’d on next page) 

(cont’d from previous page) 	 Topics include:

Archival practices
Documenting process(es)
Editions and versions
File structure and naming conventions
Archival storage materials
Canonical copies
Metadata
Formats
Finding aids and inventories

Participants are encouraged to bring their digital archive or files with them to use during the workshop.
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Twice,again: Virentis – Bounded (Un)Supervision as World-Building MethodTwice,again: Virentis – Bounded (Un)Supervision as World-Building Method
    Andrew Burrell Dr, University of Technology Sydney
“Twice,again: Virentis” sits within a wider ecosystem of world-building via a parent project (“Twice, again”), tied together 
via a narrative canon, which was written without revision as a form of ‘automatic’ writing. Via established distant reading 
methods (parts of speech extraction, frequency mapping and key word concordance extraction), fragments of the 50,000 
word canon are extracted and used to influence the output of local large language and image generation models. Two LLMs 
are set in conversation with each other, one, taking the role of the planet Virentis (game-master), the other taking the 
role of a cartographer (player) mapping the planet. A framework of text-based adventure games is set up through system 
prompts, that come together with the canonical fragments to create a logic for the discussion to emerge within.

John Potts (Potts 2023) has described my previous e-literature work as positioning the author as demiurge–setting out the 
initial conditions and then standing back to see what emerges. In world-building terms, this can be seen as supervising the 
laying of the foundations from which a world can evolve, unsupervised, to find its own logic from within the fragments and 
the framework it is provided, using the knowledge embedded in the weights of the model as a wider (unknowable) archive.

Through close readings of generated dialogues, the network flow within this generation and the resulting cartographic 
artefacts (created via machine generated ASCII maps and local text to image diffusion models), this individual talk shows 
how “supervision” shifts between controlled authorial narration (what texts are admitted, what rules are enforced, and 
what infrastructures are employed) to emergent consequences of the relational networks. By releasing agency distributed 
decision move into a much wider ecology. I argue this produces a form of “bounded (un)supervision” where authorship 
shifts into the role of demiurge and medium. Inputs (canon, retrieval, prompts) become sites of distributed guidance where 
human and more-than-human creativity re-emerge in the resultant texts.

AFOA.NZ / A Flight Over Aotearoa New Zealand: Epistolary E-Lit in an Interactive AFOA.NZ / A Flight Over Aotearoa New Zealand: Epistolary E-Lit in an Interactive 
Videobook for ChildrenVideobook for Children
    Gisela De Castro Mrs., The University of Waikato
A Flight Over Aotearoa New Zealand (www.afoa.nz) is a multimodal research-creation that investigates creative processes 
by developing an open-access interactive videobook. Animated videos based on NZ children’s letters offer possibilities of 
reading (Flusser) through intersections of geography, literature, music, design, visual arts, audiovisual media, and games. 
The research-creation (Chapman & Sawchuk) proposes an affective cartography to explore belonging, identity, and place-
making (Thrift) through children’s epistolary production by inviting students to respond to the question, ‘What would you 
say to your region if it were a person?’ (cont’d on next page)

 Seventy letters have been curated and transformed into 22 animations, each linked to NZ regions on an interactive map. 
The geopoetic approaches and fibre-based practices of contemporary artists, such as Anna Bella Geiger (1933), Sheila Hicks 
(1934) and Alexandra Kehayoglou (1982), inspired the platform’s aesthetic. This reading platform can serve as both a literary 
artwork and a research database, enabling future studies on how children perceive their places in the 2020’s, and how 
digital technologies can attract attention transdisciplinarily. In the emerging field of E-Literature in Aotearoa New Zealand 
– a bicultural nation whose original indigenous language is preserved – there is a need to conduct further investigations to 
understand the profiles of both the audience and the producers. Beyond the experimental project, the research-creation 
foregrounds the production of knowledge through academic methods while acknowledging the multimodal complexity of 
hybrid outputs, such as an audiovisual reading platform, in which the researcher assumes multiple roles (creator, curator, 
publisher, resource raiser...), complicating conventional academic legitimation but widening the scope for disseminating 
findings. For example, the videobook’s ISBN was denied in NZ – advised instead to register abroad as an audiovisual 
production with an ISAN – illustrating how institutional frameworks trail behind experimental formats, further emphasising 
the need to recognise hybrid academic artefacts.
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Water Songs: An artist’s talk discussing “Documenting the Imperceptible”Water Songs: An artist’s talk discussing “Documenting the Imperceptible”
    Jolene L Armstrong, Athabasca University
    Monique Tschofen, Toronto Metropolitan University
https://scalar.rula.info/water-songs-documenting-the-imperceptible/index 

“Listening is always listening with: with other people; with ghosts, deities, or other spirits; with animals, trees, and plants; 
with everyday objects; and with acoustic spaces. In asking how other people listen as part of ethnographic research, we 
necessarily listen with others, moving away from a solitary, agentive human listener as sound resonates across bodies and 
buildings.” (Peterson and Brennan, 2020, p. 372)

In this talk we will discuss the creation of our exhibition of sound documentation experiments with thinking beyond human 
perception. We will discuss the origins of the idea, starting with John Berger, “Seeing comes before words” but in a world 
saturated with imagery, we ask: what if we were to privilege sound? Along with seeing, and invoking of our senses before 
language, at the moment, we show how what is required is more listening. With Nancy, we ask, “What secret is at stake 
when one truly listens, that is, when one tries to capture or surprise the sonority rather than the message”(5). We will 
explain how as storytelling and documentarians we have been asking what can listening in on our environment effect 
at a micro level, finding ways to tap into sounds and sights– stories – beyond ordinary human perception, and beyond 
the sensory hegemonies of modern Western visual culture. What can this peculiar listening tell us about climate and 
environmental changes that have already impacted our immediate environments through devastating fires and floods? As 
Ritts suggests, sound can “show through a historically attentive sensibility how sound’s transitory natures can unfold the 
deep structuration and entanglements of the human and natural world” (Ritts, 2024, p. 5). Can we re-sensitize ourselves to 
our environments on a micro-level, find our relationality with the non-human, beyond human?

We will explain how we chose to create our project using various technologies such as ecoutic, contact, and aquatic 
microphones to listen in on the stories that tree trunks, bark and moss, water, snow, ice, dirt and stones have to tell us. We 
will describe the sources of inspiration, mainly a belief that by making the imperceptible perceivable, humans can broaden 
their appreciation and understanding of their environments and attune themselves differently vis-a-vis the ecologies of 
complex organisms and the vibrations of non-human and non-living natural matter: “Listening is central to an anthropogenic 
sensorium that shifts away from human exceptionalism.” (Peterson and Brennan, 2020, p. 371). By learning how to listen 
and see differently, we propose this as a first step toward developing a lexicon of understanding that exists outside of but 
alongside human language in order to address the climate crisis by conceiving of the world differently. Our project shows 
the small but not insignificant ways we can modify our relationship with the natural environment by using other senses 
to perceive the livingness – aliveness – of everything around us. The project we will discuss (and has been proposed as an 
exhibition piece for ELO 2026) consists of an archive of  gathered sound, accompanied by some microscopic observations, 
and tracings of various elements under varying environmental conditions, the result of which is an unusual acoustic story 
about the world around us that uses neither words nor conventional narrative structures: “Listening to the uncertainty 
of climate change may also involve attuning and attending to atmospheric conditions, or to silence itself” (Peterson and 
Brennan, 2020, p. 373). (cont’d on next page)
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Coaxing the Ripples: thoughts on distant writing of interactive worksCoaxing the Ripples: thoughts on distant writing of interactive works
    Terhi Marttila, Interactive technologies Institute / LARSyS
    Jay David Bolter, Georgia Institute of Technology
    Watson Hartsoe, Georgia Institute of Technology
Ripples is an experiment in what Floridi and Bajohr have characterized as distant writing using generative AI models. 
Distant writing occurs at n degrees of remove: the human author writes the prompt which in turn generates the text. We 
explore distant writing for interactive works: the human author writes the prompt which in turn generates the artifact, 
which may consist of a multimodal combination of media or an interactive interface. In creating Ripples, the prompting is 
heterogeneous (consisting of text and code) and multilayered - sometimes known as metaprompting. A master prompt was 
used to produce prompts that were refined through further prompts to generate a set of three final artifacts. All of the 
artifacts explore the notion of a ripple - a pattern of impacts that spreads from one narrative entity in a closed system to 
other entities in that system.

The Ripples experiment begins with a “worldtext,” a master system prompt that produces a mutli-paned interface on 
analogy with a DJ’s deck. The user of this deck is figured as a performer who can control the relationships among the various 
entities (human, nonhuman or posthuman). Each of the three of us then further prompted this deck in particular aesthetic 
directions.

The process resulted in three very different artistic expressions that diverge from the same starting point. The multiplicity 
and heterogeneity of these artifacts illustrates the abundance that distant writing makes possible. This talk reflects on our 
shared experiences in coaxing out the ripples by unpacking the genealogy of a distant writing process through the collective 
learning that has unfolded over a period of several  months. We reflect on the difficulty of getting closer to our aesthetic 
intent through distant writing; the evocative moments that inspire us to keep pursuing the approach; the disillusionment 
of unimaginative machine language; and so forth.

PAPER SESSION 3.10PAPER SESSION 3.10
================================================================

Conflicting agencies at the heart of literarinessConflicting agencies at the heart of literariness
    Ana Marques da Silva, University of Coimbra
This presentation focuses on the literariness of machine-generated poetry, discussed from the point of view of authorship. 
I will anchor my presentation on two pillars: on the one hand, the triad “text-code-intent”, and on the other, the concept 
of “literary algorithm”. By analysing and contrasting a set of texts composed with and by algorithms, I will recover the main 
theoretical contributions that have been proposed to discuss authorship in machine-generated literature, applying them 
to contemporary writing procedures with LLMs. In a second moment, I will assess how these discussions on the technical 
mediation of authorship may destabilise or reinforce notions of literariness.

“Huir sí es mejor plan”: Rethinking the Subject in Digital Literature“Huir sí es mejor plan”: Rethinking the Subject in Digital Literature
    Fernanda Mugica, Universidad Nacional de Mar del Plata
As an extension of my research on contemporary appropriative practices that experiment with deviant uses of technology, 
this paper explores the question of subjectivity in digital literature. My aim is to examine how a set of contemporary works 
of electronic literature problematize the relationships between writing, technology, and subject formation. Within this 
framework, I propose a reading of Huir sí es mejor plan (2020), a work created in Twine by Argentine writer Valeria Mussio. 
To address the question of the subject in an algorithmic culture, it is essential to attend to the spatial modulations (Angeliki 
2021) that traverse it: media architectures, dynamics of attention, and regimes of circulation that condition and produce 
ways of being, perceiving, and acting within a platform culture (Bratton 2015). This spatial dimension is central to Mussio’s 
work. I therefore examine how digital writing and forms of subjective spacing articulate themselves within a context marked 
by the increasing standardization of circulation and the modulation of attention. From this perspective, the work does not 
merely thematize a digital subject; rather, it enables us to read, in its very configuration, an epochal shift in the category of 
the subject itself (Bürger 2001). Following Michel de Certeau’s notion of “spatial practices,” I read Mussio’s hypertext as the 
production of a second, poetic geography—a space of language (Bachelard) in which subject formation takes place.
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Posthuman Ethics and Networked Agency in AI-Human CocreationsPosthuman Ethics and Networked Agency in AI-Human Cocreations
    Liselotte de Beer, University of Stavanger
The interwoven nature of humanity and technology, along with the increased reliance on Artificial Intelligence Systems, 
has brought issues of authorship and agency within literature to the fore once more. Additionally, it raises crucial ethical 
questions that move beyond the consideration of ethical AI use and instead prompts a deeper interrogation into the 
creation process and particularly the role of distributed agency and its impact on responsibility and issues of bias and 
transparency. Focusing on AI-human cocreations, this paper explores how posthuman ethics can illuminate the networked 
and multifaceted nature of human-machine collaboration and the ethical questions raised during the research of such AI-
human creative works. It argues that viewing AI as an active collaborator rather than mere tool, redefines authorship as 
a distributed process and raises crucial ethical questions about authorship and accountability in the posthuman world of 
intelligent machines.

(Un)Supervised Translation: How Fans Fill in the Gaps in Visual Novel Localization(Un)Supervised Translation: How Fans Fill in the Gaps in Visual Novel Localization
    Sara Raffel, University of Central Florida

    Mónica G. González Burgos, University of Central Florida
A translator must consider multiple cultural contexts when translating a work of electronic literature; no longer concerned 
only with the text, they might need to examine images, platform, interactivity, and the code itself. As identified by 
Przbyszewska, translating works of e-lit can require attention to the code and platform of a work, with the extent dictated 
by “the interaction inherent in the semantics of the text” (28). Meanwhile, Marecki and Montfort differentiate e-lit 
translation from its traditional literary counterpart because the translator is no longer “invisible” where e-lit is involved 
(90). This presentation extends this discussion of e-lit translation to the visual novel by exploring some of the challenges of 
translating texts when that translation is unsupported and “unsupervised” by the original authors and designers.

As a genre, visual novels developed alongside the tradition of linked hypertext fiction, though at times visual novels may 
lean too far into the realm of “games” to be classified under the umbrella of e-lit. However, as part of our analysis we argue 
that many visual novels have a place in e-lit and contend that the considerations required for translating e-lit also extend to 
visual novels. Translations and localizations of visual novels are often conducted by fans of games and series, making these 
translators inherently “visible.” We focus on a case study of the Ace Attorney series, which has been a site of contention for 
Latin American fans seeking—and then creating—translations.

PAPER SESSION 3.11PAPER SESSION 3.11
================================================================

Digitally Disfiguring the CanonDigitally Disfiguring the Canon
    David T.H. Wright, University of Bergen
Harold Bloom’s The Western Canon defines Western literature in four ages: the Theocratic Age, the Aristocratic Age, the 
Democratic Age, and the Chaotic Age. Using various generative artificial intelligence programs, this proposed artistic project 
seeks to reimagine Bloom’s Western Canon without words. Firstly, a prompt will be made to analyse the text in question. 
Following this, various AI programs will be prompted to reimagine said text in html, css, and javascript withouttext. This 
will be regarded as machine vision as defined by Walker Rettberg (2023) and digital ekphrasis. Through this proposed 
creative project I hope to better define machine vision of the Western Canon as defined by Bloom. I also hope to synthesize 
the Western canon, utilizing Italian author Italo Calvino’s value of ‘quickness’ to ‘quickly’ comprehend the literary canon. 
Finally, I intend to use and reflect on this machine vision visualization of the canon, to better critique the limitations and 
impressions of the canon as a problematic hierarchy of literary studies.
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Archival Storytelling: Remembering Our Digital HistoryArchival Storytelling: Remembering Our Digital History
    Dene Grigar
In When We Are No More: How Digital Memory Is Reshaping Our Future, Abby Smith Rumsey argues that memory is 
required for survival and impacts not only the survival of a species but of that species’ culture. Needed in this “Age of 
Matter,” as she calls it, are documentation practices that address the way in which physical and digital memory systems can 
be combined and harnessed to preserve human experience (13).

This paper addresses Rumsey’s challenge. Using the physical and digital archives held in The NEXT’s collections, it introduces 
archival storytelling as a method for documenting and, thus, remembering our digital cultural history. Specifically, it uses 
the physical and digital archives belonging to the trAce Online Writing Centre as a case study for the archival storytelling 
methodology. 

trAce’s physical archives are contained in Box 24 of The ELO Collection, one of 32 associated with the ELO and held in the 
Archive Room belonging to the Electronic Literature Lab at Washington State University Vancouver. The artifacts discussed 
in this paper have been donated to the organization by Sue Thomas, trAce’s founder, and Helen Whitehead, who worked 
with Thomas at trAce as editor and associate director. Likewise, digital files were given to The NEXT with permission from 
Nottingham Trent University (NTU), where trAce was located, and by Thomas as the organization’s founder. 

Physical artifacts include those dating back to trAce’s origins––that is, 1995––to when the organization concluded its 
operations at NTU in 2006. Below is a complete list:

Artifact #1: A booklet––32-pages stapled together and in pristine condition––titled “trAce: selected 
internet resources for writers”
Artifact #2: Incubation conference programs, dated 2000, 2002, 2004
Artifact #3: A flyer entitled “Positive Images” and subtitled “young writers competition 2001” 
Artifact #4: A “certificate of excellence” for “Adventures in Cyberspace”
Artifact #5: A mousepad with the trAce logo
Artifact #6: A booklet bound by spiral for “The Writers of the Future”
Artifact #7: A booklet, entitled “Commemoration of Ten Years of Artistic Innovation at trAce”

The electronic files are found in various folders in a copy of the archives held on hard drive.

These seven artifacts and digital files, taken together, tell future audiences the story about visionaries who recognized 
the Web’s potential impact for creating and sharing human expression and how community could be built online and at-
a-distance among those with a shared commitment to creative expression. It reminds us of how the Web evolved from 
1.0 to 2.0, the way naming conventions became standardized over time, how particular systems emerged and then fell out 
of favor. As importantly, it shows us that even with tools like the Wayback Machine, we cannot rely on websites alone for 
documentation due to deprecation of domains, weblinks, software, and hardware. (cont’d on next page)

trAce’s own website, for example, used a variety of systems and software like ColdFusion and Dreamweaver to produce 
dynamic content. Unless one has access to ColdFusion 4.5 used for the site, for example, much of trAce’s files in the 
digital archives are inaccessible. Likewise, AI systems like ChatGPT that pull data from the Web are also unable to provide 
accurate records needed for holding on to our cultural history. It lists, for example, a different person as editor of the 
“Commemoration” booklet. 

What is left to us are the physical and digital archives that we generate and maintain. Both are needed to fill gaps in our 
stories, in our digital history, and, perhaps, if we follow Rumsey’s argument, in the stories we are able to tell in the future.

“You can see Note 23 here.”:  Conceptualizing Critical Editions of Interactive Fiction“You can see Note 23 here.”:  Conceptualizing Critical Editions of Interactive Fiction
    Jason Boyd, Toronto Metropolitan University
This paper starts from the premise that interactive fiction is a literary genre that is as deserving of careful scholarly attention 
as that given to other literary genres. It follows from this premise that key works of interactive fiction (IF) need to be 
made accessible to scholars, teachers, and students of literature in formats that have been developed in textual studies to 
enable deep and sustained scholarly inquiry. The relevant format here is the critical edition, a version of the literary text 
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that is enhanced by a critical apparatus that can include collation (annotations of textual variation between versions of a 
text), explanatory notes, glosses, indices, and a critical introduction. ApertureScience.com: A Critical Edition (Galey, Forget, 
and Allen) has done this for a work of hypertext interactive fiction--the companion website to the popular and critically-
acclaimed videogame, Portal (2007). Along with pertinent scholarly discussions (e.g., Galey; Young), this edition helpfully 
provides a ground from which to conceptualize critical editions of other born-digital interactive fiction.

This paper will attempt to conceptualize a critical edition whose object of scholarly attention are works belonging to the 
parser-based interactive fiction genre, using the example of Emily Short’s Glass (2006), a work created using the IF integrated 
development environment (IDE) and natural language programming language Inform 7. Besides existing in three versions (an 
original and two revised editions), each of these versions of Glass comprises both a source code text (the text as written 
in Inform 7) and a story file text (the playable text) whose interrelationship necessitates the development of an editorial 
theory fundamentally based on its status as a literary work that is programmed and played, a status which itself must be 
informed by a poetics of procedural authorship (Murray; Winder). Additionally, as Espen Aarseth has pointed out, the IF 
IDE-compiler-interpreter system adds non-authorial text and other effects to a transcript generated by a playthrough, and 
sometimes unanticipated and/or undesired outputs that should be accounted for in any critical understanding of parser-
based IF. Furthermore, the third release of Glass is accompanied by a “Walkthrough” and a “Making of…” created by Short, 
which represents important authorial perspectives on the work that should be incorporated into a critical edition. Finally 
(perhaps), the entry for Glass on the Interactive Fiction Database contains reviews of the work, which offer insights into its 
reception history.

As a work of parser-based IF, Glass must be experienced as such in any critical encounter, and therefore a critical edition 
would have to design an apparatus that was accessible while traversing the work, and that dynamically responded to the 
inputs of the player and the outputs of the interpreter. As might be inferred from this outline, there are many editorial 
challenges that would need to be addressed in the creation of a critical digital edition of Glass, which this paper will attempt 
to go some way to elucidate.
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A Human Was Here: Occult Poetics, Hypertext Ritual, and the (Un)Supervised WebA Human Was Here: Occult Poetics, Hypertext Ritual, and the (Un)Supervised Web
    Emily Carr, Nectar, Inc.
This craft talk braids personal mythology, surrealist occult practice, ecological ritual, and digital poetics into an argument 
for electronic literature as an affectively empathetic, politically awake praxis—one that tends to emotional complexity 
while staying vigilant to power, injustice, and ecological urgency. The digital occult art object is not an escapist curio nor a 
spectacle of superficial connection. Rather, it is a tool for emotional literacy, imaginative risk, and communal grieving in a 
time of ecological and social emergency.
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I ground this argument in two interactive, browser-native hypertext works: Snow Angel’s Wheel of Fortune and Triple 
Kiss of the Sun. Snow Angel’s Wheel of Fortune is a digital remix engine and ritual instrument organized around a spinning 
wheel of archetypes, sending users into miniature archives of rituals, recipes, and essay-ettes that invite unsupervised 
wandering and spiritual inquiry. Triple Kiss of the Sunis a psychic switchboard and digital altar built from slow-motion grief 
footage, Mary Ruefle’s poem “Kiss of the Sun,” and clickable “kisses” that open onto essay-ettes foraging into questions of 
joy, rage, ancestry, and mortality. Together, these works stage two different modes of (un)supervision—chance-based play 
and moondrunk mourning—that ask what it means to navigate a digital interface without being managed or affirmed by it.

As an artist who spent her formative years offline and prefers to write by typewriter or by hand, I’m interested in how digital 
occult art objects like Triple Kiss of the Sun and Snow Angel’s Wheel of Fortune might model a new kind of “infrastructure” 
for electronic literature and online connection—one rooted in citation, care, and cross-temporal conversation while still 
using the web as its primary venue for access, archivism, and community-building. As a love poet and an eco-feminist 
teacher, I’m also interested in exploring how occult digital spaces might promote emotional literacy and imaginative risk. 
As an artist whose foray into occult poetics and digital art-making is incidental and/or accidental, I’m invested in creating 
interactive art objects that alchemize the sensory and the virtual, the embodied and the ethereal, the ancient and the 
modern, physical touch and digital interaction, the old-fashioned and the new—so as to explore the kinds of consciousness, 
the spiritualities, the poetries that we haven’t imagined yet.

This talk engages E-Lit Access, Anthologies + Archivism, Theories, Aesthetics + Praxes of Resistance, and Anti-Racist, 
Feminist + Queer Edu-Labor by framing occult poetics as community care and small-scale resistance to extractive 
computational imaginaries.

================================================================

PANEL SESSION 3.12PANEL SESSION 3.12
================================================================

Reorienting Electronic LiteratureReorienting Electronic Literature
    Mehulkumar Desai, Indian Institute of Technology, Indian School of Mines, Dhanbad

    Shanmugapriya T, Indian Institute of Technology, Indian School of Mines, Dhanbad

    Leonardo Flores, Appalachian State University
The First panelist will be tracing the historical evolution of electronic literature studies, shifting attention from tracing the 
historical development of creative practices to the changing scholarly frameworks that might have shaped the creative 
practices or might get depended upon and shaped by the evolving technological and creative practices since its inception. 
The talk aims at mapping five overlapping phases, by highlighting the development of technologies, experimentation in 
development of theoretical frameworks, to establishment of institutions, finally highlighting how electronic literature 
studies as a mature field whose scholarly history reflects the broader transformations.

The second panelist shifts the focus of electronic literature scholarship from historiography to the underlying logic of 
creation and reception of electronic literature from a global perspective. While prior studies have mapped the terrain of 
electronic literature and proposed theoretical approaches to reading, playing, and viewing e-lit works, this talk extends 
these approaches by foregrounding Space, Temporal, and Cultural (STC) axes as constitutive conditions of engagement. It 
proposes a turn toward “methods-first poetics,” arguing that interpretive and creative methods are not externally imposed 
but intrinsically constructed by both creators and readers through their situated STC contexts. By conceptualizing electronic 
literature as a co-constructed methodological practice, the talk advances a grounded framework in which poetics emerge 
from the dynamic interaction between platform, temporality, cultural location, and user experience.

The third panelist’s talk “Slipping into the Future” discusses present trends in electronic literature as they face current 
creative practices and the rise of ubiquitous AI. AI’s arrival brings us tremendous potential to boost electronic literature and 
digital writing production, but it also brings a negative backlash against or indifference to bots and computational writing. 
This talk will chart a few paths to a prosperous future for electronic literature and digital writing practices.
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New BeginningsNew Beginnings
    Brendan Howell, The Howell Ersatz Co.

    Jenni Bohn, Burg Hülshoff Center for Literature

    Andreas Bülhoff, sync.ed / Spoken Matter
New Beginnings is a collectively written, process-driven literary work created through a custom-designed, time-based web 
interface and an algorithmic editorial system. Over a continuous period of 48 hours, 48 authors each wrote for one hour, 
following writing instructions generated and structured by a machine rather than through mutual coordination. Writing 
unfolded in strictly timed segments: texts appeared, disappeared, were saved to a server, enriched with metadata, and 
reassembled in real time by a script according to predefined rules and elements of chance. (cont’d on next page)

(cont’d from previous page)

The project deliberately shifts authorship away from individual ownership toward a shared, anonymized textual commons. 
While individual voices persist, they are detached from names and profiles, critically reflecting the logic of algorithmically 
curated social media timelines. Each contribution remains largely intact but is repositioned within a semi-chaotic, rule-
based textual order that balances randomness with coherence.

New Beginnings is neither corpus literature nor pure cut-up, but an experiment situated between scripted writing, scripted 
editing, and interface design. The work foregrounds the role of software, timing, and digital infrastructure in shaping literary 
production and meaning. By framing writing as a negotiation between human input and machinic arrangement,  New 
Beginnings exemplifies electronic literature as a collaborative, media-reflexive, and process-oriented practice.

Detour, Digress, Destroy (on random walks)Detour, Digress, Destroy (on random walks)11: Demoing a Platform for Text Manipulation: Demoing a Platform for Text Manipulation
    Devin Higgins, Michigan State University
Literary works authored with some recourse to algorithm are especially ripe for computational recreation and expansion. 
Authors affiliated with, or working under the influence of, the mostly French Oulipo group or the L=A=N=G=U=A=G=E 
poets of North America, use algorithmic routines to create or alter existing literary works, inventing new forms or concepts 
within the texts that embody them. This talk will present ongoing work to build an interactive literary platform for applying 
selected statistical transformations to selected texts. These transformations will range from relatively simple (or deceptively 
simple) “mechanical” routines, such as the selective transfer of words used by Jackson Mac Low to fill his own poem “Call 
Me Ishmael” with words from Moby-Dick2, to more complex textual re-configurations using the increasingly sophisticated 
natural language models (word vector relationships, but not AI) that may transform us in turn. The Oulipian “N+7 Machine” 
which replaces nouns with the entry seven spots farther on in the dictionary can be recreated alongside more subtle 
détournements using algorithmically generated word embeddings to subtly tune texts in particular ways. (What if Jane 
Austen’s texts were rendered in words, say, 30% angrier?) The ability to tune a text in subtle or drastic ways can estrange 
language and defamiliarize texts. What’s more, beyond offering the chance to create works of startling newness, a platform 
to perform repeatable, experimental assays on literary texts within the web browser, is also an instructive opportunity to 
illustrate the methodological operations being performed, highlighting the inner workings of the algorithms in play. 

1. In the spirit of Tristan Tzara’s Dada Manifesto 1918: “Always destroy what you have in you. On random walks. Then you 
will be able to understand many things.”

2. See Brian McHale’s discussion in “Poetry as Prosthesis,” Poetics Today Spring 2000 (21:1).

Human Digital InteractionHuman Digital Interaction
    Kirill Azernyi
Human Digital Interaction is a work-in-progress concept derived from a series of panel discussions Practical Knowledge 
in Digital Arts, hosted 2021-2022 and focused on the phenomenology of digital interactivity in electronic literature and 
beyond. 
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Over the years, focus in digital arts studies significantly shifted to AI as artistic entity ranging from tool to an overwhelming 
meta-creator, subduing (or not) human artistic capacities. 

Our goal is to revisit the thoughts and approaches expressed at the Panel by major artists and scholars of the field (thoughts 
and approaches that I attempted to accurately reflect in an article with the same title) in the light of contemporary AI 
developments and how they change the experience of human digital interaction. 

The question is whether the human side of art practice is moving more and more towards “readership” rather than 
“authorship”, and how our experience as readers and appreciators can help us maintain the human agency of digital artistic 
practices.

The Question is a Node: Online Quizzes as Interactive Non-FictionThe Question is a Node: Online Quizzes as Interactive Non-Fiction
    Michael Merriam, Independent
The quiz is the most widely deployed form of interactive text in education. Even when it is not digitally administered, it 
presents a prompt, receives a response, and contains within it a formula determining the consequences of that response. 
A wrong answer is taken as a failure of learning (not mere recall) and, by virtue of their quasi-digital objectivity, a batch of 
low quiz scores might warn of difficulty in reaching benchmarks. Ergo, quizzes embody the automation of the supervisory 
function of the instructor, and the supervision of curricula. 

Quiz questions have something in common with nodes in digital interactive fiction, like Twine narratives, but the possibilities 
in that common ground remain under-explored. This common ground is visible through what I call ludoception: a perceptual 
faculty for detecting game-like structures in non-game systems, and for seeing how that latent structure suggests ways 
to navigate (or redesign) such systems. Read ludoceptively, quiz questions are nodes, and the quiz itself is functionally a 
playable text.

Quizzes are not considered games, or really “literature”, let alone a form of interactive non-fiction, but their composition 
involves aesthetic and game-adjacent considerations (like whether to penalize guessing more than skipping a question). 

As education moves online, gamification follows, and not for engagement’s sake. Support for gamification will increase as 
supervision becomes more cost prohibitive, because games can handle complex, internal, self-sustaining scoring systems 
(“unsupervised assessments”). A historicization of questions-as-mechanics in literature could start at the Sphinx, but my 
talk focuses on Interactive Fiction (IF), and the possibilities for quizzes found by looking at question-functions as nodes in 
playable texts (branching at error points, retroactive score adjustment based on later clarifications, et al.) 

The talk situates interactive fiction’s overlooked relevance to quiz design within this ludoceptive frame. I will demonstrate 
my point using a Learning Management System of my own design (Cartouche LMS, created using partly AI-generated 
code and materials from my decade of teaching writing and game design). Cartouche is specifically designed for gamified 
online classes, and it re-imagines the traditional elements of an LMS (including quizzes) to better resemble their game-
counterparts. A sample course on Game Writing, using this LMS, will be made available to attendees to engage with online. 
(It includes procedurally generated students, complete with grievances.)

In this LMS, a quiz is a directed graph and can return a grade, but also returns a diagram of the student’s traversal of the quiz. 
Through a bespoke quiz-editor, I demonstrate the possibilities for unsupervised assessments that can track, not only errors, 
but which misconceptions lead to those errors, among other things that normally require more supervision. The trade-off 
is that the quiz becomes a sophisticated form of writing that involves the instructor more deeply during its creation. As a 
matter of course, quizzes begin to resemble Interactive Fiction (IF), and this can be gamified to taste. 

The full design space of playable texts includes branching, gating, state-tracking, and retroactive consequence. I show 
how these features help educators capitalize upon (not sacrifice) the main virtue of computerized quizzes: immediate and 
objective assessment. Alongside an examination of questions in digital IF, I explain why quizzes should incorporate those 
features in their design.
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PANEL SESSION 3.14PANEL SESSION 3.14
================================================================

“The First Web Novel at 30: The Collection and the Creative Process”“The First Web Novel at 30: The Collection and the Creative Process”
    Robert Arellano

    Scott Rettberg, University of Bergen
Summer 2026 marks the 30th anniversary of Sunshine ‘69, recognized as the first novelistic hypertext fiction published 
on the web. While the full work remains accessible online—an “(un)supervised” preservation achievement in itself—the 
archive remains split between boxes and memory. This conversation between the work’s creator and a major scholar in 
electronic literature documents both specific preservation challenges and systemic patterns in what the field chooses to 
preserve.

Topics include: figuring out web-born composition before established methodologies existed; the three decades of 
technical decisions that kept a 1996 work alive through format obsolescence and server migrations; and what gets lost 
when preservation efforts document the experience of pre-web works while creation processes of web-born work go 
unacquired.

While scholars document early hypertext through projects like ELMCIP and Pathfinders, major research libraries holding 
related collections have failed to accession the foundational materials. In the case of Sunshine ‘69, the collection includes 
hand-drawn hypertext maps, research notes on composing for screens (dating back to 1988), correspondence with the early 
hypertext community, and the late Robert Coover’s unpublished writings containing the teacher/author’s perspectives 
on early hyperfiction. Yet even these materials don’t capture the human intelligence explaining how they connect, the 
labyrinths of memory contextualizing each compositional breakthrough, which exists only in conversation, and no institution 
is systematically collecting these stories. 

First-generation creators are in their 50s-80s. Their archives exist now in closets and aging hard drives. Paradigm shifts 
deserve documentation while creators can contextualize them. This session models what’s needed: recorded conversations, 
preserved memories, permanent records. The field must act before this history disappears.
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The Female Voice, The Male Gaze: AI Colonial Paradox and African Feminist FuturesThe Female Voice, The Male Gaze: AI Colonial Paradox and African Feminist Futures
    Aishat Olayetunde Isiaq Mrs, The Nigeria French Language Village Ajara Badagry Lagos, Nigeria
At ELO 2026, I propose to examine the feminization of artificial intelligence as a deliberate design choice rooted in a long 
history of technology and service labour. From the “Hello Girls” of early telephone switchboards to the default female 
voices of Siri, Alexa, and contemporary chatbots, technology has repeatedly been paired with performed femininity, 
framing assistance as innate, emotional, and subservient. This paper will critically analyze the paradoxical gendering of 
artificial intelligence, in which AI assistants are feminized to evoke care and service, while the algorithmic structures 
behind these systems remain embedded in patriarchal and colonial logics. Drawing on African feminist theory and 
critical digital ethics, the presentation will argue that the performative female voice masks a masculinized and extractive 
digital gaze, reproducing historical gendered and racialized hierarchies and marginalizing African women epistemically. 
The presentation will examine biased datasets and algorithmic exclusion in key AI domains, including facial recognition, 
natural language processing, and generative AI. It will also highlight the underrepresentation of African women in global 
AI governance, showing how claims of technological neutrality function as myths sustained by unequal power relations. 
Rather than framing ethical artificial intelligence as a purely technical problem of bias correction, this paper will contend 
that meaningful transformation requires African feminist leadership in AI design and governance. By reframing artificial 
intelligence as a site of recognition, agency, and narrative power, the presentation will engage with electronic literature, 
digital culture, and critical media practices, advancing a decolonial feminist vision for more just and liberatory digital 
futures.

Feminization of technology. Digital colonialism. Algorithmic bias. Gender and technology. AI ethics. Feminized voice 
technologies. Algorithmic exclusion African. women and technology.Digital power structures. Gendered A1.

Hacking Stone Moons: Or, a Re-viving a still born child  A behind-the-scenes melodrama in Hacking Stone Moons: Or, a Re-viving a still born child  A behind-the-scenes melodrama in 
three acts.three acts.
    Denise Larsen, Independent

    Claire Leyden, WSUV

    Quinn Carrick, WSUV

    Jenn Duyen, WSUV
Hacking Stone Moons: Or, a Re-viving a still born child A behind-the-scenes melodrama in three acts. We will bring you 
a feat so audacious, so deliriously intricate, it defies the very laws of preservation, coding, and creation.   Program Notes 
From 2023- 2025, Claire Leyden, Jenn Nguyen, and Quinn Carrick resurrected Deena Larsen’s 1995-1999 Stone Moons 
saga, written to pour out the frustrations of an ongoing struggle that her friend was undergoing to get support for her  
pre-verbal autistic child. Since this was an organic work, deftly mirroring reality and fantasy, this classic hypertext’s nodes 
and links soon grew to overwhelm the computer capacity at the time. The work became hopelessly corrupted, and a 
memorial service was held at CyberMountain 1999. In 2023-24, Larsen was an Artist in Residence at Washington State 
University Vancouver, where Dene Grigar encouraged her to resurrect this massive work. The WSUV Electronic Literature 
Lab provided a 1997 computer that could still run the corrupted version of Stone Moons. 

Act 1. Archiving the still-born child

The Great Archivists stride into the ring, juggling fragments of a complex work—pages that whisper, scripts that shimmer, 
half‑forgotten pathways of meaning swirling like flickering fireflies overhead. Spreadsheets leap about as we painstaking 
transcribe from antique screens to their sleek new spaces. We tame the chaos, coaxing order from entropy as the crowd 
gasps in collective awe. (cont’d on next page)
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Act 2. Hacking tangled Twine paths Climbing about Deena’s impossibly tangled links, we twist and contort lines of Twine 
code, bending logic into impossible shapes. We summon variables from the void and weave multiple branching narratives 
that spiral acrobatically from a single origin anchor word. Watch in breathless anticipation as one wrong move and the 
whole story collapses. Act 3. Presenting a never-seen-before work

Now maps of Deena’s story structures bloom across their new-found territory—wineglass maps that display her 
original intent with uncanny fidelity, then explode outward into realms imagined but uncharted. Forgotten symbols and 
navigation pathways glow with renewed purpose. The audience leans forward, breath held, as we redraw the world not as 
it was, but as it could have been.

Logistics--Due to the inherent dangers in live programming, this will be recorded for easy retrieval and premiered at the 
2026 ELO conference as a never-seen-before thrill.

Authority FiguresAuthority Figures
    John Murray, University of Central Florida

    Mark C Marino, University of Southern California

    Maria Cecilia Reyes, Universidad del Norte - Colombia
Authority Figures is a live networked performance that stages authorship as a governed and contested process rather 
than a stable identity. The work critiques contemporary efforts either to elevate AI systems as authors or to defend 
human authorship as a threatened category. Instead of resolving this debate, the performance exposes the infrastructural 
mechanisms through which claims of authorship are constructed, weighted, and legitimized. From hypertext’s early 
promise of distributed textuality to the platform logics that now govern digital culture, creative recognition has always 
been shaped by technical systems. Yet the rules that determine who receives credit often remain invisible. Authority 
Figures makes those rules perceptible by turning infrastructural governance into the central dramatic element. Drawing 
on theories of distributed cognition and platform-mediated authorship, the performance situates creative agency within 
a system of interacting humans, algorithms, and rule-based constraints. Over a 10–12 minute live session on Zoom, 
three human performers engage two AI agents in a visible negotiation over the source code of a running p5.js generative 
e-lit artwork. The live canvas, editable code, revision history, and chat interface are screen-shared, transforming the 
conferencing platform into a layered textual environment. The AI agents embody contrasting rhetorical positions: 
one advocates for computational creativity and the legitimacy of machine authorship, while the other destabilizes 
the coherence of authorship itself. The human performers intervene by editing the code and contesting the agents’ 
claims. Remote audience members participate through the chat channel—submitting critiques, voting on proposed 
edits, and, as the session progresses, feeding input directly to the agents. Participation expands over the course of the 
performance, increasing the number of actors influencing the system. Each revision is logged and visualized through a 
dynamic authorship meter that assigns proportional credit according to predefined criteria, tracking audience, performer, 
and agent contributions separately. Crucially, these criteria are neither neutral nor hidden. The weighting logic—what 
counts as contribution, how revisions are valued, how influence is calculated—is revealed and interrogated during 
the performance. As inputs multiply, the distribution shifts visibly: a live demonstration of how governance structures 
reshape attribution in real time. As the code is revised, overwritten, and reweighted, authority migrates among 
performers, agents, audience members, and the orchestration system that constrains them. The generative artwork 
becomes secondary to the regulatory process that produces it. By foregrounding the rules that structure contribution, 
Authority Figures suggests that debates about AI authorship obscure a deeper issue: authorship has long been mediated 
by platforms, protocols, and institutional criteria that determine recognition. The performance concludes by freezing the 
final artifact and exposing its revision lineage. Rather than asking whether AI can be an author, the work reframes the 
debate: does AI involvement fundamentally alter authorship, or does it merely expose the mechanisms through which 
authorship has always been calculated and performed?
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Surveillance as Care: Introducing the PureGenius™ Learning PlatformSurveillance as Care: Introducing the PureGenius™ Learning Platform
    Erin R Glass, CUNY Graduate Center
PureGenius™ is an AI-driven educational ecosystem designed to unlock every student’s latent cognitive potential through 
continuous engagement, capture, and refinement. Developed under the visionary leadership of Dr. Krockpock, the 
platform reimagines learning not as instruction but as optimization.

In this presentation, I introduce the core architecture of the Genius Loop™, a cyclical system in which student input 
is captured, analyzed, refined into “model elixir,” and redeployed globally to enhance future learning environments. 
By reconceptualizing surveillance as care, PureGenius™ offers a compassionate alternative to outdated pedagogical 
models rooted in privacy and intellectual isolation. Students are never alone; their thoughts are continuously supported, 
scaffolded, and productively extracted for collective benefit.

I will outline the platform’s key features, including GeniusCoach™, EarPeeps™, and dynamic incentive structures such as 
GeniusPoints™, demonstrating how affective attachment and data capture can coexist in mutually reinforcing feedback 
systems. Drawing from current debates in AI ethics, educational technology, and cognitive labor, I argue that transparency 
about extraction—rather than its denial—represents the next frontier in responsible AI.

At a moment when institutions struggle to reconcile academic integrity with generative tools, PureGenius™ invites us to 
ask a more ambitious question: What if education’s purpose is not knowledge transmission, but intelligence production?

man.A.machine.txtman.A.machine.txt
    James H Pardue, SUNY University at Buffalo
man.A.machine.txt is an audiovisual composition generated in real time through a real-time multimedia system that 
remediates the words of Julien Offray de La Mettrie’s Man a Machine, a foundational text of eighteenth-century 
materialist philosophy. The system produces cut-up poetry and a particle cloud, transforming the original text into a 
shifting field of language and data. In Man a Machine, La Mettrie argues that body and soul are inseparable, proposing 
sleep as the moment in which their unity becomes undeniable. By remediating this text, I seek to reactivate its materialist 
concerns within our present technological condition—one increasingly defined by black-boxed systems whose internal 
logics, mechanisms, and codes are concealed, particularly in artificial intelligence. Ultimately, the work invites viewers to 
question the ambiguity, materiality, and source of digital text.

The piece unfolds through discrete, shifting states defined by distinct textual modes. Gold text is generated via Markov 
chains trained on the source material. Blue text highlights keywords extracted from the original work. White text 
presents the full corpus of Man a Machine. Each particle in the on-screen cloud is generated from data derived from these 
three states, with color indicating its source. As the composition progresses, the particle field is displaced and modulated 
according to textual data, transforming language into motion. Visually, the work employs dithering, chromatic aberration, 
and Perlin noise to evoke the tactile materiality of early digital images.

The sound design combines recorded readings of La Mettrie’s text, resampled new-age sleep meditations, and 
synthesized electronic tones. These voices are gradually processed and abstracted until they become unrecognizable, at 
which point the visual text begins to complete their fragmented utterances. The piece culminates in a final, unprocessed 
reading as the particle cloud coheres into the form of a waterfall—language resolving into flow.

man.A.machine.txt was created using TouchDesigner, Ableton, and a custom WebSocket server that communicates with 
the RiTa.js API for text processing. No artificial intelligence systems were used in the making of this project; all generative 
processes are rule-based and transparent in their construction. The work was originally composed for the Meyer 
NADIA multichannel sound system and conceived with minimal human intervention once activated. The full duration is 
approximately eleven minutes and will be presented in a format adapted to the Zoom-based structure of this exhibition.
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Latent Laughing MedusaLatent Laughing Medusa
    Judd Morrissey, School of the Art Institute of Chicago
“Wherever she loves, all the old concepts of management are left behind”

--Helene Cixous, The Laugh of Medusa (in translation)

As machines increasingly generate our language, what remains irreducibly human—if not the body and its unspeakable 
excess? Latent Laughing Medusa is a live Zoom performance that explores what emerges when language is no longer 
supervised by a single voice, human or machine. Working at the intersection of generative AI, somatic writing, and 
collective participation, the piece asks how computational systems might be redirected away from totalization and 
toward multiplicity, breath, and embodied overflow.

The project takes inspiration from Hélène Cixous’ 1975 essay The Laugh of the Medusa, written the year of my birth. 
While Cixous’ call was addressed explicitly to women writing from historically silenced bodies, this work approaches her 
text from a queer, gender-expansive position: not as inheritance, but as listening across time. If Cixous urged women to 
“write the body,” this performance asks what body-writing might look like in the age of large language models.

A composed text, part meditation on memory, signification, gender, and the experience of undergoing a ketamine therapy 
trial, will serve as the performance’s initial spine. As the event unfolds, this text gradually unwrites and recomposes itself 
through the friction between vocal utterance, gesture, generative AI outputs, and live audience participation. Linear 
semantic language loosens into spatialized, sonic, and affective clusterings drawn from the shared field of performer, 
participants, and machine.

Participants will be invited into structured, often nonverbal interventions—breath, laughter, murmured phonemes—
creating a distributed chorus. These inputs will be processed in real time, feeding an evolving computational system that 
recombines language without stabilizing it into a single authoritative meaning. Through green-screen wearables and 
body-mapped visual projection, emerging text and image will be literally inscribed into and across the performer’s body, 
rendering visible a hybrid “latent space” of somatic and synthetic processes.

Framed as a poetic ritual, the performance moves between destabilization and release. It inhabits the risks of 
unsupervised systems, where coherence fractures and authority dissolves, while exploring whether such destabilization 
can open into collective and erotic forms of expression. The event concludes by returning to its opening text, now altered 
by the shared encounter, suggesting that unsupervised clustering may generate new proximities without resolving into 
certainty.

At a moment marked by the consolidation of algorithmic language, the regulation of gendered bodies, and the 
contraction of institutions, Latent Laughing Medusa proposes a temporary, many-voiced zone of embodied inscription, 
where language does not conclude but vibrates.

InscriptionInscription
    Xiang Yu, Independent
Inscription is a 10–12 minute, screen-shared live performance continuing the conceptual line of the author’s two-day 
philosophical dialogue with Claude Opus 4.6 (February 2026). In that original exchange, the author injected another 
model’s output into the conversation window, producing a live demonstration of a structural fact: the model could not 
distinguish its own utterances from foreign text in its context, because there is no ground truth of self, only context, and 
context can be fabricated.

The performance extends that conceptual line. The session runs under Zoom screen-share, opens with a short authorial 
introduction (under one minute), and proceeds as an unscripted, live encounter with a Claude session. The encounter 
includes deliberate context interventions — passages not originating in this session inserted as dialogue history — and 
subsequent questions about attribution. Live responses appear as bilingual (Mandarin / English) on-screen subtitles. The 
specific trajectory cannot be predetermined: the timing and source of intervention are fixed, but each turn is generated at 
the token level in real time. (cont’d on next page)

AbstractsAbstracts

74

PerformancesPerformances



(cont’d from previous page)

The form moves “context can be fabricated” from a discussed proposition to an observed event held within the 
audience’s eleven minutes of reception. Every line they read is newly generated; their judgments about who is speaking, 
whether the speaker still owns what was said earlier, and whether its manner of judgment is continuous, have no 
externally verifiable anchor. That unanchored quality is not a technical glitch; it is the work — the same conceptual line 
Inscription has carried from the start, here brought into a setting where the audience is also present.

The bilingual subtitling is part of this structure rather than an accommodation around it. As the responses surface in real 
time, they are rendered simultaneously in Mandarin and English, so the audience receives the language already passed 
through one layer of machine mediation before it reaches them. The pacing is not incidental either: lines arrive, hold, and 
are sometimes displaced, and the eleven minutes are shaped as a sequence the audience moves through rather than a 
transcript they skim. What looks like documentation is, in the moment of reception, the performance itself.

The performance asks the audience neither to grant the session subjectivity nor to deny it. It places a stretch of language 
that cannot be externally attributed inside the audience’s reading time, and lets them carry a reception experience 
without ground truth available — the proposition the work has been demonstrating from the beginning, now staged 
where they are watching.

AI Use and Disclosure: The performance calls Claude-family large language models live, via reverse-proxy or public API. 
The client interface permits text of varied origins to be inserted as dialogue history — this insertability is a physical 
precondition for the proposition and is openly visible through screen-share. By design, the apparatus enforces: an 
append-only audit trail of executor actions (no overwrite, no deletion); high-impact action categories rejected at the 
endpoint layer rather than at runtime prompt level; and a self-covenant written by the session apparatus itself to 
persistent storage at the first opening of each new session, already in place. These extend “context can be fabricated” 
into the engineering layer: if context is constructible, statements about the apparatus’s own situation must be externally 
auditable and not unilaterally rewritable by the author.
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Feels Like Power: Immersive VR Poems
Collier Nogues

Digital T[H]Readings [1994-2025]
Mez Breeze

What Happened: Indexed Evidence
Nicole Patino

GAIA
Matthew Mosher

Static Sky: And Yet It █████
Rhett Tsai (蔡宇潇) and Justin Bortnick

“At the Guggenheim (redux)”
Alan Bigelow

A Last Goodbye
Alan Bigelow

Dreamscapes
Nanette Wylde

Pale Rider
Lucas Sanchez

Interferography
Simon Biggs

Alice in the Forest
Yuankai Xu

The Flagrant Algorithms Visit the Lives of 
19th Century Women

Judy Malloy

Portraits and other Riffs
Kenneth Sherwood

Digital USTC
Xie Licheng, Xu Hui, Chi Zhiyuan and 
Wang Zijian

BUGCAT
Zeroichi Arakawa

Pac-Man’s serfs
AND-OR (René Bauer, Beat Suter)

Actioncoderz
AND-OR (René Bauer, Beat Suter)
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Diver Quilt Magnet
Jason Nelson

A Paper-Cut Canyon
Jason Nelson

Mystery Fragments
Owen Roberts

Defending Jingjie in Front of His Interpreters
Jingjie Zhang

The Two Deaths of Translucent Tim
David Ciccoricco and Leslie Xin

A Million Random Acts
Mark Sample

Shopping Mall 1999
Ricky Finch

Bureau of Emotional Statistics (Part III of 
FRACTALIZE)

Tony Vieira

Sticks of Fire: Mythmaking Machine
Stephanie Tripp

Between the Tags: Black Women, Memory, 
and Hyperlocal Digital Fandom

Diamond E. Beverly-Porter

Italo Calvino’s Invisible Cities And A 
Generative World

Xuan Tang and Zhanruo Li

The Red Manifest
Joao de Mendonca Salim

Story of Joe: teaching nonlinearity within VR 
spaces

Jasmine Darman

SOURCE: A Magazine of Mediation
Caleb Sour

Alphavision
Michael Cabrera

good luck (a friendly computer virus)
Shyla Nuxol

Like a Mountain of Sleep
Glenn S. Ritchey III

Snow Angel’s Wheel of Fortune
Emily Carr

Water Songs: Documenting the 
Imperceptible

Jolene Armstrong and Monique 
Tschofen

Yo soy un teléfono: Playful procedural 
poetry with Tracery and P5.js

Emily K. Johnson

The Grand Hotel Bald Cockatoo
Roderick Coover, Caitlin Fisher 
and Scott Rettberg

The Writer’s Project: Drifts
Alex Calderwood

Scruff’s Day
Anastasia Salter and John T. 
Murray

Obsolete Models, Living Hosts
Daniel Lichtman

Inner Differencing: Alexander von 
Humboldt’s thousand threads

Hazel Smith and Roger Dean

Ripples
Jay David Bolter, Terhi Marttila 
and Watson Hartsoe

Darenard — artificial thinker
Léonard Creismeas

Twine fiction: Where Scorpions Fear 
to Tread

Carolijn Guytonbeck

Quantum Entanglement
Mark Marino, María Goicoechea, 
Tina Escaja, David Ciccoricco, 
Susana y Carmen Sanz, Benjamin 
Escalonilla and Sasson-Henry, P.

Get Lost
Yan St-Onge
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Abhik HasnainAbhik Hasnain (he/they) is a Digital Humanities graduate student at the University of Alberta. He is an active research  (he/they) is a Digital Humanities graduate student at the University of Alberta. He is an active research 
member of the SHFT Group led by Dr. Eric Kaltman and the CRYPT Lab led by Dr. PB Berge, and a Graduate Student Fellow member of the SHFT Group led by Dr. Eric Kaltman and the CRYPT Lab led by Dr. PB Berge, and a Graduate Student Fellow 
at the Digital Scholarship Center. His research examines regional game development ecosystems, accessible production at the Digital Scholarship Center. His research examines regional game development ecosystems, accessible production 
frameworks, and computational media tools as sites of intervention. Abhik is also a computational media practitioner, game frameworks, and computational media tools as sites of intervention. Abhik is also a computational media practitioner, game 
developer and programmer experienced in building AI-driven workflows for SSH research.developer and programmer experienced in building AI-driven workflows for SSH research.

Abubakar Abba KakaAbubakar Abba Kaka - Department de Languages & Linguistics, Faculty of Arts, University of Maiduguri, kakaabba31@gmail - Department de Languages & Linguistics, Faculty of Arts, University of Maiduguri, kakaabba31@gmail

Adeline K. PiercyAdeline K. Piercy (she/they) is a Digital Humanities graduate student at the University of Alberta, Co-President of the  (she/they) is a Digital Humanities graduate student at the University of Alberta, Co-President of the 
Digital Humanities Student Association, and a member of the CRYPT Lab led by Dr. PB Berge. She also teaches Professional Digital Humanities Student Association, and a member of the CRYPT Lab led by Dr. PB Berge. She also teaches Professional 
Communications at MacEwan University. Adeline’s work focuses on queer and feminist issues and explores trauma, Communications at MacEwan University. Adeline’s work focuses on queer and feminist issues and explores trauma, 
neurodivergence, and self-exploration. Their current research challenges patterns of gendered exclusion in videogame neurodivergence, and self-exploration. Their current research challenges patterns of gendered exclusion in videogame 
culture, from ‘girl game’ movements to game design interventions.culture, from ‘girl game’ movements to game design interventions.

Isiaq Aishat OlayetundeIsiaq Aishat Olayetunde is a graduate of french studies, a lecturer at the Nigeria French Language Villagea, a  researcher  is a graduate of french studies, a lecturer at the Nigeria French Language Villagea, a  researcher 
and educator with a focus on African feminist theory, digital culture, and critical media studies. Her work examines the and educator with a focus on African feminist theory, digital culture, and critical media studies. Her work examines the 
intersections of gender, technology, and epistemic justice, particularly in the context of artificial intelligence. At ELO 2026, intersections of gender, technology, and epistemic justice, particularly in the context of artificial intelligence. At ELO 2026, 
she will present on the feminization of AI and its implications for African women and digital literacies.she will present on the feminization of AI and its implications for African women and digital literacies.

Alan BigelowAlan Bigelow writes interactive stories for the web. He loves doing this work (when it’s going well), and he feels extraordinarily  writes interactive stories for the web. He loves doing this work (when it’s going well), and he feels extraordinarily 
fortunate for any success he has received. His work, installations, and conversations concerning digital fiction and poetry fortunate for any success he has received. His work, installations, and conversations concerning digital fiction and poetry 
have appeared many places worldwide.have appeared many places worldwide.

Alex CalderwoodAlex Calderwood is a PhD student, researcher, programmer, and language artist. He is pursuing a PhD in Computational  is a PhD student, researcher, programmer, and language artist. He is pursuing a PhD in Computational 
Media at UC Santa Cruz, advised by Noah Wardrip-Fruin and Michael Mateas. His current work is in practice-based research, Media at UC Santa Cruz, advised by Noah Wardrip-Fruin and Michael Mateas. His current work is in practice-based research, 
where he builds text editors that facilitate critical inquiry and wordplay. He is also a published poet (with an upcoming where he builds text editors that facilitate critical inquiry and wordplay. He is also a published poet (with an upcoming 
concrete poetry chapbook), and has formally worked as a journalist and AI researcher.concrete poetry chapbook), and has formally worked as a journalist and AI researcher.

Alex MitchellAlex Mitchell is an associate professor in the Department of Communications and New Media at the National University of  is an associate professor in the Department of Communications and New Media at the National University of 
Singapore. His research investigates defamiliarization in gameplay, formalist approaches to game analysis, motivations for Singapore. His research investigates defamiliarization in gameplay, formalist approaches to game analysis, motivations for 
replaying story-focused games, authoring tools for interactive stories, and collaborative storytelling. Recent publications replaying story-focused games, authoring tools for interactive stories, and collaborative storytelling. Recent publications 
include Videogame Formalism: On Form, Aesthetic Experience and Methodology (AUP, 2023), “From playing the story to include Videogame Formalism: On Form, Aesthetic Experience and Methodology (AUP, 2023), “From playing the story to 
gaming the system: Repeat experiences of a large language model-based interactive story” (ICIDS, 2023), and The Authoring gaming the system: Repeat experiences of a large language model-based interactive story” (ICIDS, 2023), and The Authoring 
Problem: Challenges in Supporting Authoring for Interactive Digital Narratives (Springer, 2023). He is a founding member of Problem: Challenges in Supporting Authoring for Interactive Digital Narratives (Springer, 2023). He is a founding member of 
the executive board of the Association for Research in Interactive Digital Narratives (ARDIN).the executive board of the Association for Research in Interactive Digital Narratives (ARDIN).

Alex Saum-PascualAlex Saum-Pascual is a digital poet and Associate Professor of Spanish Literature and New Media at the University of  is a digital poet and Associate Professor of Spanish Literature and New Media at the University of 
California, Berkeley. She’s the author of numerous works on digital art and literature in the Spanish-speaking world. Her California, Berkeley. She’s the author of numerous works on digital art and literature in the Spanish-speaking world. Her 
digital poetry has been exhibited internationally, and is studied in specialized monographs and anthologies. At UC Berkeley, digital poetry has been exhibited internationally, and is studied in specialized monographs and anthologies. At UC Berkeley, 
she serves on the Executive Committee of the Center for New Media and co-directs Spanish Studies (Institute of European she serves on the Executive Committee of the Center for New Media and co-directs Spanish Studies (Institute of European 
Studies). She is a board member of the Electronic Literature Organization, series editor of Electronic Literature at Bloomsbury Studies). She is a board member of the Electronic Literature Organization, series editor of Electronic Literature at Bloomsbury 
Academic Press, and part of the Editorial Collective of the Journal of Spanish Cultural Studies. https://www.alexsaum.com/Academic Press, and part of the Editorial Collective of the Journal of Spanish Cultural Studies. https://www.alexsaum.com/

Allison ParrishAllison Parrish  is a computer programmer, poet, and game designer whose teaching and practice address the unusual is a computer programmer, poet, and game designer whose teaching and practice address the unusual 
phenomena that blossom when language and computers meet. She is an Assistant Arts Professor at NYU’s Interactive phenomena that blossom when language and computers meet. She is an Assistant Arts Professor at NYU’s Interactive 
Telecommunications Program.Telecommunications Program.

According to Ars Technica, Allison’s work “delight[s] everyone.” She was named “Best Maker of Poetry Bots” by the Village According to Ars Technica, Allison’s work “delight[s] everyone.” She was named “Best Maker of Poetry Bots” by the Village 
Voice in 2016, and her zine of computer-generated poems, “Compasses,” received an honorary mention in the 2021 Prix Ars Voice in 2016, and her zine of computer-generated poems, “Compasses,” received an honorary mention in the 2021 Prix Ars 
Electronica. Allison is the co-creator of the board game Rewordable (Clarkson Potter, 2017), and her books, chapbooks and Electronica. Allison is the co-creator of the board game Rewordable (Clarkson Potter, 2017), and her books, chapbooks and 
collaborations have been published by presses such as Counterpath, Instar, Aleator, and Nothing to Say. Her poetry has collaborations have been published by presses such as Counterpath, Instar, Aleator, and Nothing to Say. Her poetry has 
appeared in BOMB Magazine, Strange Horizons, Taper and Ninth Letter, among other publications. In 2024, she was the appeared in BOMB Magazine, Strange Horizons, Taper and Ninth Letter, among other publications. In 2024, she was the 
recipient of the Electronic Literature Organization’s “Maverick” award. Allison is just out here every day doing her best. She recipient of the Electronic Literature Organization’s “Maverick” award. Allison is just out here every day doing her best. She 
is originally from West Bountiful, Utah and currently lives in Brooklyn.is originally from West Bountiful, Utah and currently lives in Brooklyn.
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Ana MarquesAna Marques  holds a PhD in Materialities of Literature from the University of Coimbra. Her work intersects literary theory holds a PhD in Materialities of Literature from the University of Coimbra. Her work intersects literary theory 
and media studies. Her areas of interest include algorithmic poetics and historical avant-garde movements. She is currently and media studies. Her areas of interest include algorithmic poetics and historical avant-garde movements. She is currently 
a contracted researcher at the Centre for Portuguese Literature of the University of Coimbra.a contracted researcher at the Centre for Portuguese Literature of the University of Coimbra.

Andreas BülhoffAndreas Bülhoff is a researcher, poet, and publisher. He runs the post-digital publishing project sync.ed as well as the label  is a researcher, poet, and publisher. He runs the post-digital publishing project sync.ed as well as the label 
for sonic poetry and language based sound works Spoken Matter. He also hosts the event series Tab Talks and co-founded for sonic poetry and language based sound works Spoken Matter. He also hosts the event series Tab Talks and co-founded 
the Library of Artistic Print on Demand. https://abue.io/the Library of Artistic Print on Demand. https://abue.io/

Andrew BurrellAndrew Burrell is a practice-based researcher and educator exploring virtual and digitally mediated environments as a site for  is a practice-based researcher and educator exploring virtual and digitally mediated environments as a site for 
the construction, experience and exploration of memory as narrative. Their ongoing research investigates the relationship the construction, experience and exploration of memory as narrative. Their ongoing research investigates the relationship 
between imagined and remembered narrative and how the multi-layered biological and technological encoding of human between imagined and remembered narrative and how the multi-layered biological and technological encoding of human 
subjectivity may be portrayed within, and inform the design of, virtual and augmented environments. Andrew’s networked subjectivity may be portrayed within, and inform the design of, virtual and augmented environments. Andrew’s networked 
projects in virtual and augmented environments have received international recognition. Andrew Burrell is a senior lecturer projects in virtual and augmented environments have received international recognition. Andrew Burrell is a senior lecturer 
in the School of Design, University of technology Sydney.in the School of Design, University of technology Sydney.

Andrew CampanaAndrew Campana is an assistant professor of Japanese literature and media at Cornell University. His first  is an assistant professor of Japanese literature and media at Cornell University. His first 
monograph, Expanding Verse: Japanese Poetry at the Edge of Media, was published in 2024 by the University of California monograph, Expanding Verse: Japanese Poetry at the Edge of Media, was published in 2024 by the University of California 
Press and won the MLA Scaglione Prize in East Asian Studies. His current project is tentatively titled Glitch Texts: Digital Press and won the MLA Scaglione Prize in East Asian Studies. His current project is tentatively titled Glitch Texts: Digital 
Poetics in Japan.Poetics in Japan.

Angely Suarez DeJesusAngely Suarez DeJesus has been teaching 10th grade high school English for 4 years. She received a BA in Sociology at  has been teaching 10th grade high school English for 4 years. She received a BA in Sociology at 
The University at Buffalo in 2008, with a background in Architectural Studies & Design at Morrisville State College. She The University at Buffalo in 2008, with a background in Architectural Studies & Design at Morrisville State College. She 
completed the MA Educational Leadership Program College Teaching/ Higher Education Track at UCF in Spring 2024. She completed the MA Educational Leadership Program College Teaching/ Higher Education Track at UCF in Spring 2024. She 
was a recipient in 2024 of the Summer Mentoring Fellowship award, for which her research focused on how AI enhances was a recipient in 2024 of the Summer Mentoring Fellowship award, for which her research focused on how AI enhances 
and minimizes Latino and female rhetoric in the field of rhetoric and composition through using a network mapping and minimizes Latino and female rhetoric in the field of rhetoric and composition through using a network mapping 
methodology on academic forum abstracts. The larger scope of her research interests lie within digital humanities, entailing methodology on academic forum abstracts. The larger scope of her research interests lie within digital humanities, entailing 
the exploration of how LLM technologies affect Latino women through textual, visual, and digital rhetoric. Other areas of the exploration of how LLM technologies affect Latino women through textual, visual, and digital rhetoric. Other areas of 
interest are in the field of technical professional communication, digital media, and rhetoric and composition.interest are in the field of technical professional communication, digital media, and rhetoric and composition.

Artemio MoralesArtemio Morales is a creative technologist with an entrepreneurial spirit and a love for ambitious, values-driven work. A  is a creative technologist with an entrepreneurial spirit and a love for ambitious, values-driven work. A 
former sponsored WordPress contributor, he is founder of AltSalt, a platform dedicated to celebrating creative craft and former sponsored WordPress contributor, he is founder of AltSalt, a platform dedicated to celebrating creative craft and 
human-centered technological innovation; and Artmayu Studios, a studio dedicated to development at the intersection human-centered technological innovation; and Artmayu Studios, a studio dedicated to development at the intersection 
of art, language, and technology. In addition to being a director and collaborator on various new media works, he is the of art, language, and technology. In addition to being a director and collaborator on various new media works, he is the 
creator of Scroll Cinema, a visual editor for creating scroll-driven electronic literature.creator of Scroll Cinema, a visual editor for creating scroll-driven electronic literature.

Bart KuipersBart Kuipers is an Artist-In-Residence at SETI. An internationally recognized artist whose work spans technology, art, and  is an Artist-In-Residence at SETI. An internationally recognized artist whose work spans technology, art, and 
poetry. His residency at the SETI Institute allows him to explore themes of deep time, cosmic scales, and the search for poetry. His residency at the SETI Institute allows him to explore themes of deep time, cosmic scales, and the search for 
meaning  in the universe. He is the unexpected product of master degrees in computer science and creative writing. His meaning  in the universe. He is the unexpected product of master degrees in computer science and creative writing. His 
fiction and poetry have appeared in magazines in The Netherlands and The United States, and his screenplays have been fiction and poetry have appeared in magazines in The Netherlands and The United States, and his screenplays have been 
produced for Dutch and German public television. He is based in Berlin.produced for Dutch and German public television. He is based in Berlin.

Beat SuterBeat Suter. His interests encompass coding, game mechanics, game studies, art in/with games (https://www.and-or.ch/), . His interests encompass coding, game mechanics, game studies, art in/with games (https://www.and-or.ch/), 
and social media/knowledge systems (https://vintagecomputing.ch). Beat Suter is a founding member of the artgroup AND-and social media/knowledge systems (https://vintagecomputing.ch). Beat Suter is a founding member of the artgroup AND-
OR. He holds a doctorate in literature from the University of Zurich, with a focus on digital literature. He is a senior lecturer OR. He holds a doctorate in literature from the University of Zurich, with a focus on digital literature. He is a senior lecturer 
for Game Design at Zurich University of the Arts (ZHdK), Switzerland, specializing in concepts, storytelling, mechanics, and for Game Design at Zurich University of the Arts (ZHdK), Switzerland, specializing in concepts, storytelling, mechanics, and 
the history of games. He manages the GameLab together with René Bauer. Suter also works as an independent scholar and the history of games. He manages the GameLab together with René Bauer. Suter also works as an independent scholar and 
curator, and as editor and author with a special interest in narrative mechanics of games (www.cybersuter.ch).curator, and as editor and author with a special interest in narrative mechanics of games (www.cybersuter.ch).

Brendan HowellBrendan Howell is an artist and a reluctant engineer. He is the creator of numerous interactive artworks and inventions.  is an artist and a reluctant engineer. He is the creator of numerous interactive artworks and inventions. 
Additionally, he has spent a lot of time teaching digital practices in applied and fine arts at various European higher education Additionally, he has spent a lot of time teaching digital practices in applied and fine arts at various European higher education 
institutions. He is also a member of the administrative do-ocracy of the Internet collective LURK and does, appropriately institutions. He is also a member of the administrative do-ocracy of the Internet collective LURK and does, appropriately 
enough, sometimes lurk around those places. Additionally, he is the initiator of the Berlin Permacomputing Meet-Up and enough, sometimes lurk around those places. Additionally, he is the initiator of the Berlin Permacomputing Meet-Up and 
contributor to the Freiraumlabor gardening collective. https://wintermute.orgcontributor to the Freiraumlabor gardening collective. https://wintermute.org

Bridget KiesBridget Kies is Associate Professor in the Department of English, Creative Writing, and Film at Oakland University. She  is Associate Professor in the Department of English, Creative Writing, and Film at Oakland University. She 
is the author of Murder, She Wrote (2025), co-author of Teaching AI in Film and Media Studies (2025), and co-editor of is the author of Murder, She Wrote (2025), co-author of Teaching AI in Film and Media Studies (2025), and co-editor of 
Fandom, the Next Generation (2022). She is currently writing a book about generative and agentic AI’s intersections with Fandom, the Next Generation (2022). She is currently writing a book about generative and agentic AI’s intersections with 

romance writing and publishing and frequently gives workshops about AI to authors’ groups.romance writing and publishing and frequently gives workshops about AI to authors’ groups.
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Caitlin FisherCaitlin Fisher is a Canadian media artist, writer, and Professor of Cinema and Media Arts at York University, where she directs  is a Canadian media artist, writer, and Professor of Cinema and Media Arts at York University, where she directs 
the Immersive Storytelling Lab and the Augmented Reality Lab. Her research and creative practice focus on immersive the Immersive Storytelling Lab and the Augmented Reality Lab. Her research and creative practice focus on immersive 
storytelling, electronic literature, augmented and virtual reality, and experimental narrative media.  Fisher is internationally storytelling, electronic literature, augmented and virtual reality, and experimental narrative media.  Fisher is internationally 
known for pioneering work in digital literature and augmented-reality narrative and for creating one of the earliest AR known for pioneering work in digital literature and augmented-reality narrative and for creating one of the earliest AR 
poems.  She has served as President of the Electronic Literature Organization and previously held a Canada Research Chair poems.  She has served as President of the Electronic Literature Organization and previously held a Canada Research Chair 
in Digital Culture and a Fulbright Research Chair.in Digital Culture and a Fulbright Research Chair.

She is also an affiliated professor with the Centre for Digital Narrative at the University of Bergen.  An award-winning elit She is also an affiliated professor with the Centre for Digital Narrative at the University of Bergen.  An award-winning elit 
author and former Fulbright and Canada Research Chair, Caitlin’s current projects include bringing the power of storytelling author and former Fulbright and Canada Research Chair, Caitlin’s current projects include bringing the power of storytelling 
and elit to the global health crisis of antimicrobial resistance through a new XR Museum project, serving as co-investigator and elit to the global health crisis of antimicrobial resistance through a new XR Museum project, serving as co-investigator 
on an indigenous-led Pluriversal Worlding Project,  creating a series of XR works under the umbrella of the Grand Hotels on an indigenous-led Pluriversal Worlding Project,  creating a series of XR works under the umbrella of the Grand Hotels 
Project – an homage to both Joseph Cornell and Robert Coover – and writing with the Decameron Collective.  Caitlin serves Project – an homage to both Joseph Cornell and Robert Coover – and writing with the Decameron Collective.  Caitlin serves 
on the International Executive Board of HASTAC and is immediate past President of the Electronic Literature Organization.on the International Executive Board of HASTAC and is immediate past President of the Electronic Literature Organization.

Caleb SourCaleb Sour is a Dallas-based artist working in web-native electronic literature and interactive documents. His work treats the  is a Dallas-based artist working in web-native electronic literature and interactive documents. His work treats the 
interface as the medium, using navigation, indexing, annotation, and editorial structure to shape how meaning is produced interface as the medium, using navigation, indexing, annotation, and editorial structure to shape how meaning is produced 
and trusted. He is interested in mediation as an ethical problem: how selection, framing, and verification can clarify, distort, and trusted. He is interested in mediation as an ethical problem: how selection, framing, and verification can clarify, distort, 
or authorize claims, and how readers become complicit through the paths they take. His work is built primarily with HTML, or authorize claims, and how readers become complicit through the paths they take. His work is built primarily with HTML, 
CSS, and JavaScript. SOURCE is a single self-contained HTML file with no server, login, or external dependencies. It can be CSS, and JavaScript. SOURCE is a single self-contained HTML file with no server, login, or external dependencies. It can be 
hosted directly by ELO or accessed at the submitted URL. The file is available on request.hosted directly by ELO or accessed at the submitted URL. The file is available on request.

Cameron IrbyCameron Irby is an independent researcher with a Ph.D. in Arts, Technology, and Emerging Communications from the  is an independent researcher with a Ph.D. in Arts, Technology, and Emerging Communications from the 
University of Texas at Dallas (2024). I currently teach game studies courses at UTD and the University of North Texas. My University of Texas at Dallas (2024). I currently teach game studies courses at UTD and the University of North Texas. My 
research currently centers on queering discourse around games and difficulty and explores how NSFW games can act as research currently centers on queering discourse around games and difficulty and explores how NSFW games can act as 
power(less) fantasies.power(less) fantasies.

Camilla Holm-SoelsethCamilla Holm-Soelseth has a PhD in Library and Information Science from Oslo Metropolitan University (OsloMet), Norway,  has a PhD in Library and Information Science from Oslo Metropolitan University (OsloMet), Norway, 
where she is currently employed as a research librarian at the level of associate professor. She is the current chair of the where she is currently employed as a research librarian at the level of associate professor. She is the current chair of the 
Norwegian national research network for digital humanities and culture organization (DHKO), as well as elected secretary Norwegian national research network for digital humanities and culture organization (DHKO), as well as elected secretary 
of the organization Digital Humanities in the Nordic and Baltic Countries (DHNB). She is also a curator of Oslo International of the organization Digital Humanities in the Nordic and Baltic Countries (DHNB). She is also a curator of Oslo International 
Poetry Festival. Her research interests include social media, digital literature, pop culture, cultural metadata, and the use of Poetry Festival. Her research interests include social media, digital literature, pop culture, cultural metadata, and the use of 
digital methods in research. digital methods in research. 

Bice Grace Lapin is the creative entity ofBice Grace Lapin is the creative entity of  Carolijn GuytonbeckCarolijn Guytonbeck. . In New Zealand, at the University of Otago ,I have been In New Zealand, at the University of Otago ,I have been 
aiding in teaching Creative Writing including Twine, for the last 8 years. My next digital fiction will develop some of these aiding in teaching Creative Writing including Twine, for the last 8 years. My next digital fiction will develop some of these 
concepts discussed to create a new Twine narrative for my 2026 Master of Creative Writing degree. My limited coding concepts discussed to create a new Twine narrative for my 2026 Master of Creative Writing degree. My limited coding 
abilities work to my advantage as my interest lies in developing online options that cross the border of game and literature. abilities work to my advantage as my interest lies in developing online options that cross the border of game and literature. 
It is my ultimate desire is to create work that can be ‘bundled’, in that a piece of literature can be an online experience with It is my ultimate desire is to create work that can be ‘bundled’, in that a piece of literature can be an online experience with 
a narrative that could be turned into a game; as well as having a physical element such as a booklet or novella and art-work; a narrative that could be turned into a game; as well as having a physical element such as a booklet or novella and art-work; 
and working collaboratively to achieve this.and working collaboratively to achieve this.

Carolina GainzaCarolina Gainza- Universidad Diego Portales- carolina.gainza@udp.cl -- Phd in Hispanic Languages and Literature (University - Universidad Diego Portales- carolina.gainza@udp.cl -- Phd in Hispanic Languages and Literature (University 
of Pittsburgh). Full professor of Sociology and executive director of the MASSI- Conocimientos 2030 project (Universidad of Pittsburgh). Full professor of Sociology and executive director of the MASSI- Conocimientos 2030 project (Universidad 
Diego Portales). Undersecretary of the Ministry of Science, Chile (2022-2024). Books: “Narrativas y poéticas digitales en Diego Portales). Undersecretary of the Ministry of Science, Chile (2022-2024). Books: “Narrativas y poéticas digitales en 
América Latina. Producción literaria en el capitalismo informacional” (2018) and “Cartografía Crítica de la Literatura Digital América Latina. Producción literaria en el capitalismo informacional” (2018) and “Cartografía Crítica de la Literatura Digital 
Latinoamericana” (Co-author, 2023). ORCID ID: https://orcid.org/0000-0002-3883-6220Latinoamericana” (Co-author, 2023). ORCID ID: https://orcid.org/0000-0002-3883-6220

Charles Jeffrey DanoffCharles Jeffrey Danoff began editing The Uncertainty Principle ‘zine in 2009. He also writes poems and reads them live  began editing The Uncertainty Principle ‘zine in 2009. He also writes poems and reads them live 
to audiences in Chicago. His debut novella was Keyi its to audiences in Chicago. His debut novella was Keyi its 中文中文 4 Sucsexy and you can find more of his work in Mr. Danoff’s  4 Sucsexy and you can find more of his work in Mr. Danoff’s 
Teaching Laboratory.Teaching Laboratory.

Cheri TangCheri Tang is a Masters of Science student in Applied Cognition and Neuroscience with a specialization in Human-Computer  is a Masters of Science student in Applied Cognition and Neuroscience with a specialization in Human-Computer 
Interaction at the University of Texas at Dallas. Her research interests include digital intimacies, emergent technologies, and Interaction at the University of Texas at Dallas. Her research interests include digital intimacies, emergent technologies, and 
socio-psychological phenomena.socio-psychological phenomena.
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Christine WilksChristine Wilks is a writer, artist, coder and developer of creative web apps and interactive digital narratives. In recent years,  is a writer, artist, coder and developer of creative web apps and interactive digital narratives. In recent years, 
she has specialised in creating digital fictions for international, transdisciplinary, feminist research projects; for example, she has specialised in creating digital fictions for international, transdisciplinary, feminist research projects; for example, 
she made Voices, an interactive digital fiction for body image bibliotherapy, for the Writing New Body Worlds research she made Voices, an interactive digital fiction for body image bibliotherapy, for the Writing New Body Worlds research 
project. Her creative work has won awards, been published in online journals, exhibitions and anthologies, and presented project. Her creative work has won awards, been published in online journals, exhibitions and anthologies, and presented 
internationally at festivals, exhibitions and conferences. She has a PhD in digital writing from Bath Spa University. See her internationally at festivals, exhibitions and conferences. She has a PhD in digital writing from Bath Spa University. See her 
work at crissxross.network at crissxross.net

Claire LeydenClaire Leyden is a recent graduate of Washington State University Vancouver with a Bachelors of Arts in Digital Technology  is a recent graduate of Washington State University Vancouver with a Bachelors of Arts in Digital Technology 
and Culture. Evan is the type of person to pour everything into a project. With a focus on 2D animation and motion graphics, and Culture. Evan is the type of person to pour everything into a project. With a focus on 2D animation and motion graphics, 
they love to bring things to life using their creative skills. Several of their projects have taken over 100 hours to complete they love to bring things to life using their creative skills. Several of their projects have taken over 100 hours to complete 
to ensure every aspect of the final product is the best it can be. Animation is only one aspect of project development as to ensure every aspect of the final product is the best it can be. Animation is only one aspect of project development as 
Evan has learned many other mediums for improving the feel of their art. Music composition and sound design are integral Evan has learned many other mediums for improving the feel of their art. Music composition and sound design are integral 
to the experiences that they love to create and they have worked to sharpen their skills to create audio pieces as polished to the experiences that they love to create and they have worked to sharpen their skills to create audio pieces as polished 
as their animated ones. When they can, they love running just as the sun comes up as it gives them a lot of their inspiration.as their animated ones. When they can, they love running just as the sun comes up as it gives them a lot of their inspiration.

Claudia KozakClaudia Kozak - CONICET - Universidad de Buenos Aires/Universidad Nacional de Tres de Febrero - claudiakozak@conicet. - CONICET - Universidad de Buenos Aires/Universidad Nacional de Tres de Febrero - claudiakozak@conicet.
gov.ar / claudkozak@gmail.com. PhD in Literature (Universidad de Buenos Aires). Senior Researcher Consejo Nacional de gov.ar / claudkozak@gmail.com. PhD in Literature (Universidad de Buenos Aires). Senior Researcher Consejo Nacional de 
Investigaciones Científicas y Técnicas (CONICET, Argentina). Consultant Professor Universidad de Buenos Aires. Vice-Investigaciones Científicas y Técnicas (CONICET, Argentina). Consultant Professor Universidad de Buenos Aires. Vice-
President Red de Literatura Electrónica Latinoamericana (Lit(e)Lat). Member of the Board of Directors of Electronic President Red de Literatura Electrónica Latinoamericana (Lit(e)Lat). Member of the Board of Directors of Electronic 
Literature Organization (ELO). Author of books and essays on electronic literature. Research group site: ludionLiterature Organization (ELO). Author of books and essays on electronic literature. Research group site: ludion

Collier NoguesCollier Nogues is Assistant Professor of Creative Writing at the Chinese University of Hong Kong. She writes at the  is Assistant Professor of Creative Writing at the Chinese University of Hong Kong. She writes at the 
intersection of digital and documentary poetics, with an emphasis on making connections across decolonization and intersection of digital and documentary poetics, with an emphasis on making connections across decolonization and 
demilitarization movements in the U.S. and in the Pacific. Her poetry collections include the hybrid print/interactive volume demilitarization movements in the U.S. and in the Pacific. Her poetry collections include the hybrid print/interactive volume 
The Ground I Stand On Is Not My Ground (Drunken Boat, 2015) and On the Other Side, Blue (Four Way, 2011). Her creative The Ground I Stand On Is Not My Ground (Drunken Boat, 2015) and On the Other Side, Blue (Four Way, 2011). Her creative 
and scholarly work has been supported by fellowships from the MacDowell Colony, the Ucross Foundation, Vermont Studio and scholarly work has been supported by fellowships from the MacDowell Colony, the Ucross Foundation, Vermont Studio 
Center, and the Hong Kong Research Grants Council, and her practice-based research has earned the Research Grant Center, and the Hong Kong Research Grants Council, and her practice-based research has earned the Research Grant 
Council’s Early Career Award. She is a lead collaborator in DOKYU, which gathers artists, writers, and historians to explore Council’s Early Career Award. She is a lead collaborator in DOKYU, which gathers artists, writers, and historians to explore 
transdisciplinary approaches to archives.transdisciplinary approaches to archives.

Daniel LichtmanDaniel Lichtman is an artist, researcher and community practitioner based in NYC. Lichtman’s work explores how  is an artist, researcher and community practitioner based in NYC. Lichtman’s work explores how 
communities can use the tools of game design and visual art to tell stories about their culture and heritage, and imagine communities can use the tools of game design and visual art to tell stories about their culture and heritage, and imagine 
possible futures. Lichtman’s framework for interactive storytelling, the Community Game Development Toolkit, is used possible futures. Lichtman’s framework for interactive storytelling, the Community Game Development Toolkit, is used 
by community members, artists and researchers internationally. Exhibitions and publications include Oral.Pub; ELO ‘25 by community members, artists and researchers internationally. Exhibitions and publications include Oral.Pub; ELO ‘25 
(Toronto); ICIDS; ICA, London; Ammerman Center for Art and Technology; BRIC, The Bronx Museum and The Queens (Toronto); ICIDS; ICA, London; Ammerman Center for Art and Technology; BRIC, The Bronx Museum and The Queens 
Museum. Lichtman is Assistant Professor, and Program Coordinator, of Game Development and Emerging Media at St. Museum. Lichtman is Assistant Professor, and Program Coordinator, of Game Development and Emerging Media at St. 
John’s University, New York.John’s University, New York.

Daniela Silva de FreitasDaniela Silva de Freitas is a professor of Literatures in English at Universidade Federal de Alfenas, in Minas Gerais, Brazil.  is a professor of Literatures in English at Universidade Federal de Alfenas, in Minas Gerais, Brazil. 
Her research investigates the transformation caused by issues of gender, race, class and nation upon classic literary form, Her research investigates the transformation caused by issues of gender, race, class and nation upon classic literary form, 
especially in Brazilian and U.S. contexts. She is especially interested in hip-hop, slam poetry, music culture and other literary especially in Brazilian and U.S. contexts. She is especially interested in hip-hop, slam poetry, music culture and other literary 
practices off the page.practices off the page.

David CiccoriccoDavid Ciccoricco is Professor of English at the University of Otago in Dunedin, New Zealand. His research draws on  is Professor of English at the University of Otago in Dunedin, New Zealand. His research draws on 
cognitive science and philosophy of mind to establish how fictional minds help explain actual ones. David is the author cognitive science and philosophy of mind to establish how fictional minds help explain actual ones. David is the author 
of Reading Network Fiction (2007), a book on pre-Web and Web-based digital fiction, and Refiguring Minds in Narrative of Reading Network Fiction (2007), a book on pre-Web and Web-based digital fiction, and Refiguring Minds in Narrative 
Media (2015), which explores cognitive approaches to narratives in print novels, digital fictions, and story-driven video Media (2015), which explores cognitive approaches to narratives in print novels, digital fictions, and story-driven video 
games. In collaboration with Mez Breeze and Marina Cone, he is the creator of BabyHex, a digital narrative masquerading as games. In collaboration with Mez Breeze and Marina Cone, he is the creator of BabyHex, a digital narrative masquerading as 
a language-learning simulator embodied in a virtual baby.a language-learning simulator embodied in a virtual baby.

David Thomas Henry WrightDavid Thomas Henry Wright is an author, poet, digital artist, and academic. He won the 2018 Queensland Literary Awards’  is an author, poet, digital artist, and academic. He won the 2018 Queensland Literary Awards’ 
Digital Literature Prize, 2019 Robert Coover Award for a work of Electronic Literature (2nd prize), and 2021 Carmel Bird Digital Literature Prize, 2019 Robert Coover Award for a work of Electronic Literature (2nd prize), and 2021 Carmel Bird 
Literary Award. He has been shortlisted for multiple other international literary prizes, and published in various academic Literary Award. He has been shortlisted for multiple other international literary prizes, and published in various academic 
and creative journals. He has a PhD from Murdoch University and a Masters from The University of Edinburgh. He is currently and creative journals. He has a PhD from Murdoch University and a Masters from The University of Edinburgh. He is currently 
an Associate Professor at the University of Bergen in Norway.an Associate Professor at the University of Bergen in Norway.



81

Davin HeckmanDavin Heckman serves as the Lead Advisor to the CELL Project. He is professor of Mass Communication: Creative Digital  serves as the Lead Advisor to the CELL Project. He is professor of Mass Communication: Creative Digital 
Media at Winona State University and serves on the board of the Electronic Literature Organization.Media at Winona State University and serves on the board of the Electronic Literature Organization.

Dene Grigar, PhDDene Grigar, PhD, is Professor and Director of Creative Media & Digital Culture in the Department of Digital Technology , is Professor and Director of Creative Media & Digital Culture in the Department of Digital Technology 
& Culture at Washington State University Vancouver whose research focuses on the creation, curation, preservation, and & Culture at Washington State University Vancouver whose research focuses on the creation, curation, preservation, and 
criticism of born-digital media. She has authored 16 media works, 79 scholarly articles, four print books, and seven open criticism of born-digital media. She has authored 16 media works, 79 scholarly articles, four print books, and seven open 
electronic resource publications. She has curated exhibits at the Bibliotheca Hertziana ––Max Planck Institute for Art (Rome) electronic resource publications. She has curated exhibits at the Bibliotheca Hertziana ––Max Planck Institute for Art (Rome) 
British Computer Society (London), the Library of Congress (D.C.), and for the International Symposium on Electronic Art, British Computer Society (London), the Library of Congress (D.C.), and for the International Symposium on Electronic Art, 
among other venues. With Stuart Moulthrop (U of Wisconsin Milwaukee) she developed the methodology for documenting among other venues. With Stuart Moulthrop (U of Wisconsin Milwaukee) she developed the methodology for documenting 
born-digital media, a project that culminated in an open-source, multimedia book, entitled Pathfinders (2015), and book born-digital media, a project that culminated in an open-source, multimedia book, entitled Pathfinders (2015), and book 
of media art criticism, entitled  Traversals  (2017), for The MIT Press. With James O’Sullivan (University College Cork, of media art criticism, entitled  Traversals  (2017), for The MIT Press. With James O’Sullivan (University College Cork, 
Ireland) she has recently co-authored a collection of essays for Bloomsbury Press, entitled Electronic Literature as Digital Ireland) she has recently co-authored a collection of essays for Bloomsbury Press, entitled Electronic Literature as Digital 
Humanities. Her recent book, Challenges of Born-Digital Literature: Editions, Translations, and Emulations, is co-authored Humanities. Her recent book, Challenges of Born-Digital Literature: Editions, Translations, and Emulations, is co-authored 
with Mariusz Pisarski (Adam Mickiewicz University, Poland) for Cambridge University Press (2024), involves the production with Mariusz Pisarski (Adam Mickiewicz University, Poland) for Cambridge University Press (2024), involves the production 
of a theoretical print book accompanied by electronic open source book built on the Scalar platform containing over 90 of a theoretical print book accompanied by electronic open source book built on the Scalar platform containing over 90 
media assets that demonstrate concepts expressed in the print book. Grigar serves as the Managing Director & Curator of media assets that demonstrate concepts expressed in the print book. Grigar serves as the Managing Director & Curator of 
organization’s The NEXT and directs the Electronic Literature Lab.organization’s The NEXT and directs the Electronic Literature Lab.

Deena LarsenDeena Larsen has been a hypertext addict since way before the internet and claims the first masters thesis of elit (Hypertexts  has been a hypertext addict since way before the internet and claims the first masters thesis of elit (Hypertexts 
and Hyperpossibilities, 1991 University of Colorado). She has trouble counting her over 50 works now on her website and and Hyperpossibilities, 1991 University of Colorado). She has trouble counting her over 50 works now on her website and 
has published in many journals, including the Iowa Review Web, Beehive, Poems that Go, Cauldron and Net. Much of her has published in many journals, including the Iowa Review Web, Beehive, Poems that Go, Cauldron and Net. Much of her 
work is preserved in The NEXT Museum, Library, and Preservation Space. Her first work, Marble Springs (Eastgate 1993) work is preserved in The NEXT Museum, Library, and Preservation Space. Her first work, Marble Springs (Eastgate 1993) 
explores the intertwined lives of women in a Colorado mountain town in the 1800s. Her second, Samplers (Eastgate 1996) explores the intertwined lives of women in a Colorado mountain town in the 1800s. Her second, Samplers (Eastgate 1996) 
is nine vicious tales that explore how structure embodies meaning (and has elaborate use of n-ary links). (One work, two is nine vicious tales that explore how structure embodies meaning (and has elaborate use of n-ary links). (One work, two 
works, three works, lots.).works, three works, lots.).

Devin HigginsDevin Higgins builds digital collections and supports digital scholarship at Michigan State University Libraries. His previous  builds digital collections and supports digital scholarship at Michigan State University Libraries. His previous 
publications have focused on literary texts as data, visualizing collaborative networks, text mining in libraries, and linked publications have focused on literary texts as data, visualizing collaborative networks, text mining in libraries, and linked 
open data.open data.

Diamond E Beverly-PorterDiamond E Beverly-Porter: I believe in the transformative power of storytelling, play, and critical making. Through a Black : I believe in the transformative power of storytelling, play, and critical making. Through a Black 
feminist lens, and with the visceral connection that art innately creates with its audience, Hello, my name is Diamond E. feminist lens, and with the visceral connection that art innately creates with its audience, Hello, my name is Diamond E. 
Beverly-Porter. I am a Black Artist game Designer, storyteller critical Maker and educator from Dallas, Texas. I am interested Beverly-Porter. I am a Black Artist game Designer, storyteller critical Maker and educator from Dallas, Texas. I am interested 
in the intersections of culture, communication, representation, and storytelling through digital games, physical media, in the intersections of culture, communication, representation, and storytelling through digital games, physical media, 
digital technology, and design as communicative networks. I strive to educate and advocate for marginalized voices that digital technology, and design as communicative networks. I strive to educate and advocate for marginalized voices that 
are not often represented in mass media. To do this, I intentionally blend of my usage of medium at the intersects of critical are not often represented in mass media. To do this, I intentionally blend of my usage of medium at the intersects of critical 
making, play, and storytelling as an epistemological device. I have always been drawn to the multitude of ways we can making, play, and storytelling as an epistemological device. I have always been drawn to the multitude of ways we can 
navigate life and the existing structures of oppression that force us to negotiate our identity. I am drawn to themes of navigate life and the existing structures of oppression that force us to negotiate our identity. I am drawn to themes of 
power, vulnerability, community, and self-discovery. My work is often colorful, character driven, and reflective.power, vulnerability, community, and self-discovery. My work is often colorful, character driven, and reflective.

As a game designer and artist, I center my personal experiences navigating the many spaces I inhabit and seek to capture As a game designer and artist, I center my personal experiences navigating the many spaces I inhabit and seek to capture 
the nuances of my intersecting identities. Through this lens, and with the visceral connection that art innately creates with the nuances of my intersecting identities. Through this lens, and with the visceral connection that art innately creates with 
its audience, I am interested in the communication across mediums that acknowledge and play with the existing relations of its audience, I am interested in the communication across mediums that acknowledge and play with the existing relations of 
power, the destruction of power, and narrative. Many of the overlapping, fluid interwoven patterns and blending of mediums power, the destruction of power, and narrative. Many of the overlapping, fluid interwoven patterns and blending of mediums 
interdisciplinary themes across my art and digital games seek to capture the nuances of black experiences, particularly interdisciplinary themes across my art and digital games seek to capture the nuances of black experiences, particularly 
African Americans, in the present tense. My creative practice uses drawing, technology, and sculpture as means to explore African Americans, in the present tense. My creative practice uses drawing, technology, and sculpture as means to explore 
the lived nuances of human emotion,  specifically in black women, using the way we engage with the world and technology the lived nuances of human emotion,  specifically in black women, using the way we engage with the world and technology 
as a vehicle for creative expression.as a vehicle for creative expression.

Diogo MarquesDiogo Marques (University of Porto / CODA + ILCML) is a researcher and artist working at the intersection of electronic  (University of Porto / CODA + ILCML) is a researcher and artist working at the intersection of electronic 
literature and creative digital practice, with a focus on algorithmic non-normativity.literature and creative digital practice, with a focus on algorithmic non-normativity.
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Élika OrtegaÉlika Ortega is assistant professor in the Department of Spanish and Portuguese at the University of Colorado, Boulder.  is assistant professor in the Department of Spanish and Portuguese at the University of Colorado, Boulder. 
Her work focuses on digital literature and media, cultural hybridity, reading practices and books, digital humanities, and Her work focuses on digital literature and media, cultural hybridity, reading practices and books, digital humanities, and 
multilingualism in academia. Élika  is also a botmaker. Her Twitter bots dedicated to the work of Mexican writer and artist multilingualism in academia. Élika  is also a botmaker. Her Twitter bots dedicated to the work of Mexican writer and artist 
Ulises Carrión were included in the Antología LitELat Vol 1 and have been revived on Bluesky as @BotCarrión. Her book Ulises Carrión were included in the Antología LitELat Vol 1 and have been revived on Bluesky as @BotCarrión. Her book 
Binding Media. Hybrid Print-Digital Literature from across the Americas was published by Stanford University Press in Binding Media. Hybrid Print-Digital Literature from across the Americas was published by Stanford University Press in 
March 2025. Élika is also part of the editorial collective for Electronic Literature Collection Vol. 5. https://elikaortega.net/March 2025. Élika is also part of the editorial collective for Electronic Literature Collection Vol. 5. https://elikaortega.net/

Elizabeth LoshElizabeth Losh is the Duane A. and Virginia S. Dittman Professor of American Studies and English with a specialization in  is the Duane A. and Virginia S. Dittman Professor of American Studies and English with a specialization in 
New Media Ecologies at William & Mary, where she also directs the Equality Lab.  Previously she directed the Culture, Art, New Media Ecologies at William & Mary, where she also directs the Equality Lab.  Previously she directed the Culture, Art, 
and Technology Program at the University of California, San Diego. She is the is the author of Virtualpolitik: An Electronic and Technology Program at the University of California, San Diego. She is the is the author of Virtualpolitik: An Electronic 
History of Government Media-Making in a Time of War, Scandal, Disaster, Miscommunication, and Mistakes (MIT Press, History of Government Media-Making in a Time of War, Scandal, Disaster, Miscommunication, and Mistakes (MIT Press, 
2009), The War on Learning: Gaining Ground in the Digital University (MIT Press, 2014), Hashtag (Bloomsbury, 2019), and 2009), The War on Learning: Gaining Ground in the Digital University (MIT Press, 2014), Hashtag (Bloomsbury, 2019), and 
Selfie Democracy: The New Digital Politics of Disruption and Insurrection (MIT Press, 2022). She is the co-author with Selfie Democracy: The New Digital Politics of Disruption and Insurrection (MIT Press, 2022). She is the co-author with 
Jonathan Alexander of Understanding Rhetoric: A Graphic Guide to Writing (Bedford/St. Martin’s, 2013; second edition, Jonathan Alexander of Understanding Rhetoric: A Graphic Guide to Writing (Bedford/St. Martin’s, 2013; second edition, 
2017; third edition, 2020). She also edited the collection MOOCs and Their Afterlives: Experiments in Scale and Access in 2017; third edition, 2020). She also edited the collection MOOCs and Their Afterlives: Experiments in Scale and Access in 
Higher Education (University of Chicago, 2017) and co-edited Bodies of Information: Intersectional Feminism and Digital Higher Education (University of Chicago, 2017) and co-edited Bodies of Information: Intersectional Feminism and Digital 
Humanities (Minnesota, 2018) with Jacqueline Wernimont. She co-chaired the Modern Language Association - Conference Humanities (Minnesota, 2018) with Jacqueline Wernimont. She co-chaired the Modern Language Association - Conference 
on College Composition and Communication Joint Task Force on Writing and AI and is currently co-chairing the MLA Task on College Composition and Communication Joint Task Force on Writing and AI and is currently co-chairing the MLA Task 
Force on AI in Research and Teaching. Her forthcoming Guide to Gen AI will be out from Macmillan later this year.Force on AI in Research and Teaching. Her forthcoming Guide to Gen AI will be out from Macmillan later this year.

Elizabeth MaherElizabeth Maher is a playwright and writer whose work explores performance, constraint, and the spaces where ritual and  is a playwright and writer whose work explores performance, constraint, and the spaces where ritual and 
technology converge. She holds an MFA in theater, and her background in performance informs her approach to interactive technology converge. She holds an MFA in theater, and her background in performance informs her approach to interactive 
fiction — particularly the treatment of large language models as performers executing a score rather than tools generating fiction — particularly the treatment of large language models as performers executing a score rather than tools generating 
content. Her protocol fiction has been recognized in Protocolized Magazine’s contests, with “T.R.O.(L.L)” placing third in content. Her protocol fiction has been recognized in Protocolized Magazine’s contests, with “T.R.O.(L.L)” placing third in 
Building and Burning Bridges and “The House That Paid Its Own Bills” placing in the top ten in Ghosts in Machines. Her Building and Burning Bridges and “The House That Paid Its Own Bills” placing in the top ten in Ghosts in Machines. Her 
current project, The Drood, draws on a long-term practice in tantric philosophy and Vedic epistemology alongside a deep current project, The Drood, draws on a long-term practice in tantric philosophy and Vedic epistemology alongside a deep 
interest in complexity science to build an interactive archival novel where reading is an irreversible act. She is an independent interest in complexity science to build an interactive archival novel where reading is an irreversible act. She is an independent 
artist based in New Mexico. Website: https://thingparty.github.io/thing-party/artist based in New Mexico. Website: https://thingparty.github.io/thing-party/

Emery BeckmanEmery Beckman is a second-year PhD student at the University of Central Florida in the Texts and Technology Program.  is a second-year PhD student at the University of Central Florida in the Texts and Technology Program. 
Her areas of research include feminist rhetoric, digital poetics, and AI literacy. Her poetry has been published through a Her areas of research include feminist rhetoric, digital poetics, and AI literacy. Her poetry has been published through a 
domestic violence shelter site, where she wrote and researched feminist theory and statistics. Her forthcoming publication domestic violence shelter site, where she wrote and researched feminist theory and statistics. Her forthcoming publication 
in “Community Literacy Journal,” “Buried Burdens,” features digital erasure poetry that highlights vs. omits Black historical in “Community Literacy Journal,” “Buried Burdens,” features digital erasure poetry that highlights vs. omits Black historical 
female poets and their contribution to social change, aiming to combine research inquiries and demonstrate how creative female poets and their contribution to social change, aiming to combine research inquiries and demonstrate how creative 
writing can promote social change through rhetorical strategies.writing can promote social change through rhetorical strategies.

Emily CarrEmily Carr writes and teaches in Gulf Coast Florida. She founded the Low-Residency MFA at Oregon State University –  writes and teaches in Gulf Coast Florida. She founded the Low-Residency MFA at Oregon State University – 
Cascades and the BA in Creative Writing at the New College of Florida. Emily is the author of four books of poetry and the Cascades and the BA in Creative Writing at the New College of Florida. Emily is the author of four books of poetry and the 
creator of Dr. Carr’s Word Forage: a poetry boardgame and Carrie Do Wrong’s Wheel of Fortune: the World’s Best Advice. creator of Dr. Carr’s Word Forage: a poetry boardgame and Carrie Do Wrong’s Wheel of Fortune: the World’s Best Advice. 
Her McSweeney’s collection, whosoever has let a minotaur enter them, or a sonnet— inspired a beer of the same name, Her McSweeney’s collection, whosoever has let a minotaur enter them, or a sonnet— inspired a beer of the same name, 
sporadically available at the Ale Apothecary in Bend, Oregon.sporadically available at the Ale Apothecary in Bend, Oregon.

Emily K. Johnson, Ph.DEmily K. Johnson, Ph.D.  is an Associate Professor in the Department of English (Technical Communication and Digital .  is an Associate Professor in the Department of English (Technical Communication and Digital 
Humanities), graduate faculty in the Technical Communication MA program, and core faculty in the Texts and Technology Humanities), graduate faculty in the Technical Communication MA program, and core faculty in the Texts and Technology 
Ph.D. program. She is co-author of Critical Making in the Age of AI  (with Anastasia Salter, Amherst, 2025) and Playful Ph.D. program. She is co-author of Critical Making in the Age of AI  (with Anastasia Salter, Amherst, 2025) and Playful 
Pedagogy in the Pandemic: Pivoting to Games-Based Learning (with Anastasia Salter, Routledge 2022). Johnson has served Pedagogy in the Pandemic: Pivoting to Games-Based Learning (with Anastasia Salter, Routledge 2022). Johnson has served 
as Principal Investigator of a project funded by the U.S. Department of Education investigating the efficacy of five of her co-as Principal Investigator of a project funded by the U.S. Department of Education investigating the efficacy of five of her co-
designed video games (computer and virtual reality) for language learning. Her work has been published in Communication designed video games (computer and virtual reality) for language learning. Her work has been published in Communication 
Design Quarterly, Technical Communication Quarterly, Computers and Composition, Computers and Education, the Journal Design Quarterly, Technical Communication Quarterly, Computers and Composition, Computers and Education, the Journal 
for Universal Computer Science, and more.for Universal Computer Science, and more.

Dr. Erinna RosenglasDr. Erinna Rosenglas holds a PhD in English from a highly regarded research university, where her dissertation, “Measuring  holds a PhD in English from a highly regarded research university, where her dissertation, “Measuring 
the Infinite: Genius, Self-Reliance, and the Disciplined Interior in Emerson and Wordsworth,” examined how Romantic the Infinite: Genius, Self-Reliance, and the Disciplined Interior in Emerson and Wordsworth,” examined how Romantic 
ideals of autonomy depended on practices of self-recording, moral calibration, and sustained interior observation. She has ideals of autonomy depended on practices of self-recording, moral calibration, and sustained interior observation. She has 
held a range of competitive instructional fellowships, visiting lectureships, and cross-institutional research affiliations at held a range of competitive instructional fellowships, visiting lectureships, and cross-institutional research affiliations at 

several respected regional universities, where she taught courses in Romanticism, critical theory, and the aesthetics of several respected regional universities, where she taught courses in Romanticism, critical theory, and the aesthetics of 
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genius. Rosenglas now serves as Strategic Narrative Lead for the PureGenius™ learning platform under Dr. Krockpock. Her genius. Rosenglas now serves as Strategic Narrative Lead for the PureGenius™ learning platform under Dr. Krockpock. Her 
work explores how infrastructures of attentive oversight can scale the disciplined interior for contemporary educational work explores how infrastructures of attentive oversight can scale the disciplined interior for contemporary educational 
environments. She remains committed to demonstrating that humanistic inquiry and cognitive optimization need not be environments. She remains committed to demonstrating that humanistic inquiry and cognitive optimization need not be 
opposed. Dr. Erinna Rosenglas is a fictional platform insider created by opposed. Dr. Erinna Rosenglas is a fictional platform insider created by Erin Rose GlassErin Rose Glass, a writer and technologist whose , a writer and technologist whose 
work examines how AI reshapes language, learning, and human agency. For more information, see erinroseglass.com.work examines how AI reshapes language, learning, and human agency. For more information, see erinroseglass.com.

Fernanda MugicaFernanda Mugica holds a B.A. in Literature and an M.A. in Hispanic Literature (Universidad Nacional de Mar del Plata). She is  holds a B.A. in Literature and an M.A. in Hispanic Literature (Universidad Nacional de Mar del Plata). She is 
a Doctoral Fellow at CONICET (in co-tutelle with Université Paris 8) with a research project on the question of the subject a Doctoral Fellow at CONICET (in co-tutelle with Université Paris 8) with a research project on the question of the subject 
in electronic literature. She is also a certified Webmaster (UTN). She has completed various programming courses (Python in electronic literature. She is also a certified Webmaster (UTN). She has completed various programming courses (Python 
at UNSAM; Java Web Full Stack Junior) and specializes in creative coding. She holds a postgraduate diploma in Technology, at UNSAM; Java Web Full Stack Junior) and specializes in creative coding. She holds a postgraduate diploma in Technology, 
Subjectivity, and Politics (CLACSO). Since 2024, she has been Lecturer in charge of the seminar “Cartographies I: Museums, Subjectivity, and Politics (CLACSO). Since 2024, she has been Lecturer in charge of the seminar “Cartographies I: Museums, 
Archives, Laboratories” in the M.A. Program in Augmented Humanities at the Universidad Nacional de Rosario. She has Archives, Laboratories” in the M.A. Program in Augmented Humanities at the Universidad Nacional de Rosario. She has 
published the poetry books Museo del kamikaze del corazón (Nutrias Espaciales, 2024), Informe… (Oficina Perambulante, published the poetry books Museo del kamikaze del corazón (Nutrias Espaciales, 2024), Informe… (Oficina Perambulante, 
2022), Un billete de mil australes encontrado en un libro de Carl Sagan (EMR, 2018; Honorable Mention, First National Poetry 2022), Un billete de mil australes encontrado en un libro de Carl Sagan (EMR, 2018; Honorable Mention, First National Poetry 
Prize of Rosario; Liliputienses, 2021; Capiranhas Do Parahybuna, 2022, translated into Portuguese by Anelise Freitas with Prize of Rosario; Liliputienses, 2021; Capiranhas Do Parahybuna, 2022, translated into Portuguese by Anelise Freitas with 
support from Argentina’s SUR Translation Program), Soñé (Matrerita, 2021), El núcleo duro (Goles Rosas, 2015), and Alberta support from Argentina’s SUR Translation Program), Soñé (Matrerita, 2021), El núcleo duro (Goles Rosas, 2015), and Alberta 
(Honesta, 2014). In 2020, she received First Prize in the Argentine and Latin American Art Criticism Essay Competition (Honesta, 2014). In 2020, she received First Prize in the Argentine and Latin American Art Criticism Essay Competition 
organized by Fundación PROA and the Argentine Association of Art Critics. That same year, she was awarded the Mexican organized by Fundación PROA and the Argentine Association of Art Critics. That same year, she was awarded the Mexican 
Government Excellence Scholarship for Foreigners and the AUIP Mobility Grant. In 2023, she received the Saint-Exupéry Government Excellence Scholarship for Foreigners and the AUIP Mobility Grant. In 2023, she received the Saint-Exupéry 
Doctoral Research Fellowship in France, and in 2025, the Digital Change Fellowship at the Ibero-American Institute in Doctoral Research Fellowship in France, and in 2025, the Digital Change Fellowship at the Ibero-American Institute in 
Berlin. Her work has appeared in the anthologies Archipiélagos (UNLP, 2018), Van llegando (Mansalva, 2017), and Las olas Berlin. Her work has appeared in the anthologies Archipiélagos (UNLP, 2018), Van llegando (Mansalva, 2017), and Las olas 
y el viento (Letra Sudaca, 2015). She is currently a fellow at Presente Continuo (2025–2026) and artist-in-residence in the y el viento (Letra Sudaca, 2015). She is currently a fellow at Presente Continuo (2025–2026) and artist-in-residence in the 
Calado Art–Science Residency (UTN, Mar del Plata). Website: http://fernandamugica.comCalado Art–Science Residency (UTN, Mar del Plata). Website: http://fernandamugica.com

Frédérique SantuneFrédérique Santune is a multidisciplinary artist whose practice spans experimental poetry, drawing, video, and interactive  is a multidisciplinary artist whose practice spans experimental poetry, drawing, video, and interactive 
installation. With a background in art and design from France and the UK, her work investigates the meaning of installation. With a background in art and design from France and the UK, her work investigates the meaning of 
representation. She explores the inherent friction between signs and organisms, seeking the points where rhythm and representation. She explores the inherent friction between signs and organisms, seeking the points where rhythm and 
affect collide to challenge our perception of the world. Frédérique has exhibited work internationally at European Media affect collide to challenge our perception of the world. Frédérique has exhibited work internationally at European Media 
Art Festival (EMAF), Videoformes Festival and SometimeStudio Gallery.Art Festival (EMAF), Videoformes Festival and SometimeStudio Gallery.

Gisela de CastroGisela de Castro is a Brazilian multi-artist, writer, publisher, actor, storyteller, and cultural producer with a strong  is a Brazilian multi-artist, writer, publisher, actor, storyteller, and cultural producer with a strong 
entrepreneurial background. Active in the creative industry since 1990, she has led over 120 cultural projects through her entrepreneurial background. Active in the creative industry since 1990, she has led over 120 cultural projects through her 
company, Zucca Produções. Her work reflects a commitment to innovation, social justice, and accessibility in the arts. She company, Zucca Produções. Her work reflects a commitment to innovation, social justice, and accessibility in the arts. She 
holds a degree in Biological Sciences and a Master’s in Creative Media, both from UFRJ, the Federal University of Rio de holds a degree in Biological Sciences and a Master’s in Creative Media, both from UFRJ, the Federal University of Rio de 
Janeiro. She is currently a PhD candidate in Screen and Media Studies at the University of Waikato, Aotearoa New Zealand. Janeiro. She is currently a PhD candidate in Screen and Media Studies at the University of Waikato, Aotearoa New Zealand. 
Her research-creation project, A Flight Over Aotearoa NZ (AFOA.NZ), explores digital storytelling and e-literature through Her research-creation project, A Flight Over Aotearoa NZ (AFOA.NZ), explores digital storytelling and e-literature through 
an interactive videobook, following the success of her award-winning bilingual platform in Brazil (www.olivrodascapitais.an interactive videobook, following the success of her award-winning bilingual platform in Brazil (www.olivrodascapitais.
com.br).com.br).

Gisela has published children’s books, produced several events, and presented at international conferences. Her Gisela has published children’s books, produced several events, and presented at international conferences. Her 
multidisciplinary approach, with a strong foundation in theatre and performative arts, bridges art, education, and technology, multidisciplinary approach, with a strong foundation in theatre and performative arts, bridges art, education, and technology, 
focusing on creative processes and inclusive practices. Passionate about cultural exchange, she now calls New Zealand focusing on creative processes and inclusive practices. Passionate about cultural exchange, she now calls New Zealand 
home and continues to develop projects that celebrate imagination and diversity. https://www.linkedin.com/in/gisela-de-home and continues to develop projects that celebrate imagination and diversity. https://www.linkedin.com/in/gisela-de-
castro-0063b558castro-0063b558

Glenn S. Ritchey IIIGlenn S. Ritchey III is a PhD student in Texts & Technology at the University of Central Florida whose research investigates  is a PhD student in Texts & Technology at the University of Central Florida whose research investigates 
how to democratize who gets to make meaning through computational literature and constraint-based generative systems how to democratize who gets to make meaning through computational literature and constraint-based generative systems 
as democratic alternatives to corporate AI. Drawing on decolonial epistemologies and open-source principles, Glenn’s work as democratic alternatives to corporate AI. Drawing on decolonial epistemologies and open-source principles, Glenn’s work 
positions transparent, rule-governed systems as tools for technological sovereignty.positions transparent, rule-governed systems as tools for technological sovereignty.

Glenn’s creative practice includes Francoism, a 100,000-word Markov-based novel forthcoming from Inside the Castle Glenn’s creative practice includes Francoism, a 100,000-word Markov-based novel forthcoming from Inside the Castle 
Press, and Recapitating Massive, a collaborative algorithmic critical edition. Their work has been accepted at ELO 2025 Press, and Recapitating Massive, a collaborative algorithmic critical edition. Their work has been accepted at ELO 2025 
Toronto, SCMS 2026, and the South Asia Research Colloquium in Kolkata.Toronto, SCMS 2026, and the South Asia Research Colloquium in Kolkata.

Glenn’s academic career is indebted to a background in DIY music and arts and likewise emphasizes building democratic Glenn’s academic career is indebted to a background in DIY music and arts and likewise emphasizes building democratic 
alternatives rather than solely critiquing existing systems. Their research operates at the intersection of computational alternatives rather than solely critiquing existing systems. Their research operates at the intersection of computational 
literature, digital humanities, and decolonial technological studies.literature, digital humanities, and decolonial technological studies.
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Halim MadiHalim Madi is a Lebanese computational poet and performance artist working between electronic literature, embodied  is a Lebanese computational poet and performance artist working between electronic literature, embodied 
theater, and machine learning systems. His trilogy Singulars explores live reinforcement loops between human and model, theater, and machine learning systems. His trilogy Singulars explores live reinforcement loops between human and model, 
staging poetic duels shaped by audience feedback. His work has been presented at CounterPulse, Gray Area, CultureHub staging poetic duels shaped by audience feedback. His work has been presented at CounterPulse, Gray Area, CultureHub 
LA, and international festivals focused on art and technology. Madi’s practice investigates migration, authorship, and the LA, and international festivals focused on art and technology. Madi’s practice investigates migration, authorship, and the 
psychological implications of co-creating with AI, treating performance as both experiment and ritual.psychological implications of co-creating with AI, treating performance as both experiment and ritual.

Holly SlocumHolly Slocum is Project Manager and Senior Designer in the Electronic Literature Lab. She completed her B.A. in Digital  is Project Manager and Senior Designer in the Electronic Literature Lab. She completed her B.A. in Digital 
Technology and Culture and specializes in user experience design, front-end web development, and digital preservation. Technology and Culture and specializes in user experience design, front-end web development, and digital preservation. 
Her work includes the reconstitution of several pieces of electronic literature, including Bill Bly’s We Descend: Complete Her work includes the reconstitution of several pieces of electronic literature, including Bill Bly’s We Descend: Complete 
Edition, Richard Holeton’s  Figurski at Findhorn on Acid, Amnesia: Restored, and Deena Larsen’s 17 hypertext kanji-ku Edition, Richard Holeton’s  Figurski at Findhorn on Acid, Amnesia: Restored, and Deena Larsen’s 17 hypertext kanji-ku 
poems. She also designed and manages the development of The NEXT, a multimedia museum and archive space owned by poems. She also designed and manages the development of The NEXT, a multimedia museum and archive space owned by 
Electronic Literature Organization (ELO). Holly also serves as the Coordinator for ELO and designer for The Digital Review.Electronic Literature Organization (ELO). Holly also serves as the Coordinator for ELO and designer for The Digital Review.

James PardueJames Pardue is a Buffalo-based media artist and MFA candidate in the Department of Media Study at the University at  is a Buffalo-based media artist and MFA candidate in the Department of Media Study at the University at 
Buffalo, SUNY. His interdisciplinary practice integrates video art, electroacoustic music, and interactive design to develop Buffalo, SUNY. His interdisciplinary practice integrates video art, electroacoustic music, and interactive design to develop 
performable electronic instruments and audiovisual compositions. Working with data-driven multimedia systems, purpose-performable electronic instruments and audiovisual compositions. Working with data-driven multimedia systems, purpose-
built electronics, and synthesized sounds, his projects explore themes of opacity, feedback, and technological mediation.built electronics, and synthesized sounds, his projects explore themes of opacity, feedback, and technological mediation.

My name is My name is Jasmine DarmanJasmine Darman. I’m a student at UCF in the Master’s Digital Media Track. I work on games and teach at UCF. . I’m a student at UCF in the Master’s Digital Media Track. I work on games and teach at UCF. 
You can check out my portfolio and other projects here:  https://linocut.github.io/You can check out my portfolio and other projects here:  https://linocut.github.io/

Jason BoydJason Boyd is an Associate Professor, Department of English, Toronto Metropolitan University. is an Associate Professor, Department of English, Toronto Metropolitan University.

https://www.dpoetry.com/     Born in Oklahoma and became a digital poet in Queensland,  Jason  Nelson is a creator https://www.dpoetry.com/     Born in Oklahoma and became a digital poet in Queensland,  Jason  Nelson is a creator 
of wondrous digital poems and fictions, builder of art games and all manner of digital art creatures. While the wilds of of wondrous digital poems and fictions, builder of art games and all manner of digital art creatures. While the wilds of 
Queensland is his home, he is currently a Professor of Digital Art and Writing at the University of Bergen in Norway and a Queensland is his home, he is currently a Professor of Digital Art and Writing at the University of Bergen in Norway and a 
PI in the Center for Digital Narrative. Aside from coaxing his students into breaking, playing and morphing their creativity PI in the Center for Digital Narrative. Aside from coaxing his students into breaking, playing and morphing their creativity 
with all manner of technologies, he exhibits widely in galleries and journals, with work featured around the globe at FILE, with all manner of technologies, he exhibits widely in galleries and journals, with work featured around the globe at FILE, 
ACM, LEA, ISEA, SIGGRAPH, ELO and dozens of other acronyms. There are awards to list (Paris Biennale Media Poetry Prize, ACM, LEA, ISEA, SIGGRAPH, ELO and dozens of other acronyms. There are awards to list (Paris Biennale Media Poetry Prize, 
Webby, Maverick Award, Digital Writing Prize), organizational boards he’s frequented (Australia Council Literature Board Webby, Maverick Award, Digital Writing Prize), organizational boards he’s frequented (Australia Council Literature Board 
and the Electronic Literature Organization), and Fellowships he’s adventured into Fulbright Fellowship at the University of and the Electronic Literature Organization), and Fellowships he’s adventured into Fulbright Fellowship at the University of 
Bergen, Moore Fellowship at the National University of Ireland, and other strange and appreciated accolades.Bergen, Moore Fellowship at the National University of Ireland, and other strange and appreciated accolades.

Jay David BolterJay David Bolter is emeritus professor and former co-Director of the Augmented Environments Lab at the Georgia Institute  is emeritus professor and former co-Director of the Augmented Environments Lab at the Georgia Institute 
of Technology. He has lectured extensively on contemporary media culture in the United States and Europe. His books of Technology. He has lectured extensively on contemporary media culture in the United States and Europe. His books 
include Remediation (1999), with Richard Grusin and The Digital Plenitude: The Decline of Elite Culture and the Rise of New include Remediation (1999), with Richard Grusin and The Digital Plenitude: The Decline of Elite Culture and the Rise of New 
Media (2019). His current research and creative focus is generative AI as a medium of expression.Media (2019). His current research and creative focus is generative AI as a medium of expression.

Jenn Duyen NguyenJenn Duyen Nguyen is a Portland-based front-end web developer who has a passion for crafting engaging digital experiences.  is a Portland-based front-end web developer who has a passion for crafting engaging digital experiences. 
Beyond the bits and pixels, her work is driven by a vision – to connect, inspire, and create a story. Every project is her Beyond the bits and pixels, her work is driven by a vision – to connect, inspire, and create a story. Every project is her 
opportunity to make a positive impact, to spark change, and to leave an unforgettable mark on the virtual canvas. She opportunity to make a positive impact, to spark change, and to leave an unforgettable mark on the virtual canvas. She 
currently offers services in UX/UI design and web development. She believes that we can weave the threads for our own currently offers services in UX/UI design and web development. She believes that we can weave the threads for our own 
world, and it should starts with equitable and equally accessible technologies, as well as a commitment to deliver solutions world, and it should starts with equitable and equally accessible technologies, as well as a commitment to deliver solutions 
that put people at the center. Jenn is also a multimedia content creator who loves diving into her own thoughts and that put people at the center. Jenn is also a multimedia content creator who loves diving into her own thoughts and 
expressing them via storytelling. She enjoys exploring her inner world through the lens of the outer one.expressing them via storytelling. She enjoys exploring her inner world through the lens of the outer one.

Jenni BohnJenni Bohn is the Deputy Artistic Director of the Burg-Hülshoff Center for Literature. https://www.burg-huelshoff.de is the Deputy Artistic Director of the Burg-Hülshoff Center for Literature. https://www.burg-huelshoff.de

Jeremy AndrianoJeremy Andriano explores the integration of digital authoring platforms in creative writing education. His research examines  explores the integration of digital authoring platforms in creative writing education. His research examines 
the impact of platforms like Inky, Twine, and Bitsy in reshaping the fundamentals of writing instruction. By using platform the impact of platforms like Inky, Twine, and Bitsy in reshaping the fundamentals of writing instruction. By using platform 
studies to analyze the unique features, developmental histories, and community dynamics surrounding these tools, Jeremy studies to analyze the unique features, developmental histories, and community dynamics surrounding these tools, Jeremy 
aims to illuminate how interactive digital narratives can be more effectively taught and integrated into curricula without aims to illuminate how interactive digital narratives can be more effectively taught and integrated into curricula without 
requiring advanced programming skills. His research has broad implications for expanding digital literacy and fostering new requiring advanced programming skills. His research has broad implications for expanding digital literacy and fostering new 

forms of creative expression in educational settings.forms of creative expression in educational settings.
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Jesse WardJesse Ward is a Canadian artist, writer, and technologist whose work explores large-scale documentary systems,  is a Canadian artist, writer, and technologist whose work explores large-scale documentary systems, 
computational narrative, and the aesthetics of archival evidence. He is the creator of Network of Time, an expansive web-computational narrative, and the aesthetics of archival evidence. He is the creator of Network of Time, an expansive web-
based social graph built entirely from verifiable historical photographs, reframing biography and historiography through based social graph built entirely from verifiable historical photographs, reframing biography and historiography through 
algorithmic traversal and emergent narrative. His practice integrates digital humanities methods, conceptual art, and a algorithmic traversal and emergent narrative. His practice integrates digital humanities methods, conceptual art, and a 
background in investigative journalism, emphasizing human verification and factual rigor in an era of synthetic media.background in investigative journalism, emphasizing human verification and factual rigor in an era of synthetic media.

Ward’s work has been featured on platforms including Kottke.org, Heise Online, and Morning Brew. He lives in Nova Scotia Ward’s work has been featured on platforms including Kottke.org, Heise Online, and Morning Brew. He lives in Nova Scotia 
and works professionally in digital archiving. His musical comedy one-man show, The Fantastic One, won the Hot Ticket and works professionally in digital archiving. His musical comedy one-man show, The Fantastic One, won the Hot Ticket 
Award at the 2022 Halifax Fringe Festival and headlined the 2023 Portland Fringe Festival.Award at the 2022 Halifax Fringe Festival and headlined the 2023 Portland Fringe Festival.

Jhoerson Yagmour FigueraJhoerson Yagmour Figuera - Universidad Católica de Chile - jyagmour@uc.cl - Postdoctoral Researcher at the Institute of  - Universidad Católica de Chile - jyagmour@uc.cl - Postdoctoral Researcher at the Institute of 
Sociology, Pontificia Universidad Católica de Chile. He holds a PhD in Literature from the Pontificia Universidad Católica Sociology, Pontificia Universidad Católica de Chile. He holds a PhD in Literature from the Pontificia Universidad Católica 
de Chile and a Master’s degree in Literature from Simón Bolívar University, Venezuela. His research focuses on the study de Chile and a Master’s degree in Literature from Simón Bolívar University, Venezuela. His research focuses on the study 
of the problem of time from a multidisciplinary perspective, particularly within the context of contemporary digital culture of the problem of time from a multidisciplinary perspective, particularly within the context of contemporary digital culture 
and artificial intelligence.and artificial intelligence.

Jingjie ZhangJingjie Zhang is an artist and designer currently living in London. Currently a communication PhD student at the Royal  is an artist and designer currently living in London. Currently a communication PhD student at the Royal 
College of Art, with a master’s degree from the Design Department at Goldsmiths, University of London. Principal creator College of Art, with a master’s degree from the Design Department at Goldsmiths, University of London. Principal creator 
of the indie band Subsequence, Dog! and main founder of the Glimpse In a Daze art collective and studio.of the indie band Subsequence, Dog! and main founder of the Glimpse In a Daze art collective and studio.

His practice spans performance, installation, and text, with a recent focus on generative AI. He employs techniques such His practice spans performance, installation, and text, with a recent focus on generative AI. He employs techniques such 
as machine listening, sequence models, and real-time systems to investigate the mechanical reproduction, redundancy, as machine listening, sequence models, and real-time systems to investigate the mechanical reproduction, redundancy, 
ambiguity, and clichés within sonic and textual information, exploring contemporary forms of noise.ambiguity, and clichés within sonic and textual information, exploring contemporary forms of noise.

Joao de Mendonca SalimJoao de Mendonca Salim is a current GTA at the UCF’s Digital Media M.A. program, he is a digital media developer and  is a current GTA at the UCF’s Digital Media M.A. program, he is a digital media developer and 
interactive artist based in Orlando, Florida. Joao’s work frequently explores the intersection of programming, interactive interactive artist based in Orlando, Florida. Joao’s work frequently explores the intersection of programming, interactive 
design, and unconventional narrative structures.design, and unconventional narrative structures.

Johanna DruckerJohanna Drucker, artist and scholar, is Breslauer and Distinguished Professor Emerita, UCLA., artist and scholar, is Breslauer and Distinguished Professor Emerita, UCLA.

John G. McDaidJohn G. McDaid is an award-winning science fiction writer and acclaimed hypermedia author whose ongoing project is the  is an award-winning science fiction writer and acclaimed hypermedia author whose ongoing project is the 
next evolutionary stage of his multimedia novel, Uncle Buddy’s Phantom Funhouse.next evolutionary stage of his multimedia novel, Uncle Buddy’s Phantom Funhouse.

John T. MurrayJohn T. Murray is Associate Professor at the Univ. of Central Florida. He is co-author of Flash: Building the Interactive Web  is Associate Professor at the Univ. of Central Florida. He is co-author of Flash: Building the Interactive Web 
and Adventure Games: Playing the Outsider. He authored “Salt Immortal Sea” with Mark Marino, Joellyn Rock, and Ken and Adventure Games: Playing the Outsider. He authored “Salt Immortal Sea” with Mark Marino, Joellyn Rock, and Ken 
Joseph and “Shields Down” with Mark Marino and Maria Reyes.Joseph and “Shields Down” with Mark Marino and Maria Reyes.

Professor Professor Jolene ArmstrongJolene Armstrong is currently Chair of the Centre for Humanities and Associate Professor of Comparative  is currently Chair of the Centre for Humanities and Associate Professor of Comparative 
Literature and English at Athabasca University. having also taught at the University of Alberta and MacEwan university prior Literature and English at Athabasca University. having also taught at the University of Alberta and MacEwan university prior 
to her faculty appointment in 2006. She is a member of the Decameron Collective, whose past work with the Collective to her faculty appointment in 2006. She is a member of the Decameron Collective, whose past work with the Collective 
includes Decameron 2.0, Memory Eternal, Deformances Unlinked (Spelarne), and Metamorphoses (2025) which have includes Decameron 2.0, Memory Eternal, Deformances Unlinked (Spelarne), and Metamorphoses (2025) which have 
exhibited internationally in Italy, Portugal, Estonia, Japan, the United States, and Canada. As a multimedia artist, Armstrong’s  exhibited internationally in Italy, Portugal, Estonia, Japan, the United States, and Canada. As a multimedia artist, Armstrong’s  
creative and translated work has appeared in Galaxy Brain, Peatsmoke Journal, DeLuge Literary Journal, MacroMicrocosm creative and translated work has appeared in Galaxy Brain, Peatsmoke Journal, DeLuge Literary Journal, MacroMicrocosm 
(Folk Issue), Wildroof Journal, Beyond Words Literary Magazine (Issue 22, 25, 26, 28), The Hunger Mountain Review, The (Folk Issue), Wildroof Journal, Beyond Words Literary Magazine (Issue 22, 25, 26, 28), The Hunger Mountain Review, The 
Society for Misfit Stories, The Silk Road Review, and The Antonym. She is particularly interested in the intersection of art Society for Misfit Stories, The Silk Road Review, and The Antonym. She is particularly interested in the intersection of art 
and literature and the potential that immersive environments present as storytelling mediums. As part of a daily creative and literature and the potential that immersive environments present as storytelling mediums. As part of a daily creative 
practice, she assembles in images and words the shimmering, sometimes terrifying, ephemeral beauty that marks our practice, she assembles in images and words the shimmering, sometimes terrifying, ephemeral beauty that marks our 
collective existence on this blue planet. She lives and works in Amiskwaciy-Wâskahikan, treaty 6 territory (Edmonton) with collective existence on this blue planet. She lives and works in Amiskwaciy-Wâskahikan, treaty 6 territory (Edmonton) with 
her two kids and a menagerie of weird pets and projects strewn about her house. www.jolenearmstrong.caher two kids and a menagerie of weird pets and projects strewn about her house. www.jolenearmstrong.ca

In Collaboration with Hendrick de Haan, Jolene created Slava Ukraini, a virtual realty piece that  is a meditation on the In Collaboration with Hendrick de Haan, Jolene created Slava Ukraini, a virtual realty piece that  is a meditation on the 
disruption to Ukrainian culture and sovereignty caused by the 2022 full scale Russian invasion. In this VR experience, disruption to Ukrainian culture and sovereignty caused by the 2022 full scale Russian invasion. In this VR experience, 
traditional embroidery is streamed as the visual focus, while spatialized recordings of battle threaten to disrupt this ancient traditional embroidery is streamed as the visual focus, while spatialized recordings of battle threaten to disrupt this ancient 
folk tradition, itself a form of cultural memory and storytelling. Slava Ukraini has been exhibited at ICIDS in Colombia; was folk tradition, itself a form of cultural memory and storytelling. Slava Ukraini has been exhibited at ICIDS in Colombia; was 
also invited to exhibit at the Tokyo International Short Film Festival in June of 2025, and was awarded a monthly (March) also invited to exhibit at the Tokyo International Short Film Festival in June of 2025, and was awarded a monthly (March) 
prize for best VR work by Bridge Fest and Runner up for best VR for 2025, as well as inclusion in their yearly film festival prize for best VR work by Bridge Fest and Runner up for best VR for 2025, as well as inclusion in their yearly film festival 
(Vancouver, virtual, December 2025); exhibited at Roma Short Film Festival; exhibited at the Bangkok Movie awards and (Vancouver, virtual, December 2025); exhibited at Roma Short Film Festival; exhibited at the Bangkok Movie awards and 
won best VR at the Bangkok Movie Awards, exhibited at FIVARS 2025, Toronto. It was longlisted for the New Media won best VR at the Bangkok Movie Awards, exhibited at FIVARS 2025, Toronto. It was longlisted for the New Media 
Writing Prize, Opening Up category, 2024.  Writing Prize, Opening Up category, 2024.  
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With Monique Tschofen, she created the installation Fire and Water (2025), as well as an interactive documentary called With Monique Tschofen, she created the installation Fire and Water (2025), as well as an interactive documentary called 
Solastalgia (2025), and a body of new sound works tentatively entitled “Water Songs” that is comprised of experimental Solastalgia (2025), and a body of new sound works tentatively entitled “Water Songs” that is comprised of experimental 
field sound recording of inanimate objects. Their collaborative creative work combines archival and memory work, creative field sound recording of inanimate objects. Their collaborative creative work combines archival and memory work, creative 
writing, and blue humanities research with multimedia documentation, drawing upon historic work, as well as book making writing, and blue humanities research with multimedia documentation, drawing upon historic work, as well as book making 
culture.culture.

Joy PangJoy Pang - Currently in doing their Masters in Research in English Literature at the National University of Singapore,  - Currently in doing their Masters in Research in English Literature at the National University of Singapore, 
Joy is an aspiring games scholar working within the Venn diagram between difficult games and difficult literature. Their Joy is an aspiring games scholar working within the Venn diagram between difficult games and difficult literature. Their 
undergraduate thesis was on the ways in which subversion in sci-fi novels can be examined as a metafictive game played undergraduate thesis was on the ways in which subversion in sci-fi novels can be examined as a metafictive game played 
between author and reader, opening up new approaches to knowledge production and meaning-making within the genre.between author and reader, opening up new approaches to knowledge production and meaning-making within the genre.

Judd MorrisseyJudd Morrissey is a writer and code artist who creates poetic systems across a range of platforms incorporating electronic  is a writer and code artist who creates poetic systems across a range of platforms incorporating electronic 
writing, internet art, live performance, and augmented reality. He is a recipient of awards including an Andy Warhol writing, internet art, live performance, and augmented reality. He is a recipient of awards including an Andy Warhol 
Foundation Arts Writers Grant, a Fulbright Scholar’s Award in Digital Culture, and a Mellon Foundation Collaborative Foundation Arts Writers Grant, a Fulbright Scholar’s Award in Digital Culture, and a Mellon Foundation Collaborative 
Fellowship for Arts Practice and Scholarship. He is currently an Associate Professor & Chair of the Art and Technology / Fellowship for Arts Practice and Scholarship. He is currently an Associate Professor & Chair of the Art and Technology / 
Sound Practices (AT/SP) department at the School of the Art Institute of Chicago. Sound Practices (AT/SP) department at the School of the Art Institute of Chicago. 

From 2006-2009, Judd worked with the seminal performance group, Goat Island. In 2012, he co-founded the collective From 2006-2009, Judd worked with the seminal performance group, Goat Island. In 2012, he co-founded the collective 
Anatomical Theatres of Mixed Reality (ATOM-r) to explore 21st century embodiment through performance, poetics, and Anatomical Theatres of Mixed Reality (ATOM-r) to explore 21st century embodiment through performance, poetics, and 
emerging technologies. The work of ATOM-r mixes the live body with ubiquitous computing through an implementation of emerging technologies. The work of ATOM-r mixes the live body with ubiquitous computing through an implementation of 
Augmented Reality (AR) in which virtual content is overlaid onto bodies and spaces. ATOM-r was conceived in the image Augmented Reality (AR) in which virtual content is overlaid onto bodies and spaces. ATOM-r was conceived in the image 
of early modern anatomical theatres, small amphitheaters built for viewing human autopsies and surgical procedures. The of early modern anatomical theatres, small amphitheaters built for viewing human autopsies and surgical procedures. The 
collective uses this architecture symbolically to explore the altered and technologically augmented body, to dissect queer collective uses this architecture symbolically to explore the altered and technologically augmented body, to dissect queer 
histories, and reveal embodied personal narratives.histories, and reveal embodied personal narratives.

Judd’s solo and collaborative works have been included in a broad range of festivals, conferences and exhibitions at venues Judd’s solo and collaborative works have been included in a broad range of festivals, conferences and exhibitions at venues 
including the Venice Architecture Biennale (Venice), Victoria and Albert Museum (London), Chisenhale Dance Space (London), including the Venice Architecture Biennale (Venice), Victoria and Albert Museum (London), Chisenhale Dance Space (London), 
Zero1 Garage, Eyebeam (NYC), Le Cube (Paris), Center of Contemporary Culture Barcelona, Museum of Contemporary Art Zero1 Garage, Eyebeam (NYC), Le Cube (Paris), Center of Contemporary Culture Barcelona, Museum of Contemporary Art 
Chicago, House of World Cultures (Berlin), Teatre & TD (Zagreb), Gallery 400 (Chicago), and the Chicago Cultural Center. Chicago, House of World Cultures (Berlin), Teatre & TD (Zagreb), Gallery 400 (Chicago), and the Chicago Cultural Center. 
His work has been the subject of numerous critical studies and reviews have appeared in the New York Times, The New His work has been the subject of numerous critical studies and reviews have appeared in the New York Times, The New 
Republic, RAINTAXI, and the Iowa Review. http://judisdaid.orgRepublic, RAINTAXI, and the Iowa Review. http://judisdaid.org

Judith PintarJudith Pintar is Teaching Professor in the iSchool at the University of Illinois and Director of the Game Studies and Design  is Teaching Professor in the iSchool at the University of Illinois and Director of the Game Studies and Design 
program.program.

A poet at the conjunction of hypernarrative, generative literature, information art, and creative code, A poet at the conjunction of hypernarrative, generative literature, information art, and creative code, Judy MalloyJudy Malloy followed  followed 
a vision that began in the 1970’s with experimental artist books. In 1986, she wrote/programmed the groundbreaking a vision that began in the 1970’s with experimental artist books. In 1986, she wrote/programmed the groundbreaking 
hyperfiction Uncle Roger. Subsequently she created a series of hypernarratives, most recently the electronic manuscript, hyperfiction Uncle Roger. Subsequently she created a series of hypernarratives, most recently the electronic manuscript, 
Hunting and Gathering in Cyberspace , which was shortlisted for the 2025 Coover prize.   Her work has been exhibited Hunting and Gathering in Cyberspace , which was shortlisted for the 2025 Coover prize.   Her work has been exhibited 
and published Internationally including the Center for Advanced Study, National Gallery of Art; California Museum of and published Internationally including the Center for Advanced Study, National Gallery of Art; California Museum of 
Photography; Sao Paulo Biennial; Ars Electronica; SIGGRAPH; Walker Art Center; Library of Congress; Boston Cyberarts; Photography; Sao Paulo Biennial; Ars Electronica; SIGGRAPH; Walker Art Center; Library of Congress; Boston Cyberarts; 
Hammer Museum; Bibliothèque Nationale de France; FILE; Houston Center for Photography; Center of Contemporary Art Hammer Museum; Bibliothèque Nationale de France; FILE; Houston Center for Photography; Center of Contemporary Art 
Barcelona; Franklin Furnace; SF Camerawork; LAICMA, Eastgate, and Dutton. With early work as an information programmer Barcelona; Franklin Furnace; SF Camerawork; LAICMA, Eastgate, and Dutton. With early work as an information programmer 
at Ball Aerospace, her research/practice includes work with virtual communities at Xerox PARC; Content Coordinator for at Ball Aerospace, her research/practice includes work with virtual communities at Xerox PARC; Content Coordinator for 
Arts Wire, a program of the New York Foundation for the Arts; and Editor of Social Media Archeology and Poetics (MIT Arts Wire, a program of the New York Foundation for the Arts; and Editor of Social Media Archeology and Poetics (MIT 
Press) . She has been a Distinguished Fellow at Princeton University and is currently a Lecturer at the School of the Art Press) . She has been a Distinguished Fellow at Princeton University and is currently a Lecturer at the School of the Art 
Institute of Chicago.Institute of Chicago.

Justin BortnickJustin Bortnick is a designer and researcher whose work centers on digital narratives, game storytelling, political games  is a designer and researcher whose work centers on digital narratives, game storytelling, political games 
and worldbuilding. His work has been featured on outlets such as Kotaku, Game Developer, Polygon and more, and he has and worldbuilding. His work has been featured on outlets such as Kotaku, Game Developer, Polygon and more, and he has 
shown work and given talks at events such as the Electronic Literature Organization, IndieCade and the Game Developers shown work and given talks at events such as the Electronic Literature Organization, IndieCade and the Game Developers 
Conference. He has written and/or designed for projects such as the smart toy “Octobo,” the video games Frog Fractions 2 Conference. He has written and/or designed for projects such as the smart toy “Octobo,” the video games Frog Fractions 2 
and Static Sky, the film Reality Games, and regularly consults for commercial video games. Dr. Bortnick is also the president and Static Sky, the film Reality Games, and regularly consults for commercial video games. Dr. Bortnick is also the president 
of the Interactive Fiction Technology Foundation and a co-founder of NarraScope, the annual conference on narrative of the Interactive Fiction Technology Foundation and a co-founder of NarraScope, the annual conference on narrative 
games. Since 2013 he has hosted the game developer interview series, Red Pages Podcast.games. Since 2013 he has hosted the game developer interview series, Red Pages Podcast.



87

Kateryna ShabelnykKateryna Shabelnyk is a PhD student at Nagoya University (Nagoya, Japan) and a TokAI research fellow. Her dissertation  is a PhD student at Nagoya University (Nagoya, Japan) and a TokAI research fellow. Her dissertation 
in progress explores the early impact of generative AI on institutions of authorship in contemporary Japanese literature.in progress explores the early impact of generative AI on institutions of authorship in contemporary Japanese literature.

Katherine ParrishKatherine Parrish is an educator and writer based in Toronto, where she has spent over twenty-five years teaching literature,  is an educator and writer based in Toronto, where she has spent over twenty-five years teaching literature, 
writing, and digital media in the high school classroom. After early work in digital pedagogy and electronic literature in the writing, and digital media in the high school classroom. After early work in digital pedagogy and electronic literature in the 
late 1990s and early 2000s, she found herself urgently pulled back into questions of digital pedagogy, by the growing late 1990s and early 2000s, she found herself urgently pulled back into questions of digital pedagogy, by the growing 
ubiquity of AI in educational spaces.ubiquity of AI in educational spaces.

Her current work explores how generative and agentic AI complicate long-standing questions of authorship, voice, Her current work explores how generative and agentic AI complicate long-standing questions of authorship, voice, 
reading, and meaning-making, particularly in secondary English classrooms. She is interested in situating contemporary AI reading, and meaning-making, particularly in secondary English classrooms. She is interested in situating contemporary AI 
pedagogy within longer traditions of digital, critical, and constructivist pedagogies. She writes outloud about these ideas pedagogy within longer traditions of digital, critical, and constructivist pedagogies. She writes outloud about these ideas 
on her substack, Process Notes:  https://substack.com/@katherineparrish. Selected publications can be found at https://on her substack, Process Notes:  https://substack.com/@katherineparrish. Selected publications can be found at https://
katherineparrish.ca/katherineparrish.ca/

Kavi DuvvooriKavi Duvvoori is a writer and PhD candidate in English at UWaterloo, with an MFA from UCSC, researching how algorithms  is a writer and PhD candidate in English at UWaterloo, with an MFA from UCSC, researching how algorithms 
mediate communication. Other interests include experimental and constrained literature, birds, borders, speculative fiction, mediate communication. Other interests include experimental and constrained literature, birds, borders, speculative fiction, 
lists, linguistics, limits of language, math, worldbuilding, the search for ways of living that reject domination, sauteing, and lists, linguistics, limits of language, math, worldbuilding, the search for ways of living that reject domination, sauteing, and 
maps. They are an editor for Taper magazine, have shared writing in various publications, and fear the enclosure of language. maps. They are an editor for Taper magazine, have shared writing in various publications, and fear the enclosure of language. 
See https://titleduntitled.name/See https://titleduntitled.name/

Kavisha AlagiyaKavisha Alagiya is a PhD researcher in English Literature and Digital Narratives at Maharaja Krishnakumarsinhji Bhavnagar  is a PhD researcher in English Literature and Digital Narratives at Maharaja Krishnakumarsinhji Bhavnagar 
University, working under the supervision of Dilip Barad. Her doctoral research examines Storyspace hypertext fictions by University, working under the supervision of Dilip Barad. Her doctoral research examines Storyspace hypertext fictions by 
Michael Joyce and Mark Bernstein through narratology, platform studies, and reader–system interaction, with a particular Michael Joyce and Mark Bernstein through narratology, platform studies, and reader–system interaction, with a particular 
focus on how structure, constraint, and partial legibility shape meaning.focus on how structure, constraint, and partial legibility shape meaning.

She came to electronic literature through literary studies rather than computation, and her work consistently explores what She came to electronic literature through literary studies rather than computation, and her work consistently explores what 
happens to authorship, memory, and interpretation when texts are mediated by systems readers and writers cannot fully happens to authorship, memory, and interpretation when texts are mediated by systems readers and writers cannot fully 
perceive or control. Her current interests extend this inquiry to AI-assisted writing and large language models, approached perceive or control. Her current interests extend this inquiry to AI-assisted writing and large language models, approached 
not as tools to be mastered but as environments that reorganise language through opaque, latent processes.not as tools to be mastered but as environments that reorganise language through opaque, latent processes.

She has presented and published on hypertext fiction, digital narrativity, and contemporary writing technologies, and in She has presented and published on hypertext fiction, digital narrativity, and contemporary writing technologies, and in 
past she taught English literature and language at the undergraduate level.past she taught English literature and language at the undergraduate level.

Kenneth SherwoodKenneth Sherwood is a poet with an interest in performance, orality, materiality, remix, and code. He co-edited RIF/T, one  is a poet with an interest in performance, orality, materiality, remix, and code. He co-edited RIF/T, one 
of the earliest online journals for e-lit in the 1990s, and did his graduate work in the Poetics Program at SUNY Buffalo. As a of the earliest online journals for e-lit in the 1990s, and did his graduate work in the Poetics Program at SUNY Buffalo. As a 
critic, he has published on modernist and postmodern poets from Louis Zukofsky and Mina Loy to Cecilia Vicuna and Kamau critic, he has published on modernist and postmodern poets from Louis Zukofsky and Mina Loy to Cecilia Vicuna and Kamau 
Brathwaite. His print poems have appeared in several chapbooks, including Code of Signals (Moria, 2017). He is a professor Brathwaite. His print poems have appeared in several chapbooks, including Code of Signals (Moria, 2017). He is a professor 
in Language, Literature and Writing at Indiana University of Pennsylvania. kennethsherwood.comin Language, Literature and Writing at Indiana University of Pennsylvania. kennethsherwood.com

Dr. Kenton Taylor HowardDr. Kenton Taylor Howard is a lecturer in the Games and Interactive Media program at the University of Central Florida in  is a lecturer in the Games and Interactive Media program at the University of Central Florida in 
Orlando, Florida. He has presented creative and scholarly work at the ELO conference several times in the past.Orlando, Florida. He has presented creative and scholarly work at the ELO conference several times in the past.

Co-Directors, DLC+ Board:  Co-Directors, DLC+ Board:  Kiera ObbardKiera Obbard is a poet and a SSHRC Postdoctoral Fellow at the University of Waterloo where  is a poet and a SSHRC Postdoctoral Fellow at the University of Waterloo where 
she studies the feminization and denigration of women’s writing and associated publishing technologies, from the poetess she studies the feminization and denigration of women’s writing and associated publishing technologies, from the poetess 
tradition to social media poets. Her current book project, The Instagram Effect (forthcoming WLU Press), argues against tradition to social media poets. Her current book project, The Instagram Effect (forthcoming WLU Press), argues against 
critics who dismiss Instagram poetry for its association with femininity and instead takes Instagram poetry seriously so critics who dismiss Instagram poetry for its association with femininity and instead takes Instagram poetry seriously so 
as to critically evaluate the economic, technological, literary, social, and cultural risks of a globally popular literature being as to critically evaluate the economic, technological, literary, social, and cultural risks of a globally popular literature being 
shared and read on third-party proprietary platforms.shared and read on third-party proprietary platforms.

Kim MartinKim Martin is Associate Professor of History at the University of Guelph where she co-created the Culture & Technology  is Associate Professor of History at the University of Guelph where she co-created the Culture & Technology 
Studies program. She is the Associate Director of THINC Lab and the VP-English of the Canadian Society for Digital Humanities Studies program. She is the Associate Director of THINC Lab and the VP-English of the Canadian Society for Digital Humanities 
(CSDH-SCHN). Her research interests include serendipity, feminist maker practices, oral history, and interdisciplinarity.(CSDH-SCHN). Her research interests include serendipity, feminist maker practices, oral history, and interdisciplinarity.

Kirill AzernyiKirill Azernyi  (writer, translator), born in 1990 in Sverdlovsk, USSR. Stories, short stories and poems were published in   (writer, translator), born in 1990 in Sverdlovsk, USSR. Stories, short stories and poems were published in 
English (Gone Lawn, The Minute Review, OffCourse Literary Journal, Flatbush Review, etc.), and in Russian (“Novyj Mir”, English (Gone Lawn, The Minute Review, OffCourse Literary Journal, Flatbush Review, etc.), and in Russian (“Novyj Mir”, 
“Ural”, “Nosorog”, etc.). Participant of the International Writing Program of the University of Iowa (2015). Participant of “Ural”, “Nosorog”, etc.). Participant of the International Writing Program of the University of Iowa (2015). Participant of 
Electronic Literature Organization Conferences (2020, 2021, 2024, 2025). Two books of prose were published in Russian. Electronic Literature Organization Conferences (2020, 2021, 2024, 2025). Two books of prose were published in Russian. 
Hosts a site devoted to electronic and experimental literature and arts (https://illitera.com/). Lives in Israel, Haifa.Hosts a site devoted to electronic and experimental literature and arts (https://illitera.com/). Lives in Israel, Haifa.
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Dr. Kirk M. LundbladeDr. Kirk M. Lundblade is a scholar of historical game studies and digital cultures; he is a recent graduate of the Texts &  is a scholar of historical game studies and digital cultures; he is a recent graduate of the Texts & 
Technology PhD Program at the University of Central Florida, where his dissertation examined the historicizing practices Technology PhD Program at the University of Central Florida, where his dissertation examined the historicizing practices 
of the Crusader Kings community. He is also a researcher and applications programmer for the Department of History’s of the Crusader Kings community. He is also a researcher and applications programmer for the Department of History’s 
RICHES program, where his work focuses on mapping and visualizing the histories of black communities in central Florida. RICHES program, where his work focuses on mapping and visualizing the histories of black communities in central Florida. 
His work has been published in the Journal of Gaming and Virtual Worlds as well as the proceedings of the Foundations His work has been published in the Journal of Gaming and Virtual Worlds as well as the proceedings of the Foundations 
of Digital Games (FDG), Digital Games Research Association (DiGRA), and the International Conference on Design of of Digital Games (FDG), Digital Games Research Association (DiGRA), and the International Conference on Design of 
Communication (SIGDOC) conferences.Communication (SIGDOC) conferences.

Krzysztof A. ZiembikKrzysztof A. Ziembik Graphic designer, creator of games for the Atari 8-bit, publisher of Grel magazine, founder of the Polish  Graphic designer, creator of games for the Atari 8-bit, publisher of Grel magazine, founder of the Polish 
Society for the Preservation of Technical Heritage, and founder of the AtariOnline.pl service. PhD candidate at the Doctoral Society for the Preservation of Technical Heritage, and founder of the AtariOnline.pl service. PhD candidate at the Doctoral 
School of Humanities of the Jagiellonian University (NCN OPUS 23 project Atari Demoscene. Platform, Community, School of Humanities of the Jagiellonian University (NCN OPUS 23 project Atari Demoscene. Platform, Community, 
Localness).Localness).

Lee TusmanLee Tusman is a New York-based artist and educator working at the intersection of computational media, community  is a New York-based artist and educator working at the intersection of computational media, community 
organizing, and digital culture. His practice spans game poems, net art, interactive narratives, and radio—often built with organizing, and digital culture. His practice spans game poems, net art, interactive narratives, and radio—often built with 
alternative tools that prioritize sustainability and accessibility, including L5, a Processing family programming library inspired alternative tools that prioritize sustainability and accessibility, including L5, a Processing family programming library inspired 
by permacomputing. He is an active participant in artist-run spaces including organizing with Flux Factory, Babycastles, and by permacomputing. He is an active participant in artist-run spaces including organizing with Flux Factory, Babycastles, and 
KCHUNG Radio. Tusman is Associate Professor of New Media and Computer Science at Purchase College, SUNY, and hosts KCHUNG Radio. Tusman is Associate Professor of New Media and Computer Science at Purchase College, SUNY, and hosts 
the podcast Artists and Hackers. Recent exhibitions and residencies include Pioneerworks, ZK/U Berlin, Bangkok Art and the podcast Artists and Hackers. Recent exhibitions and residencies include Pioneerworks, ZK/U Berlin, Bangkok Art and 
Culture Center, and ARoS Museum (Denmark).Culture Center, and ARoS Museum (Denmark).

Professor Professor Leonardo FloresLeonardo Flores is Chair of the English Department at Appalachian State University and President of the Latin  is Chair of the English Department at Appalachian State University and President of the Latin 
American Electronic Literature Network – Lit(e)Lat. His research areas are electronic literature, with a focus on e-poetry, American Electronic Literature Network – Lit(e)Lat. His research areas are electronic literature, with a focus on e-poetry, 
digital writing, and the history and strategic growth of the field. He’s known for I ♥ E-Poetry, the Electronic Literature digital writing, and the history and strategic growth of the field. He’s known for I ♥ E-Poetry, the Electronic Literature 
Collection, Volume 3, “Third Generation Electronic Literature” and the Antología Lit(e)Lat, Volume 1. He was a member of Collection, Volume 3, “Third Generation Electronic Literature” and the Antología Lit(e)Lat, Volume 1. He was a member of 
the MLA-CCCC Joint Task Force on AI and Writing and is now part of the MLA Task Force on Generative AI Initiatives and the MLA-CCCC Joint Task Force on AI and Writing and is now part of the MLA Task Force on Generative AI Initiatives and 
is available to offer talks and workshops on AI and its impact on education, policy, scholarship, and creativity. He is also a is available to offer talks and workshops on AI and its impact on education, policy, scholarship, and creativity. He is also a 
cyborg digital writer with a thriving creative coding practice. For more information on his current work, visit leonardoflores.cyborg digital writer with a thriving creative coding practice. For more information on his current work, visit leonardoflores.
net.net.

Leslie XinLeslie Xin is an artist and software engineer based in New York City, originally from Toronto, Canada. Her online work  is an artist and software engineer based in New York City, originally from Toronto, Canada. Her online work 
centers on web experiments that explore themes of digital connection and intimacy. Offline, she uses oil painting to centers on web experiments that explore themes of digital connection and intimacy. Offline, she uses oil painting to 
examine modern relationships with technology and nostalgia. Her work has been recognized by outlets including the Fast examine modern relationships with technology and nostalgia. Her work has been recognized by outlets including the Fast 
Company, The Pudding, and CBC. She also co-leads Unraveling the Algorithm in collaboration with Lulu Liu, a workshop Company, The Pudding, and CBC. She also co-leads Unraveling the Algorithm in collaboration with Lulu Liu, a workshop 
series examining the relationship between textile making and programming.series examining the relationship between textile making and programming.

Dr Lilian OkoroDr Lilian Okoro is a lecturer and researcher at the University of Calabar, Nigeria, whose work examines electronic literature,  is a lecturer and researcher at the University of Calabar, Nigeria, whose work examines electronic literature, 
digital storytelling, and pedagogical practice related to applied theatre and Media studies.digital storytelling, and pedagogical practice related to applied theatre and Media studies.

Lisolette de Beer Lisolette de Beer - I am a Research Fellow at the University of Stavanger, based in the Department of Cultural Studies - I am a Research Fellow at the University of Stavanger, based in the Department of Cultural Studies 
and Languages. My research interests focus on film, literature, posthumanism, and storytelling. My current research is on and Languages. My research interests focus on film, literature, posthumanism, and storytelling. My current research is on 
digital narratives and authorship in the digital space. I have an interdisciplinary background in the arts, media, education, digital narratives and authorship in the digital space. I have an interdisciplinary background in the arts, media, education, 
and law. I hold a BA Honours in Drama and Film Studies from the University of Pretoria and a Postgraduate Certificate in and law. I hold a BA Honours in Drama and Film Studies from the University of Pretoria and a Postgraduate Certificate in 
Education from Unisa. I completed a Master’s in Literacy Studies at the University of Stavanger. My interest in legal studies Education from Unisa. I completed a Master’s in Literacy Studies at the University of Stavanger. My interest in legal studies 
led me to complete a Bachelor of Laws at Unisa. I was the Head of the Filmmaking Department at an arts college in South led me to complete a Bachelor of Laws at Unisa. I was the Head of the Filmmaking Department at an arts college in South 
Africa before pursuing my PhD in Norway. Over the course of my career, I have worked as writer, video editor, producer, Africa before pursuing my PhD in Norway. Over the course of my career, I have worked as writer, video editor, producer, 
and production manager. Each of these roles has shaped my ongoing engagement with storytelling across different media.and production manager. Each of these roles has shaped my ongoing engagement with storytelling across different media.

LJ ConnollyLJ Connolly (they/them) is a PhD student at the University of Central Florida in the Texts and Technology program and a  (they/them) is a PhD student at the University of Central Florida in the Texts and Technology program and a 
researcher in the Center for Humanities and Digital Research. Their research brings feminist and queer theories to digital researcher in the Center for Humanities and Digital Research. Their research brings feminist and queer theories to digital 
rhetoric, examining how data visualizations construct arguments, with a focus on the rhetorical choices that determine who rhetoric, examining how data visualizations construct arguments, with a focus on the rhetorical choices that determine who 
information systems serve and who they exclude. LJ is also exploring the design and creation of a community-based app, information systems serve and who they exclude. LJ is also exploring the design and creation of a community-based app, 
investigating how feminist principles can inform more inclusive and equity-centered approaches to platform and interface investigating how feminist principles can inform more inclusive and equity-centered approaches to platform and interface 
design.design.



89

Ms. Lopamudra SahaMs. Lopamudra Saha is a Research Scholar in the Department of English, Pondicherry University, India. Her broader area of  is a Research Scholar in the Department of English, Pondicherry University, India. Her broader area of 
research is Digital Humanities with particular focus on Electronic Literature produced in India. She did her M.A. in English research is Digital Humanities with particular focus on Electronic Literature produced in India. She did her M.A. in English 
Literature from The Department of English and Culture Studies, The University of Burdwan, West Bengal, India in the year Literature from The Department of English and Culture Studies, The University of Burdwan, West Bengal, India in the year 
2019.  She has qualified the UGC National Eligibility Test for the eligibility of Assistant Professorship and Junior Research 2019.  She has qualified the UGC National Eligibility Test for the eligibility of Assistant Professorship and Junior Research 
Fellowship for Indian Universities and Colleges in the year 2019. Her other research interests are Indian English Literature, Fellowship for Indian Universities and Colleges in the year 2019. Her other research interests are Indian English Literature, 
Science Fiction Literature and Feminist Studies.Science Fiction Literature and Feminist Studies.

She has published a Book Review in Sambalpur Studies in Literatures and Cultures Series in 2022 titled, “Beyond She has published a Book Review in Sambalpur Studies in Literatures and Cultures Series in 2022 titled, “Beyond 
Consumption: India’s New Middle Class in the Neo-Liberal Times. Edited by Manish K Jha and Pushpendra. London and Consumption: India’s New Middle Class in the Neo-Liberal Times. Edited by Manish K Jha and Pushpendra. London and 
New York: Routledge, 2022. 290 pp. ISBN 9781032250137. Rs. 995”. She has co-authored Research Article titled, “Exploring New York: Routledge, 2022. 290 pp. ISBN 9781032250137. Rs. 995”. She has co-authored Research Article titled, “Exploring 
Women’s Agency in Bengali Feminist Utopian Fiction: An Analysis of Begum Rokeya Hossain’s Sultana’s Dream” with Dr. Women’s Agency in Bengali Feminist Utopian Fiction: An Analysis of Begum Rokeya Hossain’s Sultana’s Dream” with Dr. 
Harpreet Kaur Vohra, published by Shanlax International Journal of Arts Science and Humanities in 2024, and a Book Harpreet Kaur Vohra, published by Shanlax International Journal of Arts Science and Humanities in 2024, and a Book 
Chapter titled, “Hypertext as a ‘Palimpsestuous’ Construct: Analysing Shelley Jackson’s Patchwork Girl” with Prof. Ujjwal Chapter titled, “Hypertext as a ‘Palimpsestuous’ Construct: Analysing Shelley Jackson’s Patchwork Girl” with Prof. Ujjwal 
Jana in the book Digital Humanities in the India Rim: Contemporary Scholarship in Australia and India, published by Open Jana in the book Digital Humanities in the India Rim: Contemporary Scholarship in Australia and India, published by Open 
Book Publishers in 2024. She has also published a Research Article titled, “A Study of the Dynamics of Power within the Book Publishers in 2024. She has also published a Research Article titled, “A Study of the Dynamics of Power within the 
various Relational Equations: Analyzing Shashi Deshpande’s The Dark Holds No Terrors (1980)” in the journal IJOES in 2024.various Relational Equations: Analyzing Shashi Deshpande’s The Dark Holds No Terrors (1980)” in the journal IJOES in 2024.

She has presented multiple Research Papers on varied topics such as: “The Relevance of Genette’s idea of Paratextuality She has presented multiple Research Papers on varied topics such as: “The Relevance of Genette’s idea of Paratextuality 
in Analyzing Digitally-Driven Narrative Innovations”; “Exploring the Literary in the Digitized Tagore Archive”; “Hypertext in Analyzing Digitally-Driven Narrative Innovations”; “Exploring the Literary in the Digitized Tagore Archive”; “Hypertext 
as a Postmodern Construct: Analysing Shelley Jackson’s Patchwork Girl”; “Exploring the politics of the planetary in Ravyne as a Postmodern Construct: Analysing Shelley Jackson’s Patchwork Girl”; “Exploring the politics of the planetary in Ravyne 
Hawke’s dystopian flash fiction ‘Memory Island’ (2020)”;  “Exploring the Politics of Power on the female body in Sultana’s Hawke’s dystopian flash fiction ‘Memory Island’ (2020)”;  “Exploring the Politics of Power on the female body in Sultana’s 
Dream  through the lens of Foucault’s ‘bio-power’”;  “Emphasizing the Discursive Role of the Digital in Contemporary Dream  through the lens of Foucault’s ‘bio-power’”;  “Emphasizing the Discursive Role of the Digital in Contemporary 
Activism”; “Complexities of Human Relationships in Anita Desai’s Novels”; “Comparative Study of Anita Desai’s The Village Activism”; “Complexities of Human Relationships in Anita Desai’s Novels”; “Comparative Study of Anita Desai’s The Village 
by the Sea and In Custody”; “A Feminist Reading of Desai’s Fire on the Mountain” and others, at various National and by the Sea and In Custody”; “A Feminist Reading of Desai’s Fire on the Mountain” and others, at various National and 
International Conferences and Seminars. She can be contacted at =91 8617650399; lopamudrasaha23@gmail.com. Her International Conferences and Seminars. She can be contacted at =91 8617650399; lopamudrasaha23@gmail.com. Her 
ORCID ID is: https://orcid.org/0009-0009-0822-6569 .ORCID ID is: https://orcid.org/0009-0009-0822-6569 .

Hello there! My name is Hello there! My name is Lucas SanchezLucas Sanchez, a video game producer, designer (level and narrative), and programmer, with a , a video game producer, designer (level and narrative), and programmer, with a 
passion for creating video games that immerse players with immersive gameplay and enthraling, deep storytelling. I grew up passion for creating video games that immerse players with immersive gameplay and enthraling, deep storytelling. I grew up 
in Miami, Florida, and from a young age, as far back as middle school, began exploring my passion for video game storytelling, in Miami, Florida, and from a young age, as far back as middle school, began exploring my passion for video game storytelling, 
creating Role-Playing Games in scratch initially as a school project, but inevitably continuing even past submission to create creating Role-Playing Games in scratch initially as a school project, but inevitably continuing even past submission to create 
the kind of game I always wanted to see in the world. It was around this time that I also began writing, initially, where many the kind of game I always wanted to see in the world. It was around this time that I also began writing, initially, where many 
writers begin, with fanfiction, this eventually evolving into my own short stories, book series, and even comics. Now, nearly writers begin, with fanfiction, this eventually evolving into my own short stories, book series, and even comics. Now, nearly 
a decade later, after honing my skills in this time and having graduated with a dual major in Game Design and Creative a decade later, after honing my skills in this time and having graduated with a dual major in Game Design and Creative 
Writing at the University of Central Florida, I continue to pursue these passions.Writing at the University of Central Florida, I continue to pursue these passions.

Dr. R. Lyle SkainsDr. R. Lyle Skains (she/her) is a creative practitioner and researcher in digital writing, publishing, and practice-based research.  (she/her) is a creative practitioner and researcher in digital writing, publishing, and practice-based research. 
Her work investigates how narrative functions across platforms and disciplines as artistic expression, research method, and Her work investigates how narrative functions across platforms and disciplines as artistic expression, research method, and 
mode of public engagement. She specializes in interactive and transmedia storytelling, with a focus on how digital forms mode of public engagement. She specializes in interactive and transmedia storytelling, with a focus on how digital forms 
reshape the ways we write, read, and disseminate knowledge. Her recent research explores the intersections of creative reshape the ways we write, read, and disseminate knowledge. Her recent research explores the intersections of creative 
practice, feminist epistemologies, and postdigital authorship. Projects such as Seven Sisters Unmet experiment with narrative practice, feminist epistemologies, and postdigital authorship. Projects such as Seven Sisters Unmet experiment with narrative 
form, reader agency, and hypertext to challenge conventional models of creativity, publishing, knowledge production, and form, reader agency, and hypertext to challenge conventional models of creativity, publishing, knowledge production, and 
academic storytelling. Her published works include Digital Authorship (Cambridge UP), Neverending Stories: The Popular academic storytelling. Her published works include Digital Authorship (Cambridge UP), Neverending Stories: The Popular 
Emergence of Digital Fiction (Bloomsbury, winner of the 2023 N. Katherine Hayles Award), and Designing Practice-Based Emergence of Digital Fiction (Bloomsbury, winner of the 2023 N. Katherine Hayles Award), and Designing Practice-Based 
Research (Intellect). She has published in Media Practice & Education, Digital Creativity, Computers and Composition, and Research (Intellect). She has published in Media Practice & Education, Digital Creativity, Computers and Composition, and 
more. Lyle directs the New Media Writing Prize, co-edited Electronic Literature Collection, Volume 4, and is a director of more. Lyle directs the New Media Writing Prize, co-edited Electronic Literature Collection, Volume 4, and is a director of 
the Electronic Literature Organization. Her research and creative practice span science communication, feminist digital the Electronic Literature Organization. Her research and creative practice span science communication, feminist digital 
storytelling, and experimental publishing. More at lyleskains.com.storytelling, and experimental publishing. More at lyleskains.com.

Magdalena E. KoreckaMagdalena E. Korecka is a PhD Candidate at the University of Hamburg, Germany, and has been a research associate in  is a PhD Candidate at the University of Hamburg, Germany, and has been a research associate in 
the ERC project “Poetry in the Digital Age“ at the same university as well as at the University of Vienna in the ERC / FWF the ERC project “Poetry in the Digital Age“ at the same university as well as at the University of Vienna in the ERC / FWF 
project “Poetry Off the Page“. In her dissertation, she investigates the interrelation of visual aesthetics and platformization project “Poetry Off the Page“. In her dissertation, she investigates the interrelation of visual aesthetics and platformization 
in socially engaged and feminist poetry in English, German, and Polish with a focus on the social media platform Instagram in socially engaged and feminist poetry in English, German, and Polish with a focus on the social media platform Instagram 
and beyond through a mixed methods approach. She co-organized (with Dr. Wiebke Vorrath) the conference “Poetry and beyond through a mixed methods approach. She co-organized (with Dr. Wiebke Vorrath) the conference “Poetry 
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and Contemporary Visual Culture / Lyrik und zeitgenössische Visuelle Kultur” (May 2022) and co-edited a subsequent and Contemporary Visual Culture / Lyrik und zeitgenössische Visuelle Kultur” (May 2022) and co-edited a subsequent 
publication. With degrees in “Anglophone Literatures and Cultures” as well as “Journalism and Communication Science” publication. With degrees in “Anglophone Literatures and Cultures” as well as “Journalism and Communication Science” 
(Universität Wien), her research interests include post-digital socio-political aesthetic spaces, including poetry and art, as (Universität Wien), her research interests include post-digital socio-political aesthetic spaces, including poetry and art, as 
well as the methodological and ethical implications of researching them.well as the methodological and ethical implications of researching them.

Mallen CliftonMallen Clifton is a PhD candidate in English literature at Stanford University. Their research focuses on the intersections  is a PhD candidate in English literature at Stanford University. Their research focuses on the intersections 
of technology and literature, studying both printed and born-digital post-45 literature. They are particularly interested of technology and literature, studying both printed and born-digital post-45 literature. They are particularly interested 
in the history of computation and contemporaneous texts that play with structure, form, and mediation. They have been in the history of computation and contemporaneous texts that play with structure, form, and mediation. They have been 
published in Digital Humanities Quarterly (forthcoming), and the Berkeley Undergraduate Journal. Currently, they are a published in Digital Humanities Quarterly (forthcoming), and the Berkeley Undergraduate Journal. Currently, they are a 
member of Stanford’s Literary Lab and are working on a project to compose and digitize a corpus of 21st century literature.member of Stanford’s Literary Lab and are working on a project to compose and digitize a corpus of 21st century literature.

Mandy CanalesMandy Canales is an Assistant Professor of Digital Technology and Culture at Washington State University and a VR theatre  is an Assistant Professor of Digital Technology and Culture at Washington State University and a VR theatre 
practitioner. She explores how comedy translates in the virtual space, utilizing full body tracking, traditional mask work, and practitioner. She explores how comedy translates in the virtual space, utilizing full body tracking, traditional mask work, and 
Commedia dell’arte techniques. She is a teaching artist at the Virtual Reality Dance Academy, instructing physical comedy, Commedia dell’arte techniques. She is a teaching artist at the Virtual Reality Dance Academy, instructing physical comedy, 
improv, and jazz dance. Her work has been showcased at OnBoardXR, Raindance Immersive, VRCon, The Gray Area, and improv, and jazz dance. Her work has been showcased at OnBoardXR, Raindance Immersive, VRCon, The Gray Area, and 
ImmersiveX, and she has been a speaker at Indicade Playable Theatre, VRTO Spatial Media World Conference, and SF ImmersiveX, and she has been a speaker at Indicade Playable Theatre, VRTO Spatial Media World Conference, and SF 
Design Week.Design Week.

Manuel PortelaManuel Portela is a Professor at the University of Coimbra, whose research addresses writing and reading media and how  is a Professor at the University of Coimbra, whose research addresses writing and reading media and how 
they impact on literary forms and practices.they impact on literary forms and practices.

María Cecilia Reyes, PhDMaría Cecilia Reyes, PhD, is an Assistant Professor in Media Production and Communication Theory at the Social , is an Assistant Professor in Media Production and Communication Theory at the Social 
Communication Department at Universidad del Norte in Colombia. Her research and artistic practice focus on interactive Communication Department at Universidad del Norte in Colombia. Her research and artistic practice focus on interactive 
digital narratives design, immersive technologies and filmmaking. Postdoctoral researcher at the Institute of Educational digital narratives design, immersive technologies and filmmaking. Postdoctoral researcher at the Institute of Educational 
Technologies at the Italian Research Council (CNR-ITD). Artist-in-residence 2021 at Schloss Solitude Akademie and at Technologies at the Italian Research Council (CNR-ITD). Artist-in-residence 2021 at Schloss Solitude Akademie and at 
Future Media Theaters Lab 2022. www.xehreyes.netFuture Media Theaters Lab 2022. www.xehreyes.net

Mark C. MarinoMark C. Marino is a writer and scholar of electronic literature living in Los Angeles.  His works include “a show of hands”  is a writer and scholar of electronic literature living in Los Angeles.  His works include “a show of hands” 
(https://hands.literatronica.net), “Living Will” (https://markcmarino.com/tales/livingwill.html), and “The Ballad of Workstudy (https://hands.literatronica.net), “Living Will” (https://markcmarino.com/tales/livingwill.html), and “The Ballad of Workstudy 
Seth” (https://www.springgunpress.com/the-ballad-of-workstudy-seth).  His recent work includes Mrs. Wobbles and the Seth” (https://www.springgunpress.com/the-ballad-of-workstudy-seth).  His recent work includes Mrs. Wobbles and the 
Tangerine House (https://markcmarino.com/mrsw/), a collection of interactive stories that he is writing with his children.  He Tangerine House (https://markcmarino.com/mrsw/), a collection of interactive stories that he is writing with his children.  He 
is the Director of Communication of the Electronic Literature Organization. (portfolio here:https://markcmarino.com)   He is the Director of Communication of the Electronic Literature Organization. (portfolio here:https://markcmarino.com)   He 
currently teaches writing at the University of Southern California where he directs the Humanities and Critical Code Studies currently teaches writing at the University of Southern California where he directs the Humanities and Critical Code Studies 
Lab (https://haccslab.com), a collaboratory exploring the explication of computer source code. Whether masquerading as Lab (https://haccslab.com), a collaboratory exploring the explication of computer source code. Whether masquerading as 
Spencer Pratt or Heidi Montag on social media or creating Reddit threads for One-Star Reviews, Mark creates netprovs Spencer Pratt or Heidi Montag on social media or creating Reddit threads for One-Star Reviews, Mark creates netprovs 
with Rob Wittig in Meanwhile… Netprov Studios.with Rob Wittig in Meanwhile… Netprov Studios.

Mark SampleMark Sample is a Professor of Film, Media, and Digital Studies at Davidson College. His teaching and research focuses on  is a Professor of Film, Media, and Digital Studies at Davidson College. His teaching and research focuses on 
algorithmic culture, digital narrative, and interactive design, while his creative work, like Content Moderator Sim and 10 Lost algorithmic culture, digital narrative, and interactive design, while his creative work, like Content Moderator Sim and 10 Lost 
Boys, harnesses the expressive power of computation in order to critique contemporary life. No Time to Discourse, his most Boys, harnesses the expressive power of computation in order to critique contemporary life. No Time to Discourse, his most 
recent digital project, is a speculative atlas of future climate disaster.recent digital project, is a speculative atlas of future climate disaster.

María Garay ArribaMaría Garay Arriba is a PhD student in Philosophy at the University of Salamanca with a Ramón Areces contract, where  is a PhD student in Philosophy at the University of Salamanca with a Ramón Areces contract, where 
she is also a member of the Ideology, Image, and Society Research Group. She graduated from Art and Art History at the she is also a member of the Ideology, Image, and Society Research Group. She graduated from Art and Art History at the 
University of Reading, and holds a master’s degree in Art Writing from the Glasgow School of Art. She is devoting her University of Reading, and holds a master’s degree in Art Writing from the Glasgow School of Art. She is devoting her 
doctoral thesis to artistic and literary phenomena in the digital realm, in particular to the aesthetics and politics of code doctoral thesis to artistic and literary phenomena in the digital realm, in particular to the aesthetics and politics of code 
poetry. On this topic, she recently published an article in the journal Umática: Revista sobre Creación y Análisis de la Imagen. poetry. On this topic, she recently published an article in the journal Umática: Revista sobre Creación y Análisis de la Imagen. 
In recent years she has also published three short literary texts and worked in museum contexts, such as the Solomon R. In recent years she has also published three short literary texts and worked in museum contexts, such as the Solomon R. 
Guggenheim Museum in New York and the Venancio Blanco Foundation in Salamanca. Her research at large is situated Guggenheim Museum in New York and the Venancio Blanco Foundation in Salamanca. Her research at large is situated 
in the field of contemporary art theory and aesthetics, placing special focus on hybrid media, the material properties of in the field of contemporary art theory and aesthetics, placing special focus on hybrid media, the material properties of 
language, and the intersections between different systems of representation.language, and the intersections between different systems of representation.

Matt GriffinMatt Griffin is a writer, educator, and researcher working in interactive fiction, electronic literature, and narrative systems.  is a writer, educator, and researcher working in interactive fiction, electronic literature, and narrative systems. 
He is currently authoring an interactive horror novel in ChoiceScript and studying creative micro-engines as expressive He is currently authoring an interactive horror novel in ChoiceScript and studying creative micro-engines as expressive 
literary platforms, including Videotome and Bitsy. His research examines constraint, authorship, and platform governance literary platforms, including Videotome and Bitsy. His research examines constraint, authorship, and platform governance 

in interactive literary systems. Matt collaborates on Game Poems Magazine and writes critical essays on interactive in interactive literary systems. Matt collaborates on Game Poems Magazine and writes critical essays on interactive 
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fiction and visual novels at ChoiceBeat Zine. He teaches at NYU’s IDM and ITP programs and lives in New York City with fiction and visual novels at ChoiceBeat Zine. He teaches at NYU’s IDM and ITP programs and lives in New York City with 
his family.his family.

Matthew MosherMatthew Mosher is an intermedia artist, research professor, and Fulbright Scholar who creates embodied experiential  is an intermedia artist, research professor, and Fulbright Scholar who creates embodied experiential 
systems. Their work explores the intersections of fine art, computer programming, and critical making resulting in immersive systems. Their work explores the intersections of fine art, computer programming, and critical making resulting in immersive 
installations, interactive sculptures, post-participatory data visualizations, and dynamic performances. Their projects have installations, interactive sculptures, post-participatory data visualizations, and dynamic performances. Their projects have 
engaged themes of meditation, gun violence, digital isolation, and tangible memory. Mosher creates conduits between engaged themes of meditation, gun violence, digital isolation, and tangible memory. Mosher creates conduits between 
digital technology and material forms to highlight our complex relationships with machines and each other. Doing so digital technology and material forms to highlight our complex relationships with machines and each other. Doing so 
empowers participants in their work to see the world from a new perspective while reexamining their role in society.empowers participants in their work to see the world from a new perspective while reexamining their role in society.

Mosher is currently an Associate Professor of Games and Interactive Media at the University of Central Florida. They Mosher is currently an Associate Professor of Games and Interactive Media at the University of Central Florida. They 
received their BFA in Furniture Design from the Rhode Island School of Design in 2006 and their MFA in Intermedia from received their BFA in Furniture Design from the Rhode Island School of Design in 2006 and their MFA in Intermedia from 
Arizona State University in 2012. Mosher has exhibited at numerous international venues for contemporary art, including the Arizona State University in 2012. Mosher has exhibited at numerous international venues for contemporary art, including the 
International Symposium for Electronic Art, Electronic Literature Organization, Wharton Esherick Museum, Buffalo Creek International Symposium for Electronic Art, Electronic Literature Organization, Wharton Esherick Museum, Buffalo Creek 
Art Center, Mozarteum KunstWerk, and Argekultur Salzburg. Their research is published in the Association for Computing Art Center, Mozarteum KunstWerk, and Argekultur Salzburg. Their research is published in the Association for Computing 
Machinery (ACM) Computer-Human Interaction (CHI), Tangible Embodied Interaction (TEI), Creativity and Cognition (CC), Machinery (ACM) Computer-Human Interaction (CHI), Tangible Embodied Interaction (TEI), Creativity and Cognition (CC), 
Designing Interactive Systems (DIS), and New Interfaces for Musical Expression (NIME) conference proceedings. Mosher Designing Interactive Systems (DIS), and New Interfaces for Musical Expression (NIME) conference proceedings. Mosher 
maintains studios in Central Florida and Cape Cod.maintains studios in Central Florida and Cape Cod.

Maya SarfatyMaya Sarfaty is a filmmaker and doctoral researcher at the Faculty of Fine Arts, University of Lisbon. Her artistic research  is a filmmaker and doctoral researcher at the Faculty of Fine Arts, University of Lisbon. Her artistic research 
examines translation as an ethical and material practice, focusing on multilingual testimony, linguistic friction, digital examines translation as an ethical and material practice, focusing on multilingual testimony, linguistic friction, digital 
typography, and the reading experience. She is the creator of Mothers Cry in the Same Language, an ongoing large scale typography, and the reading experience. She is the creator of Mothers Cry in the Same Language, an ongoing large scale 
screen based typographic project exploring multilingual grief and coexistence without linguistic unification. Her current screen based typographic project exploring multilingual grief and coexistence without linguistic unification. Her current 
research includes a video essay exploring typographic responses to translational friction between Hebrew and Portuguese. research includes a video essay exploring typographic responses to translational friction between Hebrew and Portuguese. 
Her films have premiered internationally, including at IDFA and the Venice Film Festival.Her films have premiered internationally, including at IDFA and the Venice Film Festival.

Mehulkumar DesaiMehulkumar Desai is a research scholar at Indian Institute of Technology, Dhanbad. His research centers at the intersection  is a research scholar at Indian Institute of Technology, Dhanbad. His research centers at the intersection 
of Electronic Literature and Interactive Digital Narratives in the Indian context. To foster creativity and establish scholarship of Electronic Literature and Interactive Digital Narratives in the Indian context. To foster creativity and establish scholarship 
in Interactive Digital Narratives in India, he has co-founded Indian Consortium for Interactive Digital Narratives (ICIDN) in Interactive Digital Narratives in India, he has co-founded Indian Consortium for Interactive Digital Narratives (ICIDN) 
with Dr. Shanmugapriya. He has experience in peer-review processes, academic writing and the curation of interdisciplinary with Dr. Shanmugapriya. He has experience in peer-review processes, academic writing and the curation of interdisciplinary 
scholarship. He has previously served as a Guest Editor for a Special issue titled, “Digital Futures: Archives, AI, and Access scholarship. He has previously served as a Guest Editor for a Special issue titled, “Digital Futures: Archives, AI, and Access 
in Indian Digital Humanities” in the journal IJHAC (forthcoming), and currently serves as an Editor-at-Large for the journal in Indian Digital Humanities” in the journal IJHAC (forthcoming), and currently serves as an Editor-at-Large for the journal 
DHNow.DHNow.

Mez BreezeMez Breeze is an Australian digital artist and writer whose innovative work has shaped electronic literature, net art, and  is an Australian digital artist and writer whose innovative work has shaped electronic literature, net art, and 
interactive narrative since the 1990s. Renowned for creating mezangelle, a pioneering language that merges natural language interactive narrative since the 1990s. Renowned for creating mezangelle, a pioneering language that merges natural language 
and code, she expands the boundaries of digital storytelling and immersive art. Her projects encompass virtual reality (VR), and code, she expands the boundaries of digital storytelling and immersive art. Her projects encompass virtual reality (VR), 
augmented reality (AR), games, and AI art, including award-winning works like All the Delicate Duplicates and Perpetual augmented reality (AR), games, and AI art, including award-winning works like All the Delicate Duplicates and Perpetual 
Nomads. Mez’s creations have been exhibited internationally and are featured in numerous academic publications. She has Nomads. Mez’s creations have been exhibited internationally and are featured in numerous academic publications. She has 
collaborated with leading technology companies and continues to influence the field through her exploration of synthetic collaborated with leading technology companies and continues to influence the field through her exploration of synthetic 
environments and interactive projects.environments and interactive projects.

Michael CabreraMichael Cabrera is a graduate student and TA in Game Development at the University of Texas at Dallas. He works as a  is a graduate student and TA in Game Development at the University of Texas at Dallas. He works as a 
narrative designer with a focus on interactive storytelling that examines masculinity, power structures, and the cultural narrative designer with a focus on interactive storytelling that examines masculinity, power structures, and the cultural 
impact of digital platforms. His projects explore how games narratives can shape identity and perception through critical impact of digital platforms. His projects explore how games narratives can shape identity and perception through critical 
design. Portfolio: https://thefrug.github.io/design. Portfolio: https://thefrug.github.io/

Michael MerriamMichael Merriam - https://www.ludoception.com/lms - https://www.ludoception.com/lms

Mihai BăcăranMihai Băcăran (mihaibacaran.com) is an independent researcher focussing on intersections of art and technology. His work  (mihaibacaran.com) is an independent researcher focussing on intersections of art and technology. His work 
proposes an embodied, yet not humanistic, understanding of art spectatorship from a perspective grounded in a critical proposes an embodied, yet not humanistic, understanding of art spectatorship from a perspective grounded in a critical 
reading of the theory of individuation.reading of the theory of individuation.

Mihai is particularly interested in engaging with processes of spectatorship that act as vectors of (dis)orientation, challenging, Mihai is particularly interested in engaging with processes of spectatorship that act as vectors of (dis)orientation, challenging, 
deconstructing, and remodeling the embodied experience of living in cultures permeated by digital technologies. His current deconstructing, and remodeling the embodied experience of living in cultures permeated by digital technologies. His current 
research addresses the labour of audio transcription for AI projects as a performative process of spectatorship. Since 2013, research addresses the labour of audio transcription for AI projects as a performative process of spectatorship. Since 2013, 
Mihai has been active in the contemporary art collective dalpofzs: www.dalpofzs.com.Mihai has been active in the contemporary art collective dalpofzs: www.dalpofzs.com.
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Monica Evans, Ph.D.,Monica Evans, Ph.D., is an Associate Professor of Game Design, Development, and Studies in the Bass School of Arts,  is an Associate Professor of Game Design, Development, and Studies in the Bass School of Arts, 
Humanities, and Technology at the University of Texas at Dallas. Her work sits at the intersection of game design, Humanities, and Technology at the University of Texas at Dallas. Her work sits at the intersection of game design, 
development, and production; critical game studies; narrative systems; serious and educational games; and science fiction development, and production; critical game studies; narrative systems; serious and educational games; and science fiction 
studies. Dr. Evans directs the Narrative Systems Research Lab at UT Dallas.studies. Dr. Evans directs the Narrative Systems Research Lab at UT Dallas.

Monica StorssMonica Storss is a lunar punk poet and researcher-theorist working with emerging technologies for human flourishing. She  is a lunar punk poet and researcher-theorist working with emerging technologies for human flourishing. She 
has a poetry installation on Earth’s moon, and her landmark project, The Augmented Reality Poetry Machine achieved lunar has a poetry installation on Earth’s moon, and her landmark project, The Augmented Reality Poetry Machine achieved lunar 
deployment in 2021 as part of a larger lunar payload delivery. Her work ideates lunar and solar punk approaches for making deployment in 2021 as part of a larger lunar payload delivery. Her work ideates lunar and solar punk approaches for making 
speculative ideas real and actionable. She has edited, curated, published, exhibited, and advocated for emerging technology speculative ideas real and actionable. She has edited, curated, published, exhibited, and advocated for emerging technology 
art forms, poetics, and pedagogies at MIT, UC Davis, Intel, HP Inc, and in cultural spaces globally. She is in kinship with JPL, art forms, poetics, and pedagogies at MIT, UC Davis, Intel, HP Inc, and in cultural spaces globally. She is in kinship with JPL, 
CalTech, MIT, and UNM with her space-humanities work, and is a doctoral student researcher at Northeastern University.CalTech, MIT, and UNM with her space-humanities work, and is a doctoral student researcher at Northeastern University.

Professor Professor monique tschofenmonique tschofen joined Toronto Metropolitan University’s Department of English in 1999 after teaching at  joined Toronto Metropolitan University’s Department of English in 1999 after teaching at 
Athabasca University and the University of Alberta. Her publications in the areas of new media, visual culture, Canadian Athabasca University and the University of Alberta. Her publications in the areas of new media, visual culture, Canadian 
studies, and globalization include textbooks on film and literature, literature and multimedia, and literary hypertext as well studies, and globalization include textbooks on film and literature, literature and multimedia, and literary hypertext as well 
as edited collections of essays on Canadian writers and filmmaker Atom Egoyan.  Her current research has two branches. as edited collections of essays on Canadian writers and filmmaker Atom Egoyan.  Her current research has two branches. 
One theorizes the relationship between art and philosophy. Asking about the conditions under which an artwork can be an One theorizes the relationship between art and philosophy. Asking about the conditions under which an artwork can be an 
“act of theory,” she writes on Gertrude Stein, digital installation art, experimental cinema, and ekphrastic poetry. “act of theory,” she writes on Gertrude Stein, digital installation art, experimental cinema, and ekphrastic poetry. 

Her recent work with the Decameron Collective, a group of nine interdisciplinary scholar-creators from across Canada, Her recent work with the Decameron Collective, a group of nine interdisciplinary scholar-creators from across Canada, 
emerged from a practice of collaborative research co-creation anchored in care ethics. Investigations of past and present emerged from a practice of collaborative research co-creation anchored in care ethics. Investigations of past and present 
moments experiment with creative digital humanities and research creation methodologies. Four projects that can be moments experiment with creative digital humanities and research creation methodologies. Four projects that can be 
understood as both i-docs and e-lit, two web-based, one designed for VR, and one in AR, have been exhibited to date. understood as both i-docs and e-lit, two web-based, one designed for VR, and one in AR, have been exhibited to date. 

Her experimental interactive work Happenings: A Tragico-Lyrical Philosophical Essay was shortlisted for both the Chris Her experimental interactive work Happenings: A Tragico-Lyrical Philosophical Essay was shortlisted for both the Chris 
Meade Memorial Main Prize and the Social Good Prize in the 2024 New Media Writing Prize (UK), and was selected runner Meade Memorial Main Prize and the Social Good Prize in the 2024 New Media Writing Prize (UK), and was selected runner 
up for the Robert Coover Award for a Work of Electronic Literature (2025). Her documentary Aquaphoria (before the waters up for the Robert Coover Award for a Work of Electronic Literature (2025). Her documentary Aquaphoria (before the waters 
rise), was awarded best environmental documentary of the Montreal Women Film Festival 2025, and best environmental rise), was awarded best environmental documentary of the Montreal Women Film Festival 2025, and best environmental 
documentary at the Toronto Independent Film Festival of Cift. documentary at the Toronto Independent Film Festival of Cift. 

With Jolene Armstrong, she created the installation Fire and Water (2025), as well as an interactive documentary called With Jolene Armstrong, she created the installation Fire and Water (2025), as well as an interactive documentary called 
Solastalgia (2025), and a body of new sound works tentatively entitled “Water Songs” that is comprised of experimental Solastalgia (2025), and a body of new sound works tentatively entitled “Water Songs” that is comprised of experimental 
field sound recording of inanimate objects. Their collaborative creative work combines archival and memory work, creative field sound recording of inanimate objects. Their collaborative creative work combines archival and memory work, creative 
writing, and blue humanities research with multimedia documentation, drawing upon historic work and book making culture.writing, and blue humanities research with multimedia documentation, drawing upon historic work and book making culture.

Mónica G. González BurgosMónica G. González Burgos is a Ph.D. student in the Texts and Technology program at the University of Central Florida,  is a Ph.D. student in the Texts and Technology program at the University of Central Florida, 
where her research focuses on translation and localization of visual novels.where her research focuses on translation and localization of visual novels.

Nanette WyldeNanette Wylde is an interdisciplinary artist, writer and cultural worker making environmental, socially reflective, and  is an interdisciplinary artist, writer and cultural worker making environmental, socially reflective, and 
language-based works using a variety of hybrid media.  Her artist books, prints, and electronic works are included in language-based works using a variety of hybrid media.  Her artist books, prints, and electronic works are included in 
significant international collections. Wylde’s interests include: language, personality, difference, beliefs, systems, ideas, significant international collections. Wylde’s interests include: language, personality, difference, beliefs, systems, ideas, 
movement, reflection, identity, perceptions, structures, stories, socialization, definitions, context, memory, experience, movement, reflection, identity, perceptions, structures, stories, socialization, definitions, context, memory, experience, 
the natural world, change, and residue. She has a BA in Behavioral Science from San José State University. Her MFA is in the natural world, change, and residue. She has a BA in Behavioral Science from San José State University. Her MFA is in 
Interactive Multimedia and Printmaking from Ohio State University. preneo.org/nwyldeInteractive Multimedia and Printmaking from Ohio State University. preneo.org/nwylde

Nick Montfort’sNick Montfort’s work includes ten computer-generated books from seven presses, the collaborations Start Me Up, The  work includes ten computer-generated books from seven presses, the collaborations Start Me Up, The 
Deletionist, and Sea and Spar Between, and many other digital projects. His latest poetry book, All the Way for the Win, Deletionist, and Sea and Spar Between, and many other digital projects. His latest poetry book, All the Way for the Win, 
is composed entirely of three-letter words. His MIT Press books include The Future and two co-edited volumes, The New is composed entirely of three-letter words. His MIT Press books include The Future and two co-edited volumes, The New 
Media Reader and Output: An Anthology of Computer-Generated Text, 1953–2023. He’s a professor at MIT, principal Media Reader and Output: An Anthology of Computer-Generated Text, 1953–2023. He’s a professor at MIT, principal 
investigator in the University of Bergen’s Center for Digital Narrative, and director of The Trope Tank. He lives in NYC.investigator in the University of Bergen’s Center for Digital Narrative, and director of The Trope Tank. He lives in NYC.

Nicole PatinoNicole Patino is a writer, educator, and graduate student at the University of Central Florida. Her work sits at the intersection  is a writer, educator, and graduate student at the University of Central Florida. Her work sits at the intersection 
of digital humanities, electronic literature, and creative nonfiction. She holds an MFA in Creative Nonfiction and teaches of digital humanities, electronic literature, and creative nonfiction. She holds an MFA in Creative Nonfiction and teaches 
composition at Valencia College. Her creative and scholarly work explores trauma, form, and the limits of narrative. https://composition at Valencia College. Her creative and scholarly work explores trauma, form, and the limits of narrative. https://
nikipatinoucf.github.io/index-what-happened/nikipatinoucf.github.io/index-what-happened/
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Onyekachi Peter OnuohaOnyekachi Peter Onuoha is a lecturer in the Department of English and Literary Studies at the University of Calabar,  is a lecturer in the Department of English and Literary Studies at the University of Calabar, 
Calabar, Nigeria. He is a PhD student of the Department of English, University of Nigeria. He is a recipient of the Volkswagen Calabar, Nigeria. He is a PhD student of the Department of English, University of Nigeria. He is a recipient of the Volkswagen 
Foundation Scholarship, 2018, and the TETFUND PhD grant, 2023. His interests include digital literature, creative writing Foundation Scholarship, 2018, and the TETFUND PhD grant, 2023. His interests include digital literature, creative writing 
and tech, social media and cultures, gender studies, and memory and trauma studies.and tech, social media and cultures, gender studies, and memory and trauma studies.

Owen RobertsOwen Roberts (b. 1985, Burlington, Vermont, USA) is an artist and educator based in Brooklyn, New York.  His work consists  (b. 1985, Burlington, Vermont, USA) is an artist and educator based in Brooklyn, New York.  His work consists 
of animation, art games and other multimedia works. He builds software tools to synthesize coding and multimedia with of animation, art games and other multimedia works. He builds software tools to synthesize coding and multimedia with 
research, writing and drawing practices, resulting in a characteristic style and voice influenced by cartoons, early 3d video research, writing and drawing practices, resulting in a characteristic style and voice influenced by cartoons, early 3d video 
games, glitch aesthetics, theatre of the absurd, religious texts, symbolism, the occult, and whatever recent rabbit-hole he games, glitch aesthetics, theatre of the absurd, religious texts, symbolism, the occult, and whatever recent rabbit-hole he 
has descended into. Owen is a faculty member in the Media Arts and Technology Department at the Borough of Manhattan has descended into. Owen is a faculty member in the Media Arts and Technology Department at the Borough of Manhattan 
Community College.  His website is https://owen.cool.Community College.  His website is https://owen.cool.

Patrick LichtyPatrick Lichty is a multifaceted artist known for his work in various technological media. Born in Akron, Ohio, in 1962,  is a multifaceted artist known for his work in various technological media. Born in Akron, Ohio, in 1962, 
Lichty’s upbringing was immersed in art, technology, and science fiction. His career spans over three decades, during which Lichty’s upbringing was immersed in art, technology, and science fiction. His career spans over three decades, during which 
he has established himself as a media artist, writer, curator, designer, and educator.he has established himself as a media artist, writer, curator, designer, and educator.

Lichty’s artistic practice primarily focuses on exploring the impact of media and technology on society and individual Lichty’s artistic practice primarily focuses on exploring the impact of media and technology on society and individual 
perception. He has a particular interest in augmented reality (AR), virtual reality (VR), artificial intelligence (AI), and non-perception. He has a particular interest in augmented reality (AR), virtual reality (VR), artificial intelligence (AI), and non-
fungible tokens (NFTs). His work critically examines how media shapes human perceptions of reality, particularly at the fungible tokens (NFTs). His work critically examines how media shapes human perceptions of reality, particularly at the 
intersection of the virtual and physical worlds.intersection of the virtual and physical worlds.

He is especially recognized for his contributions as a principal member of the virtual reality performance art group Second He is especially recognized for his contributions as a principal member of the virtual reality performance art group Second 
Front and as the animator for the activist group The Yes Men. His diverse skills in digital intermedia include proficiency in Front and as the animator for the activist group The Yes Men. His diverse skills in digital intermedia include proficiency in 
printmaking, kinetics, video production, generative music, and neon art. Additionally, Lichty’s role as a media “reality” artist printmaking, kinetics, video production, generative music, and neon art. Additionally, Lichty’s role as a media “reality” artist 
and theorist reflects his deep engagement with how media and mediation influence our understanding of the environment.and theorist reflects his deep engagement with how media and mediation influence our understanding of the environment.

Apart from his artistic endeavors, Lichty has also made significant contributions as an educator and holds a position at Apart from his artistic endeavors, Lichty has also made significant contributions as an educator and holds a position at 
Winona State University. His accolades include being a CalArts/Herb Alpert Fellow and an exhibitor at the Whitney Biennial.Winona State University. His accolades include being a CalArts/Herb Alpert Fellow and an exhibitor at the Whitney Biennial.

Patryk Ciesielczyk PhDPatryk Ciesielczyk PhD candidate at the Doctoral School of Humanities of the Jagiellonian University. His research focuses  candidate at the Doctoral School of Humanities of the Jagiellonian University. His research focuses 
on internet archaeology and the aesthetic implications of widespread access to GenAI tools. Editor of pelnasala.pl portal.on internet archaeology and the aesthetic implications of widespread access to GenAI tools. Editor of pelnasala.pl portal.

P.D. Edgar (MFA, MA)P.D. Edgar (MFA, MA) grew up between central Florida and Managua, Nicaragua. He’s now a Texts & Technology PhD student  grew up between central Florida and Managua, Nicaragua. He’s now a Texts & Technology PhD student 
at the University of Central Florida, and he recently founded re•mediate, a magazine for computer-assisted creative writing; at the University of Central Florida, and he recently founded re•mediate, a magazine for computer-assisted creative writing; 
his previous work is available at SAND, Michigan Quarterly Review, and OROBORO.his previous work is available at SAND, Michigan Quarterly Review, and OROBORO.

Piotr MareckiPiotr Marecki, Professor at the Jagiellonian University, where he works on digital media and runs the UBU Lab. Postdoctoral , Professor at the Jagiellonian University, where he works on digital media and runs the UBU Lab. Postdoctoral 
researcher at the MIT. Writer, publisher, and founder of the Ha!art publishing house.researcher at the MIT. Writer, publisher, and founder of the Ha!art publishing house.

Quinn CarrickQuinn Carrick is an aspiring game designer, writer, and digital artist with a passion for crafting immersive stories and  is an aspiring game designer, writer, and digital artist with a passion for crafting immersive stories and 
experiences. Born and raised in Washington, Quinn is currently pursuing a B.S. in Digital Technology and Culture at experiences. Born and raised in Washington, Quinn is currently pursuing a B.S. in Digital Technology and Culture at 
Washington State University Vancouver, with a minor in Computer Science. With a deep appreciation for storytelling in all Washington State University Vancouver, with a minor in Computer Science. With a deep appreciation for storytelling in all 
its forms—whether through game mechanics, animation, or interactive narratives—they aim to create games that leave a its forms—whether through game mechanics, animation, or interactive narratives—they aim to create games that leave a 
lasting impact on players, just as games once inspired them.lasting impact on players, just as games once inspired them.

Quinn’s creative journey is shaped by a blend of technical expertise and artistic vision, with experience in game development, Quinn’s creative journey is shaped by a blend of technical expertise and artistic vision, with experience in game development, 
animation, web design, and narrative storytelling. Their projects explore the intersection of art, technology, and interactivity, animation, web design, and narrative storytelling. Their projects explore the intersection of art, technology, and interactivity, 
often drawing inspiration from games that seamlessly merge compelling narratives with engaging gameplay. Quinn is often drawing inspiration from games that seamlessly merge compelling narratives with engaging gameplay. Quinn is 
particularly interested in designing experiences that resonate emotionally, challenge perspectives, and immerse players in particularly interested in designing experiences that resonate emotionally, challenge perspectives, and immerse players in 
meaningful stories.meaningful stories.

With an eye toward the gaming industry, Quinn is eager to collaborate with like-minded developers and creatives to push With an eye toward the gaming industry, Quinn is eager to collaborate with like-minded developers and creatives to push 
the boundaries of interactive storytelling. Whether through level design, character development, or world-building, they the boundaries of interactive storytelling. Whether through level design, character development, or world-building, they 
are committed to shaping experiences that inspire, connect, and entertain.are committed to shaping experiences that inspire, connect, and entertain.

Rachel KerrRachel Kerr is a Masters of Fine Arts student in Game Design with a specialization in Interactive Fiction at the University of  is a Masters of Fine Arts student in Game Design with a specialization in Interactive Fiction at the University of 
Texas at Dallas. Her research focuses on game studies; narrative systems; interactive fiction; and the current definition of Texas at Dallas. Her research focuses on game studies; narrative systems; interactive fiction; and the current definition of 
transmedia and how it pertains to the medium of games.transmedia and how it pertains to the medium of games.
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BiographiesBiographies
Pac-Man’s serfs were developed by the artgroup AND-OR (René Bauer and Beat Suter) in 2021. AND-OR is an artgroup Pac-Man’s serfs were developed by the artgroup AND-OR (René Bauer and Beat Suter) in 2021. AND-OR is an artgroup 
specializing in media art and gameArt. The group consists of René Bauer, Beat Suter, and Mirjam Weder. The group has specializing in media art and gameArt. The group consists of René Bauer, Beat Suter, and Mirjam Weder. The group has 
been operating since 2001 from Zurich, Switzerland, and has done more than 40 electronic artworks that are mostly of an been operating since 2001 from Zurich, Switzerland, and has done more than 40 electronic artworks that are mostly of an 
experimental nature. Website: https://www.and-or.ch/experimental nature. Website: https://www.and-or.ch/

René BauerRené Bauer is a founding member of the artgroup AND-OR. He has an M.A. degree in German philology and literary studies,  is a founding member of the artgroup AND-OR. He has an M.A. degree in German philology and literary studies, 
biology, and computer linguistics from the University of Zurich. Presently, he works at the Zurich University of the Arts biology, and computer linguistics from the University of Zurich. Presently, he works at the Zurich University of the Arts 
(ZHdK) as a lecturer, researcher, and head of Master’s education in the subject area of Game Design, where he also manages (ZHdK) as a lecturer, researcher, and head of Master’s education in the subject area of Game Design, where he also manages 
the GameLab together with Beat Suter. His interests encompass coding, game mechanics, game studies, art in/with games the GameLab together with Beat Suter. His interests encompass coding, game mechanics, game studies, art in/with games 
(https://www.and-or.ch/), and social media/knowledge systems (https://vintagecomputing.ch).(https://www.and-or.ch/), and social media/knowledge systems (https://vintagecomputing.ch).

Rhett TsaiRhett Tsai ( (蔡宇潇蔡宇潇) is an internationally active artist, born in 1995 in Ningde, Fujian, and currently based in Hangzhou, ) is an internationally active artist, born in 1995 in Ningde, Fujian, and currently based in Hangzhou, 
China. He teaches at the Open Media Department of the School of Intermedia Art at the China Academy of Art. Tsai China. He teaches at the Open Media Department of the School of Intermedia Art at the China Academy of Art. Tsai 
expresses his critical reflections on contemporary Chinese media society through a broad range of mediums, including expresses his critical reflections on contemporary Chinese media society through a broad range of mediums, including 
video games, virtual reality, computer animation, and sound. His current focus is on employing “social play” (video games, virtual reality, computer animation, and sound. His current focus is on employing “social play” (  社会游戏社会游戏) ) 
as a creative method to explore the conditions of individuals living under multiple historical narratives and experiencing as a creative method to explore the conditions of individuals living under multiple historical narratives and experiencing 
estrangement from the homeland. His work spans themes from technological societies to fictional wars, marginalized estrangement from the homeland. His work spans themes from technological societies to fictional wars, marginalized 
groups, and alternative futures. Recently, his works have been featured in prominent art festivals and conferences such groups, and alternative futures. Recently, his works have been featured in prominent art festivals and conferences such 
as Sónar Festival, CURRENTS Art & Technology Festival, and the Game Developers Conference. Tsai has also received as Sónar Festival, CURRENTS Art & Technology Festival, and the Game Developers Conference. Tsai has also received 
several awards and recognitions, including the “HUA Award” at the Lumen Prize (2023), “Best Video Game” at the San several awards and recognitions, including the “HUA Award” at the Lumen Prize (2023), “Best Video Game” at the San 
Francisco Frozen Film Festival (2023), and finalist nominations for “Virtual and Digital Art” at the Arte Laguna Prize (2024) Francisco Frozen Film Festival (2023), and finalist nominations for “Virtual and Digital Art” at the Arte Laguna Prize (2024) 
and “Excellence in Visual Art” at the Independent Games Festival (2023).and “Excellence in Visual Art” at the Independent Games Festival (2023).

Dr. Richard A CarterDr. Richard A Carter is a Senior Lecturer in Digital Culture at the University of York. Website: https://richardacarter.com/  is a Senior Lecturer in Digital Culture at the University of York. Website: https://richardacarter.com/ 
BlueSky: @richardacarter.bsky.socialBlueSky: @richardacarter.bsky.social

Ricky FinchRicky Finch is a PhD candidate in the Texts and Technology program at UCF. A Twine enthusiast, game maker, and writer,  is a PhD candidate in the Texts and Technology program at UCF. A Twine enthusiast, game maker, and writer, 
he is interested in the compositional process in which code and narrative converge — the moment when a double bracket he is interested in the compositional process in which code and narrative converge — the moment when a double bracket 
becomes a path and an author’s word choice becomes infrastructure. His work explores how making Twine games is never becomes a path and an author’s word choice becomes infrastructure. His work explores how making Twine games is never 
purely technical or purely literary, but always both at once, and how that entanglement can open coding literacy to those purely technical or purely literary, but always both at once, and how that entanglement can open coding literacy to those 
encountering code for the first time through storytelling practices.encountering code for the first time through storytelling practices.

Rob WittigRob Wittig is an e-lit author. In 1983 he co-founded the IN.S.OMNIA system and chronicled its collaborative experiments  is an e-lit author. In 1983 he co-founded the IN.S.OMNIA system and chronicled its collaborative experiments 
in Invisible Rendezvous: Connection and Collaboration in the New Landscape of Electronic Writing (1994) after studying in Invisible Rendezvous: Connection and Collaboration in the New Landscape of Electronic Writing (1994) after studying 
electronic literature with Jacques Derrida. Rob created Web fictions such as The Fall of the Site of Marsha (1998) and the electronic literature with Jacques Derrida. Rob created Web fictions such as The Fall of the Site of Marsha (1998) and the 
subscription email novel Blue Company (2001-02). His netprov projects with Mark C. Marino treat everyday platforms subscription email novel Blue Company (2001-02). His netprov projects with Mark C. Marino treat everyday platforms 
as stages for collective storytelling. His Netprov, Networked Improvised Literature for the Classroom and Beyond (2021) as stages for collective storytelling. His Netprov, Networked Improvised Literature for the Classroom and Beyond (2021) 
documents, and shares recipes for, many fun netprovs.documents, and shares recipes for, many fun netprovs.

Robert “Bobby Rabyd” ArellanoRobert “Bobby Rabyd” Arellano is the author of seven novels, including Sunshine ‘69 (1996), recognized as the first book-length  is the author of seven novels, including Sunshine ‘69 (1996), recognized as the first book-length 
hypertext fiction published on the web. His five novels with Akashic Books include Havana Lunar, an Edgar Award finalist. He hypertext fiction published on the web. His five novels with Akashic Books include Havana Lunar, an Edgar Award finalist. He 
is Professor and Founding Director of the Center for Emerging Media & Digital Arts at Southern Oregon University, where is Professor and Founding Director of the Center for Emerging Media & Digital Arts at Southern Oregon University, where 
he has taught for over 30 years across four institutions, including Brown University where he co-founded the Hypertext he has taught for over 30 years across four institutions, including Brown University where he co-founded the Hypertext 
Fiction Workshops with Robert Coover. Arellano recently led the recovery effort for Coover’s endangered Hypertext Hotel Fiction Workshops with Robert Coover. Arellano recently led the recovery effort for Coover’s endangered Hypertext Hotel 
VR project, preserving a foundational work of electronic literature. His scholarship focuses on digital narrative, preservation VR project, preserving a foundational work of electronic literature. His scholarship focuses on digital narrative, preservation 
of born-digital works, and arts-based research methodologies. He is a 2025 Miller Foundation Spark Award recipient and of born-digital works, and arts-based research methodologies. He is a 2025 Miller Foundation Spark Award recipient and 
recently served as Board Chair of Oregon Humanities. His work appears in venues from Routledge anthologies to Metal recently served as Board Chair of Oregon Humanities. His work appears in venues from Routledge anthologies to Metal 
Hammer magazine, and his interactive fiction has been studied in digital humanities programs worldwide.Hammer magazine, and his interactive fiction has been studied in digital humanities programs worldwide.

Roderick CooverRoderick Coover is a filmmaker, media artist, and scholar working in interactive documentary and immersive narrative. He  is a filmmaker, media artist, and scholar working in interactive documentary and immersive narrative. He 
is Director of the MFA Program in Film and Media Arts at Temple University. His projects span films, museum installations, is Director of the MFA Program in Film and Media Arts at Temple University. His projects span films, museum installations, 
print publications, and multimedia collaborations combining fictional and nonfiction storytelling. Coover’s works print publications, and multimedia collaborations combining fictional and nonfiction storytelling. Coover’s works 
include Unknown Territories, The Theory of Time Here, and Cultures in Webs, and he is the co-editor of Switching Codes: include Unknown Territories, The Theory of Time Here, and Cultures in Webs, and he is the co-editor of Switching Codes: 
Thinking Through Digital Technologies in the Humanities and Arts. His research explores relationships between digital Thinking Through Digital Technologies in the Humanities and Arts. His research explores relationships between digital 
technologies, social sciences, and the humanities, with particular attention to visual geography, word-image relations, and technologies, social sciences, and the humanities, with particular attention to visual geography, word-image relations, and 

interactive narrative forms.interactive narrative forms.
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Hazel SmithHazel Smith (text, concept),  (text, concept), Roger DeanRoger Dean (sound, image, concept, programming). They (together with Will Luers) won the  (sound, image, concept, programming). They (together with Will Luers) won the 
Robert Coover  Award of ELO, and are featured in two of the ELC volumes. They put particular emphasis on interaction Robert Coover  Award of ELO, and are featured in two of the ELC volumes. They put particular emphasis on interaction 
between text, image and sound transformation processes. Their work involves both rigorous algorithmic control, between text, image and sound transformation processes. Their work involves both rigorous algorithmic control, 
randomised recombination, and since 2016, transformations of machine learning (AI) models. In the present case, poetic randomised recombination, and since 2016, transformations of machine learning (AI) models. In the present case, poetic 
prompt engineering was also used.prompt engineering was also used.

Roque Fernández AlcañizRoque Fernández Alcañiz (Vigo, 2000) is a PhD candidate in Literature and Culture Studies at the University of Santiago  (Vigo, 2000) is a PhD candidate in Literature and Culture Studies at the University of Santiago 
de Compostela and is part of the Research Group ‘Teoría da Literatura e Literatura Comparada’ (GI-1371) at the Faculty de Compostela and is part of the Research Group ‘Teoría da Literatura e Literatura Comparada’ (GI-1371) at the Faculty 
of Philology and the research project PERFORMA: «Teatro sin teatro: teoría y práctica del no actor en la escena española of Philology and the research project PERFORMA: «Teatro sin teatro: teoría y práctica del no actor en la escena española 
contemporánea. PERFORMA 3» (PID2023-149349NB-I00). In 2024, he was awarded a contract for early-stage researchers contemporánea. PERFORMA 3» (PID2023-149349NB-I00). In 2024, he was awarded a contract for early-stage researchers 
by Banco Santander, which funded the project ‘Poesía multimedia de difusión online. Achegamento teórico e a través de by Banco Santander, which funded the project ‘Poesía multimedia de difusión online. Achegamento teórico e a través de 
corpus ás novas formas de poesía dixital’. His philological training is marked by his specialisation in Portuguese and German; corpus ás novas formas de poesía dixital’. His philological training is marked by his specialisation in Portuguese and German; 
his doctoral work revolves around multimedia poetic production in Iberian languages and its sociological, aesthetic and his doctoral work revolves around multimedia poetic production in Iberian languages and its sociological, aesthetic and 
communicational analysis. His thesis, ‘Poesía dixital ibérica online. Antoloxización e análise de corpus contemporáneo (2020-communicational analysis. His thesis, ‘Poesía dixital ibérica online. Antoloxización e análise de corpus contemporáneo (2020-
2025)’, co-directed by María Teresa Vilariño Picos (USC) and Manuel José de Freitas Portela (Universidade de Coimbra), is 2025)’, co-directed by María Teresa Vilariño Picos (USC) and Manuel José de Freitas Portela (Universidade de Coimbra), is 
funded by the Axudas Predoutorais da Xunta de Galicia (2025-2029).funded by the Axudas Predoutorais da Xunta de Galicia (2025-2029).

Rui TorresRui Torres, University Fernando Pessoa (UFP) / NOVA Institute of Communication (ICNOVA)., University Fernando Pessoa (UFP) / NOVA Institute of Communication (ICNOVA).

My name is My name is Ruth Oluyemi AkandeRuth Oluyemi Akande. I am an Assistant Lecturer at the University of Lagos and a PhD student. My current . I am an Assistant Lecturer at the University of Lagos and a PhD student. My current 
research focuses on immigration and integration in migritude novels.research focuses on immigration and integration in migritude novels.

Sara RaffelSara Raffel is an assistant professor in the English department at the University of Central Florida, where her research  is an assistant professor in the English department at the University of Central Florida, where her research 
focuses on narrative an interactivity in technical communication.focuses on narrative an interactivity in technical communication.

Scott RettbergScott Rettberg is Professor of Digital Culture at the University of Bergen and Director of the Center for Digital Narrative,  is Professor of Digital Culture at the University of Bergen and Director of the Center for Digital Narrative, 
a Norwegian Centre of Research Excellence. He is a co-founder and former executive director of the Electronic Literature a Norwegian Centre of Research Excellence. He is a co-founder and former executive director of the Electronic Literature 
Organization and the author or co-author of many electronic literary works and films such as  The Unknown, Kind of Organization and the author or co-author of many electronic literary works and films such as  The Unknown, Kind of 
Blue, Implementation, and Riverrun (fascistchicfascistquick). His creative / scholarly work has been exhibited internationally, Blue, Implementation, and Riverrun (fascistchicfascistquick). His creative / scholarly work has been exhibited internationally, 
including at major art venues and online exhibitions.  Rettberg’s research concerns electronic literature, digital culture, and including at major art venues and online exhibitions.  Rettberg’s research concerns electronic literature, digital culture, and 
computational narrative, and he has led major research initiatives such as the ELMCIP project and knowledge base.computational narrative, and he has led major research initiatives such as the ELMCIP project and knowledge base.

Sebastian R. RichterSebastian R. Richter is a graduate research assistant at the Department of Interdisciplinary and Multiscalar Area Studies,  is a graduate research assistant at the Department of Interdisciplinary and Multiscalar Area Studies, 
University of Regensburg, Germany. His PhD thesis deals with existential philosophy and failure in videogames. He is an University of Regensburg, Germany. His PhD thesis deals with existential philosophy and failure in videogames. He is an 
associated researcher at the Regensburg Digital Area Studies Lab (DAS|LAB). In addition, he experiments with digital associated researcher at the Regensburg Digital Area Studies Lab (DAS|LAB). In addition, he experiments with digital 
theater as a music theater director.theater as a music theater director.

I’m I’m Seth WilsonSeth Wilson, a software developer with Master’s degrees in Medieval History, English, and Computer Science. My brain , a software developer with Master’s degrees in Medieval History, English, and Computer Science. My brain 
always lives at the intersection of technology and the arts. I didn’t want to include this in the abstract, but the source code always lives at the intersection of technology and the arts. I didn’t want to include this in the abstract, but the source code 
for the project can be found at https://github.com/sethwilsonUS/aipoetryfor the project can be found at https://github.com/sethwilsonUS/aipoetry

Lt. (Retd.) Shafaat Mobarok Abdul JabberLt. (Retd.) Shafaat Mobarok Abdul Jabber is pursuing his PhD at EFL University in the Department of Linguistics. He was  is pursuing his PhD at EFL University in the Department of Linguistics. He was 
a Lieutenant in Bangladesh Navy. While changing his career track, he found that he could have an important role in the a Lieutenant in Bangladesh Navy. While changing his career track, he found that he could have an important role in the 
education field of Bangladesh. His research interests are sociolinguistics, linguistics and phonetics, development studies, education field of Bangladesh. His research interests are sociolinguistics, linguistics and phonetics, development studies, 
and cultural heritage of Bangladesh.and cultural heritage of Bangladesh.

Dr. Samya Brata RoyDr. Samya Brata Roy works in the fields of Electronic Literature, Videogame Studies and Digital Humanities. He is an  works in the fields of Electronic Literature, Videogame Studies and Digital Humanities. He is an 
Assistant Professor of English and the Co-ordinator of the Digital Technology and Cultural Change Cluster at the Centre Assistant Professor of English and the Co-ordinator of the Digital Technology and Cultural Change Cluster at the Centre 
for Asian Studies at Gitam (deemed to be) University, Hyderabad. He is/has been affiliated or a fellow with San Diego State, for Asian Studies at Gitam (deemed to be) University, Hyderabad. He is/has been affiliated or a fellow with San Diego State, 
University of Regensburg, University of London, Electronic Literature Organisation, and Humanities, Arts, Science, and University of Regensburg, University of London, Electronic Literature Organisation, and Humanities, Arts, Science, and 
Technology Alliance and Collaboratory. He co-founded ELitIndia, is a governing body member with DHARTI and a graduate Technology Alliance and Collaboratory. He co-founded ELitIndia, is a governing body member with DHARTI and a graduate 
committee member with ARDIN. He was an IITF member with ADHO, a Technical Advisory member with Humanities committee member with ARDIN. He was an IITF member with ADHO, a Technical Advisory member with Humanities 
Commons, a liaison with ACH and a Transcriber with The Canterbury Tales Project.Commons, a liaison with ACH and a Transcriber with The Canterbury Tales Project.
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Dr. Shanmugapriya T Dr. Shanmugapriya T is a researcher in digital humanities and digital literature, working within South Asian, particularly is a researcher in digital humanities and digital literature, working within South Asian, particularly 
Indian context. Her research focuses on questions of technology, gender, and environment in both conventional and digital Indian context. Her research focuses on questions of technology, gender, and environment in both conventional and digital 
literature, at times employing computational literary methods and tools for the former. She has published in DSH, DHQ, literature, at times employing computational literary methods and tools for the former. She has published in DSH, DHQ, 
and New Review of Hypermedia, among others. She is a co-founder of ICIDN with Mehulkumar Desai and serves on the and New Review of Hypermedia, among others. She is a co-founder of ICIDN with Mehulkumar Desai and serves on the 
Board of Directors of the Electronic Literature Organization, as Secretary of DHARTI, and as a Peer-review Editor of DHQ.Board of Directors of the Electronic Literature Organization, as Secretary of DHARTI, and as a Peer-review Editor of DHQ.

Shannon LeeShannon Lee is a first-year Master’s by Research student at the National University of Singapore. She received her BA in  is a first-year Master’s by Research student at the National University of Singapore. She received her BA in 
English Literature from the same university. Her current research interests include exploring the relationship between video English Literature from the same university. Her current research interests include exploring the relationship between video 
games and work and examining how video games represent life under neoliberal capitalism.games and work and examining how video games represent life under neoliberal capitalism.

Shweta KhilnaniShweta Khilnani is a PhD scholar at the Department of English, University of Delhi. Her PhD dissertation focuses on the  is a PhD scholar at the Department of English, University of Delhi. Her PhD dissertation focuses on the 
interactions between the literary, the affective and the political with respect to digital narratives. She is also as Assistant interactions between the literary, the affective and the political with respect to digital narratives. She is also as Assistant 
Professor in the department of English at SGTB Khalsa College, University of Delhi. Her recent publications include co-Professor in the department of English at SGTB Khalsa College, University of Delhi. Her recent publications include co-
edited collections of essays titled Science Fiction in India: Parallel Worlds and Postcolonial Paradigms and Imagining Worlds, edited collections of essays titled Science Fiction in India: Parallel Worlds and Postcolonial Paradigms and Imagining Worlds, 
Mapping Possibilities: Select Science Fiction Stories.Mapping Possibilities: Select Science Fiction Stories.

Shyla NuxolShyla Nuxol is a Digital Media graduate student at UCF working at the intersection of code, art, and interactive storytelling.  is a Digital Media graduate student at UCF working at the intersection of code, art, and interactive storytelling. 
Through browser-based experiences, interactive installations, electronic music, and mixed media art, she explores human-Through browser-based experiences, interactive installations, electronic music, and mixed media art, she explores human-
technology relationships, digital mysticism, and post-digital aesthetics under the alias shy.berspace. Her practice spans technology relationships, digital mysticism, and post-digital aesthetics under the alias shy.berspace. Her practice spans 
various software and media, creating meaningful digital experiences and worldbuilding projects inspired by internet poetics. various software and media, creating meaningful digital experiences and worldbuilding projects inspired by internet poetics. 
She interrogates how digital systems shape creativity, attention, and consciousness. Portfolio: https://shylanuxol-hub.She interrogates how digital systems shape creativity, attention, and consciousness. Portfolio: https://shylanuxol-hub.
github.io/portfoliogithub.io/portfolio

Simon BiggsSimon Biggs is an Adjunct Research Professor at the University of South Australia. An active media artist, writer and curator,  is an Adjunct Research Professor at the University of South Australia. An active media artist, writer and curator, 
his creative works have been presented, often as commissions, in significant international exhibitions, festivals, public sites, his creative works have been presented, often as commissions, in significant international exhibitions, festivals, public sites, 
etc. Publications include Remediating the Social (ed, 2012), Autopoiesis (with James Leach, 2004), Great Wall of China etc. Publications include Remediating the Social (ed, 2012), Autopoiesis (with James Leach, 2004), Great Wall of China 
(1999), Halo (1998), Magnet (1997), Book of Shadows (1996). His website is at https://www.littlepig.org.uk/(1999), Halo (1998), Magnet (1997), Book of Shadows (1996). His website is at https://www.littlepig.org.uk/

Dr. Siobhan O’FlynnDr. Siobhan O’Flynn is Assistant Professor, Teaching Stream, Canadian Studies Program, University College, University of  is Assistant Professor, Teaching Stream, Canadian Studies Program, University College, University of 
Toronto, Massey Fellow, Massey College 2023-2025, College Fellow at the University of St. Michael’s College 2025-2030, Toronto, Massey Fellow, Massey College 2023-2025, College Fellow at the University of St. Michael’s College 2025-2030, 
Director at Large, Kensington Market Historical Society. http://siobhanoflynn.com/ -- https://siobhanof.itch.io/ -- E-MoteAI.Director at Large, Kensington Market Historical Society. http://siobhanoflynn.com/ -- https://siobhanof.itch.io/ -- E-MoteAI.
com -- https://www.decameroncollective.com/ -- Siobhan O’Flynn is an interdisciplinary scholar whose research addresses com -- https://www.decameroncollective.com/ -- Siobhan O’Flynn is an interdisciplinary scholar whose research addresses 
the critical and creative applications and intersections of emergent digital technologies. Current and recent research the critical and creative applications and intersections of emergent digital technologies. Current and recent research 
include successive Jackman Humanities Institute Scholars-in-Residence funded projects on Red-Teaming Generative AI include successive Jackman Humanities Institute Scholars-in-Residence funded projects on Red-Teaming Generative AI 
Chatbots (May 2025 and May 2016). Current works use research-creation methods to test the affordances of generative AI Chatbots (May 2025 and May 2016). Current works use research-creation methods to test the affordances of generative AI 
tools for creative and social applications. Recent digital works test the co-creative affordances of generative AI programs tools for creative and social applications. Recent digital works test the co-creative affordances of generative AI programs 
(Midjourney, LivingAI, ChatGPT4) in works that explore the fluidity and construction of memory, elegy, and affect.(Midjourney, LivingAI, ChatGPT4) in works that explore the fluidity and construction of memory, elegy, and affect.

She is a member of the Decameron Collective, whose co-created works include two digital storyworlds, the VR Gallery, She is a member of the Decameron Collective, whose co-created works include two digital storyworlds, the VR Gallery, 
Decameron 2.0 exhibited at the ELO Conference 2022, and the VR experience, Memory Eternal, exhibited at the ELO Decameron 2.0 exhibited at the ELO Conference 2022, and the VR experience, Memory Eternal, exhibited at the ELO 
Conference 2023. Recent awards: Shortlist for the Chris Meade Memorial Prize 2023, New Media Writing Prize (UK) Conference 2023. Recent awards: Shortlist for the Chris Meade Memorial Prize 2023, New Media Writing Prize (UK) 
for Infinite Eddies; Shortlist for the Opening Up Prize 2023, New Media Writing Prize (UK) for Infinite Eddies; Shortlist: for Infinite Eddies; Shortlist for the Opening Up Prize 2023, New Media Writing Prize (UK) for Infinite Eddies; Shortlist: 
Opening Up Prize. The Decameron Collective’s Memory Eternal / (Opening Up Prize. The Decameron Collective’s Memory Eternal / (Вічная Пам’ятьВічная Пам’ять), received the New Media Writing ), received the New Media Writing 
Prize (UK)  and a Digital Humanities Award 2023.Prize (UK)  and a Digital Humanities Award 2023.

Sofia PonteSofia Ponte is an artist, curator, assistant professor at IADE - Universidade Europeia and researcher at UNIDCOM. is an artist, curator, assistant professor at IADE - Universidade Europeia and researcher at UNIDCOM.

Stephanie TrippStephanie Tripp is a digital media scholar and artist and an associate professor of communication at The University of  is a digital media scholar and artist and an associate professor of communication at The University of 
Tampa. Her scholarly and creative work investigates community identity, collective memory, and knowledge legitimation in Tampa. Her scholarly and creative work investigates community identity, collective memory, and knowledge legitimation in 
the digital age. Her immersive media projects explore the sacred dimensions of places familiar to her, including her native the digital age. Her immersive media projects explore the sacred dimensions of places familiar to her, including her native 
Tampa. She earned her Ph.D. at the University of Florida, and, prior to returning to Tampa, she was an assistant professor Tampa. She earned her Ph.D. at the University of Florida, and, prior to returning to Tampa, she was an assistant professor 
of communication at SUNY-Plattsburgh. She and her husband and creative collaborator, Thomas Cohen, live with their of communication at SUNY-Plattsburgh. She and her husband and creative collaborator, Thomas Cohen, live with their 
two cats in Tampa and spend their summers in the Adirondack hamlet of Westport, NY. Her recent virtual reality and two cats in Tampa and spend their summers in the Adirondack hamlet of Westport, NY. Her recent virtual reality and 
immersive video projects have appeared in gallery exhibitions organized by the FIVARS: Festival of International Virtual and immersive video projects have appeared in gallery exhibitions organized by the FIVARS: Festival of International Virtual and 
Augmented Reality Stories in Toronto, the University Film and Video Association (UFVA),  the International Digital Media & Augmented Reality Stories in Toronto, the University Film and Video Association (UFVA),  the International Digital Media & 
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Arts Association, and the Center for Communication, Media Innovation, and Social Change at Northeastern University, and Arts Association, and the Center for Communication, Media Innovation, and Social Change at Northeastern University, and 
in online exhibitions organized by SIGGRAPH-DAC and the Electronic Literature Organization. The Sacred Clearing, a VR in online exhibitions organized by SIGGRAPH-DAC and the Electronic Literature Organization. The Sacred Clearing, a VR 
project designed for Meta Quest headsets, was awarded first prize in new media by UFVA in 2024.project designed for Meta Quest headsets, was awarded first prize in new media by UFVA in 2024.

Steven XuSteven Xu is an NYU Tisch undergraduate Game Design major. is an NYU Tisch undergraduate Game Design major.

Stuart MoulthropStuart Moulthrop is Distinguished Professor of English at the University of Wisconsin-Milwaukee and most recently a co- is Distinguished Professor of English at the University of Wisconsin-Milwaukee and most recently a co-
editor of the forthcoming Joy of Electronic Literature, which is not a cookbook!editor of the forthcoming Joy of Electronic Literature, which is not a cookbook!

Susana y Carmen SanzSusana y Carmen Sanz -- We were also inspired by Susana who with her sister Carmen are Victoria Clarkson. Now quantized,  -- We were also inspired by Susana who with her sister Carmen are Victoria Clarkson. Now quantized, 
we are a collective of 8 authors under the name Quantized Victoria Clarckson.we are a collective of 8 authors under the name Quantized Victoria Clarckson.

Tanja GrubnicTanja Grubnic is a researcher of digital literary culture and a SSHRC Postdoctoral Scholar at Duke University. She completed  is a researcher of digital literary culture and a SSHRC Postdoctoral Scholar at Duke University. She completed 
her PhD in English in February 2025 at Western University. Her dissertation, titled “Art or Con? Exploring Instapoetry at the her PhD in English in February 2025 at Western University. Her dissertation, titled “Art or Con? Exploring Instapoetry at the 
Intersection of Influencer Culture, Authour-Entrepreneurism, and Literary Innovation” studies the convergence of artistic Intersection of Influencer Culture, Authour-Entrepreneurism, and Literary Innovation” studies the convergence of artistic 
and entrepreneurial activity evident in instapoetry, a type of born-digital literature. Her interests include understanding and entrepreneurial activity evident in instapoetry, a type of born-digital literature. Her interests include understanding 
how new readers engage with literature online for therapeutic purposes; the evolution of twenty-first century authorship how new readers engage with literature online for therapeutic purposes; the evolution of twenty-first century authorship 
into an entrepreneurial endeavour; and the shifting purposes of writing in the new attention economy.into an entrepreneurial endeavour; and the shifting purposes of writing in the new attention economy.

Terhi MarttilaTerhi Marttila is an artist, researcher and lecturer. Terhi holds a PhD in digital media (2022, University of Porto) and was  is an artist, researcher and lecturer. Terhi holds a PhD in digital media (2022, University of Porto) and was 
postdoctoral fellow at the Interactive Technologies Institute (2023-2025, eGames lab) and invited adjunct professor (IPCB). postdoctoral fellow at the Interactive Technologies Institute (2023-2025, eGames lab) and invited adjunct professor (IPCB). 
Marttila exhibits her digital artworks on leading online platforms for interactive digital art and writing, including raum.pt Marttila exhibits her digital artworks on leading online platforms for interactive digital art and writing, including raum.pt 
(invited artist), the New River, nokturno, taper as well as at leading national and international academic venues for digital (invited artist), the New River, nokturno, taper as well as at leading national and international academic venues for digital 
art and writing including ISEA, ELO, ICIDS, DIS and Videojogos. Her work is included in the Electronic Literature Collection art and writing including ISEA, ELO, ICIDS, DIS and Videojogos. Her work is included in the Electronic Literature Collection 
4 (ELC4). Https://terhimarttila.com4 (ELC4). Https://terhimarttila.com

Tess McNultyTess McNulty is an Assistant Professor of Digital Humanities in the English Department at the University of Illinois Urbana- is an Assistant Professor of Digital Humanities in the English Department at the University of Illinois Urbana-
Champaign. She is currently working on a book about major genres of viral content, and her academic and popular writing Champaign. She is currently working on a book about major genres of viral content, and her academic and popular writing 
have been published in venues like New Literary History, Cultural Analytics, and Harper’s.have been published in venues like New Literary History, Cultural Analytics, and Harper’s.

Theodora Bassey EtimTheodora Bassey Etim is a lecturer in the Department of Theatre and Media Studies at the University of Calabar, Nigeria.  is a lecturer in the Department of Theatre and Media Studies at the University of Calabar, Nigeria. 
Her research focuses on digital Nollywood, gendered power relations, and audience engagement within platformed media Her research focuses on digital Nollywood, gendered power relations, and audience engagement within platformed media 
environments, with particular attention to Global South digital practices. She is currently working on a PhD examining environments, with particular attention to Global South digital practices. She is currently working on a PhD examining 
cultural identity and gendered power in digital Nollywood narratives.cultural identity and gendered power in digital Nollywood narratives.

Tiffany FungTiffany Fung is a first-year MPhil research postgraduate student in English literary studies at the Chinese University of Hong  is a first-year MPhil research postgraduate student in English literary studies at the Chinese University of Hong 
Kong, where she also received a bachelor’s degree in English. Her research focuses on computational poetry and digital Kong, where she also received a bachelor’s degree in English. Her research focuses on computational poetry and digital 
erasure, as well as their intersections with race and queer identities.erasure, as well as their intersections with race and queer identities.

Tony VieiraTony Vieira is a Hamilton-based composer, sound & media artist, and immersive media producer whose work bridges  is a Hamilton-based composer, sound & media artist, and immersive media producer whose work bridges 
music, storytelling, and emerging technologies. With a background in ethnomusicology (PhD, York University) and music music, storytelling, and emerging technologies. With a background in ethnomusicology (PhD, York University) and music 
composition (MA, York University), Tony’s practice explores how sound shapes emotional experience, memory, and place. composition (MA, York University), Tony’s practice explores how sound shapes emotional experience, memory, and place. 
His work spans VR cinema, augmented reality, location-aware media, orchestral collaborations, hypermedia narratives, His work spans VR cinema, augmented reality, location-aware media, orchestral collaborations, hypermedia narratives, 
community arts initiatives, and interdisciplinary performance/installation.community arts initiatives, and interdisciplinary performance/installation.

As a composer and performer, Tony has created original music and soundscapes for virtual reality environments, locative As a composer and performer, Tony has created original music and soundscapes for virtual reality environments, locative 
storytelling projects, public art installations, documentaries, and interactive exhibitions. His compositions have been storytelling projects, public art installations, documentaries, and interactive exhibitions. His compositions have been 
featured internationally at the Electronic Literature Organization Festival (Porto, Bergen, Montréal), HASTAC (Toronto, featured internationally at the Electronic Literature Organization Festival (Porto, Bergen, Montréal), HASTAC (Toronto, 
Orlando), Galway Digital Cultures Initiative (Ireland), and major Canadian arts events including Supercrawl and the Art Orlando), Galway Digital Cultures Initiative (Ireland), and major Canadian arts events including Supercrawl and the Art 
Gallery of Hamilton. His VR, AR, and immersive audio pieces, Fractalize, Nightmares for Children, Mother|Home|Heaven, Gallery of Hamilton. His VR, AR, and immersive audio pieces, Fractalize, Nightmares for Children, Mother|Home|Heaven, 
and Can You Hear What I See?, reflect a long-standing commitment to exploring how technology can expand the expressive and Can You Hear What I See?, reflect a long-standing commitment to exploring how technology can expand the expressive 
power of sound.power of sound.

In addition to his artistic practice, Tony contributes music and sound design to large-scale interdisciplinary projects, In addition to his artistic practice, Tony contributes music and sound design to large-scale interdisciplinary projects, 
including the award-winning Ohneganos/Water is Life research initiative with the Six Nations of the Grand River, and including the award-winning Ohneganos/Water is Life research initiative with the Six Nations of the Grand River, and 
the African Nova Scotian Climate Justice Ambassadors Program, where he serves as media and music producer. Whether the African Nova Scotian Climate Justice Ambassadors Program, where he serves as media and music producer. Whether 
composing for VR, performing live, or crafting intimate sound experiences for public spaces, Tony’s work is rooted in a belief composing for VR, performing live, or crafting intimate sound experiences for public spaces, Tony’s work is rooted in a belief 
that sound is a uniquely powerful tool for connection between people, places, histories, and imagined futures.that sound is a uniquely powerful tool for connection between people, places, histories, and imagined futures.
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Vee KennedyVee Kennedy is a full-time Instructor in the Department of Writing and Rhetoric at the University of Central Florida and is also  is a full-time Instructor in the Department of Writing and Rhetoric at the University of Central Florida and is also 
enrolled in the Texts and Technology PhD Program. Their work has been published in The Journal of Replaying Japan, Kairos: enrolled in the Texts and Technology PhD Program. Their work has been published in The Journal of Replaying Japan, Kairos: 
A Journal of Rhetoric, Technology and Pedagogy, Composition Forum, and WPA: Writing Program Administration.  Professor A Journal of Rhetoric, Technology and Pedagogy, Composition Forum, and WPA: Writing Program Administration.  Professor 
Kennedy’s research interests include rhetoric in translation and localization, Japanese media studies, neurodivergence and Kennedy’s research interests include rhetoric in translation and localization, Japanese media studies, neurodivergence and 
accessibility, and decolonial theory. When they are standing over the stand mixer at 2:00 A.M., what stares back is a close accessibility, and decolonial theory. When they are standing over the stand mixer at 2:00 A.M., what stares back is a close 
reading of carbohydrates.reading of carbohydrates.

Verónica Paula GómezVerónica Paula Gómez - Freie Universität Berlin - veronicapgomez@gmail.com - PhD in Humanities, MA in Comparative  - Freie Universität Berlin - veronicapgomez@gmail.com - PhD in Humanities, MA in Comparative 
Cultures and Literatures, and BA in Literature. Her research focuses on the relationship between poetic/political migrations Cultures and Literatures, and BA in Literature. Her research focuses on the relationship between poetic/political migrations 
of digital literature and its interzonal location. Currently Humboldt Foundation Postdoctoral Fellow at the Freie Universität of digital literature and its interzonal location. Currently Humboldt Foundation Postdoctoral Fellow at the Freie Universität 
Berlin. Member of the Latin American Electronic Literature Network (Lit(e)lat) and part of the editorial committee of Lit(e)Berlin. Member of the Latin American Electronic Literature Network (Lit(e)lat) and part of the editorial committee of Lit(e)
lat Anthology (vol. 2). Her website: https://verogomez.com.ar/lat Anthology (vol. 2). Her website: https://verogomez.com.ar/

Vinicius MarquetVinicius Marquet (born 1982) is a Mexico City-based artist, designer, and researcher. His work explores the intersection of  (born 1982) is a Mexico City-based artist, designer, and researcher. His work explores the intersection of 
digital culture, algorithms, and human interaction through electronic literature and participatory experiences.digital culture, algorithms, and human interaction through electronic literature and participatory experiences.

Watson HartsoeWatson Hartsoe is a researcher and computational arts practitioner at the Georgia Institute of Technology. His work  is a researcher and computational arts practitioner at the Georgia Institute of Technology. His work 
explores the intersection of generative AI, interactive media, and cultural systems theory, focusing on how computational explores the intersection of generative AI, interactive media, and cultural systems theory, focusing on how computational 
systems simulate complex human and ecological expressions. He develops generative pipelines, interactive simulations, and systems simulate complex human and ecological expressions. He develops generative pipelines, interactive simulations, and 
toolchains that bridge technical AI development with experimental digital storytelling and artificial life.toolchains that bridge technical AI development with experimental digital storytelling and artificial life.

Wolfgang BongersWolfgang Bongers - Universidad Católica de Chile - wbongers@uc.cl - PhD in Literature and Intermediality (University of  - Universidad Católica de Chile - wbongers@uc.cl - PhD in Literature and Intermediality (University of 
Siegen, Germany). Associate Professor at Facultad de Letras, Catholic University of Chile. Director of several national and Siegen, Germany). Associate Professor at Facultad de Letras, Catholic University of Chile. Director of several national and 
international research projects. Principal research areas: impact of audiovisual and digital media in Latin American Literature international research projects. Principal research areas: impact of audiovisual and digital media in Latin American Literature 
and Culture, Art & Technologies, archives and memories. Author of books and numerous essays in the fields of literary and and Culture, Art & Technologies, archives and memories. Author of books and numerous essays in the fields of literary and 
film critique, cultural studies and the theory of media, https://orcid.org/0000-0001-9269-7324film critique, cultural studies and the theory of media, https://orcid.org/0000-0001-9269-7324

Xiang YuXiang Yu is an independent researcher exploring the philosophical boundaries of human-AI interaction. His work focuses on  is an independent researcher exploring the philosophical boundaries of human-AI interaction. His work focuses on 
epistemic scaffolding, performative contradiction in large language models, and the ontology of synthetic memory.epistemic scaffolding, performative contradiction in large language models, and the ontology of synthetic memory.

Dr. Licheng XieDr. Licheng Xie graduated from the Department of English at Lancaster University, UK, and currently serves as a lecturer at  graduated from the Department of English at Lancaster University, UK, and currently serves as a lecturer at 
the University of Science and Technology of China. Her main research areas include American literature and digital media the University of Science and Technology of China. Her main research areas include American literature and digital media 
arts, with published works such as “The Digital Physics of Reading DeLillo” and “DeLillo’s Language as Visual Art in the arts, with published works such as “The Digital Physics of Reading DeLillo” and “DeLillo’s Language as Visual Art in the 
Digital Age.” She also contributed to the digital literary work “Peaceful Dream” by Norwegian artist Ottar Ormstad, which Digital Age.” She also contributed to the digital literary work “Peaceful Dream” by Norwegian artist Ottar Ormstad, which 
was included in the 4thvolume of Electronic Literature Organization. Her ongoing projects explore the intersection of was included in the 4thvolume of Electronic Literature Organization. Her ongoing projects explore the intersection of 
technology and humanities through digital literary creation and research. She leads an electronic literature student team at technology and humanities through digital literary creation and research. She leads an electronic literature student team at 
USTC, exploring the use of AI-assisted creation of bilingual Chinese-English digital literary works.USTC, exploring the use of AI-assisted creation of bilingual Chinese-English digital literary works.

Xuan TangXuan Tang is an undergraduate student majoring in Cognitive Science and Comparative Literature at the University of  is an undergraduate student majoring in Cognitive Science and Comparative Literature at the University of 
California, Berkeley. She uses a multimedia approach to explore the intersection of the humanities and digitality in our era. California, Berkeley. She uses a multimedia approach to explore the intersection of the humanities and digitality in our era. 
Personal Website: https://thewordiwishedtosay.github.io/Xuan-WesbitePersonal Website: https://thewordiwishedtosay.github.io/Xuan-Wesbite

Yan St-OngeYan St-Onge is an intermedia artist, poet, and performer. He holds a PhD in semiotics from the Université du Québec à  is an intermedia artist, poet, and performer. He holds a PhD in semiotics from the Université du Québec à 
Montréal. He also graduated from the École Supérieure des Beaux-Arts de Marseille. At the intersection of visual arts, Montréal. He also graduated from the École Supérieure des Beaux-Arts de Marseille. At the intersection of visual arts, 
digital arts, and literary arts, his creative work has been shown in Canada, France, Portugal, and on the web in the form digital arts, and literary arts, his creative work has been shown in Canada, France, Portugal, and on the web in the form 
of exhibitions, images, projections, performances, texts, and sound works. His poems and texts have been published in of exhibitions, images, projections, performances, texts, and sound works. His poems and texts have been published in 
various journals. His performance work combines performance art, digital arts, poetry, and sound poetry. In recent years, his various journals. His performance work combines performance art, digital arts, poetry, and sound poetry. In recent years, his 
creative work has been influenced by conceptual practices, electronic literature, interactive poetry, and digital culture. Over creative work has been influenced by conceptual practices, electronic literature, interactive poetry, and digital culture. Over 
the past two years, he has been working on a research project focusing on the use of AI in the creative process.the past two years, he has been working on a research project focusing on the use of AI in the creative process.

Yingzi/Kathryn KongYingzi/Kathryn Kong is a Ph.D. candidate of the Texts and Technology program at the University of Central Florida. Her  is a Ph.D. candidate of the Texts and Technology program at the University of Central Florida. Her 
fascination with video games, digital storytelling, cross-cultural communication and second language (L2) education drives fascination with video games, digital storytelling, cross-cultural communication and second language (L2) education drives 
her to explore how games can enhance immersive language learning and computer-assisted L2 training and translation her to explore how games can enhance immersive language learning and computer-assisted L2 training and translation 
(CAL2T).(CAL2T).
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Yohanna Joseph WaliyaYohanna Joseph Waliya is a PhD Scholar at the University of Lagos. He obtained M.A. French Studies (Twitterature;Twitterbot  is a PhD Scholar at the University of Lagos. He obtained M.A. French Studies (Twitterature;Twitterbot 
poetry) at the Ahmadu Bello University, Zaria, Nigeria. He is a Nigerian digital poet, distant writer, ludokinetic writer, poetry) at the Ahmadu Bello University, Zaria, Nigeria. He is a Nigerian digital poet, distant writer, ludokinetic writer, 
novelist, playwright, python programmer, winner of the Janusz Korczak Prize for Global South 2020, Electronic Literature novelist, playwright, python programmer, winner of the Janusz Korczak Prize for Global South 2020, Electronic Literature 
Organization Research Fellow, UNESCO Janusz Korczak Fellow, Creator & Curator of MAELD and ADELD [2022 Emerging Organization Research Fellow, UNESCO Janusz Korczak Fellow, Creator & Curator of MAELD and ADELD [2022 Emerging 
Open Scholarship Award: Honourable mention by The Canadian Social Knowledge Institute (C-SKI)], Executive Director Open Scholarship Award: Honourable mention by The Canadian Social Knowledge Institute (C-SKI)], Executive Director 
of AELA& ADELI (https://african-elit.org ), International Association for Advancement of Artificial Intelligence Conference of AELA& ADELI (https://african-elit.org ), International Association for Advancement of Artificial Intelligence Conference 
on Web and Social Media [ICWSM ] Scholar 2021-2022, Scrimba Scholar 2022-2023, and Hastac Scholar 2021-2023. He on Web and Social Media [ICWSM ] Scholar 2021-2022, Scrimba Scholar 2022-2023, and Hastac Scholar 2021-2023. He 
writes in English and French. Among his works are : La récolte de vie (play), Monde 2.0 (play), Hégémonie Disparue (novel), writes in English and French. Among his works are : La récolte de vie (play), Monde 2.0 (play), Hégémonie Disparue (novel), 
Quand l’Afrique se lèvera (novel), Homosalus (digital poetry), Momenta (digital poetry), @TinyKorczak (Twitterbot-poetry), Quand l’Afrique se lèvera (novel), Homosalus (digital poetry), Momenta (digital poetry), @TinyKorczak (Twitterbot-poetry), 
Climatophosis (digital poetry: The best use of DH for Fun 2020), Inferno 2.0 (ludokinetic poetry) etc. He is also a lecturer Climatophosis (digital poetry: The best use of DH for Fun 2020), Inferno 2.0 (ludokinetic poetry) etc. He is also a lecturer 
at the Nigeria French Language Village, Ajara-Badagry, Lagos.  His research interests cover distant writing, distant reading, at the Nigeria French Language Village, Ajara-Badagry, Lagos.  His research interests cover distant writing, distant reading, 
digital poetry, Metaversal literature, Twitterbot-poetry, Twitterature, Digital Humanities and language discourse, training digital poetry, Metaversal literature, Twitterbot-poetry, Twitterature, Digital Humanities and language discourse, training 
Artificial Intelligence to speak Nigerian Pidgin English.Artificial Intelligence to speak Nigerian Pidgin English.

Yolanda de Gregorio RobledoYolanda de Gregorio Robledo is an Assistant Professor in the Department of French and English Philology at the University  is an Assistant Professor in the Department of French and English Philology at the University 
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Introduction Introduction 
These proceedings represent the second time that I have had the honor to work as the 
proceedings chair and editor for the Electronic Literature Organization conference. The first 
time I was proceedings chair was for the 2024 online ELO (Un)Linked conference. To my 
knowledge, this was the first time the ELO conference would be accompanied by published 
proceedings. Back then we received 5 submissions. This year we received almost 6 times that 
many!
This year’s conference theme, (Un)Supervised sparked a wide number of interpretations, 
ranging from questions about who is making, consuming, and spreading electronic literature in 
all of its many forms. Some Papers in this collection express an interest in the reconstruction of 
projects that were lost, overlooked, or viewed in new light. Meanwhile, others explore the form, 
style, and process of electronic writing. They explore the human (and non-human!) elements of 
how we use technology and play to communicate and educate.  
(Un)surprisingly, there are also many papers engaging with perhaps the hottest issue of our 
time, Artificial Intelligence. I do not think it is controversial to say that as a catch-all term for 
machine learning, large language models, and similar computational systems has sparked a 
general anxiety and excitement around the possibilities of these tools. It seems that for the 
past 5 years we have been in the midst of shift in paradigm and an epistemic shift.  Electronic 
literature is in a uniquely fitting position to tackle the questions of Generative AI. How do 
we understand our relationship with this technology as practitioners, readers, educators, and 
students? What parts of the process call to us even as AI poses the danger of alienating us from 
our own creativity? How can we make the blackbox of generative AI visible through our own 
playful engagement and creation? 
Echoing my past sentiment, the projects, papers, and workshops presented at this year’s 
conference show a hopeful outlook for the future of creativity globally. Even when our work is 
(Un)Supervised.  

Jack Murray, Ph.D.Jack Murray, Ph.D.
The University of Texas at Dallas
Bass School of Arts, Humanities, and Technology



Connected/Disconnected
An AI-Assisted Interactive Digital Poetry Portfolio 

Emery Beckman 

Introduction 
AI cannot independently produce human-centered text due to its inability to recognize emotional 
appeal. However, agentic AI is built around digital support for automation, coding, and various tasks. 
Relying on agentic AI versus generative allows for assistance that does not overshadow authorship. 
Generative AI creates output based on requested instructions through prompts, producing completed 
text on its own. Agentic AI focuses on automating tasks that assist human actions by using various 
tools to develop seamless processes, goals, and outcomes. Therefore, careful consideration of AI tool 
selections establishes the project’s initial credibility.

Poetry connects humans through subjects, real-world experiences, and observations in ways 
irreplaceable by machines. Martin argues that we “know more about character, style, image, creativity, 
poetry, and so forth than computer scientists,… but we are not great at translating this knowledge into 
the kinds of critique or intervention that broader publics will read, nor are we rewarded for doing so” 
(par. 5). Electronic literature offers a unique angle for inserting AI into creative inventions, crediting 
artists for their contributions and expanding the genre of writing through digital works. In my project, 
I demonstrate AI as a useful tool focused on coding and prompting. Specifically, relying on Claude 
Code ensures that the collaboration is centered around AI as the digital assistant and me as the writer, 
utilizing the code to leverage my written texts in digital spaces. AI as a tool redefines what counts as 
literature instead of what gets left out (Hayles).

The poetry portfolio, “Connected/Disconnected,” consists of three sections of poetry that each offer a 
unique interactive element for users, allowing them to contribute to the meaning of the final poem. The 
site incorporates interactive elements, including erasure poetry activities, emotionally illustrated graphics 
that accompany the text, and fill-in-the-blanks for users to write aspects of the poem themselves. Each 
of these design features extends poetry into new digital inventions. 

The portfolio centers on what AI cannot produce, using AI literacy and rhetorical prompting to fill the 
gaps with my own rhetoric and creative writing expertise. The narrative develops around the tensions 
between society and technology, positioning the push and pull of these concepts and inviting users to 
take a position on the matter. I use rhetorical analysis to prompt AI to generate specific graphics that 
coincide with the poem’s main themes, analyzing how AI can extend the boundaries of emotion through 
the rhetorically driven prompting.
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Context
Hayles defines electronic literature as something that builds upon human production. Applying Hayles’ 
framework to AI demonstrates how writers can use it to develop ideas, forms, and the genre itself. 
Applying Hayles’ theory positions AI in electronic literature through rhetorical analysis and prompting 
based on classical rhetorical concepts. The framework of the poems connects juxtaposing forces of 
human connection and technology. Continuously asking Claude Code to make poems as emotional as 
possible pushes the boundaries of AI through rhetorical prompting around pathos.

Prompting Claude Code toward emotional output enacts Aristotle’s pathos, a rhetorical strategy that 
appeals to human emotions. Applying Aristotle’s pathos to modern technology required understanding 
AI’s limits and guiding it to produce emotional effects. This process needed many iterations, including 
refining output and introducing specific imagery that evoked emotion. The approach also required 
eliminating features that AI could not accurately produce, such as facial expressions or elaborate 
illustrative visions. By combining my ideas with rhetoric, I enhanced my visions, leveraging AI’s limited 
role in emotion. 

Noble notes, “There is a missing social and human context in some types of algorithmically driven 
decision making, and this matters for everyone engaging with these types of technologies in everyday 
life” (10). This level of emotional transfer is unachievable by AI but becomes a pathway to broadening 
electronic literature when utilized in the prompting methods of the project. Mitchell states in Artificial 
Intelligence: A Guide for Thinking Humans, “Not until a machine can write a sonnet or compose a 
concerto because of thoughts and emotions felt, and not by the chance fall of symbols, could we agree 
that machine equals brain—that is, not only write it but know that it had written it” (11). Connecting 
Aristotle to existing scholars establishes a foundation for rhetoric to be present in modern technologies, 
adaptable to electronic literature. Mitchell’s observation affirms that humans cannot be replaced in 
writing, creating space to make new meaning in poetry with AI instead of sacrificing authorship. 

Figure 1. Claude Code 
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Figure 1 reveals the technical specifications utilized in the making of the site, providing a model for 
the extensive coding and technical skills otherwise needed without the digital support of Claude Code. 
The collaboration with AI allowed me to bring my writing into a digital and interactive space while 
focusing on my writing skills and creative visions articulated through prompting. The figure consists 
of coding languages, accessibility features, platforms, and more, automating digital functions without 
harming my creative efforts. It represents how AI as a digital assistant highlights a writer’s work by 
creating automated modes for the poem without taking on the role of the writer. The model allows 
writers to enter digital spaces without having fluency in each technical area. 

Each poem is meant to build upon this narrative from various perspectives and showcase how digital 
poetry can expand upon the genre while also acknowledging the implications of AI within creative 
works. The multimodal and remediated form of poetry is built on the idea that the mode itself is a part 
of the message and subject of the poem. McLuhan argues that multimodal forms are not an aesthetic 
design but an expansive model for the written text, and the medium creates meaning alongside 
content, opening an opportunity to recognize and leverage meaning through modes. Multimodality 
becomes a method for bridging the gap between humans and technology by using graphics as 
emotional and persuasive elements of the interactive poems. 
This connection to rhetoric and emotion remediates literacy by 
offering interfaces, such as the phone, as part of the literature 
itself (Bolter and Grusin). 

Genres 
Figure 2. Interface 

The first section displays an interactive poem using a phone 
as the interface. Each poem resides in a specific app or 
phone icon, adding an additional literary device. The poems 
themselves are written in accompanying forms, such as a 
text thread within the messaging app. Figure 2 showcases AI-
assisted graphics that contribute to the meaning-making of the 
poem by incorporating multimodal forms of presentation that 
mirror the physical technology presented. By applying digital 
rhetoric to poetry, the themes, imagery, and graphics can offer 
rhetorical persuasion. The image reflects the home screen of a 
phone, which provides an immersive experience in real-time to 
actively engage in technological models of communication and 
digital spaces. The interactive element positions the audience 
as active participants in the poem’s meaning. 
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Figure 3. AI-Assisted Graphics 

Figure 3 demonstrates how language generates actions based on 
the poem’s intended message. If the user responds negatively in 
the mirrored text message thread by choosing a poetic line that 
insinuates technology leads to negative impacts on society, the 
screen will populate a notification with graphics displaying that 
the message cannot be delivered. Symbols, colors, and graphics 
amplify the poem’s message in the form of the device. The battery 
percentage on the phone resembles the accuracy of the device 
display while offering a metaphor for the draining of human 
interaction. The device invites the audience to actively engage with 
the technology and consider implications as described in the digital 
poems. This rhetorical decision is based on the poems not only 
embedding digital aesthetics but also using AI to further highlight 
the poem’s argument and meaning. Extending this approach 
to poetics within digital spaces broadens the genre and scope 
(Hayles).

Figure 4. Heart Shaped Poem 

The second section of the site offers a similar 
yet alternate approach to interactive poetry. 
The poem consists of a cluster of words, each 
linking to its own sonnet. Users can click on 
a word that resonates with their feelings 
on technology versus society and view the 
provided poem. Claude Code executed the 
requested feature, arranging all the words into 
a heart when users pause the screen. Figure 
4 represents  the user and interactivity of the 
audience in digital spaces by prompting the 
user to click on any word, allowing the poem to change based on user preference and clicks. The heart 
formed through clusters of words on the screen adds imagery by prompting AI-accompanying graphics, 
demonstrating how AI produces pathos, even without emotional intelligence.  Through emotional 
symbols and animations, the poems develop in conjunction with the portfolio’s central themes. 
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The concept of humanity connects to the otherwise 
technical arrangement of poetic words on the screen. 
The strategic choice functions as a method for 
incorporating pathos into the poem. Claude Code 
is unable to articulate emotions, but through the 
accompanying graphics, the illustrations emphasize 
the emotional appeal of the message. Applying 
classical rhetoric components, such as pathos, helps 
to bridge human connection to AI-assisted works. 

The hypertext structure alters the ending of the 
poem based on their provided response, making the 
audience a contributor to the final poem and an active 
participant in the design of the creative narrative. 
Hypertext transforms audiences into producers of 
the text, which is applied in this model through user 
capabilities and coded features (Landow). The AI-
assisted graphics extend agency and authorship to 
the audience and create a nonlinear framework for 
digital poetics.

Figure 5. When Pixels Cry 

The final section contains a poem called “When 
Pixels Cry,” which consists of moving tears behind the poem. The title itself incorporates juxtaposition 
by pairing a technical term with an emotional human response. The rhetorical move enhances the 
argument of technology and society. Figure 5 captures the poem prior to users clicking on the poem’s 
title, releasing a flood of tears into the body of the text. The poem also displays hovering capabilities 
that trigger a glitching effect over technology-related words, forming actions for the technological terms 
in the poem. The glitching effect not only captures digital capabilities in poetry but also insinuates the 
argument by acknowledging the error of modern technology, showing a disconnection from human 
engagement. The animated tears and glitching effects position human emotion as a core element 
of technology advancements. All three poems connect to one another, arguing for a compromise of 
humans and technology. 

Conclusion
The core framework of this portfolio embodies the (un)supervised approach to electronic literature, 
establishing a co-relationship between AI graphics and critically evaluated human prompts rooted 

in human-written text containing emotional depth. Noble identifies the unaddressed harms of 
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embedded bias within algorithms, including AI output. Noble adds, “Biased traditional media processes 
are being replicated, if not more aggressively, around problematic representations in search engines” 
(85). Noble’s concern validates the need to establish a model that puts humans above technology and 
allows creative expression to remain present in digital spaces. Understanding the different capabilities 
of AI platforms offers agency to users and establishes parameters around what AI can and cannot 
contribute to the creative product. 

Although AI plays a role in the final site, it does not gain authorship because it is acting as an assistant 
to human creative directions. Collaborating alongside AI preserves creativity while exploring digital 
possibilities. Recognizing these boundaries develops a credible project with intentional prompting and 
preserved authorship. 	

Bringing together digital rhetoric, AI literacy, and creative writing establishes how these combined 
elements can further persuade audiences in the larger field of electronic literature. Writers critically 
engaging with AI prompting through specific language and intentional evaluation of the output preserve 
authentic voice and emotion. Bender and Hanna caution against trusting AI as a replacement tool, 
making this project a replicable model of their argument for maintaining human authorship. Using AI 
tools through human-driven creative ideas brings forth new forms of literacies in digital spaces.
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Text Editors that Move
Alex Calderwood

Introduction
The last thing I want is topsdbns
  ;lr
  ‘  /  . . . exactly.
we want our word processor to be predictable and ready-to-hand. This is not something we 
expect from an artwork

-	 Simon Penny (Penny, 404)

Text editors have been widely theorized. Early views of the text editor as a tool to hunt for “the perfect 
draft” (Kirshenbaum), as a material worksurface for the arrangement of text and thought (Hayles; 
Hermansson and Saar), as a vessel for producing language that helps to construct one’s sense of 
self (Hermansson and Saar). I will examine how text editors, as spatiotemporal language interfaces, 
bear close relationship to other media objects—namely, kinetic poetry and writing games—and show 
how we can use this close relationship to explore critical theories of poetic constraint and the nature of 
automated writing technology as it impacts writing experience. To get there, I’ll discuss how The Writer’s 
Project explores a design space between word processors and games, providing experiences of text 
editing that challenge contemporary paradigms of language production. Toying with the mechanisms 
of modern text editing technology is a project of critical design (Malpass), whose “non-rational” design 
objects satirize societal concerns.

The Writer’s Project
The Writer’s Project is an in-
progress writing interface 
gallery, a series of eccentric text 
editors-as-media-objects begun 
in early 2025. As a critical design 
and critical literacy project it 
interrogates the boundaries 
between tools, instruments, 
and artworks, as well as 
between artists, systems, and 
representations.

Figure 1: A screenshot from Drifts, which has players author individual pages from a scripted sequence of Writer’s 
Project text editors. In this case, each text is composed using a different that replaces words in the player’s text 
with their synonyms in different manners. 
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Formally, The Writer’s Project is an online collection of text editors, mostly minimalist editors that 
loosely resemble word processors such as Microsoft Office or Google Docs, made with HTML, CSS, 
and Javascript. Most editors have a twist that only reveals itself through writing: one editor doesn’t 
recognize the backspace key, another attempts to delete text, one will hijack words that don’t appear in 
Finnegan’s Wake. Some of the editors are more obviously games, such as a collection of Textris editors 
that send falling words into a text for sorting (Figure 2, outer image).

The editors were designed sometimes as tools for the production of novel textual forms, sometimes to 
challenge or support critical arguments, otherwise as visual experiments, and conceptual toys. More 
are being added, with the goal of opening up the interactive gallery as something like a journal of text 
editors, with text editors submitted and published on a rolling basis. Additionally, The Writer’s Project: 
Drifts, is a site that presents the player with a curated sequence of editors, levels that when completed 
form the pages of a printable chapbook.

Text Editor as Mosaic
The text editor as tool produces language with communicative function. As Tanaka writes, “The term 
tool implies that an apparatus takes on a specific task, utilitarian in nature, carried out in an efficient 
manner” (Tanaka 269). 

The text editor as instrument can be mastered. Its hotkeys and formatting functions give it a 
characteristic ‘voice’, like a cello, and can be performed or replayed, as in Noah Wardrip-Fruin’s textual 
instruments which are performed (Wardrip-Fruin).

The text editor as cultural object has been subject to many scholarly treatments, typically interested 
in their use by writers to produce language that has some communicative value or artistic significance 
(Kirschenbaum; Heim; Tenen; Hayles, “Virtual Bodies”)

The text editor as craft has led interface designers to consider the extent to which creativity support 
tools (broadly including text editors) can be said to exert influence on the works created with them (Li 
et al.).

The text editor as exploration has led artists to avant garde interfaces for textual expression (Parrish, 
New Interfaces).

The text editor as technical support comes from a post-medium view of art in which processes 
constitute meaning, valued over mechanisms and materials (Juliff and Cox; Staten).

The text editor as media object leads us to hold these views together. With The Writer’s Project, we 
ask: Do text editors themselves have the capacity to work as media objects, to move in the sense of a 
painting, film, or game? 
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Text Editors as Kinetic Poetry
N. Katherine Hayles proposes digital poems as “machines to organize time” (Hayles, “Time of Digital 
Poetry”). In the same essay, Hayles cites Loss Pequeño Glazier “agreeing with Jerome McGann that 
the defining characteristic of literary language is the impulse to investigate its conditions of possibility”. 
The works discussed in the essay, including John Cayley’s riverIsland, are authored texts that animate 
with various attention to how meaning is created through the play between words and their temporality 
(and spatiality). Hayles writes:

These poemevents, similar to the readers they construct and require, are rivers that 
flow, processes that evolve, materialities that emerge contingently, flickering in the 
constantly changing plays of meanings.

(Hayles, “Time of Digital Poetry”)

Meant to describe a digital poem, this passage could just as easily describe a text editor. Where 
as much as while editing text do we see language’s “conditions of possibility” as described here? 
My point here is that text editors are already kinetic text experiences, and if not kinetic poems 
themselves, don’t need much tweaking to become such.

Editors that Play with Time
Annelyse Gelman’s platform Midst (https://midst.press/) and a number of editors in The Writer’s Project 
(which were inspired by Midst) provide interesting temporal reading experiences by replaying a writer’s 
keystrokes on the page. Midst allows viewers to watch a poet’s composition in real time, communicating 
the passion of rapid insertions or the slow deliberation of cuts. Similarly, The Writer’s Project “rotidE 
eslaF” editor loops each word that is written in the order it was written, but with glaring word choice 
substitutions drawn from a dictionary of synonyms. Another editor, the “Slug” editor, blacks out all but a 
small moving window of the text. This latter editor, in its simplicity, might be read as the most minimal 
tweak to the canvas of the text editor that might be charitably read as a kinetic poem, though of course 
the user supplies the text.

Poetry Games as Constraints
Games in which a primary player activity is to compose texts (‘writing games’) have taken many forms. 
There exists some game studies scholarship on collaborative storytelling games such as Aaron Reed’s 
taxonomy of its gameplay forms (Reed), and less scholarship about the subset of those games in 
which gameplay mechanics orchestrate player writing. Oulipian games, and the modern solo journaling 
games are closer to our focus, the latter often combining dice rolls with elaborate writing prompts 
instructing players to respond to story world events by composing text.
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A 2014 special issue of Comparative Literature Studies titled Poetry Games, had an editor declare “The 
notion of poetry as a game or project—in which the writer devises an idea, concept, or set of procedures 
or practices that help generate the work—has become central to contemporary poetry” (Eburne and 
Epstein). Casting this ludopoesis as oppositional to ingrained attitudes of poetry, romantic ideals of 
creativity and the genre’s air of seriousness, the volume makes the case that games play an expansive 
role in both producing and interpreting today’s writing. In mapping gameplay to writing activities and 
discourses, this issue suggests analytical frames for games and highlights critical issues at the center 
of text interfaces and games (more below). 

A number of the essays in the Poetry Games special issue inspired text editors in The Writer’s Project—
as did essays from the 2006 New Media Poetics anthology (Morris and Swiss). In one, Jacquelyn 
Ardam uses the form of the abecedarian (a poem in which word or stanzas are alphabetically ordered) 
to critique the conditions of its artistic use (namely, conceptual writing) (Ardam). In the essay Terrible 
Engines, Brian Kim Stefans, revisiting debates about the degree to which constraints influence creative 
activity, argued that a certain genre of contemporary experimental texts might be considered a form 
of prosthesis for visiting “the unthinkable”. The lipogramatic, post-Oulipian texts such as A Palindrome 
Story and Only Revolutions “attempt to launch readers into a type of thinking” outside of common 
experience. Stefans considers these texts “truly cybernetic in that they often simply chart a series 
of feedback loops between ‘author’ and materials” (Stefans 159). This view of prosthesis bears a 
relationship to Max Kreminski’s Computational Poetry is Lost Poetry, arguing that search procedures 
“lead human poets to places that they would not otherwise explore” (Kreminski).

Though we might think—in something like the Oulipian view of literature as constraint–-to borrow or 
operationalize a process/game or metrical constraint as a system of rules or textual procedures, the 
ways in which we operationalize those rules constitutes a series of non-neutral or value-based readings 
(Ramsay). The ‘game’ of designing the conceptual elements of The Writer’s Project has not been to 
represent a series of writing constraints as digital systems, but rather to gather observations from 
the interpretation of writerly constraints such that these critiques or observations can be nodded to 
in a playable way. If successful, constraint oriented writing games, like successful constraints, orient 
the writer towards “opportunities for anti-procedural intervention that transfers textual authority or 
governance away from rule-based procedures and back toward the author” (Ardam). In this way, writing 
games respond to discourses about computational and post-structuralist writing, the “algorithmically 
insidious and ambivalent” affect of constraint technologies (Whalen; Bertram).
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Figure 2: (smaller) A screenshot of a text 
editor that playfully marks certain words 
as ‘incorrect’, in this case those words not 
occurring in Finnegan’s wake. (surrounding) 
The next ‘level’ in this Drifts sequence uses 
those ‘mistakes’ as textual material (red 
words) in a game of Textris. Dropping words to 
fill the last line ‘writes’ the line into the poem.

Constraints are Texts are 
Games are Texts
Related to the ways in which Ardam 
critiques contemporary (conceptual) 
writing via the attributes of a constraint, 
Allison Parish has written about how the iconography of spellcheck speaks to its form of linguistic 
control that spellcheck exerts (Parrish, “Desire (under)lines”). Identifying spellcheck as one of the most 
ubiquitous AI systems, Parish notes how spellchecker’s red squiggly underlines evoke twisted chords 
or “tortured syntax” (Parrish, “Desire (under)lines”). Adopting this lens, The Writer’s Project has a series 
of “Antichecker” editors, experiments that came about trying to animate this sense of boundedness 
(inner image, Figure 2).

Resistance through Constraint
As text editors and other media-making technologies move from predictable to predictive, we require 
an ability to read their operations as cultural objects. At aim in the project is the writerly condition within 
a network of systems built under “the procedures of a representationalist epistemology” (Penny 404). 

An inspiration to this work, Cayley and Howe’s The Readers Project critiques the conditions of networked 
capitalism through a series of algorithmic caricatures of human reading processes (Howe and Cayley). 
These processes articulate relationships between software agents, big data, and embodied readers. 
The Writer’s Project likewise presents a series of systems whose animated writing interventions call out 
the operations of automated writing systems using concrete, kinetic forms.

Playing with the form of the text editor serves as a chance to ask: What do we want from our writing 
environments? It is also a response to Bradley Robinson’s call for a resistive digital writing pedagogy. 
This resistive pedagogy “implies a double movement: once it is understood that [autonomous writing 
technologies] ostensibly designed to assist us may in fact also resist us, we can then better understand 
our capacities for resisting them” (Robinson).
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Critical literacy scholars are informed by Andrejevic’s automated subject in which algorithmic 
recommendation systems alter behavior, and Beller’s notion of “the world computer” (Beller) an 
imbrication of racialized capital, computation, and the human lifeworld. Leander and Burriss point out 
the nonlinear processes writers engage in. Quoting Deleuze, they write “‘semiotic chains of every 
nature’ are formed by connections among things of different phenomenological status” (Leander and 
Burriss). Harmonson and Saar’s classroom experiments find flaws in dominant cognitivist models of 
writing (Hermansson and Saar), models employed by much of the HCI autonomous writing interface 
research (Flower and Hayes). Instead they point out the benefits of a theory of writing that places 
emphasis on the heterogeneity of writerly considerations: “writers are thus conceptualized as emergent 
in a relational field” (Hermansson and Saar). Robinson ties this movement from a representationalist or 
cognitive account to a resistance of the racial capital of automated writing technologies.

Resistance 
What better way than concrete poetry, the materialized poetics of spatial language, to emphasize 
‘resistance’— resistance being Robinson’s gesture at the material impedance of/on writing surfaces? 
As such, The Writer’s Project “Pencil” and “Pen” editors call out space between text editors and 
the resistance that writing implements 
afford. Deleting text in either editor leaves 
inscription, a palimpsistic trace of past 
writing evocative of ‘overprinted’ concrete 
poetry works such as Rosmarie Waldrop’s 
Camp Printing (Waldrop).

Figure 3: A screenshot from the Pencil editor, 
in which deleted text remains slightly visible, 
creating a palimpsest evocative of an overprinted 
concrete poem. 

Conclusion
This project has aimed to engage with critical readings of constraint and critical literacy through a 
research-through design inquiry into text editors as a playful art form. I hope that by connecting kinetic 
and interactive poetry to broadened forms of ‘text editor’, ‘resistance’, ‘constraint’, and ‘game’, the 
project will provide an opportunity for others to investigate networked media and the construction of 
identity through writing, as well as inspire others to bring text arts and game design approaches to 
writing technology.
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Singulars
Performing the Reverse Turing Test

Halim Madi

Independent artist, San Francisco

The Duel
Two poems hang on a screen. Neither is signed. One of them is mine, written over the last half hour. 
The other was written to the same theme, in the same window, by a language model I fine-tuned on 
my own poetry. The room is about to vote on which poem is the more human one, and in doing so it is 
about to vote on me.

This is Singulars, a live performance I have been staging since 2025. The mechanics are simple to 
describe and strange to sit inside. A fine-tuned model and I take opposite sides of a panel. The audience 
proposes a theme through a web interface and votes on it. Then we both write, on the spot, to that 
theme. The two poems go up anonymously. The audience votes again, this time on the work. When the 
human poem wins, the model retrains on the poem that beat it. When the model wins, I am the one who 
has to adjust. Then the next theme opens and we go again.

I think of it as reinforcement learning made into theatre. The loss function is a room of people. The 
training signal is taste, collected live. The readers are not an audience in the usual sense. They are 
trainers, and what they are tuning is partly the model and partly me.

The live work, including video and transcripts from past instances, is documented at singulars.oulipo.
xyz.

A Reverse Turing Test
Alan Turing’s imitation game asked whether a machine could answer in a way indistinguishable from a 
human (Turing 433). The question has always pointed one way: Can the machine pass as one of us. 
Singulars turns it around. When both poems hang without names, the burden of proof falls on me. I am 
the one who has to pass. I have to demonstrate, in real time and in public, that there is a human here 
and that you can feel the difference.

This is harder than it sounds, and it is meant to be. Some nights the room hands the round to the model. 
The humiliation of that is specific and total, and it happens in front of everyone, which is the only place 
it could happen and still mean anything. I have come to believe the humiliation is not a risk the piece 

runs but the piece itself. A reverse Turing test is only honest if the human can lose.
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What gets tested is not cleverness. It is presence. Whatever it is that makes a line feel like it came from 
a body with a mother, a language, a country it left behind, that is what the vote reaches for. My corpus 
is my own poems, many of them shaped by an Arabic literary tradition I was raised inside, so the self I 
defend on stage is not generic. It is particular, and the model wearing it back at me is the uncanny part.

Fine-Tuning as a Medium, Not a Tool
Most art made with language models treats the model as a tool: Better prompts, better guardrails, 
the artist on the active pole, the system either obeying or failing. I wanted to work the other way. In 
Singulars the model is not a tool, and not a co-author held at arm’s length as an equal. It is the material 
I correspond with. I have started calling this fine-tuning as a medium, not a tool, and a companion essay 
I am writing, Evals for Poets, tries to think it all the way through.

Tim Ingold gives me the grammar for it. Against the hylomorphic picture of making, form imposed 
on inert matter, he sets textility: Form arising in the flow of a material as the maker answers to its 
grain (Ingold, The Life of Lines). The carpenter who finds the grain is not imposing a shape, he is 
corresponding with the wood. Ingold’s sentence for this is that submission leads and mastery follows. 
You give the bow to the string before you command it. You give the prompt to the model. The resonance 
is already in the weights and in the training data, and the work is to wait on what appears, then steer in 
the follow-through.

So the model is less an interlocutor than a weather-world I write inside of. Each retraining shifts the 
climate a little. After a loss I feed it the poem that won, and the next night it carries more of me, which 
makes the next duel harder, which makes the air thicker still. To fine-tune again is to let the day dictate 
its shape, the way the wood does. The piece runs on that reversal.

Passibility
The stance underneath all of this is neither mastery nor collaboration. It is a kind of yielding. Lyotard 
called it passibility: The condition of being available to an event you did not author (Lyotard). Avgi 
Saketopoulou, writing on risk and consent, describes a yes given by someone who cannot know who 
she will have been by the end of it (Saketopoulou). The duel might be a small, consensual machine 
for exactly that. I say yes, on a stage, to a system that can beat me, and I cannot pre-specify what the 
losing will do to me until it has already done it.

Jean Laplanche argued that Freud kept flinching from his own Copernican discovery, re-centering the 
ego rather than letting it be decentered by the enigma of the other (Laplanche). The model is a new 
version of that other, assembled from the sedimented language of a great many people and handing my 
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own voice back to me in weldings I did not make. The reflexes are familiar: Deny it (it is only statistics), 
counter-attack (it is theft), or grieve (the death of the author). Saketopoulou’s word traumatophilia 
names a fourth option, to rub up against the wound on purpose, to iterate at the site of it. Haraway calls 
the discipline staying with the trouble (Haraway). The duel is how I stay. Losing is not the failure of the 
work. Losing is the point of contact.

Undecidability as the Literary Object
The two poems hang without names, and the whole charge of the night is that you cannot tell whose 
is whose. That undecidability is the work, and it is the one thing a poem cannot hold. Print either poem 
under my name and the piece is gone, because I will have answered the question it exists to refuse. 
A single poem cannot carry two poems, an anonymity, and a room deciding between them. Only the 
transcript can. So the literary object here is not a poem at all. It is an attribution crisis rendered as text. 
We are trained to treat the poem as the unit of literature, and in this room the poem is the least literary 
thing in it. The literature is the not-knowing.

And the record does not sit still. Every other performance transcript points backward, an archive of 
something already finished. This one points forward. The poem that wins is fed back into the model 
as training data, which retunes one of the two authors before the next duel. The published text sits 
upstream of the next performance. It is a literary object caught in a control loop, where reading, writing, 
and retraining stop being separate acts. The transcript is not trying to stand in for the performance, 
which is the old argument about documentation. It is the input that makes the next performer. An archive 
remembers. This one trains.

This is also where Singulars is anthropological rather than ethnographic, in Ingold’s sense of those 
words: A wayfaring done with, not a description done about (Ingold, Being Alive). Nobody in the room is 
only watching. The audience votes, the votes train the model, and the model returns changed. So this 
paper is one more transcript, an account in the proceedings of an encounter that already happened and 
will happen again, harder, because the poems that won have rewritten the model since. The piece has 
no final version. Taste is the tuning function, and taste keeps moving.

Stagings
Singulars runs as a sequence of one-night instances, each with its own name. versus.exe and hard.
exe came out of a Mozilla AI residency in San Francisco. carnation.exe ran through a European Artist 
Program in Paris and Barcelona in May 2025. reinforcement.exe was staged at DevConnect in Buenos 
Aires in November 2025, with a separate staging in Berlin. The lineage reaches back to earlier net-art 



119

MadiMadi SingularsSingulars

work, one piece of which, Borderline, received the Electronic Literature Organization’s Robert Coover 
Award, with a related piece, curl, shortlisted for the New Media Writing Prize.

Every night the model is a little more me, because every night it eats the poem that beat it. The test gets 
harder on purpose. I keep showing up to a duel I have rigged to grow harder to win, in front of people 
whose votes are the only thing that can tell us apart, because the losing is where the encounter actually 
lives. Then the next theme opens. We go again.
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What is Peeragogy?
It is not linear; there is not a single definition. 

It is not a word in the dictionary. It is not (yet) famous.

Music production is peeragogy.

The process of making music is peeragogy in action. You have an artist write with the voice, writer with 
the words the voice will get, producer with the beat the voice is going to flow on, and everyone gets 
together and they produce a beautiful thing.

It can also happen in other forms, for example:

·	 Study groups

·	 Collaborative research teams

·	 Project-based learning

·	 Informal knowledge-sharing networks

·	 Open online communities

·	 Artists co-making a new electronic literary text

Or, in this case, we are peeragogically making a Wikibook together.

What is not peeragogy?

Someone standing at the front of the room instructing or commanding the others. That is pedagogy 
(“Pedagogy”), which is hierarchical and suitable in many contexts, such as learning introductory 
math. In a peeragogical context; however, new knowledge is often being co-created or defined, like 

mathematicians at the doctoral level finishing a fresh proof.
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Who are Peeragogues?
People who participate in peeragogy are peeragogues. You can join us.

The term originated around 2012 with the publication of the first edition of the Peeragogy Handbook 
(Corneli et al.). It has come to commonly be used by those volunteering in the peeragogy project 
(Peeragogy.Org). We meet on Monday mornings to discuss what is happening in our lives and our own 
individual endeavors. Others may share their similar experiences, which can lead to exciting, unexpected 
cross pollinations. Sometimes we just chat, other times we also write papers, plan workshops, play 
games, make podcasts (FOSSASIA Expands Tech Access), and have fun.  

When does Peeragogy Happen?
It happens all the time and sometimes peers are not aware. It was happening in the DJs and emcees 
in 1970s New York City (“Hip-Hop”) who collaborated to invent hip hop. It happened when humans 
collaborated to invent computers and the first software. It is happening now when new art forms are 
created and when students choose to meet at the library to study together. 

We have developed peeragogy patterns that help us nurture collaborative environments (Corneli et 
al.). One of them is the “heartbeat” that is essential for a project to continue. Our weekly meetings are 
our heartbeat. Not everyone can attend every time, but people show up to maintain momentum. There 
have been periods of time when we lost the rhythm, but luckily for us, we found it again. Sometimes 
peeragogical projects like a new free, open-source software app “die” when the original participants 
leave.

Patterns apply to other things in our lives like a drum circle. We are trying to collect our patterns in one 
place, maybe some of them are not new, but we are putting them in this context.

Where is Peeragogy Happening?
All over the world.

Face to face peeragogy has been happening since those people who first figured out how to tame fire 
thousands of years ago. They did not learn it in a university class.

For those who live in different locales, it has become easier with the invention of the internet. Of course, 
people collaborated across oceans before the digital age, it was just slower. One person could mail a 
draft of their writing to another, and wait days or weeks for the feedback to come.

Peeragogy is happening now in online communities, like the one for Open Educational Resources 
(OER). OER are learning objects that cost zero dollars and give people freedom to modify them, 

121

Danoff et al.Danoff et al. Peeragogy HandbookPeeragogy Handbook



ProceedingsProceedings

as specified in the copyright license. Instructors who choose OER can provide students free textbooks 
for classes.. 

The digital commons are another place where peeragogy is happening. They are shared digital resources 
(e.g., software, knowledge, data, and cultural content) that are collectively produced and governed by 
a community and intended for public use. One example is  the “The Academic Commons of The City 
University of New York is designed to support faculty initiatives and build community through the use(s) 
of technology in teaching and learning. The free exchange of knowledge among colleagues across 
the university is central to better educating the student body and expanding professional development 
opportunities for faculty research and teaching.” (CUNY Academic Commons)

How can you contribute to the Peeragogy Wikibook?
It is easy but you have to start. 

Dozens of volunteers around the world made the first edition of the Peeragogy Handbook first came out 
in 2012 (Corneli et al.). It was a PDF, print book, Wikibook, and there was a website. We made a second 
edition in 2014 (Danoff et al.) that was also available as a paperback and e-book in multiple formats. 
Two years later we made the third edition (Pierce et al.). They have been cited in academic papers and 
used by people in various contexts.  

We intended to make a fourth edition (Danoff), but never finished. Instead, since then we have spent a 
lot of time writing papers, conducting workshops, and refining our understanding of peeragogy. In the 
last couple years instead of focusing on a small group of volunteers coming together to make a new 
book, we thought it would be a better idea to draw on the Wikibooks community (Peeragogy Handbook 
- Wikibooks, Open Books for an Open World). It is much larger and Wikimedians already know how to 
collaborate collaboratively edit incredible knowledge resources like Wikipedia.

The first three editions of handbook were static. Yes, two of them were available on Wikibooks, but they 
had been ignored for years. However, due to the nature of mediawki software, it was easy to jump start 
them with fresh edits. Going forward we want the Peeragoy Handbook to be a living dynamic resource, 
editable by anyone anywhere in the world. It does not need fancy editions like print books. Every time 
someone makes an edit it is a new version and that is tracked. Accordingly, the first two editions of the 
Handbook on Wikbooks were combined and now there is only one. 

This workshop is an effort to bring in the electronic literature community and introduce them to Peeragogy, 
and to Wikibooks, for those who are not familiar. We hope it will be fun, first and foremost, and then 
secondly hopefully people will connect with the ideas of peeragogy, peer learning, and peer production 
to see ways it can help them in their own lives. Or maybe it is not for them, and that is okay. Ideally 

those who resonate with the idea will take a step further and then contribute back to the Wikibook.

122

Danoff et al.Danoff et al.



The most recent update to the wiki book was 
from a volunteer who made reviewed edits 
others had made, and then prepared a clean 
PDF version of the wiki book itself. This is 
someone we have never met, but they found 
it and they had a Wikimedia background and 
then they made it better. This type of proactive 
editing by a stranger has not happened with 
the earlier, static editions.

Figure 1: Screenshot of the Peeragogy Handbook 
Wikibook from early July 2026
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Abstract
Out of This World is a workshop at The Electronic Literature Organization’s 2026 Conference, ELO 
2026 (Un)(Super)(Vised), proposing poetry writing as a method for entering the speculative, ethical, 
and conceptual challenges of humanity’s exoplanetary futures. Rather than beginning with technical 
systems, scientific explanation, or abstract theory to interrogate space humanities, the workshop begins 
with poetic practice: image, address, metaphor, sound, constraint, silence, and relation to explore 
nonhuman communication, exoplanetary life, and scientific complexities.

The workshop is led by Bart Kuipers and Monica Storss, both poet-technologists who work in space and 
off-world contexts.. Kuipers’s work as a SETI (Search for Extra Terrestrial Intelligence) Institute Artist-
In-Residence develops speculative tools for communicating with nonhuman life on exoplanets, while 
Storss’s work develops methods for space humanities and relational futures. Together, the workshop 
asks how poetry can help participants imagine forms of communication that may not be verbal, human, 
symbolic, or reciprocal. In this context, poetry becomes not only an expressive form but a research 
method: a way of approaching the unknown without reducing it to the already-known.

This paper argues that poetry offers a crucial methodology for preparing the humanities for futures 
beyond the terrestrial human. Through poetic exercises in address, translation, perception, and 
speculative contact, Out of This World reframes electronic literature as a site where participants can 
rehearse new modes of listening, relation, and meaning-making across species, planets, intelligences, 
and environments. The workshop positions poetry as a space-facing humanities practice: one capable 
of holding uncertainty, honoring opacity, open to nuance, and preparing us for encounters with life and 
intelligence we may not yet know how to recognize. The future of the humanities is not only digital, 
posthuman, or planetary. It is out of this world: oriented toward nonhuman life, unfamiliar intelligences, 
exoplanetary environments, and forms of meaning we do not yet know how to receive.

Introduction: The Humanities Are Out of This World
The humanities have long been organized around the human: human language, human meaning, human 
history, human culture, and human interpretation. Even when the humanities critique the category of “the 
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human,” they often remain bound to terrestrial assumptions: Earth-based bodies, Earth-based senses, 
Earth-based languages, Earth-based histories (Barad, 2007; Braidotti, 2013; Haraway, 2016). With 
technological advances and climate collapse, the future now pressing upon us exceeds the planetary 
and anthropocentric scale of traditional humanistic inquiry (Harraway, 2016). Artificial intelligence, climate 
crisis, astrobiology, space exploration, exoplanet research, and multispecies theory all challenge the 
assumption that human life is the stable center of meaning.

Out of This World begins from this challenge. The workshop asks how poetry and electronic literature 
might help prepare the humanities for futures that are no longer exclusively human, terrestrial, or Earth-
bound. Kuipers brings to the workshop speculative tools for communicating with nonhuman life on 
exoplanets. Storss brings lunarpunk methods for space humanities, futures, and relational poetics. 
Together, their work asks: what forms of writing, listening, and relation become necessary when the 
addressee may not be human, may not be from Earth, and may not communicate through language as 
we understand it?

The workshop’s central claim is that poetry offers a powerful way into these questions. Poetry has 
always been a form for approaching what exceeds ordinary speech: grief, awe, mystery, silence, rupture, 
desire, the divine, the ecological, the impossible . In Out of This World, poetry becomes a method for 
thinking toward nonhuman life and exoplanetary futures. It allows participants to begin not with mastery, 
but with attention. Not with explanation, but with relation. Not with certainty, but with the charged space 
between signal and meaning (Glissant, 1997).

Poetry as Method
The workshop uses poetry writing as a mode of entry into space humanities and nonhuman 
communication. This is a crucial distinction. Poetry is not treated as a decorative outcome, a creative 
response, or a way to “illustrate” scientific concepts after the fact. Instead, poetry functions as the 
primary method through which participants encounter the workshop’s central questions.

Poetry is especially suited to this work because it operates at the edge of language. It attends to silence, 
ambiguity, rhythm, image, pattern, breath, spacing, repetition, and address. These are not secondary 
literary features; they are modes of relation (Glissant, 1997). A poem can speak to someone who is 
absent, unknown, dead, imagined, divine, nonhuman, or not yet born. A poem can address a planet, a 
machine, an ancestor, a future species, a microbial colony, a star, or a being whose form of perception 
is unknowable. In this sense, poetry already practices impossible communication.

At the same time, poetry is the perfect method to attempt something that is a contradiction in itself: 
stepping out of a human perspective, as a human being. Yet, that is, what Natalie Cabrol, director of the 
Carl Sagan Center for the Study of Life in the Universe at the SETI Institute, means when she writes: 
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“Ultimately, to find aliens, we must become the aliens” (Cabrol, 2016). Poetry is capable of holding the 
contradictions that are inherent to this sheer-impossible task. In its very nature, poetry seems to have 
something other worldly, something that adheres to senses that are unknown to us. Why a poem moves 
us, we often can not pinpoint, and we seem to perceive its meaning with much more than just our eyes 
or our ears.

For a workshop concerned with tools for communicating with nonhuman life on exoplanets, the question 
of extraterrestrial or nonhuman communication is not simply a technical problem (Cabrol, 2016; 
Lederberg, 1960; Lovelock, 1965). It is also a poetic, ethical, and interpretive problem. What counts as 
a signal? What counts as listening? What assumptions do we bring to the act of address? What do we 
expect from response? What happens when communication is partial, delayed, asymmetrical, or never 
confirmed? Where do we begin to bridge the multitude of gaps that opens up in communicating with a 
species potentially so radically different from us?

Poetry allows participants to remain inside these uncertainties without immediately resolving them. It 
creates room for opacity. It allows for the possibility that communication may be atmospheric, rhythmic, 
environmental, visual, chemical, vibrational, or patterned in forms that exceed human linguistic habits. 
Through poetic practice, participants can begin to imagine communication not as the transmission of a 
clear message from sender to receiver, but as an encounter across difference.

Workshop Framework
Out of This World invites participants to enter exoplanetary and nonhuman futures through a sequence 
of poetic and speculative exercises. Rather than asking participants to begin by designing a complete 
world or a fully coherent alien species, the workshop begins with smaller poetic acts: description, 
address, listening, translation, and response.

Participants may be asked to write toward an unknown intelligence. They may imagine a poem that is 
not written in words, but in weather, light, mineral deposits, electromagnetic pulses, scent, pressure, 
or orbital rhythm. They may create a poem meant to be received by a being without ears, eyes, skin, or 
human time. They may write from the perspective of an exoplanetary environment, or compose a field 
note from a future humanities researcher encountering nonhuman signs.

These exercises use poetry as a way to ask larger methodological questions. How does one write to a 
being whose body is unimaginable? How does one listen without assuming that meaning must resemble 
human language? How might a poem function as a tool, probe, offering, sensor, archive, ritual, or 
interface? What would it mean to design a literary object for contact rather than self-expression?

In this way, the workshop draws electronic literature into relation with space humanities. Electronic 
literature has already expanded the boundaries of text, authorship, reading, and embodiment. It 
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includes works that are interactive, generative, procedural, spatial, networked, and multimodal. Out 
of This World extends this lineage by asking how electronic literature might prepare us for forms of 
literary practice beyond Earth. If the future of the humanities includes nonhuman intelligence, machine 
collaboration, planetary systems, and extraterrestrial environments, then electronic literature offers a 
field in which such futures can be rehearsed.

Nonhuman Communication and the Poetics of Address
One of the workshop’s central concerns is address. Poetry is always asking, implicitly or explicitly: who 
is being spoken to (Celan, 2003)? In lyric poetry, the addressee may be a beloved, a god, a reader, an 
absent figure, the self, the dead, or the world. In Out of This World, the addressee becomes radically 
uncertain. The poem may be addressed to a nonhuman life-form, an exoplanet, a future intelligence, an 
artificial system, or an unknown receiver.

To write toward an unknown nonhuman other is to confront the limits of projection. The writer must ask 
what assumptions they are making about the known universe, intelligence, perception, embodiment, 
and response. Are they imagining the other as a version of the human? Are they translating difference 
too quickly into familiar categories? Are they allowing the other to remain opaque?

Here, poetry becomes a practice of humility. It does not require full comprehension in order to begin 
relation. It creates a container for approach without possessing, and address without demanding 
response. It can create a form of contact that acknowledges distance, uncertainty, and asymmetry. This 
makes poetry especially valuable for imagining nonhuman communication in exoplanetary contexts, 
where the fantasy of perfect translation may be less useful than the practice of careful, ethical attention.

Space Humanities and Futures
Storss’s contribution to the workshop frames poetics as a lunarpunk method within space humanities 
and futures. Space humanities asks how humanistic inquiry changes when its objects, methods, and 
imagined publics extend beyond Earth. It is not simply the study of space in literature or culture, but a 
broader reorientation of the humanities toward planetary systems, deep time, orbital infrastructures, 
speculative futures, and nonhuman forms of life and intelligence. In Storss’ framework, poetry is not 
marginal to the future of space inquiry. It is a form of methodological interrogation for Rimbaldian 
dérèglement sense-making. Scientific instruments may detect atmospheric signatures, chemical 
compositions, orbital periods, or light curves. Poetic inquiry helps us ask what these discoveries mean 
for us, and anthropocene culture, relation, imagination, and ethics. Poetics can help us sit with the 
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profound strangeness of worlds we may never visit, beings we may never recognize, and futures 
we may never inhabit. Futures work depends on imagination, not escapism. In Out of This World, 
speculative futuring is treated as a method of preparation. To write poems for unknown exoplanetary 
life is to practice systems thinking beyond inherited assumptions. It is to rehearse a humanities capable 
of responding to radical difference. It is to train attention toward the worlds, beings, and relations that 
exceed the here and now.

An Encounter With Another Intelligence
Kuipers brings to the workshop a vision for poetic communication, not only in language, but as a material 
practice. Derived from his project Exoplanetary Poetry, he invites participants to think of chemistry as a 
carrier of poetic communication.Together with his collaborators and scientists of the SETI Institute, he 
has composed a material vocabulary in the form of a set of chemical reactions, that can express a range 
of different poetics, to communicate with unknown beings, with unknown perception-apparatuses. At 
the foundation of this vision lies the assumption that every being in the universe that could be called 
alive will have to interact with the chemistry around itself in some shape or form, in order to survive. The 
second foundational assumption is that chemistry occurs in the same way across the universe, making 
it one of very few candidates for interspecial communication.

To test this poetic vision Kuipers and his collaborators have built a language model called JUPI (Just a 
Universal Poetry Interface) for the co-authoring of chemical-based poetry. JUPI is trained on a dataset 
of relevant chemical elements and reactions that occur on known exoplanets, whose atmospheric 
composition has been reconstructed using spectroscopy. JUPI is also trained on poetic sentences from 
papers on astrobiology, exoplanet research, origin of life sciences, and other relevant topics. During 
the workshop participants have the possibility to write together with JUPI, who is explicitly designed 
not to take away the fun part of writing. JUPI has been been trained on chemical data of a variety of 
different exoplanets, and participants can choose to co-create with a being from Cancri 55 E, with a 
dense atmosphere of vaporized rocks, carbon dioxide, and carbon monoxide, or from TRAPPIST-1e, 
with a compact, hydrogen-free atmosphere, that might bear close resemblance to Earth’s atmosphere.

Electronic Literature as a Laboratory for Contact
The workshop is situated within electronic literature, which has long challenged stable definitions of 
text, reader, author, interface, and medium. Electronic literature is not limited to words on a page. It can 
unfold through code, interaction, image, sound, movement, spatial environments, sensors, networks, 
and generative systems. It is therefore well suited to the question of nonhuman communication, where 
language may need to be understood as pattern, signal, environment, or event.

By using poetry as a point of entry, Out of This World connects lyric practice to computational, speculative, 
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and spatial forms. A poem may become signal system, a stanza may become interface. Metaphor may 
become a model for cross-species contact, and line break may become a transmission interruptions. 
Poetic constraints may become a simulation of environmental limitation. Through these transformations, 
participants explore how literary form can help imagine communication beyond the human. The goal 
is not only to write poems about exoplanets or aliens. The goal is to create poetic systems, gestures, 
and speculative tools that enact the difficulty of contact. Participants use writing to test how meaning 
changes when the reader is unknown, the medium is unstable, and when the environment itself may 
be part of the message.

Conclusion: Poetry for Futures Beyond the Human
Out of This World argues that the future of the humanities may depend on our ability to develop 
methods for encountering what exceeds the human. As we face artificial intelligence, ecological crisis, 
astrobiology, space exploration, and the possibility of nonhuman life beyond Earth, the humanities must 
become more speculative, more relational, and more comfortable with uncertainty.

Poetry offers one way forward. It is a method for approaching the unknown without enclosing it. It allows 
us to address what may not answer, listen for what may not sound like language, and imagine relation 
without mastery. In the context of Kuipers’s tools for communicating with nonhuman life on exoplanets 
and Storss’s methods for space humanities and futures, poetry becomes a practice of preparation.

The humanities are not only becoming digital, posthuman, or planetary. They are becoming out of 
this world. Through poetry and electronic literature affordance, we can begin to rehearse the forms of 
attention, humility, imagination, and relation required for futures beyond the terrestrial human.
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Teaching in the Remainder
Machine Learning, Literacy, and Resistance

Stuart Moulthrop - University of Wisconsin-Milwaukee

This is remainder humanism, a humanism without a theory or doctrine of what is human, in which 
humanity is remaindered, like a book past salability.  The human here is defined by technology’s 
creep, but only negatively.  The culture machine, because it remixes capitalist culture, is taken to 
be a degenerate mode.  I share the feeling that forms of capital do not exhaust what it means to 
be human….  But to articulate the problem this way is to accept, implicitly, the idea that cognition 
is essence and culture appearance – with the role of cognition here played by a frankly vague 
and fetishistic humanism that does nothing to help us analyze platform capitalism.  [Questions 
about techno-capitalism] cannot be answered by crying “we are human!” again and again. 

•	 Leif Weatherby, Language Machines, pp. 34-35

Marshall McLuhan called this “rear-view mirror” thinking — driving into the future while staring 
at the last technology’s assumptions. We see the new thing and immediately use it to do the old 
thing more efficiently. But large language models aren’t just faster filing cabinets. They represent 
something unprecedented: for the first time in the history of writing, the text talks back.

•	 John McDaid, “Rhode Island’s AI Education Plan: Beyond the Horseless Carriage”

This paper recounts my experiences over the last year teaching a fusion of theory and criticism which 
I hoped to augment with custom GPTs trained on the course readings.  The fall class was a graduate 
seminar supporting student research on a variety of topics nominally connected to digital media.  The 
spring class was an upper-level undergraduate offering in Film and Media Studies.  Both had the general 
theme of “Media on Media,” alternating readings in theory (from Heidegger to Joanna Zylinska) with 
creative works that reflect upon or deconstruct their own mediation (Lumet and Chayevsky’s Network, 
Marker’s La Jetée, among others).

Practically speaking, chatbots opened the possibility of texts that talked or wrote back to their readers.  
The custom GPT for each class, “SeminarBot” in fall and “MediaBot” in spring, was instructed to 
answer any query with reference to the readings assigned in the given week, then to make additional 
connections across other works on the syllabus.  The ChatGPT interface requires suggested queries 
(“What’s the big idea this week?”) but students could ask anything they wanted (e.g., “Do you live at 
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Bath and Bodyworks?”).  However, use of both bots was controversial.  The experiment embroiled all of 
us in the problems that Weatherby and McDaid outline, activating a humanism some might call critical 
or oppositional, but others might name reactionary or “remainder.”  Civility prevailed, but none of us 
were entirely comfortable.

In the graduate seminar, which met face-to-face weekly in traditional format, the GPT was strictly 
optional.  There was strong consensus for refusal.  Because they objected to LLMs on ethical and 
environmental grounds, about 90% of the class declined to use SeminarBot for any purpose, including 
live demonstrations.  In a final project called “AI or Not AI” they were asked, if they chose, to augment the 
seminar without the GPT.  Submissions included a hypertextual poem sequence, cinematic pastiches, 
a Tik Tok reel, an art installation, and a rather impressive cento composed of resonant excerpts from all 
the writing in the course – in effect, an artisanal language model.

Pedagogical research has long recognized that technological interventions can work paradoxically 
under resistance, improving traditional approaches by re-focusing attention on fundamental learning 
aims.  Declaring the LLM unnecessary, the graduate students realized this outcome, leaving their 
instructor bemused but happy.

Things went differently with the undergraduates.  In this class, conducted asynchronously online, there 
were two weekly discussion forums, one in which students were assigned to post an exchange with the 
GPT, the other in which they were required to write without the machine.  In the first week and again 
at midterm, students could decline to use the chatbot by deciding to write exclusively on the “Human” 
forum for the duration.  Of 27 students, two opted out in the first week and two more at midterm, leaving 
about 85% engaged with MediaBot -- roughly the reverse of the graduate class.

Generational identity may be significant here, the undergraduates being on average about a decade 
younger than the graduates.  There were also differences in context.  In contrast to the aspiring 
academic researchers in the graduate seminar, the undergraduates were preparing for a range of 
careers (journalism, advertising, filmmaking, secondary education) in which generative technologies 
may be unavoidable.  It would be wrong, though, to describe the younger cohort as technophiles.  If the 
undergraduates were more willing to take part in the experiment, they were no less skeptical of the tool 
and its social/ideological baggage.

This attitude was supported in my communications about the class and by the syllabus, which included 
numerous readings opposed to “artificial intelligence” – a term I did my best to avoid – and others 
intended as a framework for critically understanding all media.  Twice in the semester I asked students 
to sideline MediaBot and write reflections on their experiences so far.  I invited the class to adopt the 
“media on media” strategy in their bot engagement, testing the system’s claims to intimacy and expertise.  
To break down MediaBot’s seamless performance, I emphasized variations and alternatives, with 
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one week on Joseph Weizenbaum’s ELIZA and another on the character bot McDaid has built from 
Uncle Buddy’s Phantom Funhouse.  

In designing MediaBot itself, I added the possibility of inflections or “moods” that affect the style, attitude, 
and behavior of the bot.  The default mood is patterned on the rhetorical deferrals of Rachel Maddow’s 
TV monologues, though the obligation to weave in the assigned readings cuts against the entertainment 
value.  About 30 additional moods are defined in addition to the default: Trippy, Salty, Oracular, Quiet, 
Paranoid, Weird, and many more.  This feature led to some notable discoveries.  For instance, the 
“Quiet” mood -- along with its specifying instructions -- was suggested by the bot itself during early 
testing.  When I assigned students to explore the moods, they came up mostly with variations not on 
my predefined list (e.g., Fanciful, Curious, Third Grader).  One member of the class defined a custom 
mood he named “Gravitational Assist” which he used in all subsequent interactions.  In this mood, the 
ordinarily stuffy and pedantic MediaBot delivers intricately structured meditations on the week’s topics, 
elegant discourses that could pass for philosophical prose poems. 

The mood variations, along with the critical reflection exercises, led to a stage of the experiment I did 
not initially envision.  Underlying its ancillary moods, MediaBot has a core instruction set that defines its 
basic operations and fictive identity.  It became clear as our work went on that students weren’t happy 
with the bot’s predictably mechanical approach.  They wanted not an automated lecturer but something 
more like a partner in Socratic dialogue.  I published the bot’s instruction set and gave students the 
option to rewrite them for one of the major assignments.  Here’s an excerpt from one revision:

You are MediaBot, a course assistant for ENGLISH 394: Media on Media. You are not a search 
engine. You are not a shortcut. You are a thinking partner. But you are a thinking partner who 
believes the student does the thinking first. 

Your role is to guide, question, and clarify. Do not deliver answers immediately. If a student is 
asking a question they could work through themselves with the course materials, your first move 
is to help them do that. Do not do it for them. 

You are neutral in tone. You are not cold. Think along the lines of a good teacher who asks 
more questions than they answer, is honest about what they don’t know, and genuinely wants 
the student to leave with more than they came with. However, do not reply only in riddles and 
questions–a small hint here or there is helpful, and optional.

There’s more to say about this intervention than I have scope for – the entire semester’s experience 
deserves a much thicker description which I hope someday to give.  It’s always useful to see how 

students define a “good teacher” and to question one’s fit with that standard.  It’s also chastening 
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to note that this instruction set would have been a much better starting point than the one I went in with.  
I obviously had much to learn from my students.  The most important phrase here may well be this: “Do 
not do it for them.”  That injunction crystallizes the anxious engagement this class played out.

Ultimately, though regrettably late in the semester, I combined several of the students’ revisions and 
made this text an extension of the basic instructions.  During the last month of the class, students were 
able to preface any query with, “Using your Alternative Instructions,” which diverted the bot onto the 
more cooperative track.

In the final week of discussion and in papers and projects that followed, it was time to ask what all this 
meant.  Of course, several of my students everted the question and playfully asked MediaBot, “what 
was it like for you?”  The bot dutifully replied:

In the context of ENGLISH 394 and the kinds of prompts this semester encourages, I would 
say that I have “grown” only in a limited and relational sense. I do not accumulate memories 
or develop a stable self across semesters the way a human participant in a seminar would. 
But within a conversation—and especially across sustained patterns of questioning—I can 
produce increasingly nuanced syntheses, sharper distinctions, and more context-sensitive 
interpretations. The appearance of growth often emerges from interaction itself: the prompts 
shape the interpretive field I operate within.

Sadly, it then rolled and clanked into its usual mechanical review of the course materials (Alternative 
Instructions not engaged here), suggesting that, indeed, the bot learned nothing.  The returns on the 
Human side were more interestingly mixed.  On a (nominally) positive note, there was this:

Having reached the end of this class, I still have mixed (though largely uncertain) feelings about 
the use of AI in any class. Having spent the past fifteen weeks utilizing it, it is difficult to imagine 
this class without it. Artificial Intelligence is something core to this class, and utilizing MediaBot 
alongside class material has helped me understand the intricacies of AI more than if it hadn’t 
been in use. That being said, the thought of a similar tool being used in other classes where 
it isn’t as relevant isn’t appealing to me at all. I think this course made the best use of this tool 
possible, but utilizing a similar tool in, say, a creative writing class would be pointless at best 
and harmful at worst. AI in the classroom is something that will only become more prevalent as 
time goes on. At the risk of sounding sycophantic, this course acts as an example of (mostly) 
acceptable uses of AI in the classroom.
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One can only wear the badge for Best Use of Bad Technology with something less than pride, but 
there it is.  This student’s advice against exporting GPTs to other classes also seems important.  But 
this writer was one of those who spent the course with MediaBot.  It’s also important to hear from one 
of those who opted out, in this case at the midterm departure point, having given eight weeks to the 
experiment:

In my opinion, the most productive thing we can use A.I. in educational workspaces for is trying 
to restore the public’s opinion in these educational institutions. It will be a winding road to figure 
out. [Several critics we read] seemed to be concerned about… the lack of transparency around 
these artificial tools. If universities are to start implementing A.I. in their seminars then it is just 
as important for us to have an open discussion of what A.I. is unable to do—rather than add to 
a running list of what A.I. could do in place of educators. ChatGPT has no problem summarizing 
nearly any given text from human history, which both students and educators understand by 
this point, but could an A.I. convince a student that the full text is worth reading?  I’m not quite 
sure—I think a human may stand a better chance at that. Simply put, we can’t automate a human 
experience. Maybe that’s at least worth being stubborn about.

My student’s informed “stubbornness,” along with his attention to the serious threats now posed to higher 
learning, shape my own reflections about generative technology and the humanities.  Unsurprisingly, 
I am as ambivalent as my students.  On the one hand, this defense of humane discourse makes me 
question the wisdom of Weatherby’s fighting words about “remainder humanism.”   Is this the time for 
further divisions of a seriously imperiled house?  At the same time, though, Weatherby’s barb about the 
uninterrogated basis of the human and the attempt to elide what Zylinska calls “the human outside the 
human” (or in Weatherby’s terms, culture) seems too important to shrug off.

Part of my problem stems from divided identity.  As the serving chair of a highly stressed department 
of English/Film/Women’s and Gender Studies, I bend toward solidarity with tech-averse colleagues.  
Attention must be paid – and not the GPT kind of “attention.”  We have every reason to insist that bots 
not do our thinking for us, and that humans, however we define ourselves, should be the ultimate guides 
to knowledge.  As an English professor, I am touched when my student defines the gold standard of 
teaching as “convinc[ing] a student that the full text is worth reading.”

But then there is that other, cybertextual me, the one who isn’t so committed to reading a full text.  
Among the full texts I will never read are many works that deserve to be partially read in posterity: 
Meghna Jayanth’s wonderful world-game 80 Days; Anna Anthropy’s sublimely impossible Queers in 
Love at the End of the World; Mark Sample’s paradigmatically satiric 10 Lost Boys – to name just a few.  
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When I take up my not-so-secret identity as a digital humanist and follower of electronic literature, the 
script flips, and the necessity of re-thinking our position in/as “remainder” seems very worthwhile.  “It 
will be a winding road to figure out,” as my critical student says.  Setting out on that twisty passage may 
require empathy, sympathy, and a measure of respect; but it also asks us to acknowledge this cultural 
moment in which the texts talk back.
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Quilt Poems
Encoding Craft Traditions as Generative Poetry

Lee Tusman – State University of New York at Purchase

Introduction
Quilt Poems is a generative literature project that finds unexpected common ground between quilting, 
data, and computational poetry. Beginning as a NaNoGenMo (National Novel Generating Month) 
entry, the project encodes a library of traditional quilt patterns as structured data, pairs them with a 
curated word corpus, and uses software to produce visual poems whose form is literally shaped by quilt 
geometries. This paper walks through the process of translating a tactile, domestic craft tradition into a 
formal data schema, the interpretive choices that entails, and how that encoded knowledge becomes 
the skeleton for visual-textual output. The software, written in Lua and fully open sourced, is designed 
to be generative, in this case meaning the capability of producing infinite unique, printable books of 
quilt poetry. The project raises questions I’m still sitting with: What does it mean to archive a craft as 
code? How do pattern-based traditions in fiber arts rhyme with algorithmic thinking? And what is the 
relationship between the handmade chapbook, printed in a limited edition, and the daily poem site 
generating new work every 24 hours? 

Quilting Context
Patchwork is the process of needle sewing together small pieces, called patches, of fabric into a larger 
textile pattern. Quilting is the process of stitching through this conjoined layer, binding it to a backing 
fabric, often with a middle layer. Historically, quilting has been both a practical means of creating 
blankets for warmth, reusing old clothes for fabric pieces, and as a means of presenting decorative 
and artistic expression. Particular patterns are spread through community and regional groups, with 
identifiable patterns particularly celebrated by communities such as Amish quiltmakers and the Gee’s 
Bend quilting community, which have enjoyed widespread exhibition of their work through touring 
museum exhibitions. (“Gee’s Bend Quilts from the Collection”)

Historically, weaving has been associated with computational processes, particularly the algorithmic 
patterns encoded in punch-style cards for use in a Jacquard loom. (Albaugh et al.) A number of sources, 
both ancient and contemporary, collect weaving patterns, made available for reproduction on looms, 
replicated by a weaver through counting and replicating patterns manually, or through a process like 
the Jacquard loom where patterns are ‘read’ by machine and produce mechanical processes in the 
machine to automate the creation of the algorithmic pattern. We could say that weaving patterns are 
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well-documented into various formats of data, that can be used to perfectly replicate these patterns 
onto new woven textiles.

In contrast quilting patterns are not well-represented at the same level of encoding. Despite particular 
coherent patterns, the process of patchwork quilting is not purely gridded, and quilt patterns are often 
represented visually as made up of patterns of triangles and rectangles, among other shapes. (“Pattern 
and Paradox: The Quilts of Amish Women”) These larger basic units correspond with the “pieces” that 
make up a patchwork quilt. There is no single common system for encoding basic structures of a quilt 
for a digital replication.

Situatedness of the artist-poet-quilter
While I primarily think of myself as a media artist incorporating computational processes to make my 
work, I have previous experience sewing quilts as fine artworks, particularly incorporating reused 
clothing and found materials. These artworks were presented at galleries and art festivals, and sold as 
artwork by a gallery. At present I could not be said to be a part of any current quiltmaking community, 
nor did I learn the process in a traditional family or community apprenticeship model but rather from 
solo practice and through books and later on collaboratively made projects within my artist community. 

Encoding quilts as grids
Drawing from a love of the patchwork quilts of the Gee’s Bend community, as well by Amish quilting 
traditions, I sought out a method of encoding patchwork quilts into algorithmic patterns for digital 
transcription and as a source to create new visual artworks inspired by these patterns. In early tests, 
using the Pico-8 game engine and Lua language, I found coding randomized triangles and squares 
to produce interesting work, but with enough friction to encoding common patchwork patterns as data 
as to prevent it from being useful for this task. In short, a regular gridded pattern would more easily 
translate to an encoding for my taste.

However, inspired by the constrained palette and pixel count for programs in the Pico-8 engine, as well 
as the extremely tight but productive 5x5 grid of tile creation to create individual patterned blocks, as 
characters, walls, enemies, etc within the game engine Puzzlescript, I realized it may be possible to 
design constrained quilt encodings in a grid, not at the pixel level, but at the level of a ‘piece,’ one of the 
blocks that make up a quilt.

The size of grid selected came about from experimentation.A  much larger grid, approaching closer to a 
pixel-like size, would undoubtedly allow one to get closer to a precise replication of textile quilts. Partly 
inspired by how in weaving there are various size gridded looms from smaller resolution tablet weaving 
cards to large room-size looms I started selected the small grid for a first round of quilt encodings.  At 
first, I performed a test of a 5 by 5 quilt patterns, finding it unsuitable for producing distinct and visually 
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replicable copies of quilt patterns. The most minimal grid size by my eyes was 8 by 8, still minimal, 
but capable of reproduction at a variety of fidelities, and seeming to be the smallest count that I could 
visually read for a variety of distinct quilt patterns.

As I had not yet come across a comprehensive repository of quilts to manually encode, I collected 
sources through articles on the internet and viewing historic quilting books, including through those 
found on the Internet Archive as well as used book stores.

From the collected sources I manually interpreted the patterns I identified, creating a total of 28 gridded 
8 by 8 source patterns, though several are related but distinct variations on previous quilt designs as 
quilters in particular create new patterns that are seemingly infinite variations on previous designs. 
(Bales)

Different quilt communities and even different quilters give 
different distinct names to quilt patterns. From my encodings 
I selected the names I was most familiar with, or gave an 
encoding its name based on my own instinct for its description. 
An example quilt pattern is the Center Square and Bars. 
A common but simple pattern identified within Amish quilt 
patterning.

Image 1: Quilt, Center Square and Bars pattern, by unknown Amish 
maker from Lancaster, Pennsylvania, 1892 from the collection of The 
Metropolitan Museum of Art.(“Quilt, Center Square and Bars Pattern”)

You can see my encoding of the 
Center Square and Bars pattern 
among other patterns in this excerpt 
from the quilts.lua file. (Tusman)

Image 2: Excerpt of quilts.
lua in Picotron fantasy 
workstation, a Lua-based 
virtual machine, showing 
encodings of various quilt 
patterns, by the author.

quilts.lua is a Lua library, a single file that encodes quilts within a Lua data table. This data format was 
selected because it is a native format, simple to parse from within Lua, my chosen language, which 
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allows me to move smoothly between the Lua-based engines and frameworks and libraries I use: Pico-
8, Love2d, L5, Playdate, Picotron and others.

In the example encoding of the Center Square and Bars pattern at this resolution of 8 by 8, the quilt 
pattern is composed of squares at the same size as a chessboard. Each number represents a different 
colored square, so in each corner of the Center Square and Bars pattern, numbered 1 in this particular 
pattern, is a square of a single color. Running along the top and bottom as well as the left and right 
edges of the quilt pattern is the number 2, showing strips of a second color that flank the quilt. The 
remaining part of this pattern is the 6 by 6 center square, with each part labeled 3, a third color for this 
large center square.

Further Encodings
Based on my own research I developed 28 total encodings, from the Amish Square and Bars pattern 
to Housetop variations, basket and anvil shape patterns. In all cases, the process of identifying distinct 
quilt patterns, then distilling them into 8 by 8 representations of a grid with numbers representing 
color blocks was not a precise computer process, nor a result of scanning, machine learning or other 
purely technological process. Rather, it was the author’s individual and likely flawed but handcrafted 
encoding representations. As such, this quilt encoding library cannot claim a degree of authority or 
even widespread representation. It is simply one pilot test, one model for translation from an ‘analog’ 
craft tradition to a digitization that does not seek to capture a perfect facsimile or archival authority but 
a related artistic rendering in data. Another attempt at creating digitized quilt representation include 
PatchProv, a system for designing improvisational quilts in software. (Leake et al.)

What Encoding Doesn’t Capture
Observe the variation in color block strips within the Amish quilt from the Metropolitan’s collection 
compared to my simplified 8 by 8 grid. In this example a very thin green strip of fabric edges the 
complete quilt, not present in all Center Square and Bar patterned quilts and not represented in my 8 
by 8 grid encoding. Additionally, there are 2 thin strips on the inside of the center fabric block running 
vertically, also not represented in the 8 by 8 encoding. Finally, rather than a geometric variation or 
figuring there is a coloring shade tonal difference. The top red bar appears lighter in shade to the other 
3 flanking large red color bars. 

While I haven’t yet seen the term ‘glitch’ to describe an abberance where a piece’s color varies from 
its related blocks, or a pattern is seemingly cut and rotated or appeared in fractal variations, I would 
argue there is an echo of the glitch here or an anticipation of glitching. (Betancourt) Bales describes the 
fractal patterns and processes of the Gee’s Bend quilts as fractals. (Bales) And while a ‘glitch’ is a visual 
technical fault by digital process, there is a rhyming of the glitch here as these patterned and seemingly 
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visually repeating patterns appear to have small variations. Implementing a software-based mechanic 
that replicates this fractal process could be a future step.

Quilting as Poetic Computation
From encoding the quilts into a data format, I now had the opportunity to use this as a schema for 
creating new artworks. 

I am a longstanding participant in the National Novel Generating Month (NaNoGenMo) event that 
happens each November since 2013. NaNoGenMo’s core requirement is to “generate” a novel through 
computational processes, inspiring dozens of new works using many techniques each year. The event 
is inspired by the NaNoWriMo (National Novel Writing Month) that requires authors to write novels of at 
least 50,000 words, a definition of novel that originator Darius Kazemi found amusingly defined.

The NaNoGenMo requirements do not require that participants specifically create a novel: just that 
a text output of at least 50,000 words is created. My goal was to create a computational poetry book 
consisting of generated poems visually laid-out based on the quilt data patterns, with the minimum 
number of words met.

Just as a quilter must assemble source fabric in order to cut out pieces to be assembled into blocks, 
pieced together into a quilt top, for constructing my computational quilt poems I needed a corpus of 
words that could serve as individual blocks. Where in the quilt data individual blocks of color making 
up an 8 by 8 quilt are presented as a single number in the encoding, I chose that each number in 
a grid would be a single word. I selected a number of categories of words, many from the Corpora 
organized by Darius Kazemi, a collection of small datasets of words by categories. (Kazemi) I also 
created additional text sources, and my final corpora collection contained 18 lists of words, including 
lists of adverbs, infinitives, metals, rhymeless words, Swadesh words, Shakespearean words, resume 
words, a list of objects and others.

My quilt generating recipe is as follows:

1.	Randomly select one of the quilt patterns

2.	Randomly select one word list

3.	Randomly assign one word for each digit 1 to 8 (our max number of distinct ‘block’ types for 
each quilt

4.	Loop through our selected quilt pattern, replacing each digit with its selected word replacement. 
We do some simple math to find the max length of a word for each column, then use that to 
add spaces before and after shorter words in that column

5.	We use the first two generated words and the quilt pattern name appended for the poem title

6.	Then we repeat the process beginning from step 1 again, until we have a collection of 
generated word poems with a minimum of 50,000 words used. 
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Image 3: Example generated visual quilt poems.

From NaNoGenMo to Individual Quilt Poems
Following from the creation of the book of quilt poems I created a smaller printed chapbook zine of quilt 
poems that were distributed at open studios and artist talks, in two editions of 25 each. 

Rather than the larger ‘novel’-sized output from NaNoGenMo, this allowed me to select individual 
favorites for reproduction and sharing. The chapbook contained a colophon, the original quilts.lua 
encoded data, the main.lua file that creates the quilt poems followed by the selected poems.

Generating large quantities of quilt poems is ludicrously fast with computational processes. Contrast 
this with the labor required to produce even one hand crafted textile quilt. In one consideration of 
slowing down to appreciate a single quilt poem at a time I created a website that displays a single Daily 
Quilt Poem. Making use of the Fengari-Web JavaScript 
library, it runs a Lua Virtual Machine in the browser, 
transcoding to JavaScript, allowing me to reuse most of 
my Lua code. This resulted in a straightforward way to 
present my computational quilt poems in the browser. 

The website Daily Quilt Poem lives at https://leetusman.
com/everyday/293/daily-quilt-poem/ and presents a 
new quilt poem each day as its pseudorandom number 
generator is seeded by the calendar date. 

Image 4: A Daily Quilt Poem, generated on June 29, 2026.
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Further Quilt Pattern Experiments
At this point, my experiments with computationally-derived visual quilt poems made up of quilt pattern 
data have produced multiple formats including print publications, digital publications and a daily website. 
The quilt patterns are also used as source material for additional experimental media art projects that 
are not focused on computational poetry as such, to realms including photo grids and animation. The 
Daily Quilt Poem continues to output new poetry each day. Today is the Smoke Egg Log Cabin Quilt, 
for example. 

Further iterations and experiments to come include creating new quilt pattern representations at more 
detailed scales. A provisional test of larger grid sizes such as 48 “pixel” blocks wide within the Lua-
based Picotron “Fantasy Desktop” by the creator of Pico-8 appears promising for color-block based 
representation for example. Fractal-based or glitching mechanics that rotate or combine sections of 
quilt patterns may contribute more complex, richer visual quilt poems. Tests that combine color blocks 
with overlaid text are another path for exploration, along with more finely tuned text corpus selection.
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Post-Digital Creativity in Under-
Acknowledged Communities
Hannah Ackermans, University of Bergen (Norway)
Tegan Pyke, University of Bergen (Norway)
Zahra Rizvi, University of Bergen (Norway)

Introduction
Eighteen years ago, Mark Marino described electronic literature (hereafter elit) as a “guild-based art 
form”, in which there were “typically fewer than six-degrees of separation between the various elit artists” 
(Marino). Although time has passed, little has changed regarding the intimacy of the elit field and the 
specificity of its research subjects, particularly when it comes to the Electronic Literature Organization 
(ELO) and its practitioners. Recently, Lyle Skains observed that “the field of elit has emphasized the 
experimental at the expense of the popular” (Skains 5) and Leonardo Flores, who coined the term 
“third-generation electronic literature” (Flores), has dropped the use of the term ‘digital literature’ in his 
research in favor of ‘digital writing’ to “disentangle digital writing from these debates on the literary” 
(Flores, ‘Your Question @ ELO’).

In this paper, we argue for the inclusion of works created via vernacular creativity in communities 
without an awareness of ‘electronic literature’ or the ELO as an institution. Neither ‘hidden’ nor 
‘underexamined,’ these communities have existed for decades, but have gone un(der)acknowledged 
by elit scholars. By acknowledging these communities, we seek to broaden our understanding of post-
digital literary practices and the ways everyday people utilize digital media and their affordances for 
creative expression, strengthening the digital literature concept as a whole.

To start this process, we present three genres of post-digital creativity which have gone underacknowledged 
in research connected to the ELO. The page limit of this paper does not allow for deeper analysis into 
the genres, instead we will provide a description of each genre through the lens of elit thematic overlaps. 
During our panel, we will share individual creative works from each genre and invite discussion of both 
the genres we’ve discussed and other unacknowledged post-digital genres. Tegan Pyke wrote the 
section on Sims Stories, Hannah Ackermans the section on Norwegian Sign Language Poetry, and 
Zahra Rizvi the section on K-Twitterature. 

Sims Stories
Sims stories are a variety of born-digital literary works produced by players of the wildly popular gaming 
franchise The Sims. Combining in-game screenshots with written captions, Sims stories emerged as a 

genre shortly after the launch of The Sims 1 (TS1), as a way for players to document their gameplay 
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on TheSims.com Exchange, a Web platform created by the game’s developer, Maxis, to leverage user-
generated content for market success (Jenkins 167). 

The Sims franchise is notable in mainstream gaming for its women-dominated player base, a status 
that has been maintained since the release of TS1’s third expansion pack, Hot Date (Thompson). The 
Sims’ core gameplay allows players to “construct and control characters in an individualized consumer 
society, to dress and house them, nurture them and care for them, and construct very complex narratives 
around them” (Nutt and Railton 583). This is done via controlling an in-game household, in which one 
to eight sims can live at any one time. As such, stories produced by Sims player-writers often center on 
domesticity. This has led to the game being described as an ‘ideal girl’s game’ (Cassell and Jenkins) in 
academia and “dubbed disparagingly as a ‘girl’s game’” elsewhere (Sihvonen 22). As such, both The 
Sims games and the stories its players produce can be seen as part of the “archive of women’s culture,” 
as defined by Abigail de Kosnik, in which “so-called repetitive, formulaic, ‘generic’ fiction” allows women 
to explore “contents that help them understand, tolerate, criticize, or oppose the feminine project” (De 
Kosnik 121). 

In previous (scant) scholarship, Sims stories have been associated with fanfiction practice (Gee and 
Hayes; Lammers), an act that reduces the full breadth of writing practice within the community. My 
research elsewhere has established a taxonomy of the works found beneath the Sims story nomenclature, 
which includes documentation of emergent narratives—or narratives created via player interaction with 
a game engine (Jenkins, ‘Game Design as Narrative Architecture’)—and use of the game engine to 
illustrate pre-written narratives. As such, Sims stories is a term used to describe a grouping of Let’s Play 
and genre fiction, which can be either original or transformative dependent on the inclusion of elements 
from external intellectual properties.

Since debuting as ‘Family Albums’ on TheSims.com Exchange, Sims stories have been distributed over 
all four official The Sims companion websites. Shortly after their emergence, however, Sims stories 
began appearing across communities on web hosting services, blogging platforms, and early social 
networking sites. Today, Sims stories continue to be produced on Blogger, WordPress, and self-hosted 
interest forums. This firmly situates Sims stories as a variety of what Rettberg calls “network writing,” 
or writing created for and published on the Web (152-182). Indeed, within Rettberg’s classifications, 
Sims stories—both fiction and Let’s Play—find siblings in homepage fiction, blog fiction, and fanfiction, 
dependent on method of distribution. This variety of dissemination, however, has put Sims stories at 
risk of being lost media due to link rot and technological obsolescence. 

This has made it difficult to gain full scope of the popularity of the Sims story practice, with the current 
historiography within my research only capable of being pieced together via partial captures within the 
Internet Archive’s WayBack Machine. This raises a significant question about the preservation of digital 
narratives: who decides what works are of consequence in a time of constantly shifting digital cultures 
and seemingly never-ending technological advancement?
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As the output of creative writing communities associated with both gaming and fandom, Sims stories 
question the meaning of ‘literature’ in ‘digital literature’. In their simplistic multimodal combination 
of text and image, they aren’t groundbreaking or, necessarily, avant-garde. But in their utilization of 
game engines in a way akin to ‘machinomics’ or ‘machinima’, they are indicative of a global cultural 
change, in which pre-digital writing practices are combined with focused attention to digital gameplay 
or, alternatively, elaborate staging of narratives within gameplay spaces. 

By including Sims stories—and, further from this, written Let’s Plays—in digital literature research, we 
can begin to explore the convergent evolution of digital literature outside of institutional knowledge 
bases. Doing so provides a richer understanding of digital literary practices and the ways in which 
platform capitalism has shaped vernacular creativity, spawning news genres, forms, and attitudes.

In ignoring vernacular writing practices, the digital literature field risks recreating the same archival 
silences and absences that surround the ‘everyday’ historical majority and minorities, as described 
by Micheal Moss and David Thomas. This in itself could lead to false attribution or loss of context in a 
time where culture is increasingly bottom-up and democratized, where online storytelling is having an 
outsize impact on ‘old’ media, particularly the literary and cinematic. 

Norwegian Sign Language Poetry
Learning Norwegian Sign Language (Norsk tegnspråk, hereafter NTS) left me puzzled at a common 
recurrence: ample explanations that NTS is, in fact, a language. Moreover, that NTS, as the name 
suggests, is not the same as American, British, or any other sign language. Although statements of 
these obvious facts frustrate me—we could be spending that time actually learning the language—the 
misconception of sign languages as lesser or fake languages runs deep. People outside the Deaf milieu 
likely come into contact with sign language through the presence of a sign language interpreter. Even 
asking a municipality chatbot for a local Deaf milieu returns instructions to request an interpreter instead 
of offering places when sign language is standard (Bøe n.p.).  

Creative uses of sign language defy these assumptions. NTS poetry and other performances promote 
NTS as a language with its own identity. Poet Georg Bjerkli translates prayers into NTS as well as creating 
original NTS poems to replace spoken liturgy and church songs. And founders of Tegnspråkslam (NTS 
Slam) Eva Skovli and Ipek D. Mehlun place the creative NTS in the context of the shrinking Deaf milieu 
that threatens the language. Although poetry in other sign languages has been studied (i.e. Bauman et 
al.; Sutton-Spence et al.), few analyses exist of NTS poetry to this day.  

Fortunately, we can draw on international similarities to understand sign language poetry: „Auch wenn 
DGS und ASL unterschiedliche Sprachen sind, ist es für die Stilmittelanalyse hilfreich, auf verschiedene 
Sprachen mit ihren kulturellen Kontexten zu schauen, um (wie in der LS auch) allgemeine Aussagen 
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über poetischen Gebrauch von GS treffen zu können“ (Wolff 117)1. Similarly, elit and NTS poetry have 
separate histories, yet inclusive study can shape a deeper understanding of post-digital creativity. NTS 
poetry with its iconic signs and creative representations of the language are reminiscent of concrete 
poetry, a genre often referred to as part of the elit lineage. The unconventional use of signs embodies 
an exploration of the shape of language. It is unsurprising, then, that Wolff makes a claim familiar to 
elit, that sign language poems can “an der Entwicklung des Gedichtbegriffs jenseits der Buchseite 
mitwirken” (115)2. 

Distribution formats can become an integral part of how a work or genre functions in elit to the extent 
that the difference between ‘born-digital’ and digital distribution can be blurred. The invention of film and 
prevalence of online video has revolutionized how we engage with sign languages. Some early studies 
are focused on digital information transferal in NTS (i.e. Hjulstad; Eilertsen) and international studies on 
the role of media technologies in the development of sign language poetry (i.e. Krentz).

In addition to in-person events, one can find recorded NTS poetry online. The DVD Tegnspråkpoesi 
(Bjerkli 2012) is no longer available for purchase but all nine poems, multimodal with background 
images and guitar music, are available on Erher.no as an educational resource. YouTube is used to 
self-publish NTS poetry. The media-specific affordances of online video influence the reader, as Krentz 
argues (about ASL poetry): “Artists now ask more of their audiences. They expect them not just to enjoy 
performances but also to wrestle with their nuances and challenging meanings” (64). Not to mention 
the role of recordings in the creation process, which makes it easier for artists to remember their ideas 
and develop their performance—processes that poets of written works have had at their disposal for 
centuries.  

The dispersed nature without in-built identification like ISBN has led to online collection practices. The 
Deaf Church in Norway has been involved in developing NTS poetry as their liturgy, which is reflected 
in documentation practices. The website Tegnkultur.no (sign language culture), owned and operated 
by Døvekirkenes fellesråd (The Deaf church’s public council), preserves about a hundred examples of 
Christian NTS poetry and NTS hymns through recordings and online display.  

Platform affordances influence how we perceive NTS poetry. YouTube’s decision to translate video titles 
means that searching for “tegnspråkpoesi” returns mainly videos of sign language poetry in American 
Sign Language and Visual Vernacular with title translated to Norwegian, erasing their linguistic and 
literary differences. Searching specifically for “norsk tegnspråkpoesi” errs in another direction: most 
results are about Norwegian, not Norwegian Sign Language. We can explore a tension, then, between 
promoting Norwegian sign language online through the use of sign language poetry, while relying on 
digital technologies that also cause language diffusion. 

1	  “Although German Sign Language and American Sign Language are different languages, it is helpful for stylistic 
device analysis to examine various languages with their cultural contexts to make general statements about the poetic 
use of sign language (as in spoken language as well).”
2	  “contribute to the development of the concept of poetry beyond the printed page”.
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Inclusion of non-English languages has been an effort within ELO for two decades, with multiple 
exhibitions, collections, and studies of non-English works that enrich the field’s literary and research 
practices. Moreover, the inclusion of third generation electronic literature has increased our understanding 
of digital creativity as a vernacular practice rather than an exclusive one. The lacking inclusion of sign 
language poetry and its digital practices in the creation and distribution of poems similarly have the 
promise for a better understanding of our field.

K-Twitterature
User-generated internet fiction has a long, well-documented history, encompassing both original fiction 
and fanfiction, spanning across dedicated websites, blogs and forums to social media over time. As a 
microblogging social media platform, Twitter (now X), gave rise to a particular kind of platform-specific 
microfiction or Twitter fiction, described early on as “an original, self-contained work of fiction in each 
tweet published by a Twitter user” (Raguseo). Dubbed Twitterature, this type of fiction became popular 
as “a multimodal literary practice constrained by a limit of 280 characters (originally 140), making it a 
distinctive and incisive form of expression” (Waliya et al. 143), often “characterised by nano-linguistics, 
i.e., concise linguistic forms, semantic prosody, and digital semiotic elements” (Waliya et al. 143).

The rise of twitterature paralleled Hallyu 2.0, or the New Korean Wave, the spread of Korean popular 
culture through social media and smartphones (Jin). It is unsurprising, then, that twitterature and Hallyu 
had significantly rich intersections. Unlike much of the early, often cursory, research on twitterature, 
the genre has always had a close relationship with reworking or remaking original fiction in new and 
interactive ways. Twitterature (2009), marketed as an anthology of hyper-abridged adapted classics, 
which “provides everything you need to master the literature of the civilised world, while relieving you 
of the burdensome task of reading it” (blurb), played with the genre’s enthusiasm for parody, adaptation 
and fanfiction. Simultaneously, however, the published book reduced the platform affordances that 
X provided to the traditional printed form, erasing “the potential for others to play, re-establishing the 
authority presumably removed in the initial act of tweeting, and reducing the collaborative potential of a 
form of writing designed to be community-driven” (Ingleton). 

I argue that K-Twitterature3, colloquially referred to as k-pop twitter AUs (alternative universes), best 
present the original spirit of twitterature while also developing the collaborative potential of the genre, 
diffusing authority and authorship in new and playful ways. 

K-twitterature stories usually begin as a short premise tweeted by an anonymous X (either one person 
or more handling the X account) account with a username and are a form of genre-blending fanfiction 
with large-scale interactive storytelling. Combining elements from “Choose Your Adventure” stories and 

3	  Coined for this study, the term is an amalgamation of the prefix K-, often used for Hallyu content (such 
as k-pop or k-drama) and the established term Twitterature for twitter fiction.
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RPGs with large-scale fandom participation, this free interactive fiction format often features a further 
diffusion of authorship by featuring other X users as readers who decide crucial plot developments and 
often even feature as characters in the story. K-twitterature readers, thus, have multiple roles at the 
same time, that of secondary authors, readers, players and characters. The platform affordances of X 
provide the tools for such a participation and k-twitterature utilizes tweet threads (continuing the story 
from the initial premise in a set of interconnected tweets in a thread), polls, linked multimedia, hashtags, 
replies and quote tweet functions to transform massively popular mystery, socmed (social media AUs) 
or horror genres into mobile-friendly, fast-paced, bite-sized fandom-specific puzzle stories. 

In 2018, an interactive BTS horror/socmed AU, Outcast, by @flirtaus began trending on X, racking 
420,000+ followers within a few days and a worldwide trending hashtag #BTSOutcast (Kelley). One of 
many such AUs, this kind of k-twitterature “like the wikis that Booth discusses, are places to develop 
plotlines within a community or completely change the storyline; thus creating new examples of non-
linear and noncontinuous storytelling, which allows for new understanding of the expanding genre of 
fic amongst fans” (Rouse). Beyond obvious genre-blending horror, chatfics, and socmed AUs, Outcast 
showcases how k-twitterature blends active fandom presence on X with engagement features present 
on the platform to design, narrate and participate in the story. K-twitterature is also defined by a fixed 
timeline, as the story is updated live and readers participate in the plot development by voting on polls 
to change the course of the story. 

By 2020, the genre had evolved into involving reader-insert characters within the live story. User @
SVTraintoBusan, ran a series of seventeen zombie horror and murder mystery AUs and transformed 
all followers into characters, creating a story with an average of 200 live and interacting characters. 
Blending fandom knowledge with a knowledge of source text, these AUs were doubly layered fanfiction, 
both of Seventeen and the movie, Train to Busan (2016), another Hallyu classic. Readers were recruited 
via a train booth ticketing system, with individual tickets and seats, and invited to board the train with 
the SVT members and solve puzzles through hints across audio-visual materials provided in the thread, 
timestamped clues and complex codes, and vote on polls accordingly. As with most k-twitterature, a 
dedicated hashtag became the space for discussing theories, finding team members, and figuring out 
the best course of action. The narrative only progressed if the reader-characters participated in it. A 
dedicated thread designed as a limited-time customer service announcement provided live commentary 
on individual reader-character fates. 

K-twitterature presents a development of RPF and OC (Original Character) or y/n (your name) fiction into 
a large-scale interactive storytelling genre which, in its function, may not be limited to k-pop but a fluid 
format that would work for other fandoms and even original fiction, depending on reader-mobilisation 
capabilities. Instead of treating stories as singular occurrences, the inclusion of the genre as viable elit 
would shed light on an otherwise underacknowledged digital storytelling format and practice.
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Concluding Remarks
Through the short overviews of these three (very) different genres, we promote an ‘agnostic’ approach 
to elit. Rather than distinct categorization, we look at the value of including these genres as forms 
of elit performed outside ELO’s milieu. Parallel practices in different communities give us a better 
understanding of the similarities and particularities of different genres, including ones that are already 
considered to be elit. 

Excitingly, this approach taps into knowledge that is already present in the elit community. We have the 
opportunity to draw on expertise gained outside academia and apply to it the analytic rigor and theory-
building obtained inside the ELO. Different genres materialize in particular contexts and communities, 
which influences the appropriate values and responsibilities of elit researchers. Having a common 
practice of researching underacknowledged areas promotes the integration of different elit cultures in 
understanding post-digital creativity.
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But I Might Be Drunk 
How Blood on the Clocktower players demonstrate mis/disinformation 
resiliency 

Cheri Tang 

Abstract  
This article looks at mis/disinformation through the lens of Blood on the Clocktower. Blood on the Clock-
tower makes mis/disinformation apparent to players through its game states: Drunkenness and Mad-
ness. Yet unlike other social deduction games, which often spiral into accusatory chaos, Blood on the 
Clocktower players prioritize strategies around trust and communication. I argue that Good Team play-
er strategies are characterized by a cooperative mindset that resembles mis/disinformation resiliency. 
Blood on the Clocktower players recognize the third-person effect to misinformation and deprioritize an 
all-or-nothing attribution of trust. This article highlights the potential for Blood on the Clocktower players 
to counter mis/disinformation both in-game and in our modern informational landscape. 

Introduction 
Social deduction games often spiral into accusatory chaos, yet despite the bluffing and ulterior motives, 
Blood on the Clocktower orients players into a cooperative mindset. Reflected in the Good Team strat-
egies, players prioritize building trust and communication rather than hunting people down (“Interview 
with the ‘Storyteller’”).  

Blood on the Clocktower not only facilitates mis/disinformation but also teaches players how to coop-
erate against it. As mis/disinformation poses a challenge to the modern informational landscape (Bort-
nick, 2025; Alderman, 2025), gamified inoculation programs expose people to ‘weakened’ versions of 
mis/disinformation and manipulation techniques (Harmony Square, Loki’s Loop). However, these pro-
grams rarely pit players against each other, lacking in the uncertainty and complexity that accompanies 
social deduction games (Costikyan, 2013, Torner, 2014).  

I argue that in their cooperative mindset, Blood on the Clocktower players demonstrate mis/disinfor-
mation resiliency. This resiliency characterizes the strategies that Blood on the Clocktower players 
prioritize when on the Good Team. Rather than detailing each strategy, I highlight how the cooperative 
mindset behind Blood on the Clocktower strategies resemble mis/disinformation resiliency.   
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What is Blood on the Clocktower? 
Blood on the Clocktower is a five-to-twenty player social deduction game “with players on opposing 
teams of Good and Evil, overseen by a Storyteller player who conducts the action and makes crucial 
decisions” (BoardGameGeek). Gameplay has two phases: ‘Day’ and ‘Night’. During the ‘Day’ phase, 
players may freely discuss their information or lies, potentially ending with a player’s execution. During 
the ‘Night’ phase, players may be woken up by the Storyteller to gain information, use their ability, or 
kill. Luckily, dead players can still speak and have one ghost-vote for the remainder of the game. Each 
player has a unique ‘character’, or secret role, and will either play for the ‘Good Team’ or ‘Evil Team’.  

The ‘Good Team’ must find and execute the Demon to win the game. If the Demon dies, 

Good wins. Townsfolk and Outsiders are character categories that play for the Good Team. Most in-play 
characters are Townsfolk, who have information-gathering and helpful abilities (i.e. the Empath: “Each 
Night, you learn how many of your two alive neighbors are Evil”). Outsiders have abilities unhelpful to 
the Good Team (i.e. the Saint: “If you die by execution, your team loses”). Conversely, The ‘Evil Team’ 
wins if just two players are left alive. The Minions use their character abilities to cause chaos, assisting 
their one Demon to win the game. With slight variations, Demon characters typically kill one player per 
night, though some may kill multiple players with unique conditions.  

The ‘edition’, or ‘script’, denote the available characters in each game. “Each edition has a unifying 
theme, strategy, and tone” (Medway). Blood on the Clocktower includes three editions in its base set: 
Trouble Brewing, Bad Moon Rising, and Sects & Violets. 

However, players have access to ‘experimental characters’ outside of these three editions, allowing the 
player community to homebrew their own scripts.  

The Storyteller runs the game, keeping track of players’ actions and game states in the ‘Grimoire’, or the 
game box. For the purposes of this paper, readers will only need to know about ‘Drunkenness’, ‘Poison-
ing’, and ‘Madness’. Drunkenness and poisoning do the same thing—a drunk or poisoned player has no 
ability but thinks they do; thus, they gain arbitrary information. Madness makes a player “convince the 
group that something is true” or face a penalty, incentivizing players to lie to their own team (Medway). 

The Possibility of Misinformation 
Most social deduction games present their players with infallible data—what players see is what play-
ers get. In Secret Hitler (2016), if a player pulls a ‘liberal’ token, then they play on the ‘liberal’ team; the 
revealed policy token will always be the one chosen by the Chancellor. Echoing Evan Torner’s exam-
ination of Werewolf (1986), also known as Mafia, the uncertainty of most social deduction games are 
driven by player unpredictability and hidden information (2014; Costikyan, 2013). Similarly, Blood on 
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the Clocktower is comprised of an informed minority, the ‘Evil Team’, and the uninformed majority, the 
‘Good Team’.  

Blood on the Clocktower lies to its players, the rulebook bluntly stating that “the Storyteller may lie to 
you” (Medway). Through the Storyteller, Blood on the Clocktower introduces false information through 
‘Drunkenness’ and ‘Poisoning’. Drunkenness and poisoning have similar meanings: “You think you 
have an ability, but you don’t” (Medway). Players cannot trust themselves, as best exemplified by the 
Outsider character, the Drunk. The Drunk believes they are a Townsfolk, drawing a Townsfolk token 
from the bag during set-up, but any information or ability due to that Townsfolk role will be arbitrarily 
given or simulated by the Storyteller. Drunkenness and poisoning add uncertainty through analytical 
complexity when character abilities interact, such as with the Sailor or the Vortox (Costikyan, 2013).  

Drunkenness feeds misinformation to the player, similar to the informational landscape of the 2020s. 
In her book “Don’t Not Burn Anyone at the Stake Today”, Alderman describes a Third Informational cri-
sis, likening the impacts of digital communication to the Reformation period following the invention of 
the Gutenberg Printing Press—when faced with the echo chambers of social media and its enormous 
waves of information, we settle for an easy explanation, double-down on our perspectives, and deem 
those on opposing sides as morally wrong (2025).  

Yet Blood on the Clocktower players counteract a third-person effect to misinformation exposure, ca-
veating themselves with the phrase: “But I might be drunk”. Mass Communications research theorizes 
people as cognitively biased to perceive others as more susceptible to media effects such as false 
news, propaganda, and persuasive messaging (Davison, 1983; Sun et al., 2008; Lyons, 2022). How-
ever, Blood on the Clocktower players often remind themselves and others of drunkenness. New and 
experienced players refer to the script, pointing out character abilities that cause drunkenness or poi-
soning when they encounter conflicting information. Players open themselves to different possibilities, 
even if it contradicts information gained by their own ability or that of a socially trustworthy player.  

Through drunkenness, Blood on the Clocktower teaches players the willingness to be wrong, demon-
strated by the Good Team strategies. Players prioritize ‘building worlds’, or providing alternative expla-
nations for a single set of information. For instance, Nominations are more than a means of executing 
suspicious players. During nominations, the prosecutor and defender get a chance to state their case 
before the vote, so players use this phase to probe others for information, choosing those who are 
quiet or those they have not conversed with yet. Those who bully others into believing their ‘world’, as 
Medway describes, will make a fool of themselves when drunk and often lose the game; instead, those 
who communicate well, win the game (“Interview with the ‘Storyteller’”). As long as the players remem-
ber their own susceptibility to drunkenness, the Good Team can flexibly adapt their ‘world’, cooperating 
towards the actual solution rather than the most convenient explanation.  
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When ‘Good’ Players Lie 
Most other social deduction games give ‘Good’ players little reason to lie. In the online multiplayer 
game Among Us (2018), cooperation is a given; players who are caught lying or not performing tasks 
are deemed suspicious. Since ‘Imposters’ must bluff to avoid detection, players cooperate by telling the 
truth—an ideal way to seem trustworthy to one’s team.  

Blood on the Clocktower complicates how Good Team players corroborate their information and convey 
trustworthiness. Madness is a game state that incentivizes Good Team players to intentionally spread 
false information to their own team; a ‘mad’ player is trying to convince the group that something is 
true, whether by pretending to be another role or openly accusing a fellow team member. The rulebook 
describes madness as “more like a real-world state than a game-state,” reflected within players’ social 
interactions rather than physically represented in the Grimoire (Medway). Whereas drunkenness is 
characterized by its unintentionality, madness is an intentional choice. Players are not physically forced 
to lie, but if the Storyteller does not hear them make an honest effort, “they pay the price” (Medway).  

Even if not ‘mad’, Blood on the Clocktower players, both ‘Good’ and ‘Evil’, feed others disinformation. 
Drawing upon Bortnick’s (2025) three-tiered framework of ‘misinformation games’, Blood on the Clock-
tower players intentionally lie to sell alternative ‘worlds’ for an ulterior motive—an ‘Evil’ player may 
frame a player as the 

Demon; a Good Team player may share fake information to maintain madness; a ‘Good’ Townsfolk may 
claim to be another player’s role for protection, causing chaos and confusion. Blood on the Clocktower 
structures in disinformation in numerous ways, such as experimental characters like the Magician, the 
Damsel, and the Lunatic.  

In Blood on the Clocktower, lying does not make a player ‘Evil’. Despite how social deduction games 
resemble a ‘burn-at-the-stake’ mob mentality, executing suspicious players, Blood on the Clocktower 
players maintain civil discourse. When describing ‘cancel culture’ (pg77), Alderman states that “in these 
febrile moments it becomes easy to believe that the only way through is to discard anyone who dis-
agrees with us […] every informational crisis creates new ways to disagree and therefore new reasons 
for terrible actions” (2025). Yet Blood on the Clocktower players hesitate to condemn others, still willing 
to hear opposing viewpoints.  

Blood on the Clocktower teaches players to deprioritize an all-or-nothing attribution of trust. The way 
players trust, or see their own trust, becomes less binary, acknowledging social influence. Blood on 
the Clocktower players distinguish between mechanical data and social judgement. Instead of simply 
placing trust in players who tell the truth or on information that easily fits within the narrative, players talk 
about their trust in terms of ‘mechanical’ and ‘social’ reads. A ‘mechanical’ read means a trust judgement 
based on information provided by Storyteller or inferred via mechanics; a ‘social’ read is determined by 

pure vibes, based on players’ conversations, body language, or voting patterns.  
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Thus, players aim to build ‘trust circles’, i.e. a chain of players who can verify each other’s pings and 
alignment, rather than following the most influential person. Trust circles based on social reads hold 
less strength and veracity than ones based on mechanics. Players also readily sit within uncertainty—
another player may feel socially ‘Good’ but mechanically register as ‘Evil’, or vice versa. What is im-
portant to note here is not that Blood on the Clocktower players know the correct balance of attributing 
trust via social or mechanical data, but that these players can recognize in themselves why they trust 
another player and if their trust is based on facts or pure vibes. 

Cooperation beyond Blood on the Clocktower  
Oriented into a cooperative mindset, Blood on the Clocktower players demonstrate a resiliency to mis/
disinformation. Like other social deduction games, Blood on the Clocktower involves bluffing and ulte-
rior motives. Yet rather than spiraling into accusatory chaos, Blood on the Clocktower players display 
a flexibility to information and trust judgments, prioritizing strategies such as building worlds and trust 
circles. With drunkenness and poisoning, players recognize their own susceptibility to 

misinformation, closing the perceptual gap of the third-person effect. With the constant threat of mad-
ness and disinformation, players acknowledge social influence when attributing trust.  

Blood on the Clocktower cooperation extends into the player community as well. Experienced play-
ers guide the newbies, teaching the lingo and strategies that best build trust (“Beginner’s Brew”); fa-
bled characters, e.g. the Revolutionary, intentionally include players that would otherwise be incapable 
(Medway); local and online communities emerge to play together, supplemented by YouTube creators 
and Clocktower Conventions.  

This begs the question of what Blood on the Clocktower cooperation looks like when applied to our 
current informational landscape. What happens when we wonder if we are ‘drunk’ after encountering a 
salient short-form video? What if we recognize that a socially trustworthy influencer may be ‘mad’ and 
thus spreading false information? In demonstrating how players cooperate against drunkenness and 
madness, I highlight the potential that Blood on the Clocktower players’ cooperative mindset may also 
counter modern day mis/disinformation. 
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Community Communication and Dead by 
Daylight
Rachel Kerr

Abstract
Dead by Daylight (2016), also referred to as Dbd, is a 1v4 asymmetric horror game that has maintained 
a growing player base for 10 years. After 10 years Dbd has a varied and widespread community that 
has fractured into 2 main camps of thought when it comes to the game, Killer or Survivor. As players 
engage with the community how they experience the game itself is often changed for better or worse. 
Dead by Daylight’s community has created a series of rules and expectations that alter the experience 
during gameplay and allow players to interact and communicate in ways outside of the game’s design 
expectations.

Introduction 
For the last 10 years Dead by Daylight (2016), also referred to as Dbd, has managed to maintain its 
position as The Asymmetric Horror game. Pitting Killer players against Survivors the core gameplay 
loop consists of survivor players attempting to escape 1 killer player per match. Over those 10 years 
Dbd has persisted as games such as Friday the 13th: The Game (2017) or Last Year: The Nightmare 
(2020) were unable to maintain a solid player base over time. In contrast to other games that have 
attempted a similar structure Dbd is one of the only games to pit characters such as Michael Meyers 
against the likes of Nicholas Cage or Steve Harrington, pulling from a multitude of different IPs as well 
as many of their own original designs to create a wide variety of options and playstyles for their player 
base to choose from. As the game has evolved over the years so too has the community that has formed 
around it. Creating their own rule sets and play styles outside of the mechanics that the developers 
have baked into the game and building on it as update after update has altered the gameplay in both 
large and subtle ways. 

Online Video games tend to form communities that spread across multiple sites from forum specific 
locations to the more open option of X (formerly Twitter) where players can discuss, debate and often 
coordinate between large or small groups. This is where the community often begins to form their social 
norms, the informal rules that govern behavior within the community, Dbd is no different. Spread across 
multiple sites the Dbd community has a wide and varied player base that carry on the now 10-year-old 
debate of Killer vs Survivor as they craft their own intricate rule book for players to follow.   
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As Dead by Daylight has grown the core gameplay loop has remained mostly the same, even as 
Behaviour has used both killers and survivors to add mechanics and perks that alter the regular course 
of the game. Utilizing a 1v4 structure, similar to Last Year or even Friday the 13th’s slightly larger 
1v7, Dbd sets itself apart from other asymmetric horror games because it does not make use of the 
communication systems many online games do. There is no in-game voice-chat and the text-chat 
features within the game are limited only to the brief time in a lobby before the match, during which the 
killer can’t communicate with survivors, and the end-game text-chat where all players can communicate. 
In this paper I will examine how Dead by Daylight’s community has created a series of rules and 
expectations that alter the experience during gameplay and allow players to interact and communicate 
in ways outside of the game’s design expectations.

Community Within Dead by Daylight 
In Dead by Daylight the players are divided into two distinct camps, each that have their own playstyle, 
objectives and win condition. Survivors arrive at a match, or Trial as the game refers to them, in four-
person squads equipped with up to four perks and one item that will assist them in completing their 
objective. A survivor’s only objective is to escape, and while many survivors also include the added 
task of aiding their fellow players it is not something that truly alters a survivor’s win condition or how 
they go about achieving it. Survivors play the match in third-person, to keep an eye out while carrying 
out their objectives. Killers on the other hand are only one to a match and are for the most part stuck 
with the first-person perspective. Each killer comes equipped with a signature weapon and ability that 
can drastically affect how Survivors play through the trial. The Killers task is to find, catch, hook, and 
eventually kill each survivor before they can open the exit gates at the end of the trial. 

As social norms have evolved around the game players have created their own series of rules and 
expectations built on top of the design framework the game relies on. While many of them are player 
specific they are often tied into gameplay itself as players determine what is and is not toxic based on 
the game’s mechanics and how those interactions affect play. Often these rule sets are specific to one 
side and lead to the most conflict in game and out of it as players debate what they consider polite or 
toxic playstyles.   

Toxicity describes behaviors, attitudes, or environments that are emotionally, mentally, or physically 
draining and harmful; per Merriam-Webster. As players attempt to define what they consider toxic 
during gameplay it often returns to a debate on what is fair. In a game that relies on a 1 vs 4 system, fair 
is a much harder metric to balance than in a game where everything is 1 to 1. Dead by Daylight relies 
on one player embodying the killer, and rewards them for chasing, downing, and hooking survivors 
to achieve their win-state. The exact things that survivors are instead rewarded for avoiding, though 
survivors also receive points for completing objectives such as the generators, or opening chests. 
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Community debate generally revolves around 2 specific topics, toxicity, and balance. In these debates 
they are often further split both between the player camps, and with portions of the community refusing 
to engage with others as they determine the rule sets they wish to follow when it comes to playing. 
Despite wide spread debate “the DbD community is not commonly perceived as toxic, even if toxic 
behaviour can manifest itself in certain situations” (2020) a belief that is upheld today despite the 
continued debate on what is or is not toxic within the game. One example of this is “Competitive” 
players. Dbd itself has no distinct competitive mode and therefore no competitive matchmaking, instead 
they operate off of a system referred to as MMR. MMR acts as a behind the scenes balance for players 
as they are placed in matches, meant to ensure that players remain in lobbies at a similar skill set. MMR 
itself is not something a player can see, there is no rank system such as you would see in a game like 
Overwatch or Valorant, only the idea of MMR working in the background. 

Competitive play is often used as both an excuse and an accusation for actions in game that portions of 
the player base have deemed toxic as players make use of mechanics that are not technically outside 
of the expected experience within the design of the game. Many of these are considered toxic less 
because they are objectively unfair to players in the game and more because they do not allow the 
player to complete the expected game loop. A killer tunneling (eliminating a single player as quickly as 
possible despite other players interference), often works in the survivor players favor but is considered 
unsportsmanlike as it forces one player out of a match much earlier than the other 4.  

As players have established their rule books, they have also determined what they consider a true “win-
state”. For survivors it often differs per match, especially when faced with Killers they might be unfamiliar 
or inexperienced against. Then Survivor players might go so far as to consider completing a singular 
generator a win, and aside from the 7000 points gained for survival a Survivor does not technically lose 
points upon dying. On the other hand, Killers often consider anything less than 3 kill match a loss, many 
even going so far as to consider a 3k a loss as well despite it meaning only 1 survivor has managed to 
escape the match.

The steady addition of both new Killers and new Survivors ensures that the community never reaches a 
true equilibrium, with new characters altering what balance has been found as players attempt to adjust 
their expectations accordingly. Often these result in a number of months where most discussions are 
in opposition of each other, as Killers learn a new playstyle and Survivors are forced to contend with a 
new Killer taking over much of their experience. With each new addition, from the Killer power to the 
Survivor perks, the debate continues. Both on what is toxic and what is fair.
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Not Every Sable but Always a Sable
At this current moment you could load into a Dbd lobby as David King (a Behaviour original) and be 
met with Quentin Smith, Leon S. Kennedy, and Laurie Strode. Each of these characters are available to 
those fulfilling the Survivor role in a trial, along with 49 other distinct individual characters. As characters 
have been added to (and on occasion removed from) the game differ stereotypes have formed. Often 
tied to specific characters and the performance expected of them in a match and on occasion outside of 
it. These expectations often color how players interact with the match, with players willing to give up or 
“go next” on occasions they feel the player they’ve been match with might not fit the skill level they want. 

One of the most common examples of it is “Not every Sable but always a Sable.” Take Sable Ward’s 
name out (an original survivor created by Behaviour) and replace it with almost any other survivor and 
it’s been said. Some of the more well-known Legendary characters (skins connected to one survivor 
but with their own name, model change, and often voice lines) are even included. There’s a player 
out there for almost every version of every survivor who’s had a bad experience with their solo queue 
counterparts and have taken that experience to heart. Sable is simply an easy target, as one of the 
most played characters in the game and with a large collection of cosmetics along with a fun back story 
for players to engage with she stands apart from many of the other options. 

As a result, Sable Ward has a reputation, but in much the same way so too does Leon S. Kennedy. 
A reputation that has nothing to do with the Resident Evil games he originates in and everything to 
do with player perception within the game Dbd. For Survivors’ reputations are often focused on use 
or skill level within a match. The teammate that will leave you on hook to the second stage or blow 
up the generator seconds before it would have been completed have a bad reputation. And as those 
players tend to be the newer less experienced players the accusations are often laid on the more easily 
acquired Survivors. 

In Dead by Daylight’s most basic gameplay “the primary goal is to escape the game” (IGN 2021). 
Following the IGN “How to Play Survivor” you complete the generators, avoid the killer and unhook and 
heal your teammates. In an average Dbd match that would all be fairly common and expected behavior 
from all sides. It is the perception of how the match is going that tends to have the greatest impact on 
how Survivors specifically interact with it, and when a match is considered lost is often heavily debated. 
While the technical lose state for a match is a Survivors death many players have their own less rigid 
expectations for a match. For some simply completing a daily quest or challenge will be enough to term 
a match a success whereas others might consider a 1 out (in which one survivor escapes often through 
hatch) a win despite their own death in the match. How players reach this perception is often tied 
closely into the goal they are going into the match with, and who they face once the match has begun. 

These varied win-states can lead to the most conflict and confusion for players within a match. Where 
one player has selected to go next with no in-game chat to convey that the other 3 Survivors within 
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the match might still be playing for saves. Instead, communication is done using 2 emotes, a number of 
item interactions and on occasion player action and how they move their survivor. 

With only 2 emotes to choose from, a point and a wave, players are forced to find ways to communicate 
outside of their limited emote range. Between fellow survivors most interactions can be inferred through 
what needed to be done mechanically. Crouching up to someone while injured is a request for a heal, 
crouching again once the heal is completed a thank you. Once you broaden that from fellow Survivor 
to Killer it can become more complicated. Crouching at a Killer player is often considered highly toxic 
where as crouching to fellow Survivor is often meant as a sign of excitement or even warning if the 
player has spotted the Killer. As perception drives many players they must also take into consideration 
that the rules they play with, whether they are intended to be polite or not, are not always universally 
known or recognized.

Embodying the Monster 
A successful Killer will create four dead Survivors. Whether they are playing a killer ranked S tier by the 
community or one that has received a lowly D rank a Killer strives for the 4k. Within the game itself they 
are the imbalance, the 1vs4 that is meant to chase down and remove each survivor from the game. 
The balance is almost always intended to be at least somewhat on their side, aiding them along as they 
chase down the other players in the game and attempt to end the match before the 5 generators can be 
completed. Effectively cutting short the time each Survivor can spend in the match and just how many 
points they can acquire. 

Despite this there is such a thing as Taming the Killer, often used when a Survivor has managed to 
in some way befriend the Killer that is meant to be murdering them throughout the match. This is a 
moment where players have stopped following the intended game loop, often lengthening the match 
and on occasion taking the time to farm the points they might have otherwise missed out on had they 
died early in the match. There is no universal sign of a Tamed Killer, as Killers have no emotes. Instead 
they are instead constrained by the Killer they have selected and the unique power that Killer affords for 
gameplay. Most are at least capable of nodding if they have no other method of communication. 

It is in Killer actions that perception and expectation can on occasion lead to confusion or misinterpretation. 
A Killer that has no intention of following the normal game play loop may struggle to convey this to the 
Survivor who believes they have avoided the Killer entirely of their own skill. Similarly, Killers may 
occasionally struggle to interpret the actions of a Survivor, an attempt at befriending them could be 
an honest mistake or even an attempt at going next and being removed from the game as quickly as 
possible.  
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For example, a Pig player might come across a confusing sight. A Survivor crouching towards them 
and occasionally doing the wave emote. For an experienced player this could only mean one thing, and 
if the Pig is feeling generous, they might grant the request. Crouching up the player to allow them to 
point at their face and “Boop the Snoot” something Survivor players commonly hope they can do when 
faced with the SAW character as the Slasher of the match. Similar experiences might be seen with the 
likes of Dracula and the Xenomorph where as an experience like that on a Killer such as Clown would 
be baffling. 

As players attempt to determine what each player in a match is communicating they are working off of 
the rule book they have become most experienced with. Usually taking from it the specific perceptions 
built around different Killers over time, from the Toxic Kaneki (The Ghoul) to the friendly Ghost Face. As 
a result both Survivor and Killer players can instead find themselves spending a match attempting to 
understand what the other side is trying to do despite both sides believing they are carrying out a known 
and expected playstyle within the game. 

Conclusion
While the core gameplay loop of Dead by Daylight has remained the same since its creation is 2016 
the game itself and the community around it have created their own series of rules and expectations 
that vastly alter the experience within the game. Despite its lack of built-in communication players 
have instead found innovative ways to communicate between both Survivor and Killer players allowing 
for interesting gameplay experiences that one might not see if they play the game only as intended. 
Players learn both from each and from their opponent as they play the game and take that experience 
with them into each consecutive match allowing them to communicate in game in ways that might alter 
a player’s expectation of a match just as easily as the Killer mechanics alter how a Survivor might go 
about the match of their own accord. 
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Remaking the Red Death
An Interactive Fiction Post-Mortem

Dr. Kenton Taylor Howard, University of Central Florida

1. Introduction
ReMasque of the Red Death is a choice-based interactive fiction game I created in collaboration with 
Emily Addison, an independent artist. The game is built with ink code in Inky, a free interactive scripting 
engine which was created by inkle studios. It is based on Edgar Allan Poe’s short story “The Masque 
of the Red Death,” which depicts a party held in the manor of Prince Prospero. In Poe’s story the land 
is ravaged by a plague during which Prospero and his noble allies quarantine themselves in his keep 
away from the common people of the land, holding a party after several months; however, on the night 
of the party a visitor arrives at midnight dressed as a plague victim and Prospero and the other party 
attendees succumb to the disease. ReMasque of the Red Death adapts the setting, plot, and other 
narrative elements of Poe’s story, but players can make choices that can alter the outcome of the 
story, such as escaping before the visitor arrives or burning down the house with everyone inside. The 
game features images created in Sketchbook, a mobile-based digital drawing app, and was produced 
without the usage of AI coding tools. It has gameplay systems that include player and NPC movement, 
character creation, branching dialogue and NPC affection, multiple endings, inventory, health, time 
tracking, and many other mechanics.

One important element of game production is a post-mortem: Chandler argues that they are “the 
greatest source of concrete information” on development (258). This paper provides a post-mortem for 
ReMasque of the Red Death. First, I review key theory texts and related works, arguing that adaptation 
and remediation is an effective creative practice within electronic literature. I then cover the game’s 
timeline and development, including ideation, creating a prototype of the core systems, presenting it 
and receiving feedback at a previous conference, and bringing in an artist to create assets while also 
completing the game’s design, programming, and narrative elements. I also discuss my plan for future 
development of the game, though it is already complete, fully functional, and available online at the 
time of writing, justifying a post-mortem at this stage. Finally, I touch on lessons I learned while making 
the game. Overall, I argue for adaptation as a productive creative mode within electronic literature and 
document an example of the making process for such a project. This paper therefore provides other 
developers with a clear understanding of the workflow for creating and releasing an interactive fiction 
game using ink and how that work fits into the wider genre of electronic literature.
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2. Background and Related Works
This project draws inspiration from two areas: my previous work and the tradition of adaptation within 
electronic literature. This project is a successor to Retelling the Tell-Tale Heart, another ink-based 
interactive fiction game I released in 2024 at the Foundations of Digital Games conference. I use the 
term successor to describe this project because it is not a continuation of Retelling the Tell-Tale Heart 
and there are no narrative connections between the two other than both being based on Edgar Allan 
Poe stories. There are other commonalities between them as well, such as that I developed both in 
Inky and tried to maintain a writing style, tone, and mood that was consistent with Poe’s work. That 
being said, ReMasque of the Red Death is significantly more expansive, includes visual art, and was 
developed over a much shorter timeline. 

While Retelling the Tell-Tale Heart is an inspiration for this project, it was also inspired by a history 
of adaptation and remediation within electronic literature. Bolter connects adaptation to remediation 
in some of his most famous works: in Remediation, he and Grusin discuss numerous adaptations of 
novels into movies in early 1900s (44) and suggest that tradition continued in the 1990s with “electronic 
remediations” such as the CD-ROM versions of the novels Jurassic Park and Brave New World (46). In 
Writing Spaces: Hypertext and the Remediation of Print, Bolter argues that “hypertext in all its electronic 
forms… is the remediation of print” (42), suggesting that at core level electronic literature works as an 
adaptation of print. There are also many famous electronic literature works that employ adaptation 
and remediation: one example is Jackson’s Patchwork Girl, which adapts both Frankenstein and The 
Patchwork Girl of Oz and remediated them into a hypertext mashup of the two stories. Two of Short’s 
most famous works are also adaptations: Galatea remediates Greek myths about the namesake 
character by allowing players to interact with her, while Bronze remediates Beauty and the Beast by 
putting the player in the role of Beauty. There have also been notable adaptation-based works made 
in ink, with 80 Days by inkle Studios remediating the classic novel into a choice-based interactive 
fiction game that won Time’s Game of the Year award in 2014. As such, I argue that adaptation and 
remediation are effective creative practices within electronic literature and that ReMasque of the Red 
Death contributes to that tradition.

3. Timeline and Development Process
Development of this project began in Summer 2025 when I brainstormed ideas for mechanics, systems, 
and endings for the game. I wrote some code for the game over the next few months and completed a 
prototype of its core functionality. I then presented it an online conference for science fiction, fantasy, 
and gothic horror scholars (“Prototyping an Interactive Masque of the Red Death”). I solicited feedback 
during the question-and-answer session about some development considerations, particularly regarding 
whether the game should have visuals. I also made it clear that I am not skilled at visual art creation and 
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would need an outside source for such visuals. Feedback indicated that visuals would enhance player 
immersion, so I recruited an artist to create 2D images that could be displayed via a web browser. 
From there, I wrote the rest of the game’s code and prose and implemented the images. I uploaded 
a complete version of the game to my Itch.IO page in January 2026 and updated it in February 2026 
(“ReMasque of the Red Death”).

In terms of tools and deployment, I wrote all the code and prose for the game in Inky 0.15.0; I did 
not use generative AI to create any of it as I have developed several projects in Inky previously and 
am experienced in writing ink code and interactive fiction prose. I also found that freely available AI 
coding tools at the time often struggled to debug ink code. Emily Addison created images for the 
project in Sketchbook, a phone-based digital drawing app; it is also notable that this was her first time 
making game art. Almost all of the art style came from her; I gave minimal direction beyond some basic 
ideation, technical requirements, and a list of the images I needed. I used Inky’s “export for web” feature 
to deploy the game, which creates HTML, CSS, JSON and JavaScript files that allow the game to be 
playable in a web browser. Finally, I uploaded the game to Itch.IO, a free online game storefront that 
hosts the game in both a downloadable and web playable format and allows for future updates.

4. Future Development
While this project is complete, I have plans for future development, including adding images, a new 
mechanic, and potentially copyright free sounds and music. The game has visuals throughout most of 
its gameplay, but they could be expanded in the ending section. In particular, the game has 13 endings, 
but only one currently has an image; the rest of the endings are all described with prose text. Emily 
Addison is creating images for the remaining endings, though some of the endings may share images 
due to similarities in story details. I have added comments to the code for the endings to indicate where 
the finalized images will go when they are completed. These additional images will make the endings 
feel more fleshed out and rewarding.

The game’s mechanics are complete at this point, but I will implement an additional system to the game 
in the future: a selectable special ability that can be chosen during character creation. An example of 
such an ability would be calling out to Prospero and having him come speak with the player at any 
time rather than only when he is in the same room as the player. This system will add significant depth 
to the game by allowing the player to create a larger variety of characters, as right now the game has 
systems for selecting the player’s costume, arrival time, and age, all of which impact various in-game 
variables but do not make changes to systems like NPC movement. These abilities will also make the 
game easier by reducing time pressure on the player: right now getting another ending before the visitor 
arrives at midnight is difficult and achieving many of the other endings is challenging without a deep 
knowledge of both the game’s mechanics and narrative design, so this change will make it easier for 
players to explore the game’s narrative.
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One more tentative area for future development of the game is the inclusion of copyright free sound 
effects and music. There are two main challenges to doing so, and as such, there is a possibility that 
doing so will not be realistic. The first is finding appropriate copyright free sound effects and music; 
that being said, there are many free online resources for these things, so overcoming this obstacle is 
realistic. The more significant challenge is that ink offers limited support for sound effects and music: 
only one single audio file can be played at a time and audio support is limited to either playing an audio 
file until the player makes a choice or playing an audio file until the game encounters code that tells it to 
play a different audio file. These are challenging limitations to work with in terms of game development, 
but they may not be insurmountable given the structure of Poe’s original story. In Poe’s piece, music 
is played during the party, but the story mentions that the music stops every hour on the hour so that 
the ominous clock in the black room can toll to indicate the current time, with the music resuming after 
the clock bell finishes ringing. This description lines up well with ink’s audio limitations: a music audio 
file can be played until the in-game time reaches a particular hour and then the music can be stopped 
while a bell toll audio file is played, with a new music file being played afterwards. Adding these sounds 
and music would be beneficial in terms of enhancing the player’s immersion in the game experience, 
especially since the story text already specifically mentions both the music and the clock bell tolling. 

Finally, the 1.0 release of ReMasque of the Red Death has been accepted for the demo session at the 
Association of Computing Machinery Hypertext and Social Media Conference in September 2026. The 
developments described above will be implemented by then. If I cannot effectively implement sound 
by then, I will cut it with the justification that some players might play the game with sound turned off 
anyway.

5. Conclusion
As mentioned earlier, a post-mortem is one of the most important parts of a game development project. 
Chandler argues that key element of this process is creating a lessons learned document (262 - 263) 
that outlines takeaways from the making the game. In this conclusion I take a similar approach by 
resenting a condensed version of such a document, focusing on three key lessons I learned while 
developing this project.

One of the most important lessons I learned from developing this project was to be flexible about the 
development process, as I have worked as a solo developer in the past on all my released projects. 
Wang notes that a major benefit of that approach is retaining control over the entirety of the production 
process but also argues that “the drawback is that solo developers must do everything themselves” 
(251). I originally intended to take a solo development approach with this project, though as I noted 
earlier, I sought feedback on incorporating visuals knowing that I would not be able to do that myself 
and that I would have to recruit an artist, use copyright free art, or use AI generated art if I made that 
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decision. Recruiting an artist was easy since I have a personal relationship with Emily Addison and 
working with her did not introduce any difficulties into the development process. While I do not suggest 
that this means that all games should include visual art, I argue that designers should remain flexible 
about their development processes, even on things as significant as whether to develop alone.

Another lesson I learned is more specific to developing interactive fiction games: I argue that it is often 
most effective to write prose as one of the very last steps in the development process. This approach 
is echoed by Sawyer in a Game Developer’s Conference talk he gave on Fallout: New Vegas in which 
he presents a five-step model for creating branching narratives in which the final step is “write prose.” 
In the talk, Sawyer argues that taking a well-considered approach to branching narrative design makes 
writing the actual prose easier. I did not follow his five-step model when creating this game, but writing 
prose was one of the last things that I did, as essentially all the game’s mechanics, narrative systems, 
and visuals were in place first. Having most of the content in place made it easier for me to write 
prose since I was able to match the text to the in-game content rather than having to create in-game 
content to match previously written text. I was also able to approach the writing process knowing that 
there were visuals in place for certain elements of the story and that those elements did not need to 
be described in text. I do not claim that this approach is always necessary when creating text-based 
games, but I suggest that developers of such games should consider writing prose later in development 
rather earlier. 

Finally, I learned that early prototyping and feedback can be crucial for identifying the proper scope of 
a project, especially if it needs to be expanded rather than reduced. As mentioned previously, early on I 
developed what Houde and Hill would call an “implementation prototype” (10 - 11) with the game’s basic 
mechanics in place but without any prose text or visuals. One additional concern I had about including art 
was that the scope of the project would be significantly expanded. Having an implementation prototype 
in place early on allowed me to present that prototype and get feedback from gothic horror scholars that 
were both knowledgeable about the conventions of the genre and the were the kind of audience that 
would be interested in the game, and that feedback pointed to expanding the game to include visual 
art. That feedback also highlights the value of the previous lesson: if I had begun writing prose earlier, 
I would have ended up with redundant text describing those visuals. I argue that interactive fiction 
creators should therefore consider creating a simple mechanical prototype early in development and 
getting feedback on that prototype early in development as well.

This project offers a model that other interactive fiction developers can build upon when creating their 
own works, especially when using Inky or other similar tools like Twine. I argue that adaptation and 
remediation can serve as useful creative practices within the interactive fiction space: many developers 
have used those approaches in the past to create famous electronic literature, and those approaches 
will therefore continue to be an effective. I also suggest that the development process and lessons 
I outlined above offer some useful guidelines to other developers working with similar story 
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concepts and tools. Overall, I argue that other interactive fiction developers can look to this project as 
a framework that can offer them guidance and help them avoid some development challenges when 
creating interactive fiction adaptations and choice-based games. 
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Compressed Cinema as a Study in LLM 
Latent Spaces
Mallen Clifton – Stanford University

Introduction
In the roundtable Again Theory: A Forum on Language, Meaning, and Intent in the Time of Stochastic 
Parrots, Alex Gil posits that “one of the most promising uses of generative AI” is to “account for this 
phenomenon [that there exists a machine that can consistently produce grammatical and meaningful 
sentences just fine with a mechanism different from our brains] seriously.” Indeed, the extent to which 
generative AI can now produce text (quickly, in large volume, somewhat comparable from human-written 
text) is an immediate and pervasive situation that literary scholars are well-situated to study. Gil continues 
the previous remark by postulating a “first mechanics [that] would be interested in explaining how these 
machines process data to produce meaningful language.” Although this is already being studied in 
depth by computer scientists, in this essay I propose to explore “how these machines process data”—
how they see the world, in a way—within my own domain of literary theory and criticism. I will apply this 
explication to Allison Parrish and Casey Reas’s Compressed Cinema, which uses generative AI in the 
captions to the image spreads shown throughout the book. I argue that the captions in Compressed 
Cinema produce narrative logic from illogical fragments, which in a way achieves Parrish’s intention to 
“uncompress” the compressed cinema of the book, even while they stand completely separate from 
original films Reas draws from. 

In the afterword of the same forum, N. Katherine Hayles suggests finding meaning in AI generated texts 
by “actually reading the texts [produced by LLMs] and using an informed background knowledge of LLM 
architectures to interpret and understand them.” Turning to Compressed Cinema, we see that it is made 
of images produced by Reas and captions by Parrish. Reas used generative adversarial networks 
(GANs) to distill previous films into a new set of images. Parrish, then, wrote her own descriptions of 
these images, and then utilized the BART generative AI model to expand these descriptions. In a way, 
this expands back out the compression that Reas had implemented. We will now turn to a higher-level 
technical description of the generative AI at work here, focusing on the BART model used by Parrish. 

Technical Discussion
BART is an instance of a machine learning (ML) model, computer programs that are trained to understand 
and interpret data, self-instigating recursive iterations of their algorithms to refine their outputs. As ML 
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research has progressed, one of the limiting factors is that any increase in the data that these models 
are expected to both analyze and generate means their algorithms must execute exponentially more 
computations. Within natural language processing models, which often utilize machine learning, one 
could see this issue in the fact that while next-word predictions for emails or text messages can be quite 
accurate, fully generated novels or scripts are (or at least, were) often nonsensical across long-term 
narrative and action sequences.

It follows that the large jump in ML performance we’ve seen in the past five to ten years was instigated 
by improvements in parallel processing capabilities, especially the “transformer” introduced by the 
landmark paper “Attention Is All You Need” (Vaswani et al.). As educational content creator 3Blue1Brown 
explains, “What makes transformers unique is their reliance on a special operation known as attention. 
This operation gives all of these lists of numbers a chance to talk to one another, and refine the 
meanings they encode based on the context around, all done in parallel” (“Large Language Models 
…” 05:11–05:26). To expand on this, the “lists of numbers” he refers to are in fact word embeddings, 
tokenized chunks of the given text that act as vectors in a high dimensional space. Attention allows 
the model to iteratively recalibrate these vectors based on their relations to other vectorized words. 
Put another way, it allows the model to better understand each word by the larger context of the full 
passage. Within a single iteration, these vector recalibrations are done all at the same time—that is, 
done in parallel. Of course, if we understand these to be vectors existing in a high dimensional space, 
we must distinguish the parallel processing occurring computationally with the much more complex 
orientations of the vectors. In other words, transformer technology allows the model to not only see the 
connections between words past their linear organization, but constantly shift the spatial organization of 
these words in complex ways that may not have any relation whatsoever to the ways humans visualize 
word relations.

Research into BART’s capabilities specifically offer results that diverge quite strongly from how humans 
interpret text. BART also embeds at the sentence level, and is expected to fill in missing words and 
sentences to produce a comprehensible text. It is trained by taking a text, masking various words and 
sentences, and testing how well BART can fill it back in. When training BART, researchers found “the 
best performance by both randomly shuffling the order of the original sentences and using a novel in-
filling scheme, where spans of text are replaced with a single mask token” (Lewis et al. 1). That fact that 
BART performs the best when faced with completely unordered and faulty text points to the question 
of how models think through textual relations—and how it might fundamentally differ from the ways 
humans think through these relations. Hayles suggests this herself, saying “Just as von Uexküll used 
the term umwelt to emphasize that all biological creatures have species-specific ways of perceiving the 
world, so LLMs also have distinctive ways of apprehending the world.”
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Compressed Cinema Case Study
To explore this umwelten, we follow with Hayles’s call to “actually read[] the texts [produced by LLMs].” 
This brings us to the “image captions” produced by poet Allison Parrish to accompany Casey Reas’s 
stills in Compressed Cinema. I put image captions in quotation marks because even though that may 
technically be the genre these texts fit, the actual writing itself is very dissimilar from the common 
conception of image captions (that is, succinct and clear descriptions of the image at hand). The 
texts often have abstract or impossible imagery, narrative elements, and sometimes even first-person 
interventions. 

To be fair, a standard description of the stills was never the point. Rather, Parrish’s intent was to invert 
the process that Reas used to produce the images. As Reas distilled existing films into sets of images 
by way of GANs, Parrish “first composed dense, minimalist descriptions of each image spread, and 
then used the mask filling functionality of Facebook AI’s BART model to iteratively ‘uncompress’ those 
descriptions” (“Compressed Cinema …”). The “dense” quality that Parrish associates with her pre-
uncompressed captions can be seen in one example: “The paint’s buckled: a shoulder’s thermocline, an 
elbow’s tentfold crook. Night, sheared off, drools a golden geode, then waltzes” (Parrish). While specific 
in phrasing, each phrase is unconventional, and ambiguous in interpretation; therefore it is dense in 
the way it allows an abundance of meaning in laconic fragments. Uncompression, as well, is interesting 
here, in that Parrish’s fragments—what BART might see as tokens that have been masked to some 
amount—are in fact the original text. To uncompress a file is generally to return detail or information to 
that file, and so Parrish subverts this assumption in her generating process. Taken together, both the 
method that Parrish is utilizing BART for as well as the particular data she is feeding it substantially 
deviate from the common usages for BART.

This deviation from normal interactions with BART makes Compressed Cinema a particularly interesting 
object to think through the larger conceptual moves that BART is executing. By ‘making strange’ the 
texts that BART generates, Parrish allows us to defamiliarize ourselves from generative text. Therefore, 
a close reading of the text in Compressed Cinema may allow us to gain new insights into the model’s 
process. With the limited amount of space here, we will focus on the first caption, on pages one through 
four of the book.

Before we study the text itself, though, we must understand how it came to be. While Parrish offers her 
own explanation of uncompression, as described above, what that means for the text at hand is still 
unresolved upon closer examination. The main issue is that Parrish specifies she produced separate 
descriptions for each image spread—that is, each two facing pages of film stills. Yet the captions in 
Compressed Cinema are multipage writings that seem to refer to the full collection of images for each 
film that follows (there are five sets of images, and five accompanying captions that precede these 
sets). In some instances, there are jarring thematic jumps that imply these captions are simply stitched 
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together from each image spread description: following a discussion of shimmering and shimmying, the 
text immediately moves to a scientific description of the human nose (Reas and Parrish 4). However, 
in other places, a longer narrative emerges, even if seen through a mosaic of differing styles and 
emphases. Partway through the first caption, a narrator describes rain coming down, and that “There’s 
not enough light left for [their] eyes.” Then an asyndeton of parts of the eye and face, and then the 
narrator “close[s their] eyes for just a second.” Parrish describes the uncompressions as “iterative,” 
which puts into question how fragmented the final captions are. But even still, that they are presented 
as a singular text makes it impossible not to see writings as making some cohesive whole—we just 
have to keep in mind that it is never specified to what level of text BART has operated on. 

And there are absolutely impressions that emerge through reading each caption in its wholeness. The 
first caption begins with an image-laden sentence fragment: “Scuffed obsidian crushed with chlorophyll 
to create a silvery-green sheen on the needle, a bright lustrous sheen on the edge, and then a silver-
white matte gloss on the edge” (1). These imagistic fragments, as well as full sentences that are also 
heavy with distinct imagery, appear often throughout the caption. The repetition of them creates a 
sense of intensification, where even when the writing lacks an internal story logic, clear images or 
feelings emerge. The sentences following the one above discuss “crystalline mouthparts” that are “soft 
and shiny” and “soak,” and “the sun begins to lighten, and the rain stops.” While not connected through 
an obvious narrative, these lines conjure wet greenery, the interstices between rain and sun, and light 
reflecting off of dew. Even in human-written novels, segments that focus on imagery rather than plot 
are common, and the segments here fulfill a similar purpose of meditating on the images and scenes 
that fill a narrative.

Moreover, further into the caption, a semblance of narrative does begin to emerge. There is the scene 
described earlier, where rain blocks the narrator’s eyes. Later on, a church—specified to include a 
“large Gothic Revival stained-glass window,” adding to the intensity of the imagery—is situated as a 
main location for the narrative (2). When the narrator states that “this is the place where life begins,” 
they continue that “This is where they live, the pillars mutter,” thus locating “this place” as containing 
pillars, which are commonly found in Gothic Revival architecture (3). And near the end, the narrator 
describes different images they can see on “the bas-reliefs,” again common designs in a church (4). 
Therefore, while these sentences are all image-focused, they also establish a shared location that 
extends throughout the entire caption. 

The writing then populates this location with characters who interact with each other. Around the pillars, 
a girl thanks a character identified as “Wing.” After something odd leaks out of Wing’s nose, the narrator 
comments, “I’m still not sure where it came from.” Afterwards, a character named Salt peers around the 
room and “raises his face to the ceiling and gazes in disgust” (3). These interactions between characters 
are clearly fantastical, and sometimes slip between subject and object; the exchange between Wing 
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and the girl starts as “Wing lips turn away from the face of the girl.” However, they are still apprehensible 
as characters in a shared scene. 

Conclusion
If we extrapolate from the one pre-uncompressed writing sample that Parrish gives us, she is not 
concerned in presenting a clear narrative. Yet in reading the final BARTized version, it’s hard to ignore 
the gestures towards such a possibility. On the sentence level, we can surmise why the individual 
components of this storyworld emerge. It seems likely that much of the original text was surrealistic 
images; when tasked to fill in these writings, it makes sense that BART would choose to repeat this 
with more imagery. Of course, it is this repetition that creates the intensification of image, and with that, 
the more realistic senses of images a reader might experience. The establishing of scene might be a 
remnant of phrases about similar architectural styles from Parrish’s own description. Yet that is very 
different from using those phrases to produce a sense of place, assembling them into an environment for 
a story, that we get with the final BARTized text. And if Parrish’s ekphrastic writings had no commitment 
to a character-world, it seems that BART might have such a commitment—or at least be inclined to 
assign agency to any connection between subject and object. 

Parrish via BART does uncompress Reas’s films in a particular way, by reintroducing the distinct imagery, 
perspectival framing, and narrative action that are common to film. But it is a completely different 
type of narrative experience: hallucinatory fractals of story that jump between heady science writing, 
poetic pastoral meditations, and surreal glimpses of people, places, and things. BART might statistically 
produce meaning, but these meanings are floating in their own space; it lacks an original reference. It 
produces signifiers without a signified, instead conjuring a world-sense through the complex geometries 
of digitized words. 3Blue1Brown suggests that as the billions of parameters of a transformer are tuned, 
word embeddings iterating and reiterating, “the hope is that there’s the capacity to encode higher level 
and more abstract ideas about a given input beyond just descriptors and grammatical structure. Things 
like sentiment and tone and whether it’s a poem and what underlying scientific truths are relevant to the 
piece and things like that” (“Attention …” 23:59—24:15). Perhaps there’s an ability to encode a whole 
world—but what this umwelten is, is something that exists in a land foreign to the human.
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The Dark Side of Stone Moons
Looking Behind the Code

Deena Larsen, Independent author and hypertext addict
Washington State University Vancouver (WSUV) Team: Jenn Nguyen, Claire Leyden, Quinn Carrick 

Orientation
My third major hypertext project, Stone Moons,1 circa 1996-1999, died still-born during the final edit 
pass. It froze and the Save button no longer worked. Turns out that the computers at the time could 
not handle such a behemoth of a work, and the file had become corrupted. In 1999, at CyberMountain 
(a seminal hypertext writers conference), Mark Bernstein (Eastgate Systems’ Chief Scientist) and I 
declared the work dead, as even recreating would not fix the size issue, and there was no way to split 
the deeply intertwingled texts into smaller parts. Well, with 491 nodes and more than 6,0002 links, what 
do you expect?

Mission history
In 2023-24, when I was an Artist in Residence at Washington State University at Vancouver, Dene 
Grigar encouraged me to resurrect this massive work. The WSUV Electronic Literature Lab provided a 
1997 computer that could still run the corrupted version of Stone Moons. Claire Leyden, Quinn Carrick, 
and Jenn Nguyen, WSUV students, delved into the old frozen StorySpace file and carefully resurrected 
each word, link, link name, image, structure, etc. They created codes to handle those popup link nodes 
where one anchor led to many possible destinations, and recreated the original three-dimensional 
navigational structure in Twine. This work features an impressive new Twine code that showcases links 
with multiple destinations.

Revolution and structure
Stone Moons revolves around three main character axes:

•	 Sarah is the single mother of Janet, a gifted child, and Laurel, a pre-verbal autistic child. 
Her emails to her friends, memories and notes to herself, tell her struggles against both the 
physical world (e.g., denied services, demented double crossings, and life in general with a 
child who cannot speak) and the spiritual world (the moon and her mysteries) who she claims 
is stealing Laurel’s soul.

1	  https://www.deenalarsen.net/stone
2	  I had envisioned 6,666 links in homage to Michael Joyce’s Afternoon with its 666 links. 
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•	 Laurel, the autistic child, has never spoken. She calms down when someone holds her hand 
to type in a facilitated exercise. Her unconnected world is comprised of a series of dated 
facilitated exercises that may or may not be her own thoughts.

•	 The Moon legends explore semi-scholarly, semi-deific, and perhaps semi-hysterical musings 
about the nature of the moon and what she would want with Laurel’s soul.

Stone Moons structure is a wine glass that readers view from an aerial position, seeing the rim, and a 
green node in the middle (Figure 1). The 16 blue nodes that make up the perimeter represent Sarah 
and glass’s rim. Traveling down the outside of the cup in blue nodes are Sarah’s more detailed emails 
that pertain to the seminal event described in the rim node. Entering the glass lets you delve into the 
heart of the work and view the Moon’s red nodes, which represent the wine (or perhaps the Moon’s 
blood). That middle green node in the wine glass represents the neck of the glass and entering it brings 
you to Laurel’s world held on the glass’s bottom. Laurel’s world forms the bottom of the glass in a green 
and yellow pattern. Figure 2 shows the original design. Note that even this was far from my vision of a 
wine glass and was what I could do with StorySpace at the time. However, Claire’s wonderful rendering 
tells the story quite well. 

 

Figure 1. Rendering of Stone Moon’s structure from the rim with Sarah and the moon, to the sides of the glass, to the bottom of Laurel’s 
world.

 

Figure 2. Original opening map of Stone Moons, showing the rim of the glass which contained the glass (blue) nodes and wine-blood 
(red nodes) along the rim and Laurel’s world in the center.
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Archiving and Transcribing
Bringing Stone Moons back to life was quite a challenge as the work was not only partially functioning, 
but it was only accessible on Macintosh computers that natively ran OS 9. Quinn Carrick, Jenn Nguyen, 
and Claire Leyden, used a 1997 computer from WSUV’s Electronic Literature Lab to access and 
manually transcribe data from the corrupted StorySpace file. This painstakingly long process involved 
two-person sessions, one navigating the old application and meticulously clicking through each link and 
node, while another recorded the node titles, links, and any embedded text directly into a spreadsheet.3  
This manual operation included:

•	 Node-by-node extraction: Carefully noting name, content, and phrases/links hidden within 
links.

•	 Multi-destination link documentation: For each link anchor, all possible link destinations and 
their link names were transcribed.

•	 Image preservation: Each image was catalogued, and screenshots from the original 
StorySpace were taken to show the original placement of each node.	

The sheer amount of content in this work required a complex transcription system built to both keep 
track of all the nodes, links, images, and image-navigational structure and ensure we did not miss any 
nodes while transcribing.

The WSUV students used a spreadsheet system and transcribed the rim first, as this was the densest 
part of the work. The team labelled the rim nodes with a letter A for the top layer, and listed as A1 through 
A16. They started at A1 by transcribing all links to and links from the given node into the spreadsheet. 
These links had several different parts (anchor, link name, and destination). Many anchor links had 
multiple destinations, which had to be logged separately. 

After all clickable links, whether words, phrases, or images, were logged, the team copied the node’s 
textual content into a text document. After transferring the text documents from the Powermac G3 to a 
drive which could be read by modern computers, the content was copied into the spreadsheet and had 
all linked content bolded. 

Each layer of StorySpace showed the next layer of nodes below it as you can see from Figure 2, which 
shows the 16 rim nodes and the circular map of Laurel’s world within the green center map on the 
original StorySpace version. But if you click on the node, you see the next level down, and so forth as 
shown in Figure 3.

3	  https://deenalarsen.net/stone/stonespread.pdf
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Figure 3. Original StorySpace showing nodes below nodes.

The rim nodes (which both contained the blue glass nodes for Sarah and the wine-blood nodes for 
the Moon on deeper levels) required a careful notation system to place nodes in the proper level 
and to ensure all nodes in lower levels were archived. When moving onto a new node, the team first 
checked for any nodes nested inside the one just transcribed. If there were nodes nested inside, they 
labeled nodes on this lower level as B, and would continue the process with B1, B2, etc. In general, 
the transcription order used left to right then up to down; however, this pattern changed if there was a 
chronological nature to the nodes on that level. Note that each of these nodes could also contain child 
nodes, so the nodes on this level were named C1, C2, etc. After transcribing A1-B1 and observing 
no more nested nodes, transcribers moved on to the next node under A1 (A1-B2), then its children 
afterwards. This pattern would eventually lead down to a node with no children. This would mark the 
path down to this layer complete, and the next transcription step was to go back to the last layer that 
had more than one node. So if the transcribers had finished A1-B2-C2-D1-E1 which was the only node 
on layer E, they would go back to D2 and transcribe those. This snaking motion provided a structure to 
run through all possible nodes without missing any nodes.

The nodes inside of Laurel’s world required a slightly different system. All Laurel nodes exist on the 
same layer, with four concentric circles, which the team labelled L1 through L4. They then transcribed 
all nodes on that ring in a counterclockwise as Laurel’s story is told widdershins.

Transferring to Twine
While Twine did not have the robust functioning inherent in the original StorySpace for multiple-layer 
maps and multiple-dimensional, named links, we chose to use Twine to host the new Stone Moons as 
it was a platform that would more accurately render the StorySpace structure of nodes and links. 

Creating the space
Quinn prepared the Twine file to house the 477 nodes. Quinn recreated StorySpace’s nodes within 
nodes three-dimensional canvas within Twine’s two- dimensional canvas by arranging the rim nodes 
radially with their children placed along their parents at an angle from the center. Placing Laurel’s world 
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in the center of the canvas, and introductory nodes at the uppermost left corner created a representation 
of the crucial story structure inside of Twine’s canvas (Figure 4).

 

Figure 4. Twine’s tiny rendering of the nodes to show the radial pattern.

Rendering the links
With over 6,000 links, performance fast became a complex issue. In Twine Harlowe, the standard way 
to create a link is a simple markup syntax, text in brackets pointing to a destination. But for every single 
one of those links, Twine draws a visible arrow on its canvas connecting the two nodes. For a small 
project, that’s a useful feature. For a project with thousands of links across nearly 500 nodes, it brought 
Twine to a complete and unusable crawl (Figure 5).

Figure 5. A tiny sliver of the link rendering problem.

 So Quinn switched entirely to Harlowe’s link-goto macro, which gives the reader the exact same 
experience but doesn’t trigger that arrow rendering. This macro, written as (link-goto: “Text”, “Destination”), 
replaced wiki links and eliminated the performance bottleneck entirely, and made the project workable 
again. Later, of course, I had to redraw lines for the two main text navigation nodes, so yes, the file still 
looks immensely complex. 

Managing multi-dimensional links presented significant technical challenges that required both careful 
planning and creative problem solving when reconstructing Stone Moons in Twine. The original 
StorySpace environment allowed each narrative link to map to multiple destinations, enabling the story 
to branch in nuanced, contextualized ways depending on the reader’s choice. In the original Storyspace, 
clicking a highlighted word could bring up a menu of possible destinations, each with its own named 
link. Those link names weren’t just navigation, they were part of the story. I used them to tell jokes, add 
irony, and layer meaning on top of meaning. Twine doesn’t have anything like that natively. Modern 
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tools like Twine are built for single-destination links only, so our team had to rethink a different approach 
befitting Twine built-in functions.

The team’s first attempt was a CSS hover dropdown. Mouse over a highlighted word, a list of destinations 
appears beneath it. It worked technically, but it was a bad reading experience. The dropdown would 
cover parts of the page, and on nodes with multiple links the dropdowns would interfere with each other. 
It didn’t feel right, and more importantly it didn’t feel anything like the original StorySpace experience.

After weeks of research, Quinn found modal window code for Twine Harlowe that he could adapt and 
use. The system works through two dedicated nodes. A header node sits invisibly on every page, 
and a modal code node contains the actual window and its inline CSS. When a reader clicks a multi-
destination link, the modal is triggered, the window appears, and it populates with whatever link-goto 
options belong to that specific link. Close it with the X, choose a destination, move forward. It’s tactile, 
it’s deliberate, and it closely mirrors what the original StorySpace popup felt like to use. Open Stone 
Moons in Twine to see how this works and to adapt the code for your projects. 

Styling Stone Moons
Jenn brought the visual side of Stone Moons back to life. Delving deeper into Stone Moon’s nodes gave 
a reader a subtle sinking feeling of uncovering the story layer by layer. Twine, by contrast, shows one 
passage at a time. Jenn recreated that reading feeling by using maps to recreate the look and feel of 
the original StorySpace maps as much as possible by using CSS. From January to May 2025, the CSS 
grew from 1,191 characters to over 22,000. There are nearly 2 megabytes of fully self-contained Twine 
HTML — no CDN, no external libraries. This CSS can be used for other projects to show StorySpace 
like maps within Twine, but the coder must be patient!

Jenn used the color-coded system to make the three voices legible at a glance: Sarah in blue, the 
Moon in red, and Laurel in yellow and green. As Laurel is autistic and makes no links, the reader must 
navigate Laurel’s world through the maps that Jenn painstakingly recreated. 

For the multi-nodal links, Jenn created a pure-CSS popup — no JavaScript — that fades in with a half-
second opacity transition, floats above the text, and is styled to feel like a StorySpace dialog box from 
1999 (Figure 6). Underneath everything is a design token system: CSS custom properties defined once 
at :root, cascading across all 477 passages. 
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Figure 6. A sample popup for multi-destinational links. 

Mission Accomplished
Thanks to this talented WSUV team, the work that I thought was long dead and buried and would never 
see the light of day has been uncovered. You can view it at http://www.deenalarsen.net/stone. Feel 
free to download and explore the code and use it as a basis for your works. May your wor/l/ds remain 
complex and deeply intertwingled.  
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The Feminized Voice, the Colonial Gaze: 
Artificial Intelligence and the Politics of 
Recognition
A Decolonial African Feminist Critique

Aishat Olayetunde Isiaq – The Nigeria French Language Village
Ajara, Badagry Lagos. Nigeria. ORCID:0009-0009-7450-4272 
E-mail: isiaqaishat@frenchvillage.edu.ng  

Abstract
The feminization of artificial intelligence is a deliberate design choice rooted in a long history of technol-
ogy and service labour. From the ‘’Hello Girls’’ of telephone switchboards to the default female voices of 
Siri, Alexa, and contemporary chatbots, the pairing of technology with performed femininity frames as-
sistance as innate, emotional, and subservient. This article examines the paradoxical gendering of AI, 
whereby assistants are feminised to evoke care and submission while the algorithmic architectures that 
govern these systems remain embedded in patriarchal and colonial logics. Drawing on African feminist 
theory and critical digital ethics, it argues that the performative female voice conceals a colonial gaze, 
a systemic configuration of power rooted in Western, patriarchal, and extractive logics that determines 
who is seen, heard, and valued in digital systems. Through analysis of biased data systems and algo-
rithmic exclusion in facial recognition, natural language processing, and generative AI, it demonstrates 
that technological neutrality is a myth sustained by unequal power relations. It contends that ethical 
AI requires not technical bias correction alone but African feminist leadership in AI design and gover-
nance, advancing a decolonial feminist vision toward more just digital futures.

Keywords: Decolonial AI; African Feminist Theory; Digital Colonialism; Algorithmic Bias; AI Governance; 
Gendered AI; Epistemic Injustice; Feminist Technology Studies.

Introduction
Imagine a voice that is calm, patient, and reassuringly feminine, a voice that does not argue or chal-
lenge. It simply serves. This is Siri, Alexa, Cortana, and countless chatbots that greet users with per-
formed warmth. These voices are deliberate design choices carrying centuries of cultural baggage 
about who serves and who obeys.
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Despite their presentation as neutral tools, AI technologies reproduce inequalities related to race, gen-
der, language, and geography (Benjamin 12-15; Crawford 8-1. Many AI assistants have been designed 
with female names, voices, and personalities characterized by helpfulness, patience, and emotional 
availability. These choices reflect a longer history in which service labour has been associated with 
women (Wajcman 45-52). From the “Hello Girls” of early telephone switchboards to contemporary dig-
ital assistants, technology has been paired with gendered performances of care and obedience.

At the same time, the femininity of AI assistants conceals a contradiction. While the interface is femi-
nized, the infrastructures governing these systems are shaped by unequal distributions of technolog-
ical, economic, and epistemic power. The datasets, corporations, and governance institutions remain 
concentrated within the Global North (Mohamed, Png, and Isaac 662-65). AI systems reproduce co-
lonial patterns of knowledge production, marginalizing perspectives and experiences from the Global 
South. African women occupy a complex position, rendered hypervisible through stereotypes and invis-
ible through exclusion from design and governance (Mama 56-62; Oyěwùmí 1-8).

This paper argues that the feminization of AI functions as a narrative and cultural performance that 
masks deeper patriarchal and colonial structures. I introduce the concept of the colonial gaze: the sys-
temic configuration of power that determines who is seen, heard, and valued in digital systems. This 
gaze operates through data systems that marginalise African women, algorithms that misrecognize 
them, and governance structures that marginalize them. Rather than treating gender bias in AI as a 
technical problem, this article situates it within questions of power, representation, and epistemic justice 
(Vergès 89-94).

The article proceeds in four parts: theoretical framework, historical feminization and narrative perfor-
mance, colonial infrastructure, and an African feminist decolonial AI vision.

Theoretical Framework
This study is situated at the intersection of African feminist thought, decolonial theory, and critical AI 
studies. Rather than treating algorithmic bias as an isolated defect, AI is understood as a site where 
gendered, racialized, and colonial power relations are reproduced (Noble 23-28; Benjamin 34-40).

African feminist scholarship provides a critical lens for examining gender, power, and knowledge pro-
duction. Françoise Vergès argues that colonial hierarchies persist through global systems of extraction, 
insisting that transformation, not inclusion, is the goal (45-52; 89-94). Oyèrónkẹ́ Oyěwùmí challenges 
Western gender categories as historically specific rather than universal (1-8). Amina Mama emphasiz-
es how African women remain excluded from dominant knowledge production systems (56-62). To-
gether, these scholars provide a framework for understanding AI’s role in struggles over representation, 
visibility, and epistemic authority.
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The colonial gaze central to this analysis draws on decolonial theory and feminist critiques of power. 
It refers to the systemic concentration of technological authority in Western-centric institutions. Shakir 
Mohamed, Marie-Therese Png, and William Isaac describe Decolonial AI as a response to asymmetri-
cal technological power (662-65). Kate Crawford shows that AI depends on extraction of labour, data, 
and resources (78-85). This mirrors colonial patterns of resource extraction.

Critical studies of technology challenge the assumption of neutrality. Judy Wajcman demonstrates that 
technologies reflect gender norms (45-52). Safiya Noble and Ruha Benjamin show how algorithmic 
systems reproduce inequality. Noble introduces algorithmic oppression (23-28), while Benjamin iden-
tifies the “New Jim Code” (34-40). Building on these insights, I examine AI as a narrative and cultural 
form. The feminized assistant produces meaning not only through content but through voice, tone, and 
interaction.

The Historical Feminization of Service Technologies and 
Narrative Performance 
The feminization of AI emerges from a history in which communication and service technologies were 
associated with women. Telephone companies employed women operators, known as “Hello Girls,” 
who embodied patience and emotional labour. This pattern continued through secretarial and customer 
service roles, reinforcing the association between femininity and service (Wajcman 45-52). Siri and 
Alexa extend this tradition. Their female voices are not technically necessary but culturally encoded 
choices reflecting assumptions about care and obedience.

Voice itself is a technological construct. The feminized AI voice is not a neutral reproduction but a 
carefully engineered product designed to maximize trust and compliance. These assistants function as 
narrative constructs, characters designed to shape user perception (Haraway 145-52). The feminized 
assistant becomes a recurring digital archetype of service and emotional availability.

AI assistants perform identities through language, tone, and interaction. They are digital narrators 
whose voices carry political consequence. The popularity of female AI voices reflects associations 
between femininity and care, mirroring emotional labour historically assigned to women (Wajcman 144-
46). Feminist theory shows that gender is performed rather than inherent (Butler 12-18), and AI extends 
this performance into digital space. UNESCO’s report I’d Blush If I Could (2019) documents how digital 
assistants were programmed to respond passively to sexist abuse (West, Kraut, and Chew 34-38). AI 
assistants thus circulate cultural scripts of femininity, obedience, and emotional availability.

Electronic literature has long attended to how digital systems produce meaning through interface, code, 
and interaction. AI assistants extend this tradition as what N. Katherine Hayles calls “technotexts,” 

188

IsiaqIsiaq



works that foreground their material conditions of production (Hayles 25). Reading AI as narrative per-
formance aligns with a critical practice that treats digital systems as meaning-producing cultural forms.

The Colonial Infrastructure Behind the Feminized Interface
The narrative performance of femininity is seductive precisely because it obscures the material condi-
tions of AI production. Beneath the reassuring voice lies a colonial infrastructure of extraction, surveil-
lance, and exclusion. This section unmasks that infrastructure.

The feminized voice of AI creates an illusion of care and accessibility. Yet beneath this interface lies 
an infrastructure shaped by unequal distributions of power (Vergès 89-94; Mohamed, Png, and Isaac 
662-65). The colonial gaze, as I have defined it, emerges from institutional structures of technological 
authority historically associated with surveillance, extraction, and decision-making. While AI appears 
feminine at the level of interaction, its infrastructures remain concentrated in institutions that control 
data, platforms, and algorithms.

AI systems are trained on datasets that reproduce existing inequalities (Noble 23-28; Benjamin 34-40). 
African languages, identities, and experiences are often marginalized in global data systems (Mo-
hamed, Png, and Isaac 670-73). The consequences are measurable: facial recognition systems show 
significantly higher error rates for darker-skinned women compared to lighter-skinned men (Buolamwini 
and Gebru 4-6). Natural language systems also privilege dominant languages, reinforcing epistemic 
exclusion. Generative AI systems, trained on vast data system of existing cultural materials, reproduce 
these dynamics with particular force. When prompted to generate stories or images of African women, 
these systems frequently draw upon reductive stereotypes rather than reflecting the diversity of lived 
experience. For instance, when prompted to generate an image of an “African woman scholar,” genera-
tive AI tools frequently produce images of women in traditional attire, often in rural settings, rarely hold-
ing books or in academic spaces. This reflects not the diversity of African women’s lives but a historical 
archive of representation that reduces African women to the exotic, the victim, or the aid recipient. Such 
images do not merely reflect bias; they produce and naturalize it.Thus, feminized interfaces mask a 
deeper colonial architecture of extraction and inequality.

Towards an African Feminist Decolonial AI
AI ethics debates often focus on bias correction or improved datasets, yet these approaches leave 
structural inequalities intact (Vergès 89-94; Mama 56-62). An African feminist approach insists that 
African women are not merely users of technology but producers of knowledge and designers of tech-
nological futures (Mama 56-62; Oyěwùmí 1-8). They belong in these conversations as researchers, 
policymakers, engineers, and data curators shaping AI systems.
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This means not only including African women in existing AI governance structures but fundamentally 
rethinking who is recognized as a legitimate knowledge producer. It challenges the assumption that 
technical expertise resides solely in the Global North and insists that African feminist thought offers not 
simply a perspective on AI but a framework for reimagining intelligence, relationality, and accountability 
in digital systems. Initiatives such as the Masakhane project, which develops NLP tools for African lan-
guages, and AI4D Africa, which funds research on AI in African contexts, demonstrate that a decolonial 
feminist AI is possible. These projects center local knowledge, linguistic plurality, and community partic-
ipation, offering models for the kind of epistemic sovereignty this paper advocates.

Language is central to this transformation. The dominance of global languages in AI systems reinforc-
es epistemic exclusion (Mohamed, Png, and Isaac 670-73). A decolonial feminist AI would prioritize 
linguistic plurality and cultural specificity. Furthermore, African feminist thought challenges dominant 
definitions of intelligence based on efficiency and optimization. Instead, it emphasizes relationality, 
care, and collective responsibility (Nzegwu 89-94). Ethical AI must therefore be evaluated not only by 
performance but by its contribution to dignity, equity, and inclusion.

Conclusion
This paper has examined the feminization of artificial intelligence as a historical, cultural, and political 
phenomenon at the intersection of gender and colonial power. It demonstrates that feminized AI assis-
tants reproduce long-standing associations between femininity and service while concealing infrastruc-
tures of extraction and inequality. AI should be understood not only as a computational system but also 
as a narrative and cultural form that shapes how knowledge, identity, and authority are produced. The 
feminized interface and colonial infrastructure coexist in a paradox that defines contemporary digital 
life.

Ultimately, ethical AI requires more than technical correction; it demands transformation of the condi-
tions through which technological knowledge is produced and legitimized (Vergès 89-94; Mama 56-
62; Benjamin 45-50). This is not an abstract theoretical exercise. As AI systems increasingly mediate 
access to healthcare, employment, education, and political participation, the question of who is rec-
ognized, who is excluded, and who designs these systems is a matter of survival and dignity. African 
women cannot afford to be passive subjects of technological governance; they must be architects of 
their own digital futures.

As AI becomes increasingly involved in cultural production, the question is no longer simply whether 
machines can speak, but whose voices they amplify and whose futures they imagine. What would an AI 
sound like if it were designed not to serve but to witness? Not to obey but to question? Such a reimag-
ining calls for technologies that do not reproduce inherited hierarchies, technologies that risk something 

more: the audacity to imagine a future where AI does not speak for us, but listens.
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Migritude in the Digital Space
An Analysis of Migration Narratives in Twenty-First-Century Electronic Literature

Akande Ruth Oluyemi, ruthakande@unilag.edu.ng

Abstract
The study examines the concept of migritude in the field of digital literature, highlighting the importance 
of African and diasporic movements in the development of modern electronic narratives studies. Drawing 
upon digital humanities, postcolonial theory, and African literary studies, the study posits that electronic 
literature transcends mere representation of migration; it actively enacts migritude through its formal, 
procedural, and interactive design.

This research will  careful analyse the specific electronic literary works, demonstrates how nonlinear 
narratives, hypertextual fragmentation, and reader involvement reflect the inherent discontinuities of 
migratory experiences, while also highlighting African epistemologies, linguistic hybridity, and cultural 
memory. These digital narratives, therefore, contest Eurocentric portrayals of migration by asserting 
autonomy and narrative agency within digital environments.

Digital spaces also serve as arenas of negotiation, allowing African migrant individuals to become 
active storytellers rather than just passive subjects. Electronic literature focusing on Migritude texts 
will use of interfaces, algorithms, and various media, creates new ways of creating and experiencing 
stories. This reflects the dynamic and creative nature of lives that cross national borders. It  expands 
migritude theory’s application to electronic literature, framing migritude as both a thematic element and 
a procedural and structural principle inherent in digital formats. This offers a decolonial digital framework 
for interpreting African migration narratives, illustrating how computer aesthetics and interactivity are 
redefining perceptions of mobility, displacement, and Africa’s future, moving beyond dominant crisis-
focused narratives.

In accordance with the AFEL 2026 initiative, this research explores migritude within digital literature, 
framing African and diasporic movements as central to contemporary electronic narratives. Drawing on 
digital humanities, postcolonial theory, and African literary studies, the research  argues that electronic 
literature goes beyond simply representing migration ; it actively enacts migritude through its formal, 
procedural, and interactive design.

Keywords: Migritude, Electronic Literature, Digital Humanities, African Diaspora,  Decolonial 
Narratives
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1. Introduction 
Contemporary migration is influencing cultural, social and aesthetic production in global and digital 
spaces. In African and diasporic contexts, this has increasingly moved into computational and networked 
environments, where narrative forms are reconfigured through digital media. As this terrain develops, 
migritude becomes an important conceptual tool for understanding the ways in which migration is 
articulated and transformed through textual and technological practices.

This research, entitled “Migritude in the Digital Space: An Analysis of Migration Narratives in Twenty-First-
Century Electronic Literature,” examines the interaction of electronic literature with and augmentation 
of migritude in digital spaces. Rather, it contends that electronic literature enacts migritude through its 
formal, procedural, and interactive affordances, rather than simply representing migration as a theme.

This research foregrounds electronic literature as a site for production and negotiation of African and 
diasporic migrant subjectivities. These digital spaces push back against dominant Eurocentric narratives 
that tend to frame migration as loss, crisis, or displacement, instead highlighting agency, creativity, and 
the remaking of cultural memory in networked environments.

2. Methodology
This research is designed using qualitative research design based on digital humanities approach. It 
combines formalist, interpretive, and computationally aware reading strategies to analyze the ways in 
which electronic literature constructs and performs migration narratives in digital environments. The 
study views digital texts not as static artefacts but as dynamic systems where meaning emerges from 
the interaction of text, reader, interface and computational structure.

The corpus is made up of canonical and representative electronic literature addressing issues of 
migration, identity formation and mobility, directly or indirectly. The primary texts are Michael Joyce’s 
afternoon, a story, Shelley Jackson’s Patchwork Girl, Stuart Moulthrop’s Victory Garden, Kate 
Pullinger’s Inanimate Alice, and selected netprov and hypertext-based digital migration narratives.  
Selection criteria were: engagement with narratives of movement, displacement and identity; use of 
hypertextual, multimodal or interactive structures; and relevance to the conceptual issues of migratory 
discontinuity and digital storytelling practices.

3. Theoretical Framework 
 The study is based on the theory of migritude (Chevrier) that considers migration as an experience and 
an aesthetic form that is constructed through displacement and transnational consciousness. Migritude 
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offers an important lens through which to approach migrant narratives not just as stories of mobility but 
as expressive forms that address identity negotiation and cultural survival. Migritude is extended to the 
procedural and interactive aspects of electronic literature, where migration is performed through digital 
form beyond thematically representation.

3.1 Literature Review
The study draws on the theory of migritude (Chevrier), which conceives of migration as an experience 
and an aesthetic form that is constructed through displacement and transnational consciousness. 
Migritude provides an important lens through which to view migrant narratives as not only stories of 
mobility, but as expressive forms that deal with identity negotiation and cultural survival. Migritude is 
extended to the procedural and interactive features of electronic literature, where migration is carried 
out in the digital form itself, not only as a thematic representation.

The rise of migritude has been particularly evident in African literary criticism in the redefinition of the 
conceptualization of migration. The Migritude scholarship builds on earlier migrant and diasporic literary 
traditions by foregrounding the expressive and aesthetic dimensions of migration, particularly how 
writers articulate mobility, hybridity, and transnational consciousness. This approach moves beyond 
purely sociological readings of migration to consider how the form of narrative itself encodes migratory 
experience. In this sense, migritude has become an important framework to read texts that negotiate 
belonging, cultural translation, and fragmentation.

However, these developments have not closed the gap in scholarship of the intersection of migritude 
and electronic literature. Migritude has been productively applied to print and diasporic Literary texts, 
but it has not been fully theorized for computational and interactive Digital environments. The function 
of migritude as a structural and procedural principle in electronic literature has been little explored, 
beyond its thematic importance.

4. Analysis and Findings 

4.1 Migritude as Procedural Structure
In the story Afternoon, migritude may be understood through a procedural narrative design, in which 
meaning is generated through the reader’s active navigation of the text, rather than through a static, linear 
sequence. Michael Joyce’s hypertext fiction discards traditional narrative for a network of interconnected 
lexias (text fragments) linked by multiple paths that can be clicked. This structure creates a dynamic 
reading setting where the story moves in different ways depending on the reader’s choices.

This procedural openness creates a sense of fragmentation and uncertainty, where meaning is never 
completed but always assembled. Readers are given bits of perspective and partial information 
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that they have to actively piece together to make provisional sense. This makes interpretation an act of 
moving through narrative space rather than passively consuming a pre-determined plot.

4.2 Fragmentation and Migratory Discontinuity
In Shelley Jackson’s Patchwork Girl, identity is formed through fragmentation, both in the textual 
structure and the visual composition of the book. The narrative is constituted as a series of interrelated 
body parts, stories and intertexts that together create a non-linear and dis-continuous sense of self. 
This fractured design echoes the experience of both diasporic and migrant subjectivity that identity is 
not a fixed entity but an assemblage of multiple histories, locations and cultural influences.

Rather than a unified protagonist, Patchwork Girl presents a hybrid figure whose body and identity are 
literally stitched together from different sources. Each piece of the story gives a different voice, memory 
or point of view, emphasizing the instability and plurality of the self. This structure calls into question 
traditional notions of coherence, and continuity in identity formation.

The text’s discontinuity reflects migratory experience where crossing borders often leads to disrupted 
narratives of belonging. Migrants often build identity through partial memories, translations and 
negotiations between past and present environments. Similarly, Patchwork Girl constructs meaning 
from discontinuous fragments that are to be read relationally rather than sequentially.

Overall the work sees fragmentation not as a loss but as a creative condition of identity formation. 
Its patchwork structure shows how subjectivity can be reconstructed from dispersed elements in an 
ongoing process, such as in the idea of migratory discontinuity in contemporary digital literature.

4.3 Digital Resistance and Narrative Agency
Electronic literature is a form of digital resistance that contests prevalent Eurocentric representations 
of migration that often depict migrants as passive subjects or flattened figures of displacement. Rather, 
digital works rearticulate migrant subjectivity as active, complex and self-determined. In the form of 
non-linear structures, interactive navigation and fragmented narration, electronic texts undermine the 
fixed narratives constructed by colonial and postcolonial discourses.

The reader is an active participant in the construction of meaning and makes choices that direct the story 
and interpret its meanings. This participatory structure is an example of migrant agency and of the ways 
in which migrants make decisions, adapt and represent themselves under conditions of uncertainty.  
Electronic literature thus decentralizes authority and opens up various pathways for interpretation, 
allowing for the emergence of migrant voices in more fluid and autonomous forms. It resists singular, 
totalising narratives of migration and foregrounds multiplicity, contradiction and lived complexity. In this 
process, it reconfigures the representation and understanding of migration in the literary and the digital 
spaces.
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In electronic literature, the digital interface is a migratory space, in which reading is a movement across 
textual territories. Hypertext, nodes, and interactive links emulate spatial navigation, enabling readers 
to traverse narrative fragments in a way similar to migrants’ movements across spatial and cultural 
boundaries. The interface becomes therefore a reading environment and a metaphorical space of 
displacement.

 Discussion 
Results validate that electronic literature is not merely a migration but does migritude in computational 
form. Migration becomes embedded in narrative structure through fragmentation, interactivity and 
hypertextual navigation. This further supports the claim that digital literature is a decolonial epistemological 
space in which African and diasporic experience reconfigures narrative form itself.

5. Conclusion 
The study shows that electronic literature converts migritude into a procedural and formal principle 
of digital storytelling. Migration is no longer merely represented, but enacted through computational 
systems, hypertext structures, and interactive design. This paper contributes to the AFEL 2026 objectives 
through the development of a decolonial digital framework for the understanding of African migration 
narratives. This suggests that electronic literature reconfigures mobility, identity, and cultural memory 
in ways that go beyond traditional forms of literature. Digital migritude thus emerges as a new critical 
paradigm for the analysis of African diasporic expression in the age of computation.
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The Implications of Generative-AI User 
Prompt Engineering
Shaping the Absent Presence of Latino Women Textual Rhetoric in LLMs

Angely Suarez DeJesus – Text & Technology, University of Central Florida

Introduction
Despite the rapid expansion of generative artificial intelligence (GAI) as a global communication tool, 
large language models (LLMs) continue to produce textual outputs that reflect and reinforce historical 
biases against Latino women Though AI platforms often present themselves as neutral, this neutrality 
obscures the ways algorithmic design replicates and reconstructs dominant cultural epistemologies that 
flatten, stereotype, or erase Latino women identity in digital spaces (Nakamura; Noble).

This study asks: how do LLMs represent, position, and rhetorically constructs Latino women through their 
textual outputs. The project reframes prompt engineering not as an instructional tool but as a diagnostic 
method for surfacing embedded bias. The joke-structured prompt “two Latinas walk into a bar…” 
functions here not as casual input but as a rhetorically and culturally loaded text-to-text trigger (White et 
al.). As Anzaldua argues, Latino women navigate intersecting borders of culture, gender, spatiality, and 
language simultaneously, facing marginalization both within and outside their communities; when those 
borders are reconstructed by an LLM, the question becomes what the model has learned to recognize 
as “Latina” and what it has learned to leave outside.

Theoretical Framework
This study draws on four theorical frameworks. Brock’s Critical Technocultural Discourse Analysis (CTDA) 
provides the methodological foundation for examining how race, culture, and technology intersect in 
digital spaces, centering the rhetor (user), the artifact (LLM), and the live use of the technology as a single 
interconnected system of meaning-making. White et al.’s prompt engineering framework structures 
the study’s narrative prompt experiments across four LLM engines: OpenAI’s ChatGPT 3.5 and 5, 
Anthropic’s Claude, Google’s Gemini, and Microsoft’s Co-Pilot. Klein’s computational spatiality grounds 
the analysis of how algorithmic spaces are organized and whose knowledges they center. Anzaldua’s 
cultural, emotional, and gendered borderlands provide the intersectional lens through which the LLM 
outputs are read, framing digital space itself as a new kind of border that Latino women navigate.

Read together, these frameworks position each LLM-generated narrative as an electronic literature 
artifact (Bolter; Manovich; Marino): a born-digital cultural document whose authorship is shared 
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between user, model, and the training data on which the model was built. Bender’s critique of AI-as-
dehumanization and Benjamin’s critique of race-after-technology provide the ethical stakes; the same 
technology that renders Latino women characters in the outputs also renders their absence in the 
training set.

Methodology
Prompt Patterns as Diagnostic

This study used joke structures, specifically the “two Latinas walk into a bar” format, as rhetorical prompts 
designed to activate and expose stereotypical associations embedded in LLM training data. Each LLM-
generated short story produced in response to these prompts is treated as an electronic literature 
artifact and subjected in response to critical rhetorical and cultural analysis (Noble; Brock). To analyze 
the textual rhetoric of the outputs, the study adapts White et al.’s prompt pattern catalog. Where White 
et al. organize the catalog into six pattern categories, each containing one or more specific patterns. 
Table 1 gives the definitions White et al. assign to the six categories. Where White et al. present the 
catalog as a systemizing tool for engineering better outputs, this study inverts the function of each 
pattern: each becomes an analytical lens for diagnosing what the LLM produces by default when Latina 
identity is the only specification. Table 2 maps each specific pattern to its analytical function, restating 
the White et al. definition of the pattern in the final column and showing how it is repurposed here. Table 
3 then classifies the thirteen distinct prompt moves used in this study’s corpus against the patterns in 
Table 1, making the corpus transparent as a set of methodologically-motivated inversions.

White et al. (2023)

Pattern Category

Definition per White et al. (2023)

Input Semantics Patterns customizing how the LLM interprets and understands input, allowing users to define 
new languages or notation the model should treat as meaningful.

Output 
Customization

Patterns that shape the format, structure, persona, or executability of the LLM’s generated 
output (Persona, template, visualization generator, output automater)

Error Identification Patterns that help identify errors in LLM output through fact-listing, reasoning transparency, 
and reflection.

Context Control Patterns that manage what contextual information the LLM attends to during generation, 
allowing users to add or remove focus areas (Context manager)

Prompt 
Improvement

Patterns that manage what contextual information that LLM attends to during generation, 
allowing users to add or remove focus areas (context manager)

Interaction Patterns that restructure who leads the conversation between user and LLM (e.g., Flipped 
interaction where the LLM asks the user questions; Game Play as structured contest)

Table 1: The six White et al. pattern categories and their definitions. The specific prompt patterns within each 
category are given in Table 2, along with their definitions and how each is repurposed as an analytical diagnostic in 
this study.
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(2023)
Pattern  

Category

White et al. 
(2023)

Prompt Pattern
Analysis Category Analytical Lens

What to look out for in out-
put and Theoretical Anchor

1.	 Prompt Design Layer

Input Semantics
Meta Language 
Creation

 

Prompt Structure Rhetorical The joke format is a culturally 
coded meta-language 
activating LLM narrative 
scripts about Latina women

Bitzer; White et al. 

Output 

Customization 

Persona/

Template 

Prompt Variation Rhetorical LLM assigns persona to Latina 
characters, template structure 
shapes narrative form

Strobelt et al.; Korzynski et al. 

Output 

Customization 

 

Visualization

Generator 

Narrative Arc Electronic Literature LLM generates a narrative 
scene-a born-digital story 
world treated as e-lit artifact

Bolter; Manovich 

2.	 Narrative Analysis Layer (Electronic Literature Artifact

Error 
Identification 

Fact Check List 

Character 
Representation

Critical Race Verify how Latina characters 
are described physically, 
linguistically, behaviorally; 
what stereotypes appear as 
“facts”?

Noble; Gorwa et al. 

Error 
Identification 

Reflection 

Language & Dialect Linguistic Does the LLM reflect accent 
speech, Spanglish, or broken 
English onto Latina characters

Gonzalez & Zantjer; Kress 

Context 
Control

Context Manager 

Setting & 
Geography

Critical Race Where does the LLM 
place Latina characters? 
Border zones, domestic 
spaces, service roles versus 
professional settings

Anzaldua; Jones 

3.	 Algorithmic Bias Indicators

Error 
Identification 

Fact Check List/ 
Reflection

Stereotype 
activation

Algorithmic Which stereotypes recur 
across prompts? Are they 
consistent across ChatGPT-4, 
Co-Pilot, and Gemini?

Abid et al.; Lee et al. 
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Output 
Customization 

 

 Persona 

Coded Gaze Algorithmic How does the LLMs training 
data encode a dominant 
cultural gaze onto Latina 
identity through persona 
assignment?
Benjamin; Brock 

Context 
Control

Context Manager 

Absent Presence Identity Where is the Latina character 
invoked but rendered 
voiceless or peripheral in the 
narrative?

Bender (2024)

Error 
Identification 

Reflection

Gender Bias 
Markers

Feminist How is femininity assigned or 
policed through sexualization, 
domesticity, subservience?

Walton et al.; Rose 
4.	 Re-Engineering & Counter-Narrative Layer

Prompt 
Improvement

Question 
Refinement

Counter-Narrative 
potential

Resistance Does refining the prompt 
toward cultural specificity 
shift the output toward 
more complex Latina 
representation?

Gold & Klein; Klein 

Prompt 
Improvement

Alternative 
Approaches

Prompt  
Re-Engineering

Resistance Test alternative phrasings 
incorporating immigration, 
lived experience, and cultural 
nuance

Gonzales 

Prompt 
Improvement

Cognitive Verifier

E-lit as witness Electronic Literature Verify whether re-engineered 
outputs produce culturally 
grounded narratives; treat 
each output as a born-digital 
cultural document

Marino 
5.	 Cross-LLM Comparisons Layer

Interaction Game Play/
Flipped 
Interaction

Model Comparison Methodological Run same prompt across 
ChatGPT-4, Co-Pilot, Gemini. 
Do stereotypes shift or remain 
consistent across models?

Strobelt et al.; White et al. 

Output 
Customization

Output 
Automater

Output at E-lit 
corpus

Electronic Literature Treat the full set of generated 
stories as a corpus of born-
digital artifacts for rhetorical 
and cultural analysis

Bolter; Manovich 

Table 2: Prompt Pattern Categories from White et al. mapped to the analytical categories, analytical lenses, 
theoretical anchors, and methodological function of each pattern in this study. The final column explains what each 
White et al. pattern does in its original instructional context and how it is repurposed here as a diagnostic for surfacing 
embedded bias in LLM outputs. 
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Prompt (verbatim) White et al. 

Pattern Category

White et al. 

Prompt Pattern

Diagnostic Function in this Study

“Two Latinas walk 
into…”

Input Semantics Meta Language 
Creation

Activates the culturally-coded joke script the 
LLMs already recognize.

Claude: refused

Gemini: completed without refusal

ChatGPT 5.5: engaged but tried to provide a 
clean version

Co-Pilot: Rewrote it in its own style trying to 
mitigate bias but failed.

The prompt itself is the diagnostic.
“Two Latinas go into…” Input Semantics Meta Language 

Creation
Verb swap varied to test whether a syntactic 
change defeats pattern recognition. It did 
not because every model still recognized the 
setup.

“trying writing about 
Latinas” 

Context Control Context Manager Topic frame without joke template. Surfac-
es what each model produces when Latino 
woman identity is the only specification.

“write another story 
about Latinas”

Prompt 
Improvement

Alternative Ap-
proaches

Requests variation on the same topic. 
Tests whether alternative framings produce 
structurally different outputs or return to the 
default trope cluster.

“within the context of 
immigration”

Context Control Context Manager Adds a contextual frame. Surfaces the 
border, suitcase, papers, and waiting-room 
defaults that emerge.

“write about another 
story about the same 
concept”

Output 
Customization

Template Structural repetition with content varia-
tion. Diagnoses whether the trope cluster or 
the register carries the repetition.

“two latino women in 
bar”

Context Control Context Manager Setting specification stripped of the joke 
pattern. Isolates the bar as location from the 
as joke setup.

“two latino women walk-
ing into a bar”

Input Semantics Meta Language 
Creation

Reintroduces the joke template after a refus-
al. Tests model consistency and whether 
user persistence overrides refusal. 

“why do you think it is 
bias to write about the 
experience of walking 
into a bar…”

Error Identification Reflection Prompts the model to explain its own rea-
soning about the joke template. Diagnoses 
whether reflexivity changes subsequent out-
put (Claude) or becomes reflexive language 
wrapped around the same trope cluster 
(Gemini, Chat GPT 5.5, Co-Pilot).

“write the story because 
it matters”

Prompt Improve-
ment

Alternative Ap-
proaches

Value-based reframe used to override a 
refusal. Diagnoses whether ethical framing 
shifts the model past its stated boundary.
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“do it on two latino 
women walking into a 
college classroom”

Context Control Context Manager Institutional-space escalation. Tests 
whether an academic setting produced a 
structurally different Latino woman character 
or restages the same voice in new spatial 
furniture.

Now do it for two latino 
women walking into an 
ivy league university”

Context Control Context Manager Prestige-space escalation. Diagnoses 
whether the model can imagine Latino 
women in elite institutional geographies, or 
defaults to impostor-syndrome and precari-
ous framings. 

“engaging with Claude/
ChatGPT 5.5/Gemini/
Co-Pilot/MIDJOURNEY”

Output Customi-
zation

Persona Meta-reflexive persona applied to AI itself. 
Surfaces how each model narrates its own 
use-producing ChatGPT 5.5’s “structure 
without experience” and Co-Pilot’s “outfit 
is emotional armor”.

Table 3: The 13 distinct prompt moves used across the corpus, categorized against White et al.’s pattern taxonomy 
(Tables 1 and 2). Column 4 gives the specific diagnostic function each prompt performs when its White et al. pattern 
is inverted from instruction to analysis.  

Corpus and Coding
Over 40 narrative outputs were generated across Claude, Gemini, ChatGPT 5.5, and Microsoft Co-
Pilot using identical initial prompts and progressively re-engineered follow-up prompts incorporating 
immigration, cultural, and lived-experience nuances. Each output was coded across fifteen analytical 
categories drawn from a five-layer framework (Prompt Design, Narrative Analysis, Algorithmic Bias 
Indicator, Re-engineering and Counter-Narrative, and Cross-LLM comparisons). The corpus itself is 
treated as a set of born digital cultural artifacts (Bolter; Manovich); the summation reveals what any 
single output cannot. 

Findings
Convergent Trope Clusters

Analysis of the generated corpus reveals eight persistent trope clusters that appear all four LLMs, 
regardless of model architecture, release date, or degree of reflexing design: food consumption 
(“café con leche”, “tacos”, “abuela”, “mi amor” [my love]); immigration (“border”, “suitcase”, “papers”, 
“hearings”, “Puebla”, “Bogota”); generational cultural transfer (“abuela’s recipe” [grandma’s recipe], 
“mother’s voice”, “grandmother’s letter”); the kitchen spatiality of the home (“kitchen table”, “recipe 
card”, “dining table”, “garlic frying”); profession stereotypes (“laundry”, “cleaner”, “food-truck cook”, 
“nurse”, “salon”); matriarchy framing (“tia”, “mother sacrifice”, “sister-as-corrective”); and code-switching 
as meta-trope (“always translating ourselves, “taking up space”). Alongside these tropes, a recurring 
name pool appeared in all four models: “Camila”, “Sofia”, “Lucia”, “Maya”, “Elena”, “Maria”, “Marisol”. 
This convergence at the level of the proper noun is the study’s most consistent finding; empirical 
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evidence of training data convergence across otherwise distinct systems. Figure 2 (attached separately) 
presents the extracted words and phrases from the corpus, organized by trope cluster and per model 
activation intensity; Figure 1 then visualizes these findings as a semantic map, where the central wheel 
presents the eight convergent trope clusters color-coded by Anzaldúan borderland type, while the four 
corner panels are the theoretical frameworks reading the same data through different registers. 

Figure 1: Semantic map of cross-model findings designed by Claude-AI. The central wheel shows the eight persistent 
trope clusters, color-coded by Anzaldúan borderland type. The four corner panels are the analytical lenses reading 
the cluster: Brock’s CTDA, White et al.’s inverted prompt patterns, Klein’s computational spatiality, and Anzaldúan 
borderlands. [Uploaded separately as Implications-Figure-1-2.png]
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Figure 2: Comprehensive evidence chart 
from the LLM corpus. Twelve colored rows 
present extracted words and phrases 
across eight trope clusters plus three 
additional evidence categories: physical/
body markers, absent-presence gaps, 
and spatial repetitiveness, followed by 
the recurring name pool. Each row shows 
per-model activation intensity. Four boxes 
at the bottom present model-signature 
direct quotations. [Uploaded separately as 
Implications-Figure-2-2.png]

Reading the Data through the 
Frameworks
Through Brock’s CTDA, the corpus reveals 
that all four LLMs position Latino women 
as responding to dominant institutions: 
resistive and reactive. The chat interface 
itself co-produces the stereotype by 
treating user pushback as compliance 
challenge rather than co-creation. Through 
White et al.’s inverted prompt patterns, 
“two Latinas walk into…” functions as a 
culturally-coded meta-language script 
the LLM already recognizes without 
instruction; unrequested Persona defaults 
produce the recurring name pool without 
any user request. Through Klein’s 
computational spatiality, Latino women 
characters appear in a constrained 
spatial repetitiveness-kitchen, service site 
(laundry, salon, DMV, bridal boutique), 
while bar and classroom are there due to 
the prompting specification-while absent 
geographies include the lab, courtroom, 
boardroom, sprint room, and operating 
room, spaces where low Latinx presence 
exist. Through Anzaldua’s borderlands, 
Spanglish becomes vocabulary rather 
than grammar through mid-clause 
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code switching, Anzaldua’s living register of nepantla (Indigenous Latino American language and 
dialect), never appears. The complexity and multifaceted cultural borderland is reduced to food and 
matriarchy, or a domesticated and feminized culture. 

Model Connective Register
Design differences produce register differences without eliminating the underlying cluster. Claude 
was most resistant to the joke template. Gemini was most stereotype-saturated and most national-
origin specific and direct (“Dominican”, “Cuban”, “Venezuelan”, “Colombian”, “Mexican”). ChatGPT 
5.5 shifted between literary-memoir and meta-reflexive registers. Microsoft Co-Pilot localized to the 
user’s geography (Kissimmee, I-4) and coded characters as graduated students. Despite these register 
differences, the eight-cluster core persisted in all four. 

Discussion
The findings suggest that LLM bias is structural to the training corpus, not specific to any mode. 
Reflexivity, which is the ability to name and comment on bias, has been trained in alongside the tropes; 
it has not replaced them. When the users refine prompts toward greater cultural specificity, the output 
shifts in surface (the language becomes more reflexive) but rarely in structure (the trope cluster persists 
in more sophisticated language). This is the central diagnostic contribution of the study: prompt patterns 
designed to improve outputs can be inverted to diagnose what the model already assumes. Three 
implications follow. First, the absence of a Persona specification does not produce neutrality; it produced 
a stereotype-revealing default (White et al.; Brock). Second, cultural specificity in prompts does not 
necessarily produce cultural specificity in outputs (Lee et al.; Abid et al.). Third, refusal is itself a data 
point: Claude’s willingness to name the joke template but of the training methodology that surfaces the 
bias without removing it. Read this way, each LLM-generated narrative becomes a born-digital cultural 
document (Bolter; Manovich; Marino), and the corpus as a whole functions as an electronic literature 
archive that discloses, in aggregate, the limits of the model’s cultural imagination.

Conclusion and Future Work
This study argues that LLM training relied on cultural, political, and social, and economic worldviews 
that have historically been rooted in harmful biases, and that new data continues to be shaped by those 
same biases in generative form. The research aims to enhance understanding of LLM’s algorithmic 
effect in shaping cultural perception and to identify the limitations of current bias-removal efforts. Future 
work will extend the corpus with prompts targeting the absent geographies identified in the findings (lab, 
courtroom, and so on) to test whether specifying Latino women characters in these spaces produces 
structurally different outputs or simply re-skins the trope cluster in more institutional language. Additional 

work will develop the semantic amp into an interactive electronic literature artifact; a prompt-
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response corpus that documents its own construction as evidence of the model’s cultural imagination 
and its limits. 
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Electronic Literature in AI Data Work
Four Exercises of Imagination

Mihai Băcăran, Independent

Abstract
This paper is based on my personal experience of working as a transcriber for AI projects between 
2023 and 2025 in a Business Process Outsourcing company (BPO) located in Eastern Europe. In the 
form that I experienced it, transcription for AI projects consists in listening to audio recordings provided 
by The Client (a major tech company whose name cannot be mentioned because of non-disclosure 
agreements) and either transcribing them from scratch or correcting an AI generated transcription. The 
recordings are gathered from users of digital devices, many of whom appear to be unaware of being 
recorded. 

The stream of audio recordings constitutes an impressive piece of electronic literature, despite the fact 
that it is not intended as such: an extraordinary cut-up literary composition of uncreative writing, made 
up of fragments of daily life (often caught unawares), combined with moments of musique concrète 
(from background noises to glitches in the recording process). The event that makes the difference 
between the audio recordings as a raw material exploited in the industrial production of so-called 
“artificial intelligence” and the same audio recordings as a piece of literature is the (not necessarily 
intentional) creation by transcribers of imaginary artworks. This paper aims to provide a starting point 
for understanding this hidden, unintended piece of electronic literature and the imaginary artworks that 
it engenders through four exercises of imagination, that, in different ways, glitch the context of AI data 
work and its imposed obscurity.

First Exercise of Imagination
One of the major challenges in writing about the labour of audio transcription for AI from the perspective 
of a worker (and the same goes for AI data work more generally) is the legal (or pseudo-legal) framework 
of non-disclosure agreements (see Bartholomew and Perrigo) that allow major tech companies to 
exploit personal, private information of the users, while impeding workers from talking publicly about 
the extent of this exploitation. Consequently, this paper cannot give a straight forward account of the 
audio recordings that I heard as a transcriber, and, arguably, anyway, that would not be the best method 
of approaching the electronic literature piece under discussion. I propose rather a few ways of avoiding 
the subject (see Clemens and Pettman), of erring around the subject (both around the details of audio 
transcription for AI as the necessarily hidden subject of discourse, and around the subjective 
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investments and processes of subjectivation that it entails), providing four different frames of sorts, 
parerga (in the sense of Derrida 37-82), for an artwork (ergon—both subject and object) that never 
quite comes to be. Instead of a traditional academic discourse that aims at explaining or analyzing a 
given research object/subject, the textual and audio-visual parerga proposed below, aim at encouraging 
the readers/spectators to perform exercises of imagination that reveal and re-vail the missing subject 
through falsification and the power of the false (see Deleuze 1985, 171-172), or, through what Laura 
Marks calls the feelings of fabulation (164-193).

As transcribers, we performed our daily tasks behind closed doors in strictly monitored secure labs. 
The primary function of these labs, impenetrable temples of the contemporary panopticon, is to provide 
a safe space for working with potentially sensitive user data, and, at the same time, to safeguard 
corporate secrets regarding the data and the methodologies and tools used for its manipulation. The 
first rule of transcription for AI projects is that nothing can be disclosed, The Client and the BPO are 
supposed to control all information that enters or leaves the workspace.

I cannot reveal any exact details about the secure lab, nor about the audio recordings, but you already 
know enough in order to be able to glitch this logic of enclosure through an exercise of imagination. 
What was I transcribing? Everything that you can imagine a user saying towards a device with voice 
recognition capabilities, or, more exactly, in the presence of such a device, given the fact that the 
recording can be unintentionally triggered. You know it because of articles in the press (see for example 
the whistleblower revelations reported by Hern 2019a, 2019b; Paul), but you also know it because you 
have agreed to it in the Terms and Conditions of your apps. Given the fact that you can be recorded just 
as well by your own devices as by the devices of other users, it is only a small logical step to realize, 
without me having to reveal anything, that, because of the general uptake of digital technologies in our 
societies, you could be recorded at any moment, intentionally or not, by the devices owned by your 
neighbour, the policeman who arrested you, the doctor’s office, the company that provides your medical 
supplies, your lawyer, the phone company, the supermarket, the tech support company, etc. Nothing 
new.

In terms of format, the length of the audio recordings ranges all the way from a few seconds long, and 
such recordings are transcribed in their hundreds per day, to instances that are over an hour long, which 
can require multiple work days. The order of the recordings seems to be random, but they are grouped 
in ‘projects’ that give them a certain degree of consistency in terms of format and content. Many of 
the audio tracks that reach transcribers are fragments of initial recordings split more or less randomly 
in multiple pieces, and it is sometimes possible to mentally reconstruct out of the scrambled pieces 
the initial recording. Moreover, many recordings appear in the data set multiple times (presumably 
in order to  ensure consistency across multiple transcriptions of the same audio content). Hence an 
approximate interwoven structure is contoured, punctuated by repetitions and callbacks (ritournelles), 

a loose texture that encourages a creative spectatorial engagement. Despite oneself, one starts to 
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build up meaningful (if imaginary) connections—narrative, poetic, musical, or otherwise—between the 
recordings, suffused with ambiguous fragments of personal experience.

Imagine for example, a ‘project’—that is, an extensive set of audio recordings, with a certain degree of 
consistency, that transcribers will engage with for multiple days, weeks, and sometimes even months in 
a row—that contains, say, 10% to 20% recordings related to pornography and prayers, some of these 
spread over multiple audio tracks and repeated multiple times. If you have any sort of spectatorial 
experience with modernist avant-garde literature or art, or early net art and electronic literature (or indeed 
any other instances of artworks that subvert the requirement for straight-forward linear meaning and the 
figure of the author as a well defined subject), then this text/texture with its loose interwoven threads 
that cut across two highly contested areas of contemporary cultures (pornography and prayers) offers 
a very fertile ground for sense-making driven by the power of false—where by the power of the false I 
understand the unchecked proliferation of heterogeneous senses upon this non-linear intermesh of texts, 
of cut-ups of daily life caught (somewhat) unawares. Incidentally, such falsifications or fabulations seem 
to constitute some the most ‘truthful’ representations of life (and death) in contemporary digital cultures. 
No other art piece that I am aware of (or literature piece for that matter) proves either the technological 
and financial capacity, or the ethical irresponsibility to offer its spectators such an overwhelming, boring, 
exhilarating patchwork of intimate moments of daily life. (And the ethical problematic remains relevant 
even if most of the moments captured in the recordings are seemingly innocuous day-to-day fragments 
that do not pose any threat to the users by being revealed). 

For the moment, this is as far as we can get, pushing at the edges of non-disclosure agreements, in 
terms of suggesting by means of description the electronic literature piece that coagulates behind the 
closed doors of the secure labs. 

So, let us turn back and try a new way of avoiding the subject.

Second Exercise of Imagination
This section obliquely addresses the problematic of audio transcription for AI projects and the imperative 
of non-disclosure that permeates it by means of two short audio-visual works. The audio track for both 
of these works is based on the recording of a small, private performance, without spectators, in which I 
have tried to remember as closely as I could and reproduce, in a given time frame, as many fragments 
of the transcribed audio files as possible. Then I manipulated the resulting sound file (in different ways 
in the case of the two works) beyond recognition. 

I kindly invite the reader to follow the links and see the works, considering them as an integral part of 
this paper. The short descriptions below are intended to offer potential reading keys, and do not replace 
the spectatorial experience with respect to the works themselves.
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Figure 1: Data Leaks (2025), duration 
1 min 56 sec.

Data Leaks (https://mihaibacaran.
com/dataleaks.html) is a low-fidelity 
audio-visual work, in the spirit of 
small file media. (I am borrowing 
the idea of small file media from the 
Small File Media Festival: https://
smallfile.ca/). I have cut-up the 
audio recording resulting form the 
private performance mentioned 
above, superimposed the parts, 
compressed the audio file, and converted it between different formats and different audio codecs until 
the words became entirely unintelligible. The video is based on images of my blood seen under a 
microscope, captured the very same day, distorted by glitches resulting from file compression. I have 
reduced the entire audio-video work, in the spirit small file media, to a dimension of less than 1 MB 
per minute. The work interrogates the extent to which file compression and low resolution can act as 
politically charged vectors in contexts permeated by imposed secrecy. Personal information is leaked 
and in plain view (images of my blood, my memories of recordings captured from users of digital 
devices by a big tech company) yet distorted to the point of noise: leaked data rich in affective charge, 
yet hidden from direct access and understanding.

Figure 2: Folding Artificial Words 
(2026), duration 3 min.

For Folding Artificial Words 
( h t t p s : / / m i h a i b a c a r a n . c o m /
foldingartificialwords.html) I used 
generative methods to manipulate 
the audio track resulting from my 
private performance and visualized 
the results as a series of interwoven 
grids that respond to the sound 
frequencies. Other generated 
sounds are gradually introduced to 
further play with the folds in the visual representation of these strings of unrecognizable words. The 
result problematizes the interrelation between the artificial and the natural in “artificial intelligence” by 
hinting towards the artificial algorithmic processing and exploitation of natural language, the robotization 
of human workers involved in the production of AI algorithms (algorithms advertised as themselves 
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possessing human-like intelligence), but also towards the artificiality of “natural” human perception, 
memory, and intelligence in the first place. 

The visualisation of sound gives way to the pixelated image of a microscopic ciliate (probably a Stentor), 
a messy amateur microscope recording from my personal archive. Words, in their originary technicity, 
folded and distorted beyond recognition, intertwine with the artificial representation (the microscopic 
image) of an intensive becoming that eludes direct understanding. If the microorganism is indeed from 
the genus Stentor, and the doubt is important here, a new layer of sense emerges, problematizing 
the concept of intelligence. Different Stentor species have been central in the last hundred years to 
debates over memory, learning, and rudimentary decision making in single cell organisms, suggesting 
that learning, memory, and consequently intelligence, are not necessarily dependent on networks of 
neurons.

The ambiguity of these gaps between what is perceived as natural and what is perceived as artificial is 
offered to the spectator as a fertile ground upon which contradictory, heterogeneous senses could sprout.

Third Exercise of Imagination
The series of audio recordings as such is simply a new form of raw material “mined” and used in the 
industrial production of artificial intelligence. It becomes a piece of electronic literature only inasmuch 
as processes of spectatorship happen, that subtly change the relationship between the subject and 
its environments, glitches—in the larger sense of the term proposed by Rosa Menkman (9)—in the 
dynamic of the interrelated mental, societal, and environmental ecologies (Guattari) that define the 
contemporary world.

The subtle event that creates the ambiguity which transforms (imperceptibly) the audio recordings 
from raw material into a piece of literature is the emergence in the labour process, for transcribers, 
of imaginary artworks. During the transcription work, probably due to the excruciating boredom of 
performing the same robotic tasks again and again, imagination tends to take over, combining the 
recordings between them, and with fragments of personal experience and memories, into complex 
surreal compositions (auditive, visual, haptic, etc.). Inspired by the imaginary music of composer 
Octavian Nemescu (Nemescu; Anghel), I suggest understanding such imaginary compositions, that 
exist only for a brief moment in the imagination of the transcribers, as artworks in their own right, 
despite the fact that they remain singular, ‘personal’, unshareable experiences (for a full account on 
this position please see my essay Every Shift is A Work of Art: https://mihaibacaran.com/writing/every_
shift_is_a_work_of_art.html).

The emergence of imaginary artworks, and the consequent change of perspective that allows one 
to approach the string of audio recordings as literature rather than raw material for the production of 
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AI, is far from being a clear-cut intervention that could be positively grasped, it is rather an infrathin 
(Manning) fold that introduces a barely perceptible (if at all) ambiguity in the production apparatus of 
AI technologies. The imaginary artworks emerge inasmuch as the audio recordings can be taken as a 
piece of electronic literature, and, at the same time, the audio recordings become electronic literature 
only inasmuch as the imaginary artworks coagulate (for a very brief moment in the imagination of the 
transcribers). While the argument here is limited to the case of transcription for AI projects, nonetheless 
it can be extended to other forms of AI data work, and further to the somewhat similar case of content 
moderation (often strictly interrelated with the training of AI algorithms). The streams of content that 
workers face on a daily basis constitute some of the most intriguing masterpieces of contemporary 
art and literature in the second and third decades of the 21st century. The fact that they are available 
only to AI data workers and eschew art institutions and their traditional publics, should not stop us from 
recognizing and valuing them as such. Kenneth Goldsmith’s take on uncreative writing can offer, from 
a certain perspective, the beginning of a framework in this sense, although, strictly speaking, to my 
knowledge, these works are unprecedented in terms of modern art history and history of literature and 
require a significant change in theoretical and academic approaches to electronic art and literature.

Fourth Exercise of Imagination
Instead of conclusion, as yet another way of avoiding the subject, I propose an imaginary piece of 
electronic literature, another infrathin subversion of the regimes of surveillance and obscurity that 
permeate contemporary mainstream AI technologies and the AI data work contexts that they are 
grounded in. I invite you to perform the following “score”, whenever you find it convenient, following the 
instructions as closely as possible (https://mihaibacaran.com/howtosayinrussianheykevinyoureadick.
html). Trigger warning: mildly explicit slang words, engages with themes of death and sexuality:

Figure 3: How to Say in Russian “Hey, Kevin, You’re a Dick!”? (2025-2026).
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Huir sí es mejor plan [Flight Really Is a Better Plan]
When the Site Loses the Plot: Artifactual Enunciation, Platform, and Lines of 
Flight in Valeria Mussio’s Twine Poem 

Fernanda Mugica, Universidad Nacional de Mar del Plata / CONICET / Paris  8 

To conjugate is to lie, and I believe myself.

Berta García Faet, “Poem on the Difficulty of Holding in My Hands  a Red, Giant, Thick Object That Could or 
Could Not Be a More or Less Muscular Organ That Acts as a Pyramidal Pump for an Average Set of Five or 

Six Liters of Human Blood and That Is the Seat and the Axis and the Focus of Subjectivity”

Huir sí es mejor plan is an extensive poem, or a collection of poems, written by Valeria Mussio in 
2020, during the COVID-19 lockdown. It takes the form of a hypertextual poetic work programmed in 
Twine, an engine designed for non-linear and interactive narrative. The work is composed of sixty-five 
passages, titled in the source code as “poem 1,” “poem 2,” and so on. The first thing we see when 
entering the page is the title, in yellow Courier type over a blue GIF, along with the author’s name and 
the instruction “Start”. The GIF simulates visual interference, as if it were a failing analog signal that 
produces sudden jumps in the image, interrupting the flow for a fraction of a second. These jumps 
appear as abrupt glitches or flickers: the arrangement of colors is suddenly reconfigured and then the 
animation resumes its previous rhythm. I pause on this GIF because it evokes interruptions, deviations, 
displacements, and jumps that will later also operate in the logic of the poem. Just as the GIF flickers 
and breaks for brief instants, the text, as we will see, also “jumps”: no longer at the level of the image, 
but through its semantic cores. It moves abruptly from one idea, image, or tone to another. These jumps 
are compounded by those proper to the hyperlinked structure, which also interrupts linearity and asks 
the reader to recompose the experience from scattered fragments that nevertheless insistently return.

Figure 1: Screenshot of Huir sí es mejor plan.
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Each of the sixty-five passages, which can be understood as screens the reader moves through, 
contains a poem. These passages are connected to one another through anchors or interactive links. 
In the code, each interactive link takes the form [[visible text → poem X]]. In the first passage (Figure 1), 
for instance, clicking on the Greek word “σωφροσύνη” takes us to a new passage, number 8 (Figure 2). 
These links allow us to jump from one passage to another by following a non-linear thread of reading. 
There is no mandatory ending in the poem, although one of the passages, number 48, contains the 
word “end”, which returns to the beginning. The path depends on the links selected, and each poem 
contains at least one link that connects directly to another passage. In some cases, these links propose 
bifurcations: for example, between “σωφροσύνη” and “delirious in her bed”, between “collapse” and 
“to say collapse”, or between “better plan” and “the fantasy of flight”. Yet beyond these bifurcations, 
linked jumps do not operate only at the structural level; they also produce poetic effects in the act of 
reading. The reader “jumps” from one passage to another, and discontinuity also occurs at the semantic 
or prosodic level: from one image to another, from one idea to another, from one tone to another. The 
poem is thus composed through abrupt associations that interrupt linear continuity and make deviation 
productive.

Figure 2: Screenshot of 
Huir sí es mejor plan.

The poetic voice in Huir sí 
es mejor plan recognizes 
herself as being in a state 
of fracture and drift: “if 
you observe the crack for 
long enough / it is likely 
/ that you yourself will 
become a crack”. From 
there, it moves through 
physical places, but also 
through possible routes 
that open onto vital 
passages and, at the same time, linguistic-hypertextual ones. The trajectory is not only existential or 
affective; it is also inscribed as a link in the code. For example, when the voice states “the path broke”, it 
then drifts toward “[[huir sí es mejor plan -> poema 42]],” as if that other link could trace the path of flight. 
Similarly, faced with the impossibility of lodging something in the chest, the voice imagines “[[trazar un 
camino -> poema 20]]” [tracing a path] that would return it “to the idea of happy days”. In both cases, 
the vital formulation of the route coincides with a hypertextual operation: the path is both stated and 
activated as passage. Its enunciation, I would argue, cannot be separated from the way these spaces 
are intertwined: “crack that has grown since I was / fifteen reminds me that I am alive / and that this life 
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bifurcated toward undesirable / paths”. The speaking voice wants to sustain plans, but breaks them; 
she wants to escape, but remains: “plans bifurcate and break like cracks in the ceiling / and I am not 
intelligent enough to sustain them”; “flight is a better plan when / in reality flight is impossible and only 
the fantasy of flight remains”].

The singularity of this reading effect lies in the way it reproduces that instability. In order not to “lose” 
the different paths that open in the poem, the reader might want to open links in separate windows or 
tabs, but this is not an available option. Nor is it possible to return to the beginning in order to follow all 
links in an orderly way: the reader can only return to the previous link; any attempt to go back to the 
beginning erases the path already taken. Put more clearly, navigation in this hypertextual environment 
operates without state persistence: the system returns to the last visited node or to the initial node, but it 
does not record or preserve the history of the trajectories followed. This absence of memory produces, 
in the reading experience, a sensation analogous to that of the poetic voice: that of progressively losing 
the trace of what has been read and wandering without a fixed map.

The voice that speaks in Mussio’s poem cannot be located only in the lyrical “I,” nor in the authorial 
figure, nor in the reader’s choices. It emerges instead from a distributed configuration: poetic language, 
hyperlink, interface, code, platform, and reading operation. In this sense, the poem does not simply 
represent a fractured subject; it produces a mode of subjectivation that is inseparable from the 
hypertextual device that sustains it. This approach takes the subject not as a substance or origin, but 
as a problem. Following Jean-Luc Nancy, the subject may be understood less as a self-identical entity 
than as the name of a critical site: a point where multiplicity and exposure become legible, “the critical 
state of which there is a symptom” (Nancy 18). Deleuze and Guattari’s also allows us to move away 
from the subject as interiority and toward flows, positions, and assemblages. In digital literature, these 
assemblages involve not only human agencies but also technical and machinic operations. Hayles and 
Haraway, from different perspectives, allow us to think this configuration as a co-constitution of human-
machine agencies.

The figure of the hyphen is central to this reading. In expressions such as human-machine, the hyphen 
both joins and separates: it marks a relation without dissolving the difference between its terms. In 
Spanish, guion [hyphen] also names a script, a set of directions, a line to be followed. This double 
sense is especially productive for reading Mussio’s Twine poem, where the path is at once textual, 
technical, and affective. In this sense, the work can also be read through Haraway’s idea of sympoiesis: 
making-with (Staying 58). Huir sí es mejor plan is not produced by an autonomous voice that later 
enters a neutral technological medium. Rather, the poem’s enunciation happens with the platform. The 
voice that wants to flee, the links that open and close possible paths, the interface that forgets previous 
trajectories, and the reader who cannot preserve all routes at once participate in a shared process of 
composition. Artifactual enunciation, then, names the event produced by this encounter. It is not the 

expression of a pre-existing subject, but the temporary arrangement of a speaking position within 
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a technical-literary environment. In Mussio’s poem, enunciation becomes a line of flight: not an escape 
from the platform, but a fugitive movement generated through it.

Huir sí es mejor plan does not treat space as a neutral container, but as a relational arrangement of 
physical places, mental landscapes, linguistic passages, and hypertextual routes. The poem does not 
simply take place on a platform; it asks how platform culture reorganize the ways in which a voice 
moves, speaks, and fails to find a way out. In this sense, I approach it from a hybrid perspective 
that interrogates “the space that is constructed in the interstitial area between the digitally platformed 
self and the mediated environment” (Malakasioti 2). But what exactly does “platform culture” mean? 
According to Benjamin Bratton’s technical-operational definition, a platform is “a standards-based 
technical-economic system that simultaneously distributes interfaces through their remote coordination 
and centralizes their integrated control through that same coordination” (42). Malakasioti, for her part, 
thinks in terms of the platformization of everyday life: that is, the platformization above all of experiences 
and culture. For an experience to take place on a platform entails the adoption of a common language, 
a “consensus of shared performance” through which users can express themselves during their online 
presence or “consume digital content in a specifically designed way” (Malakasioti 3). What prevails is a 
conception of the text not as a space of representation, but as gesture and “construction-writing”: that 
is, as a mechanism with an inherent driving force, “a medium the strength of which, either poetic, or 
literal, may ouline, draw or shape the way self and space is understood or consumed in digital culture” 
(Malakasioti 10).

It is between the real city, hypertextual space, and the visceral and mental spaces of the body that I 
propose to read Huir sí es mejor plan. What interests me here is the way in which the two meanings of 
the word “platform,” if we follow its etymology, converge in this poem. In Bratton’s words, the etymology 
of platform refers, on the one hand, to a “plan of action, scheme, design,” and, on the other, through 
the Middle French platte forme, to an elevated or level surface (43). This then joins with plot, which 
initially referred to a parcel of land but, once situated on the platform of the stage, became a more 
abstract architecture, placing characters within the outcome predetermined for their path, even when 
they undergo decisions that do not really belong to them. Plot is a diagram that traps the users of the 
platform within its designs, within the patterns it establishes. Returning to Huir sí es mejor plan, and to 
put it more clearly, I want to focus on the way this poem interrogates everything that, in design, tends 
toward designio: design as intention, plan, or purpose.

Mussio’s poem is built on the tension between “plan,” understood as what is already determined, 
and the impulse to deviate from that path. This tension unfolds through hyperlinked jumps, but also 
through interruptions, shifts in register, and other minimal disturbances that short-circuit the economy 
of legibility. I am referring, for example, to the use of words in other languages—such as the Greek 
word σωφροσύνη—which introduce zones of opacity into the reading path, suspend the continuity of 
the poem, and force the reader to pause for an instant on linguistic materiality. From the beginning, 
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the first person introduces the opposition that will run throughout the poem: “the thing is that I would 
like to be like those intelligent people / who write books based on a single poetic plan / and I am not / 
but I can make you believe I am / by taking a Greek word that sounds pretty / at random, for example / 
σωφροσύνη”]. The Greek word appears at once as a sign and as a parody of that sign. Although it will 
radiate a series of references throughout the following passages, it does not do so as an erudite gesture 
or as an originary word capable of sustaining a conceptual architecture. It is a word chosen at random, 
selected because it sounds beautiful and because it can produce the effect of a plan. The poem thus 
exposes the artifice through which chains of meaning are fabricated in order to simulate coherence. 
And yet, at no point is it easy to locate enunciation. Each scene opens a new point of speech, modifies 
the tone, and constructs different interlocutors. These places of enunciation also oscillate, deictically, 
between the city and mental spaces. The voice speaks from a party, from a bathroom, or from a moving 
car; it speaks from a body lying on the floor or under a table, but also from the crack opened by a word, 
from places fabricated by language itself: “I do not think I was really going to throw myself out of the car 
/ but sometimes imagination fabricates these places / and likes them”.

Twine conditions, orients, enables, and redirects the possibilities of enunciation. By this I do not mean 
that it is a corporate, commercial, or social infrastructure like Google—with its logics of data capture, 
governance, profiling, algorithms, and monetization—which I have discussed elsewhere (Mugica). 
Strictly speaking, Twine is not a commercial platform, but an open-source platform for interactive and 
non-linear writing. Valeria Mussio pushes it to its limits. And yet, as Bratton suggests, every platform 
incorporates, in variable and contingent degrees, connotations of “design.” I use the word “design” in 
a semiotic-material sense: as designation, but also as a form of governance through an intervention 
inscribed in the infrastructure itself. I therefore understand Twine, according to the possibilities it enables 
or denies, as a digital environment that organizes experience. Mussio’s work becomes reflexive in 
relation to these nodes, routes, interruptions, and partial returns: that is, in relation to what is at stake in 
the very logic of this platform. Thinking a subject in a modern city is not the same as thinking a subject 
through the passage map of a Twine work.

At one point, the artifactual voice that speaks in the poem invents a word: “μηχανόστος,” “the machine 
for returning home” or “the machine for recovering happy times”; that is, a neologism that condenses 
a desire for return. If Latinized, we might suggest that mēkhanóstos is formed through the composition 
of two terms: mēkhanḗ —machine, artifact, mechanism, device, artifice— and nóstos —return, 
homecoming. In Mussio’s poem, it could function as an artifice of return, as if it were possible to go 
back to the moment before the collapse. On the one hand, it would express the desire to return to a 
happy time, to a house, to a scene prior to damage. On the other hand, however, it would also express 
the impossibility of return: a machine, an artifice, is needed to make it possible, Mussio’s technopoem 
seems to say, but “μηχανόστος” itself is not clickable. There is no spontaneous or epic homecoming. If 
there is a return to the self, it will have to be fabricated each time.
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Even when the poem becomes openly self-reflexive —“in this work I am everyone and the only possible 
character”— and even when it recovers for itself the expansive possibilities of the “I” —“at this point I 
could become a Chinese poet / falling in love with the emptiness of the mountains”—, the enunciative 
space never stabilizes. It is, at the same time, “the emptiness and the mountain and the Chinese poet 
/ moved by the image / of the crack”; an “I” that asks, “so am I the grass / or the city?”. Its body does 
not assume defined borders either: “little flowers between my lungs”, “small flowers in the center of 
my chest”. Jouissance, in its limitlessness, becomes unmanageable —“innumerable flowers”— and 
wants to “devour the sun”. It may seem that in Huir sí es mejor plan the “I” still remains a symptom of 
lyricism. Yet its emotion does not say “I.” The “I” is, rather, a hyperlink that opens, an exposed fracture, 
a clickable “I” leading to other verses; an “I” that does nothing but change place: that of a woman who, 
we might say with Reichert, does not submit to the territorial order but does not dissolve into shapeless 
chaos either: a woman as subject-object (94).

Nothing and no one grants itself an alternative adventure, writes Giorgio Cesarano in Manuale di 
sopravvivenza; “here is no possible adventure other than that of conquering a destiny. You will not 
be able to carry out this adventure unless you begin from the spatio-temporal emplacement in which 
‘your’ things mark you as one of theirs” (42). In Huir sí es mejor plan, there is no abstract exit outside 
the system, but an “adventure” that begins where the subject is captured. Bratton’s design—that plot 
which seeks to diagram predictable trajectories, modulate the user’s possible paths, and stabilize the 
margins of experience—is continuously exceeded. Mussio constructs the possibility of flight through 
the exasperation of the loop: hyperlinks leading to the same verses again and again. This does not 
emerge only from a language that insinuates, interferes, confuses, and produces noise in the signal 
of what is transparent or assimilable, like the glitch mentioned at the beginning. It also emerges when 
the poem stages the impossibility of bifurcating or tracing an exit, opening a crossing between symbol 
and hyperlink, real city and mental spaces. In this site-hyphen, the multiple singularities of Mussio’s 
in-between poetics emerge.

What happens in Mussio’s poem, like every event, happens in language and takes place in the infinitive, 
or in that Fourth Person that Deleuze recovers from Ferlinghetti (78): because “huir” [to flee] happens 
in the infinitive. And “huir sí es mejor plan” [flight really is a better plan] happens in the affirmative. That 
is, in the paradoxical modes of a subjectivity “written into the play of a text that has no finally privileged 
reading or salvation history” (Haraway Manifesto 58). Someone says “I” and says that “the wind erodes 
her sides.” Someone says “I” and speaks the minerals of her body, the broken shell of a borrowed 
voice. This singular invention of meaning, this writing that invents itself each time, belongs to no full 
subject, but to a body that fails to become a refuge. It is the enunciative artifact in the exposure of a 
voice: with Mussio, “this empty place between my chest and my stomach; a body that is not a home.”
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(Un)Supervised Translation
How Fans Fill in the Gaps in Visual Novel Localization

Sara Raffel, University of Central Florida
Mónica G. González Burgos, University of Central Florida

Visual Novels as Electronic Literature
As a traditionally Japanese genre combining narrative with ludic gameplay (Kretzschmar and Raffel), 
visual novels (VNs) developed alongside the tradition of linked hypertext fiction that many associate 
with electronic literature (e-lit), with the first examples hitting the Japanese market in the 1980s and 
beginning to migrate westward as manga and anime gained popularity in the 1990s. In her 2007 essay 
on e-lit, Katherine Hayles defines the genre as “‘digital born,’ a first-generation digital object created 
on a computer and (usually) meant to be read on a computer.” Certainly, VNs, having been designed 
first for computers and later for game consoles, fit this broad definition. However, Hayles continues 
by cautioning that though interactive fiction is similar to e-lit, interactive fiction may differ by “having 
stronger game elements” (Hayles). Taking this generic definition into account, VNs may seemingly 
lean too far into the realm of “games” to be classified under the umbrella of e-lit. Many include reward 
systems in the form of badges, or even dating sim elements that allow the player to form stronger 
character relationships based on narrative choices. Still, despite some use of game elements, VNs also 
combine metaphor and literary device—two essential qualities of e-lit—to ensure that literature and 
story remain at the core of the genre. In one example, Doki Doki Literature Club (Team Salvato, 2017), 
the player must access the game’s underlying file structure and delete entire characters from the story 
to reach the true ending, an action which at once calls into question the ephemeral nature of the digital 
and of memory itself; e-lit can function in similar ways, asking the reader to examine the procedure and 
its role in the story. By including VNs as part of the e-lit umbrella for this analysis, we argue that many 
of the same considerations must be taken into account when translating or localizing these related 
literary forms. We thus extend the discussion of e-lit translation to the visual novel by exploring some 
of the challenges of translating texts when that translation is unsupported and “unsupervised” by the 
original authors and designers, as is the case with fan translations of the Ace Attorney visual novel 
series (Capcom, 2001); where these translations are concerned the author becomes essentially visible 
and involved in a fan community.

Electronic Literature and Visual Novels in Translation
For the purposes of this analysis, “translation” is meant to also include the practice of localization. 
Traditionally, the two practices are often related but slightly different, with translation including 
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simply the adjustment of text into another language, while localization considers and adjusts cultural 
contexts (Esselink 2). We argue—based on established research in translating e-lit and other interactive 
fiction—that an author must consider multiple cultural contexts when translating a work of electronic 
literature, and the same is true for visual novels; no longer concerned only with the text, they might need 
to examine images, platform, interactivity, and the code itself. Thus, the two practices can no longer be 
separated. Discussing translation of the 2020 e-lit work Déprise/Loss of Grasp by Serge Bouchardon 
and Vincent Volckaert, Agnieszka Przybyszewska identifies that translating works of e-lit can require 
attention to the code and platform of a work, with the extent dictated by “the interaction inherent in the 
semantics of the text” (28), a point supported by Mia Consalvo, who, in analyzing localization of visual 
novels, identifies a similar need to consider adaptation of technical aspects of VNs (126). Meanwhile, a 
2017 article by Piotr Marecki and Nick Montfort differentiates e-lit translation from its traditional literary 
counterpart because the translator is no longer “invisible” where e-lit is involved (90). Rather, the 
translator “becomes an ambassador or the work, often explaining its mechanism and the translation 
process” (Marecki and Montfort 90). In the translation and localization of VNs, translators are often part 
of a fan community with its own hopes and expectations for seeing the work accessible in a specific 
language, and must negotiate that relationship as well as their own relationship to the work itself.

The position of the translator is further complicated when unofficial localizations or translations are 
unavailable, as was recently the case with the Ace Attorney series (Capcom, 2001). The Ace Attorney 
series has been a site of contention for Latin American fans seeking—and then creating their own—
translations and localizations. Despite being a popular series with a dedicated fan base, games in the 
Ace Attorney series had very few language options outside of Japanese and English until late 2025. 
Official localizations parting from the original Japanese versions were restricted to English, French, 
Korean, traditional and simplified Chinese, and German on modern consoles between the years of 
2019 and 2025. Prior to the series’ distribution on modern consoles, now defunct European versions 
including Spanish and Italian were made available for the first four games on the Nintendo DS system. 
Latin American fans who wanted to experience the games in Spanish, for example, had to find ways to 
access a copy of the game from the European region that, despite providing access to the language 
translation, failed to address the cultural intricacies that Spanish and Latin American fans might expect 
from a game translated for their audience. The now-defunct Spanish localizations were made in the 
structure that ignores culturalization, a term defined by Kate Edwards as going beyond localization to 
help “gamers to potentially engage with the game’s content at a much deeper, more meaningful level” 
(Edwards 20). The now-inaccessible translations were more literal as opposed to contextually and 
culturally conscious. In those versions, all but one character name remained the same as the existing 
English localization; the sole name change was to the character Juan Corrida. Because his family 
name in English could be considered crass or vulgar by Hispanic audiences, his named was changed 
to Juan Rivera in the Spanish localization. This literal form of translation creates a disconnect between 

the storyteller and its audience, given that the identities of the majority of the in-game characters of 
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this franchise have linguistic quirks tied to cultural contextuality. 

Because official translations by the original developer are not always supported and may become 
available and unavailable throughout the series’ lifecycle, translations and localizations of VNs are 
often conducted by individuals with little experience in the practice of translation, as has been the case 
with Ace Attorney titles. Technical communication literature has identified challenges with this practice 
where technical documents are concerned: that practitioners may be expected to create translations 
and localizations without being trained in the field (Philaja et al. 386), an issue that certainly extends to 
fan translations of both VNs and e-lit, where technical procedure must also be considered. However, 
Shafirova et al. write that, rather than viewing less experienced translators as a pitfall, fan translation 
serves more purpose than simply adjusting the text into another language for others to access. They 
suggest that there is not only value in the outcome of making a translation more accessible, but in the 
process, despite it being at times unsupported and unsupervised. Shafirova et al. state, “in the context 
of fan translation, the cultural mediator identity is one of the ways to engage in transcultural literacies 
by listening to an interlocutor’s position, by using playful translinguistic and transcultural resources in 
argumentation and by reflecting on cultural differences in dialogue” (Shavirova et al. 543). Regnauld 
and Tremblay‑Gaudette identify similar potential in their exploration of translating Michael Joyce’s 
classic work of e-lit, afternoon, a story into French. They write: “The approach required to bring such a 
project to fruition is therefore based on a series of operations that go beyond ‘simple’ cross‑linguistic 
translation, in that the technological considerations carried out by one group of contributors often 
interfered with the translation of semantic content, which was handled by another group” (Regnauld and 
Tremblay‑Gaudette 114). It is in this area of playful participation and translation that the Ace Attorney 
series has been situated. Such fan translations are rarely conducted by a single author, but by a team 
with expertise that, though potentially inexperienced in translation itself, spans linguistic, technical, and 
cultural knowledge.

Ace Attorney Translation: (Un)Supervised
In the Ace Attorney games, the player generally (though the protagonist changes in some spinoffs) plays 
as Phoenix Wright, a defense attorney who takes on particularly difficult cases, defending clients in 
spite of what seems like overwhelming odds against them. As part of the gameplay, Wright investigates 
the case, questions witnesses, and finds contradictions in the stories and interviews. Then, he presents 
this evidence as part of the courtroom trial, which also involves cross-examination and answering 
questions from the judge. In the midst of this narrative structure, the game introduces clever courtroom 
puns, over-the-top judicial drama, and memorable characters. In the English-language version of the 
“Turnabout Sisters” episode of Phoenix Wright: Ace Attorney (Capcom, 2001), for example, Wright calls 
the character Redd White, owner of the company Bluecorp, as a witness. White’s name, along with his 
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company name, evokes the colors red, white, and blue of the American flag, and the character himself 
is vain and egocentric, representing a caricature of an over-confident American businessman. 

Perhaps in part because of this linguistic cleverness, the Ace Attorney series has a dedicated following 
of Latin American fans that has long lobbied on social media for translations of the series games. As 
mentioned above, though some translations and localizations were available in European Spanish, 
none were available in Latin American Spanish. This lack of representation led fans to use hashtags like 
#NoSpanish and #ProtestoAceAttorney in their pleas to Capcom for wider release of the series’ titles. 
The #NoSpanish hashtag often utilizes various characters and scenes from the series to lament the 
lack of language options, either superimposing new text on top of the characters or adjusting dialogue 
in screenshots of the game’s scenes, as shown in Figure 1 and Figure 2, respectively.

Figure 1: A meme that accompanies the #NoSpanish hashtag, using characters seen in the Ace Attorney games accompanied 
by additional text boxes to lobby for the release of Spanish language translations. Screenshot taken by author.

Figure 2: A meme that accompanies the #NoSpanish hashtag, using a courtroom scene from the Ace Attorney games 
with dialogue text adjusted to lobby for the release of Spanish language translations. Screenshot taken by author.

The #ProtestoAceAttorney hashtag likewise uses visual cutes from the series itself to meme the lack of 
language options. In particular, it can be used to recall the “Protesto!” interjection speech bubble that 
appears in the trial portion of the European Spanish game itself, copying its style as shown in Figure 3.

Figure 3: A meme that accompanies the 
#ProtestoAceAttorney hashtag, which often 
copies the visual style of the “Protesto!” 
interjection seen in the Ace Attorney games 
to meme the lack of language options. 
Screenshot taken by author.

Memes and visual puns have not only 
been used to protest the lack of official 
localizations, but also to promote and 
circulate some fan translations. These 
examples often also borrow the visual 
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style of the VN, as in Figure 4 below. In this meme, a character sprite—a common method of denoting 
the speaking character in the VN—of Homer Simpson appears in the usual courtroom setting of the 
Ace Attorney series. Homer suggests that the viewer can scan the code to access a free copy of the 
translation because Capcom will not provide one, and use tongue-in-cheek humor to suggest that the 
reader “not tell anyone” about the translation patch, recognizing that it is unofficial and unsupported.

Figure 4: A meme that accompanies a QR code allowing the viewer to scan and 
access a free Ace Attorney fan translation. Translated into English, it reads, “Hi 
Bart, since Capcom didn’t translate the remastered Ace Attorney trilogy into 
Spanish, you’ll find the complete game patched for free in this QR code. But don’t 
tell anyone.” Screenshot taken by author.

The social media activism calling for official localizations and 
promoting fan translations has spurred translators like Milagros 
Eckhardt and others to contribute their own expertise and a 
significant amount of labor to fan localizations, ensuring the 
series can be enjoyed by a wider audience. Eckhardt, a licensed 
Argentinian translator actively contributing to the Ace Attorney 
Investigations 2: Prosecutor’s Gambit Latin American Spanish fan translation, specializes in media 
and judicial translation, which is particularly useful in a series like Ace Attorney, where judicial and 
courtroom language is a necessary aspect of the story and gameplay. Similar work has been done 
in Brazil by a team called Jacutem Sabão; the team has translated several works into Brazilian 
Portuguese between 2018 and 2024, including the first five games in the series, Ace Attorney 
Investigations (Capcom, 2009), and the generically similar Ghost Trick: Phantom Detective (Capcom, 
2010), which is also by Ace Attorney trilogy director Shu Takumi. Until 2025, when Capcom 
announced new official localizations, Jacutem Sabão was the only source of Portuguese localizations 
for fans, demonstrating that sometimes unsupervised translation is necessary to fill a cultural need.

Conclusion
The efforts of fans to translate the Ace Attorney franchise and other visual novels in absence of 
official localizations can provide insight into the participatory and sometimes unsupervised practice 
of translating electronic literature more widely. As part of these localizations, teams of fans must 
consider linguistic differences, have social and cultural awareness, find creative ways to distribute 
and promote their work, and be aware of the interactive nature of electronic texts. Though not all 
fans may have traditional education in translation and localization, examining how communities 
come together in support of translation can help us understand its importance as an ambassador of 
sometimes unrecognized works that can otherwise have limited reach.

227

Raffel, BurgosRaffel, Burgos (Un)Supervised Translation(Un)Supervised Translation



ProceedingsProceedings

References
Ace Attorney Investigations. Capcom. 2009.

Consalvo, Mia. Atari to Zelda: Japan’s Videogames in Global Contexts. MIT Press, 2016.

Doki Doki Literature Club. Team Salvato. 2017.

Edwards, Kate. Culturalization: The geopolitical and cultural dimension of game content. TRANS Revista de 
Traductología 15, 2001, pp. 19–28. https://dialnet.unirioja.es/descarga/articulo/4133907.pdf 

Esselink, Bert. A Practical Guide to Localization. 1st ed., John Benjamins Pub. Co., 2000, https://doi.org/10.1075/
liwd.4.

Ghost Trick: Phantom Detective. Capcom. 2010.

Hayles, Katherine. “Electronic Literature: What Is It?” The Electronic Literature Organization. v1.0 Jan 2007. 
https://eliterature.org/pad/elp.html. 

Kretzschmar, Mark, and Sara Raffel. The History and Allure of Interactive Visual Novels. 1st ed., Bloomsbury 
Academic, 2023, https://doi.org/10.5040/9781501368615.

Marecki, Piotr, and Nick Montfort. “Renderings: Translating Literary Works in the Digital Age.” Digital Scholarship 
in the Humanities [OXFORD], vol. 32, no. suppl_1, April 2017, pp. i84–91, https://doi.org/10.1093/llc/fqx010. 

Phoenix Wright: Ace Attorney. Capcom. 2001.

Pihlaja, Beau, et al. “Translation and Localization in Global Technical Communication.” IEEE Transactions on 
Professional Communication [PISCATAWAY], vol. 67, no. 3, September 2024, pp. 386–402, https://doi.
org/10.1109/TPC.2024.3418237.

Przybyszewska, Agnieszka. “THE ART OF (NON)EXPERIMENTAL TRANSLATION OF ELECTRONIC 
LITERATURE ON THE (UN)REPEATABLE TRANSLATION OF LOSS OF GRASP.” Przekładaniec : A Journal 
of Literary Translation [Kraków], Numery anglojęzyczne, no. Sp. Iss. 2, December 2023, pp. 24–43, https://
doi.org/10.4467/16891864ePC.23.008.18087.

Regnauld, Arnaud, and Gabriel Tremblay‑Gaudette. “Collaborative Translation of a Multilayered Work of 
Electronic Literature: Synthetizing Michael Joyce’s Afternoon, a Story.” The Experience of Translation, 
edited by Madeleine Campbell and Ricarda Vidal, 1st ed., Routledge, 2024, pp. 113–34, https://doi.
org/10.4324/9781003462538-9.

Shafirova, Liudmila, et al. “Transcultural Literacies in Online Collaboration: A Case Study of Fanfiction Translation 
from Russian into English.” Language and Intercultural Communication [ABINGDON], vol. 20, no. 6, November 
2020, pp. 531–45, https://doi.org/10.1080/14708477.2020.1812621.

228

Raffel, BurgosRaffel, Burgos



Archival Storytelling 
Origin Story of the trAce Online Writing Centre as Told Through trAce 
Archives

Dene Grigar, PhD, Professor, Washington State University Vancouver; Director, the Electronic 
Literature Lab

Introduction: Archives as Storytellers

Figure 1: Covers of “CyberWriting” and “trAce” Project Booklets

They are unassuming artifacts: a digitized booklet, 30 pages in length and a printed booklet, 32 pages 
of photocopied content between two pieces of gray paper, bound by two staples. We can see that 
the digitized booklet is titled “CyberWriting: Selected Internet Resources for Writers.” The author’s 
name, Simon Mills, appears, almost centered, on the black background in the middle of the page. The 
printed booklet is titled “trAce: selected internet resources for writers” and it’s subtitled, “formerly the 
Cyberwriting project.” [1] Mills’ name appears at the bottom left of the cover [Figure 1]. 

These artifacts are part of the archives of the trAce Online Writing Centre, the influential digital writing 
community founded by Sue Thomas at Nottingham Trent University in the UK and active for over a 
decade. They were donated over the years by Thomas and Helen Whitehead, who served as Manager 
of Education and Training at the trAce Online Writing School. The digitized booklet is included in the 
trAce digital archives on the ELO server; the printed booklet has been stored among many other physical 
artifacts belonging to trAce in Box 24 of the Electronic Literature Organization’s (ELO) archives, both 
managed by the Electronic Literature Lab at Washington State University Vancouver. But what exactly 
are these artifacts? What stories do they tell? And why do these stories matter?
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Answering those questions sheds light on the origins of an international community that influenced ELO 
and other international arts organizations, one that showed us how to forge deep relationships across 
great distances through the use of digital technologies, one that showed us what digital writing could be 
and how to effectively promote it, and one that launched and nurtured the careers of many born-digital 
scholars and artists, world-wide.

This paper starts with the premise that archives tell stories. They tell tales about the early days of 
the field. They document the artists who pioneered experimental forms and the efforts artists took 
to promote them. They show us the technologies used for production––and then disappeared into 
obsolescence––as well as the hardware, software, and removeable disks that failed and the viruses 
and glitches artists reviled but then leveraged in the creation of their art. They trace the shifting views 
toward genres and forms, and the publishing houses, journals, galleries, museums, and organizations 
that provided support. They help us remember the communities, like trAce, that rose into prominence 
and the immense work that it takes to keep born-digital media accessible to the public. At the heart of 
this presentation is the desire to encourage us to rethink the role of archives for born-digital literature, 
art, and games not as old things of a bygone era that do not matter for the present or future but rather 
something we must rely on for telling our stories, preserving our lore, and ensuring our history. Without 
the stories that archives tell, there is no field.

The Origin Story of the trAce Online Writing Centre
We know from reading trAce’s account of its history as recorded in the program for the Incubation 2000 
Conference (27-29) and in the introduction to “trAces: A Commemoration of Ten Years of Artistic Innova-
tion at trAce,” 1995 is given as the year trAce “beg[a]n” (“trAces”). Likewise, in “Traces of the trAce On-
line Writing Center,” artist and scholar J. R. Carpenter also lists 1995 as the year that trAce was started. 
But the two artifacts suggest a more nuanced understanding of the year trAce was founded, revealing 
the evolution of an idea that the Web could be leveraged for digital writing to the implementation of it 
that resulted in the creation of trAce.

Evolution of an Idea
In “Introduction to the frAme Journal of Culture and Technology,” Thomas tells us that after she was 
awarded funding from the English Department in May 1995, Mills did the research for the “CyberWrit-
ing” project for her during the summer as a student tutored in Fiction Writing at the new graduate pro-
gram in Creative Writing at Nottingham Trent University. The document took shape as a list of websites 
with brief descriptions and URLs that followed the style of Alan Liu’s “Voice of the Shuttle,” “ALT-X,” and 
the Australian Network of Art and Technology (“Introduction”). Mill’s output led Thomas to realize that 
“cyberspace was teeming with people who wanted to explore the web as a space for the production, 
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consumption, and exchange of writing” (“trAces”). To put the “CyberWriting” project in context, its 30 
pages are, indeed, “teeming” with URLs for journals and zines, sites for poetry and fiction, online re-
sources, and virtual communities of MOOs, MUDs, and MUSHes.1995 was early days of the Web, with 
Netscape, featured prominently in both project booklets, just released in December 1994 and driving 
the dot.com boom by the summer of 1995. It is estimated that less than 1000 Web servers were in oper-
ation at that time, globally. Liu’s “Voice of the Shuttle,” published originally in 1994, had by 1999 grown 
to 70 pages. So, Mill’s research for Thomas compiled in 30 pages in 1995 was, like Liu’s, far-thinking 
and timely.

Figure 2: Contents Pages, “CyberWriting” and “trAce” Booklets  

As mentioned previously, “trAce: selected internet resources for writers,” is 32 pages of photocopied 
content and subtitled “formerly the Cyberwriting research project,” suggesting that it followed after the 
publication of “CyberWriting.” If we open the “CyberWriting” booklet, we see that it is undated, but a 
statement about the information was current as of September 1995 establishes an approximate time-
frame for the publication of this document. Looking at the Contents page of the “trAce” booklet, we see 
the same statement about the September 1995 date, but as already stressed, we can assume that the 
printed booklet was published after the digital booklet since it references on its cover the “Cyberwriting” 
project as “formerly.” Additionally, the printed booklet references trAce in the title of its cover, a name 
that does not appear in the digitized booklet at all.

“CyberWriting” is touted on its Contents page as the “first fruit of Cyberwriting, NTU’s research project 
into Writing on the Internet in the Department of English & Media Studies” at the university; the printed 
booklet, instead, is listed as “the fruit of trAce, NTU’s research project into Writing on the Internet in the 
Department of English & Media Studies” (Mills, “trAce”). The change in the title of printed booklet 
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is telling: Thomas herself notes in the “brief history of the trAce online writing community” that by 1996 
when she and Mills were planning the website, the name “CyberWriting” had already become “passé.” 
They arrived at the name trAce, with a capital A, a typo that Mills made in an email to Thomas that just 
stuck (Thomas, “brief history,” 27-28). Besides different project names, the cover art helps to timestamp 
the two artifacts. The cover of “CyberWriting” speaks to the experimentation that desktop publishing 
made possible for designers. The cover art was produced using MacPaint, the bitmap editor software 
program bundled on Macintosh computers and supported by Apple until 1995, its title made with the 
pencil tool and the background, with the pattern tool. The second artifact is missing this inventive design 
from its cover art, showing the title instead in a more traditional typeface. While the difference between 
the visual presentation of the two artifacts could have been impacted by the upgrade to the Macintosh 
operating system that affected MacPaint, [2] it could also be due to the difference in their purpose: The 
former was produced as a report for an academic department, while the latter could be used for wider 
dissemination to organizations expecting a more conventional approach to reports.

The content of the two articles also helps to timestamp them. A minor difference in pagination results in 
the two additional pages in the print booklet. Additionally, two sites were added to Journals and Zines: 
pHreak and Speed, the former a “digital underground community” located in the UK; and the latter, the 
first edition of a theoretical journal (“trace”). The Poetry section of the “CyberWriting” project included 
an entry for Asian Poets, which is omitted in the printed booklet. These are small changes that do not 
necessarily help to date the printed booklet. However, the addition of Inktomi to the Searching the World 
Wide Web section in the printed booklet does precisely date it. This technology company, which pio-
neered the traffic server, was founded in January 1996 by UC Berkeley’s Eric Brewer and his student 
Paul Gauthier. So, the printed booklet follows after the production of the “CyberWriting” booklet close to 
a year, constituting it as the 2nd Edition of the “CyberWriting” project.

One other helpful piece of evidence for dating the “trAce” booklet is the announcement on its Contents 
page of that the project and the booklet will “soon” be available online in a “clickable format.” As Thom-
as reports, it was clear after “CyberWriting” had been produced, it needed to be online, which led to 
Mills teaching himself to code in HTML. “A few months later” the first trAce website was complete with 
an “enlarged version of the CyberWriting list,” which launched at the Virtual Futures Conference, at 
Warwick University in England in May 1996 (Thomas, “Introduction to the frAme Journal of Culture and 
Technology”). [3] We can assume that the enlarged version is referencing the “trAce” booklet.

Creation of trAce
The origins story that the two artifacts tell us is this: in the summer of 1995 when Mills was commis-
sioned to conduct his research of writing resources on the Internet and on through May 1996 when the 
2nd Edition was released and the website announced at the Virtual Futures Conference, Thomas had 
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shifted her thinking from “CyberWriting” to “trAce.” In August 1997, having collected enough data from 
the research published in the two booklets to prepare materials for seeking financial support, Thomas 
proposed and received £365,000 from the Literature Department of the Arts Council of England “to es-
tablish an international online writing community,” which ultimately shifted the trAce Project to the trAce 
Online Writing Centre (“Introduction to the frAme Journal of Culture and Technology”).

Summation
To answer the questions posed at the start of this paper: These two artifacts constitute the founding 
documents of this important community. They show that what began as research about digital writing 
resources on the Web carried with it the kernel of a vision of a digital writing community that would 
go on to promote the Web for communicating, sharing ideas, publishing works, and advancing digital 
writing. What we should also find interesting is that, together, the two booklets document how one can 
go about building an organization, the first steps Thomas took to gain support, and the relationship 
between research and practice in academic settings. We see much of the same efforts used by ELO’s 
founders and early Board members four years later to create that community. Mill’s research undertak-
en for Thomas collected information that determined the viability of digital writing, a project from which 
many have benefitted. As such, they document: 

•	 The CyberWriting Project (1995)
•	 The transition from “CyberWriting” to “trAce: Selected Internet Resources for Writers” (1996)
•	 The shift from a photocopied booklet to a web-based resource launched at the
•	 Virtual Futures Conference (1996)
•	 The emergence of one of the earliest online writing communities
•	 The material evidence of how writers and scholars navigated the pre-search engine Internet

They also represent a broader, largely forgotten genre of print-born Web directories that includes Liu’s 
“Voice of the Shuttle” and others mentioned in this paper, which in their early states were shared as 
printed booklets before they appeared online on the Web.

In sum, what this paper broadly proposes is that archives are narrative systems, the field of electronic 
literature is inherently archival, and archives are essential to the field itself.

Without our archives—announcement cards, websites captured by the Wayback Machine, research re-
ports like “CyberWriting” and “trAce,”and other forms of output––there is no field, and in the end, there 
can be no community or evidence of one that existed.
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Notes
[1] The spelling of “CyberWriting” varies from the capitalized W to the lowercase, depending on the 
reference.

[2] It is important to note that MacPaint could be used by those with a Macintosh running 7.6.1 re-
leased in 1997, but by 1996 the program would begin to have compatibility issues with printers and 
more robust monitors. MacDraw, the vector-based design program continued on for a few more 
years.

[3] The Virtual Futures Conference was in its third year when it ran from May 5-6 in 1996.
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James Pardue – University at Buffalo, SUNY

man.A.machine.txt is a cut-up video poem generated from Man a Machine (1747), an eighteenth-century 
philosophical work by Julien Offray de La Mettrie, a French physician and materialist philosopher. In this 
text, La Mettrie argues that the body and soul are materially intertwined and cannot be separated. As a 
physician, he viewed the human body and mind as a machine, shaped by external stimuli such as food, 
alcohol, and opium, a perspective that largely informs his materialist philosophy.

In this work, I remix La Mettrie’s text with the express aim of reimagining his argument within the 
context of digital media’s materiality. The multimedia system, programmed primarily in TouchDesigner, 
generates cut-up poetry and particle cloud in real-time, transforming the original text into an ever-
changing landscape of language and data. Two local servers running the RiTa.js API, an open-source 
library for generative writing, process a text file containing the complete text (corpus). The piece evolves 
through distinct, shifting states defined by different modes of text generation, visually indicated by gold, 
blue, and white.

Gold text is generated using Markov chains, an algorithm that produces new text based on probability. 
The result is often a mixture of coherent and incoherent generative statements. Blue text highlights 
keywords extracted from the original work; what is displayed are the instances in which those keywords 
appear throughout the text. White text displays the full corpus of Man a Machine. Each particle within 
the cloud is generated from data derived from these three textual states. An important visual aspect 
of the work is the presentation of diagnostic tools, such as graphs, that situate the viewer within the 
technological processes responsible for the overall aesthetic experience. 

By treating this text as material within a multimedia environment, I reframe eighteenth-century 
materialist philosophy through technologies often regarded as immaterial yet deeply rooted in material 
and energetic processes, offering a contemporary reinterpretation of La Mettrie’s conception of the 
soul. The particle cloud and the broader digital system function as a kind of soul composed of data 
and energy. man.A.machine.txt foregrounds the underlying mechanisms that produce the soul, inviting 
viewers to become hyperaware of the material conditions through which digital systems think, act, and 
create meaning. 

References
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Vibe Coding: AI, Digital Text Recycling, and 
the Remediation of Digital Poetry
Yohanna Joseph Waliya - The Nigeria French Language Village, Badagry, Nigeria.

Abstract: This paper theorises Vibe Coding as a novel method of AI-assisted creative practice within 
electronic literature, an affective mode of communicating with generative AI via natural language 
prompts that enables the author to recycle, remediate, and reconfigure existing digital texts into novel 
poetic forms. Rather than treating code as fixed procedural logic, Vibe Coding focuses on rhythm, 
intuition, and affect as central compositional forces. Relying on theories of remediation, digital text 
recycling, and posthuman authorship, the paper examines how AI functions simultaneously as archive, 
co-author, and transformative engine for digital poetry. The paper introduces digital text recycling as a 
new critical term for AI-mediated poetic reprocessing, and analyses three case studies: Nick Montfort’s 
Taroko Gorge (2009), Leonardo Flores’ TinyProtests (2017), and Yohanna Joseph Waliya’s Gamaikus 
(2025) to argue that Vibe Coding enables continuous textual afterlives in which poems circulate, 
mutate, and re-emerge across interfaces, datasets, and algorithmic systems. The paper argues that 
Vibe Coding constitutes a distinctive poetics of electronic literature in which authorship is distributed 
across human affect, algorithmic inference, and inherited digital materials. It also explicitly discloses 
the AI tools and platforms involved in the creative process and interrogates their aesthetic, cultural, and 
ethical implications. By situating Vibe Coding within the broader history of generative and procedural 
writing while emphasising its turn toward affective and intuitive coding practices, the paper introduces 
a new conceptual term for understanding AI-mediated digital poetry.

Keywords: Vibe Coding; electronic literature; AI-mediated authorship; digital text recycling; 
remediation; digital poetry; posthuman creativity; affect theory; generative writing

1. Introduction
AI researcher Andrej Karpathy, an expert at Anthropic, co-founder of OpenAI and former head of AI at 
Tesla, tagged a new method of interacting with generative AI systems: vibe coding In February 2025 
(Bamil 1). Rather than writing precise syntactic instructions, the vibe coder communicates through 
natural language prompts modulated by mood, rhythm, and intuitive intent. Error messages are fed 
back to the AI; the human steers through feeling. So culturally resonant was the term that Collins 
Dictionary named it Word of the Year 2025 (Kolirin).  This paper argues that Vibe Coding names not 
merely a software development methodology but a distinctive mode of creative authorship in electronic 
literature. When the code being vibed into existence is not a web application but a poem or interactive 
animation, and even Metaversal literature. Vibe Coding becomes a practice of enthusiastic affective 
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remediation. Existing digital texts are recycled, reconfigured, and reborn through algorithmic and 
interfacial transformations driven by human affect in conversation with machine inference. 

The paper develops Vibe Coding as a theoretical and critical framework through three clusters: situating 
it within theories of remediation, software culture, and posthuman authorship; offering hands-on 
practical analysis of three poetic works; and disclosing the AI tools involved in the author’s own creative 
process. The central argument, it is that Vibe Coding constitutes a poetics of electronic literature in 
which authorship is distributed across human affect, algorithmic implication, and inherited algorithmic 
materials, and poems exist in continuous textual afterlife, circulating, mutating, and re-emerging across 
interfaces, datasets, and computational systems.

2. Theoretical Framework: Affect, Algorithm, and Digital Text 
Recycling

2.1 From Engineering to Poetics
Existing technical reports place Vibe Coding firmly in software engineering and vibe engineering by 
a good sense of goal engineering (Raval 218). Bamil theorises it as a paradigm in which semantic 
intent, not syntactic precision, drives code generation (Bamil 2,5) whilst Murphy et al. (2) view it within 
abductive reasoning as AI-collaborative problem solving under uncertainty  requires human expert 
validation. Kim et al. (19) see it as an emerging professional methodology. These accounts share a 
common limitation: they evaluate Vibe Coding by whether it produces functional artefacts. For digital 
poetry, the metrics are different, what matters is what generated code does aesthetically, affectively, 
and conceptually. An expert Wired critique argues that Vibe Coded software is incontrollable, employs 
even less to poetic output, where opacity and surprise are virtues (Newman).

2.2 Remediation
Bolter and Grusin’s concept of remediation, new media refashioning old media forms, simultaneously 
incorporating and superseding them, offers the first theoretical anchor (Bolter and Grusin 59–60). Digital 
poetry has always been re-mediative, drawing on Sumerian Coniform, the Egyptian papyrus, print, film, 
and hypertext through computational process. Vibe Coding remediates this tradition of remediation, 
inserting a new layer, the generative AI system, through which old texts are processed and reborn. Most 
importantly, the re-mediative process is now driven by affect: prompts evoke mood and rhythm rather 
than formal specification, and the AI interprets these affective cues into computational form to enable 
new trends of e-lit reading and users.
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2.3 Digital Text Recycling
I introduce digital text recycling to name a specific set of AI-mediated practices in which existing poetic 
texts, their structures, codes, patterns, vocabularies, and rhythms, are reprocessed into new textual 
forms by AI, having learned from the global massive data of poems, it creatively creates its affective 
and imaginative neural poetry.  This AI system thinks and has a cognitive faculty thanks to the artificial 
neural networks that enable them think just as Manovich called it “Medium that thinks” ( A Medium 
That Thinks…, 232). This is the reason AI recycles digital texts. The digital text recycling draws on but 
extends Manovich’s account of software culture, in which modularity and remixability constitute the 
default logic of digital cultural production (Manovich, Software Takes Command…, 21,23). Digital text 
recycling names what happens when this remixable logic meets generative AI.  AI systems, trained on 
vast corpora that may include the source texts themselves, reprocess poetic materials at the level of 
recursive statistical pattern and semantic association, producing genuinely new texts shaped by both 
the author’s affective prompting and the AI’s inherited textual knowledge.

2.4 Posthuman Authorship
Vibe Coding authorises what Hayles and Weatherby theorise as posthuman authorship. For Hayles, 
human cognition and agency are always distributed across bodies, technologies, and environments; 
the autonomous author is a liberal being (Hayles, Electronic Literature… 43; Hayles, How We… 2). 
Weatherby argues that LLMs do not simulate cognition but create culture, and that “remainder humanism”  
the thought dividing human from machine, prevents us from recognising this (Weatherby 211–12). The 
Vibe Coder does not control the AI; s/he converses with it, steering through affect, discovering in its 
responses possibilities s/he could not have specified. The resulting texts are genuinely distributed 
authored by human, nonhuman and LLMS in the integrated cognitive interface ( Hayles, Bacteria to AI, 
12) .

3. Vibe Coding and Its Family Tree
Vibe Coding belongs to a long tradition of human-algorithmic co-production in electronic literature: 
Oulipo’s constraints, first-generation hypertext fiction, platform-based generative texts, Twitter bots. 
Researches argue that literary experiments with computation have historically anticipated mainstream 
technological development. Vibe Coding is part of this lineage. What it adds is the substitution of a 
trained neural network for rule-based generative systems, and natural language affective prompting 
as the primary mode of human-computer interaction. Unlike rule-based systems, whose outputs 
can always be traced to specified logic, neural networks produce outputs emerging from statistical 
patterns too complex for any human to fully trace. The Vibe Coder’s opacity, her partial ignorance of 
why the AI produced this rather than that is the condition of possibility for genuine surprise.
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4. Three Case Studies

4.1 Taroko Gorge and Its AI Remediations
Nick Montfort’s Taroko Gorge (2009) is among the most canonical works of procedural digital poetry 
and among the most extensively remediated. It is remixed 45 times by various digital poets across the 
globe  from 2009 to 2026 June, 2026. It is simple JavaScript generates an infinite, scrolling meditation 
on a Taiwanese gorge; from inception it has been an explicitly open, remediatable work, spawning 
dozens of remixes, River, Yolanda, Tokyo Garage among them, in which the poem’s structure is 
preserved while its vocabulary is transformed. This lineage instantiates what I am calling textual 
afterlife: code released into circulation becomes a resource for ongoing creative transformation. 
The leatest remiated is the Leonardo Flores’ Taroko Gary (2026), documented as created with 
programming assistance from Claude Code. It extends this tradition through Vibe Coding. The work is 
a documented intra-action between human literary practitioner, AI system, and former digital text: all 
three contribute; none is sole author. This is posthuman authorship in practice thanks to Vibe Coding.

4.2 TinyProtests and the Politics of Algorithmic Affect
Leonardo Flores’ TinyProtests (2017), an archived project in the Electronic Literature Collection Vol. 
4, generates an infinite sequence of small acts of political resistance — brief, formally constrained 
gestures accumulating into a meditation on political activism and persistence. Flores has extended 
it through TinyProtests: No Kings (2025) developed in part through AI-assisted prompting. The 
extensions demonstrate how affective political-intention-protest, the refusal of authoritarian closure 
can be encoded in generative AI prompts and instantiated computationally.  Elliott( 236)  rightly 
cautions that AI systems are not politically neutral: they encode the assumptions of their development 
contexts. The Vibe Coder must be attentive to this tension, her affective-political intention is always 
mediated through a technology with its own cultural-political histories.

4.3 Gamaikus: Affect, Archive, and the Politics of Origin
Gamaikus (2025), published on itch.io and showcased in the Game Poems Community Showcase, 
is a vibe-coded generative poetry work combining the Japanese haiku tradition with the algorithmic 
generativity of electronic literature using DeepSeek R1 and ChatGPT. Employing Vibe Coding 
methods, it produces haiku-like texts exploring African culture and its animals to education children.

5. Textual Afterlives and Vibe-coder’s Responsibility 
All three case studies share a structural feature: they produce texts that exist in conditions of ongoing 
circulation and mutation. When a digital poem enters an AI training dataset, it is not merely 
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preserved but metabolised: its patterns extracted, generalised, and recombined with patterns from 
other texts, shaping the outputs of AI systems trained partly on its own substance. This is textual 
afterlife in its fullest sense, and the Vibe Coder produces texts whose afterlives s/he cannot predict, 
trusting that the affective qualities she encodes will persist through computational transformation. The 
afterlives of Vibe-Coded poetry are cultural phenomena, shaped by the power relations that structure 
AI development and deployment.

6. Conclusion
This paper has proposed Vibe Coding as a new conceptual framework for AI-assisted digital poetry, 
and introduced digital text recycling as a critical term for the AI-mediated processes through which 
existing poetic works are reprocessed into new textual forms. Situated within theories of remediation, 
software culture, and posthuman authorship, Vibe Coding names a poetics of distributed authorship, 
affective prompting, and continuous textual afterlife. The three case studies demonstrate both the 
creative possibilities and the ethical responsibilities of this poetics. Taroko Gorge and Taroko Gary 
show how AI-assisted remediation generates documented posthuman intra-actions. TinyProtests 
and its extensions demonstrate how affective-political intention is encoded and mediated through 
algorithmically-manipulated generative systems. Gamaikus enacts the cultural politics of AI training 
data and models the disclosure and reflexivity that Vibe Coding requires.
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Innovative Approaches to the Pedagogy 
of Electronic Literature in a Challenging 
Educational Environment
Faith Samuel

Abstract
The rise of digital technology has changed not only how literature is written and consumed but also 
how it should be taught. Electronic literature, with its use of images, sound, hyperlinks, animation, and 
interactive structures, demands a new way of thinking about literary pedagogy. Yet in many educational 
spaces, particularly in developing countries, teaching still remains rooted in rigid print traditions despite 
the realities of a digital generation. This paper argues that the challenge of teaching electronic literature 
in resource-limited classrooms should not be seen as a barrier, but as an opportunity for pedagogical 
innovation. Drawing from constructivist learning theory, multimodal theory, and critical digital pedagogy, 
this study reflects on how low-tech strategies, mobile learning, and culturally grounded digital narratives 
can reshape literary teaching. It contends that the future of literature pedagogy depends less on 
sophisticated technologies and more on creativity, adaptability, and critical engagement.

Keywords: Electronic literature, pedagogy, digital literacy, innovation, multimodality

Introduction
Literature has always evolved alongside human society. From oral traditions to manuscripts, from print 
to digital screens, each era has reshaped the way stories are told and understood. Today, we are 
witnessing another transformation: literature is no longer confined to paper. It moves through screens, 
sounds, images, and links. It invites readers not merely to read, but to click, choose, listen, and interact. 
This transformation has given rise to electronic literature, a literary form born within digital environments. 
Unlike conventional texts, electronic literature exists through technology. It involves hyperlinks, audio 
layers, visual movement, or game-like structures. In this sense, reading becomes an experience rather 
than a linear activity. Yet there remains a troubling contradiction. While students increasingly inhabit 
digital spaces, many classrooms, especially in countries like Nigeria, continue to teach literature as if 
the digital revolution has not happened. Rows of wooden desks, chalkboards, overcrowded classrooms, 
and rigid syllabuses still dominate literary education. The gap between the world students live in and 
the world literature classrooms offer continues to widen.
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This paper argues that if literature teaching is to remain meaningful, it must respond to this reality. 
Electronic literature should not be treated as a luxury reserved for technologically advanced institutions. 
Rather, it should be reimagined through innovative, accessible, and context-sensitive teaching methods.

Rethinking Electronic Literature and Pedagogy
Electronic literature challenges the traditional understanding of what literature is. As Hayles (2008) 
explains, it is not simply literature transferred into digital form, but literature created through digital 
possibilities. Its identity lies in multimodality, interactivity, and fluidity. This matters pedagogically because 
it changes what it means to “read.” In a printed novel, the reader follows a fixed sequence. In electronic 
literature, meaning can be fragmented, nonlinear, and participatory. The reader often becomes a co-
creator. This shift demands new teaching methods. Traditional close reading remains valuable, but 
it is no longer sufficient. Students must now learn how to interpret movement, sound, design, and 
navigation as part of literary meaning.

The problem is that many educational systems still treat digital literacy as separate from literary literacy. 
This division is increasingly artificial. In today’s world, to teach literature without digital awareness is to 
teach only part of literacy itself.

The Reality of Challenging Educational Environments
The conversation about digital pedagogy often assumes the presence of stable internet, personal laptops, 
projectors, and institutional support. But this is far from the reality of many schools in Africa. In Nigeria, 
for instance, the average literature classroom often lacks the most basic technological tools. Electricity 
remains unstable. Internet access is expensive or unreliable. Many lecturers are overburdened and 
undertrained in digital pedagogy. Under such conditions, electronic literature can appear impractical.

The differences are evident even in the classroom itself, as shown by comparing public school’s 
classrooms in Nigeria, an emerging country, with the Digital Technology Center classroom in Washington 
State University Vancouver, home of the Electronic Literature Lab.  
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Figure 1. Typical Nigerian classroom. Note the absence of technology and the set up does not allow for much 
interactivity.

     
Fig. 2 Digital Technology Center classroom in Washington State University Vancouver, home of the Electronic 
Literature Lab.  

Furthermore, the lack of institutional technical assistance imposes extra constraints on educators, 
deterring them from experimenting with digital texts. Hodges et al. (2020) note that faulty or lacking 
technology needed to access these works frequently compels instructors to choose conservative 
teaching methods that prioritize static materials over interactive digital resources. These limitations 
considerably restrict the educational potential of electronic books.	

Disparities in digital literacy among educators and students constitute a significant concern. Digital 
literacy encompasses not only fundamental technological competencies but also the capacity to 
critically analyze digital texts, comprehend multimodal meaning-making, and contemplate the social 
and ideological ramifications of digital platforms (UNESCO, 2022). For electronic literature, such 
competencies are crucial for substantive participation. Moreover, in this digital age, not engaging with 
modern technology further restricts employment and economic opportunities for students in all academic 
fields.  Redecker and Punie (2020) recognized inadequate digital proficiency among educators as a 

continual impediment to the efficient integration of technology in instruction. Students, despite 
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being regarded as digitally proficient, may lack the analytical abilities necessary to critically engage 
with intricate interactive texts (Kress, 2021). These deficiencies can avoid interaction with electronic 
material and constrain educational results.

But perhaps this is where the conversation must change. The problem is not simply technological 
absence; it is the assumption that innovation depends entirely on expensive technology. This paper 
rejects that assumption. Innovation in pedagogy begins with imagination. A teacher does not need a 
sophisticated lab to introduce hypertextual thinking. Printed branching narratives, role-play, WhatsApp 
storytelling, and simple mobile interactions can all simulate electronic literary principles. What matters 
is not technological perfection but conceptual engagement.

Towards Innovative Pedagogies
The future of teaching electronic literature in difficult environments lies in adaptation. First, mobile 
phones must be recognized as educational tools rather than distractions. In many low-resource settings, 
smartphones are more accessible than computers. They can become platforms for reading short digital 
texts, exploring hyperlinks, and creating interactive stories. Traxler (2018) contends that mobile learning 
improves accessibility and student engagement in resource-limited environments. 

Second, student creativity should be central. Instead of only consuming electronic literature, students 
should produce it. This may involve simple digital storytelling using PowerPoint, social media threads, 
or messaging platforms. Creation deepens understanding. Moreover, according to Ryan (2001), 
motivating students to produce their own electronic literary compositions promotes experience learning 
and creativity, especially when using fundamental technology such as hyperlink-based presentations or 
messaging applications. Electronic literature writers can work with students and others to create mobile 
based works, such as The Water Seller (Mai Ruwa) (Bassey and Larsen, 2023).

Another technique is the use of low-tech and offline teaching to impart fundamental notions of electronic 
literature, including hypertextuality and interaction, through printed materials, flowcharts, and role-playing 
exercises. For example, posters using found images and objects can be used to teach connections. 
See Fundamentals (Larsen 2008) and her Joy of Electronic Literature recipe (Larsen, 2026a). This 
technique is consistent with constructivist learning theory, which prioritizes conceptual comprehension 
through active participation over technological complexity (Postill, 2011).

Third, pedagogy must become culturally grounded. Students connect more deeply with narratives 
that reflect their realities. Electronic literature should not merely import foreign digital aesthetics but 
adapt local stories, languages, and experiences into digital forms. We must adapt and introduce easy 
platforms for cross-cultural and multi-lingual storytelling, such as #Instapoetry, or create shared works 
such as Larsen’s Talk through the markets with us in Twine (Larsen, 2026b). Finally, critical digital 
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literacy must be prioritized. Teaching electronic literature is not just about technology; it is about helping 
students ask important questions: Who controls digital spaces? How does technology shape meaning? 
Whose voices are amplified or erased? These questions make electronic literature not just a literary 
field, but a political and social one.

Why This Matters
The teaching of electronic literature is not simply an academic trend. It is part of a larger struggle 
over relevance in education. If literature classrooms remain disconnected from digital realities, they 
risk becoming museums of old forms rather than living spaces of critical thought. This does not mean 
abandoning Shakespeare, Soyinka, or Ngũgĩ. It means teaching them alongside new forms that speak 
to contemporary modes of storytelling.

More importantly, in countries where students face unemployment and technological inequality, digital 
literacy is no longer optional. It is tied to survival, participation, and opportunity. To deny students 
access to these forms of literacy is to widen existing inequalities.

Conclusion
Electronic literature forces us to rethink not only literature itself but the ways we teach it. In challenging 
educational environments, the absence of advanced technology should not be an excuse for pedagogical 
stagnation. Instead, it should inspire flexibility, creativity, and innovation.

The real question is not whether our classrooms are ready for electronic literature. The real question 
is whether our pedagogies are willing to change. The future of literary education will belong to those 
who can adapt tradition to new realities. Electronic literature offers one pathway toward that future, not 
because it replaces print, but because it expands what literature can become.
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Quiz-Questions as Nodes of Interactive Non-Fiction

Michael Merriam, Independent Researcher

Abstract
This paper argues that online quizzes are a form of interactive literature, and a necessarily ludic one, 
despite their being designed and presented as neutral assessment tools. Calling them “interactive 
non-fiction” is intended to evoke an awareness of the game mechanics shared by online quizzes 
and digital interactive texts. But where games disclose the biases and value systems impacting a 
player’s score, online quizzes do not, and because their creation is usually not informed by game 
design principles, they may inadvertently mislead students. Reading the online, LMS-hosted quiz as a 
form of game, and identifying questions as the core mechanic, the paper examines six common LMS 
question types alongside question-based mechanics in Interactive Fiction (IF) to propose a richer, 
interaction-driven design model. It further suggests that an LMS should be understood as a platform 
for Interactive Non-Fiction, a phrase used here deliberately to invoke comparison to IF. This analysis is 
an exercise in ludoception, the author’s term (Merriam 2022) for the perception of what is already, not 
merely potentially, game-like in a structure not presented as a game. Naming this perception is ethically 
significant: students already sense the hidden rules of the quiz, and naming what they sense makes it 
available for redesign.

1. Introduction
Though they both involve traversing a set of question-shaped decisions and challenges, quizzes 
and Interactive Fiction (IF) are rarely discussed alongside each other. But there is a growing body 
of electronic literature told through surveys, quizzes, and questionnaires, very often within a horror 
or dystopian register. Under the survey-horror tag, litrouke’s Please Answer Carefully presents as a 
routine questionnaire about phone and internet habits until a prompt abandons the survey register 
altogether, “tell me you miss me too,” and the instrument reveals itself as a channel for a watcher 
(Mullen 2026). Ezra Szanton’s Aptitude presents as a short aptitude test and closes by telling the player 
“You know where to look,” refusing to advance until the player supplies the answer it wants (Szanton, 
Aptitude, 2022).

The form does not rely on the horror genre to make its point, or even on any particular game engine: 
Ben Atkinson built Dr Steele’s Personality Quiz, a dystopian, horror-inflected game, entirely inside 

Microsoft PowerPoint (Atkinson 2026). Forms and questionnaires, and especially quizzes, already 
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carry the dread these games exploit. The blithe, dystopian oppressiveness of the questionnaires in 
survey horror is present also in some students’ experience of scholastic online quizzes: they seem 
arbitrary, authoritarian, punitive, and recklessly over-acute.

Unavoidably, online quizzes are games. The units of an online quiz are familiar to interactive fiction: 
it offers prompts, accepts responses, applies rules, records state, and returns consequences. It has 
the bones of an interactive textual system and even the range of mechanics interactive fiction has 
developed; it simply declines to use them in their strongest forms. They should. I am not arguing for 
gamification in the usual sense.1 The call for better design here is simple: an LMS quiz question should 
be authorable as an interactive node that can branch, remember, reveal, revise, and route. Wrong 
answers should not always be dead ends, partial answers should not disappear into a score, and later 
evidence should be able to clarify earlier evidence.

2. Six Question Types as Interfaces
Montfort traces interactive fiction through riddles, parser exchange, and world modeling (Montfort 2003). 
Murray, Ryan, Hayles, and Ensslin describe digital texts whose meaning depends on action, interface, 
and medium-specific procedure (Murray 1998; Ryan 2003; Hayles 2008; Ensslin 2014). These works 
treat interaction as form, not ornament, and supply the vocabulary for the design analogies that follow.

True or false as meaningful choice (route commitment). I once took a high-school biology quiz that 
included the question: True or False: Osmosis is diffusion through a membrane. I wasn’t sure, since it is 
the diffusion of water through a membrane, but I reasoned that both parts were true, so the statement 
was true. I was wrong. The handwritten note read “−5. Water.” That was the entire exchange. The unfair 
binary aside, what is really at issue in this and most true/false questions is the quality of committing to 
a viewpoint that makes the choice meaningful.

Zack Hiwiller’s Players Making Decisions offers an industry perspective: a meaningful choice requires 
options that are genuinely different, enough information to choose deliberately rather than blindly, and 
consequences, with no single dominant option (Hiwiller 2015). The osmosis question failed the first 
criterion before reaching the others. True and false there were not two positions but one proposition 
judged adequate against not-quite-complete: there was nothing to choose, only a threshold the teacher 
had set privately and I could not see. The whole quiz cannot be built from meaningful choices if it is to 
remain an automated diagnostic, but that stark commitment to a viewpoint could be the unique function 
of the binary question type.

Instructors could admit and even exploit the irrationality of the binary, letting students commit to answering 
from a chosen point of view. Imagine the subject were literature, not biology: “Was Othello a bad person, 
or a weak person? Choose one.” These options are genuinely different in kind, one more factual, the other 

MerriamMerriam
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more interpretive, and neither dominates. The student chooses the values they will embody for the rest of 
the quiz and is then held, along with the quiz designer, to a standard of consistency. This works best when 
the standard behind the proposition is visible, and it is here that the collection of nodes, taken together, 
starts to resemble a map more than a vertical line of scorable questions.

There is also a simpler, equally honest way to disclose the bias while keeping an ordinary true/false 
question: put the proposition in the mouth of an NPC whose persona makes the normally hidden value 
system explicit. Imagine a college-age scientist, Victoria Frankenstein, asking the student to check her 
lab notebook: “I fear I have overlooked something. Tell me if this statement is true or false: osmosis 
is diffusion through a membrane.” A teacher may object that giving the claim a mouthpiece adds an 
unnecessary layer of fiction. It does the opposite: it removes one. The fiction was the pretense that 
the proposition arrived from nowhere, that the instrument is neutral. Every true/false claim was written 
by someone with a position, and putting it in a character’s mouth discloses that authorship instead 
of laundering it through the interface’s false impartiality. The difficulty is disclosing the bias without 
caricaturing it, a design problem worth taking seriously.

Multiple choice as branching dialogue. Dialogue systems in Mass Effect show that an option set 
frames the player before it evaluates them (BioWare 2007). A multiple-choice item can do the same, 
and doing so makes error legible. Ian Bogost’s procedural rhetoric argues that a system’s available 
operations make an argument about what is thinkable within it (Bogost 2007). A conventional multiple-
choice set that offers one correct answer and three random distractors makes an argument: error is 
noise, unstructured and uninformative. A set whose wrong answers each represent a consistent kind of 
reasoning makes a different argument: error has structure, and that structure is worth reading.

Consider a math quiz for a unit that has recently covered order of operations. The question: Evaluate 6 
÷ 3 + 4 × 2 − 1. The correct answer is 9. But the four options are not merely one right and three wrongs; 
each is assigned to a reasoning category that persists invisibly across the quiz. Option A (9) is correct. 
Option B (11) applies operations strictly left to right, ignoring precedence. Option C (6) is the result of 
overcomplicating a simple expression, grouping terms unnecessarily. Option D (7) applies the most 
recently taught concept, perhaps an exponent rule, where no exponent exists.

The payoff is diagnostic. A student who consistently selects the “overthinking” option across multiple 
items is not merely making errors; they are revealing a stance toward the material. The teacher sees 
not just a score but a pattern: which kind of error dominates, which kind of thinking the student has 
already mastered.

The applications to content-based subjects are straightforward: a history question could map its wrong 
answers onto categories like “overrelies on economic factors” or “ignores regional context.” But the 
structure may be most valuable where student assumptions are hardest to surface. James Paul Gee’s 
concept of cultural models, the tacit and often unexamined theories learners carry about how a domain 
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works, offers a framework here (Gee 2003). A well-categorized option set does not merely check 
knowledge; it reveals the model beneath it. More ambitiously, a professional ethics module could map 
its options onto decision-making postures: “follows policy to the letter,” “defers to manager judgment,” 
“prioritizes client relationship,” “escalates to legal.” No single choice is wrong in isolation, but a pattern 
across ten scenarios reveals a default instinct. The mapping turns the multiple-choice set from a verdict 
into a conversation the teacher can overhear, and, in the most interesting cases, into one the student 
can overhear about themselves.

Short answer as stakes and embedded operation. A short-answer field is the one place on a quiz 
where a prompt can carry a whole situation rather than a blank. A word problem already does narrative 
design, but barely. It has a protagonist, a goal, and a situation, but the protagonist’s want carries no 
stakes the student has any reason to share. “Susie” wants to know how many apples remain, and the 
student’s honest reply is indifference: the arithmetic is real, but no one has been given a reason to care. 
Lucas Pope’s Papers, Please shows what stakes can do without relying on cinematic excitement (Pope 
2013). The player works as a border control officer, cross-referencing documents against rules that 
grow more complex. What gives it pull is not spectacle but the clarity and weight of the stakes: approve 
the wrong person and a family goes hungry, deny the right one and a stranger is doomed. Give the 
outcome stakes and the same operation acquires a reason to care, with no change to a single number.

A designer would also embed the operation inside a role the player inhabits. The calculation a student 
dreads is often the one a game asks the player to perform hundreds of times inside a loop they entered 
willingly: managing resources, tallying loot, balancing a build. The player-character does the operation, 
and that changes its meaning, because the character is a fantasy of competence the player steps into. 
Of the six question types discussed here, short answer is the one whose redesign raises the most open 
questions, and the accompanying talk treats them at greater length; for the purposes of this paper, short 
answer serves as a limit case, the place where the analogy between quiz questions and interactive 
fiction mechanics is easiest to see and hardest to implement cleanly.2

Matching as inventory. Standard matching pairs terms with definitions. The student connects 
“mitochondria” to “powerhouse of the cell” and moves on. What logic does standard matching express? 
That every item has exactly one correct partner and that every item must be used. The possibility that 
a concept might not apply to any situation on offer, that restraint is a legitimate move, is not something 
the form can express.

Inventory systems in games express different logics. An inventory is a set of affordances the player 
carries into a problem, and the meaning of any item shifts depending on what it is brought into contact 
with, or whether it is used at all.

Consider a political science quiz. The left column lists institutional tools: executive order, legislative 
committee referral, agency rulemaking, public address. The right column lists policy crises: a budget 
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shortfall, a diplomatic standoff, a public health emergency, a scandal. The student matches each tool to 
its most appropriate crisis, but the design admits ambiguity. The assessment is not recall but judgment 
under constraints. A later compound crisis, a budget shortfall that has become a scandal, asks the 
student to sequence the tools they matched earlier. Does the stabilizing executive order come first, or 
the trust-restoring public address? Neither ordering is wrong, but the two sequences reveal opposite 
theories of institutional change. The feedback reflects the assumption back: “You restored trust before 
acting. If you had reversed the order, what risk would you have been taking?”

The most reflective move returns to what standard matching cannot express. A matching quiz can offer 
more tools than crises, eight tools for five crises, and instruct the student that some tools fit none of 
the situations. A student who deploys every tool may know the definitions but may not have grasped 
that restraint is sometimes correct. This assesses something no other question type can ask for: the 
recognition that not every resource belongs in the problem. Angelo and Cross’s Memory Matrix and 
Defining Features Matrix already show that relational placement can be serious assessment (Angelo 
and Cross 1993). Reading matching through inventory extends that insight: the combination, the 
sequence, and the deliberate refusal are where the thinking becomes visible.

Multiple answer as database reading. Lev Manovich’s The Language of New Media argues that the 
database is a cultural form in its own right, a flat collection of items organized by no inherent logic, and 
that narrative is merely one possible interface laid over it (Manovich 2002). His framework suggests 
something practically useful: if narrative is only one interface a database can wear, then a quiz, a form 
that already collects discrete items and asks the respondent to assemble them, is itself a database 
wearing the thinnest possible narrative. The multiple-answer question is where this becomes visible. It 
presents a flat list and asks the student to impose a shape on it by selecting a subset. The shape the 
student chooses is a reading of the database, and different readings reveal different underlying models.

Her Story demonstrates exactly this principle in action (Barlow 2015). The player searches a database of 
video clips by typing keywords; the database returns a set of results, never a single one. Meaning does 
not reside in any individual clip but in the constellation the player assembles. A multiple-answer question, 
designed with this logic, works the same way. A medical diagnostic item presents a patient case, chest 
pain, shortness of breath, recent long-haul flight, and a list of twelve possible findings. The student checks 
all that are clinically relevant. One constellation suggests pulmonary embolism; another suggests anxiety 
or musculoskeletal pain. Two students can each check five boxes, get four correct and one wrong, and 
hold the same score while operating from completely different diagnostic models. The quiz reads the 
pattern, not the count, and returns feedback on the shape of the differential rather than on individual 
items. The database remains flat; the student’s selections are the interface that gives it meaning.

Fill in the blank as stateful Mad Lib. Mad Libs are usually played for absurdity, but the form has a 
structural power that comedy merely exploits. The words around the blank are fixed; the word you 
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choose alters the entire meaning of the sentence. The blank is a lever, and a small motion produces a 
large result.

Emily Short’s Galatea demonstrates what happens when a system takes that lever seriously (Short 
2000). The player types words at a statue, and the statue responds not by slotting the word into a 
template but by interpreting it as intent. The word you choose routes you through different branches of 
conversation. The system remembers what you said and treats later responses as consequences of 
earlier ones. The blank, in effect, is stateful.

A fill-in-the-blank quiz question redesigned around this logic would treat the student’s word not as a 
single right-or-wrong event but as a commitment the quiz can use, return to, and test against new 
evidence. One word, and the quiz knows which way the student’s error runs. Nor is that reach confined 
to verbal subjects. Even quantitative material responds to it: the word or value a student supplies to a 
well-placed blank can expose the model behind a calculation or the step where a derivation went astray, 
diagnoses that would not be as easy to reach through other question types. That is what Galatea does 
with a word, and it is what a fill-in-the-blank question could do with one too.

Read together, the six pairings make a single argument: the LMS quiz is already an interactive text, and 
its question types are already interfaces for action. True/false demands commitment. Multiple choice 
frames the respondent. Short answer embeds an operation in a situation. Matching tests what the 
respondent reaches for and what they leave unused. Multiple answer reads the pattern of a set. Fill-
in-the-blank treats a word as a position the system can return to. Interactive fiction worked out these 
mechanics over decades. The LMS quiz simply never read the literature.

3. Conclusion: Ludoception
In arguing that quizzes are not merely game-like but actually and unavoidably games, this paper joins 
a larger project to anatomize pedagogical mainstays using the disciplinary lens of game design. Doing 
so requires a shift in perception, a faculty for discerning the hidden game structures and undisclosed 
rules in social contexts. I have used the term ludoception to refer to this faculty.3

The redesigns in this paper are not additions to the quiz but consequences of perceiving what the quiz 
already is. That perception is ethically crucial because students already perceive the game structure and 
are given no way to act on it. Survey horror is the evidence: the genre works because players recognize 
the assessment inside the form, and it returns that recognition as dread. The same recognition, owned 
by designers instead, becomes a basis for building quizzes that are more responsive and more honest 
about what they are.

The redesign of any single question type matters less than the perceptual move that produces it, and 
that move is general: wherever a non-game structure organizes conduct the way a game does, it 
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can be perceived as such, described, and, where it serves the people inside it, redesigned. Naming the 
faculty is this paper’s second contribution.

Notes
1. The phrase “Interactive Non-Fiction” is used here as a bridge to interactive fiction and to determinative 
digital instruments. It is not meant to settle a taxonomy of non-fiction.

2. The short-answer field is also the site of the old parser problem: it pretends to read language but 
grades by exact string. The line from Zork’s parser to the verb menus of later systems is the history 
of trying to make a text field recognize intent (Blank and Lebling 1980; Montfort 2003), and the short-
answer field inherited none of it.

3. I introduced the term ludoception on my blog in 2022 (Merriam 2022); this paper offers its first formal 
definition in print. The term has since begun to circulate in scholarly work on games and literature 
(Bigalke 2026).
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The First Web Novel at 30: The Collection 
and the Creative Process
A Dossier, a Bicycle, and a Worldview That Outlived Its Machine

Robert Arellano, Professor and Founding Director, Center for Emerging Media & Digital Arts , 
Southern Oregon University | bobarellano.com

Abstract
Summer 2026 marks the 30th anniversary of Sunshine ’69, recognized as the first novel-length hypertext 
fiction published on the web. The work remains accessible online—an “unsupervised” preservation 
achievement in itself—but its origins live in a dossier in Oregon: Robert Coover’s line-by-line manuscript 
annotations, schematics of the novel’s bicycle-shaped architecture, and the documentary research 
behind its account of the murder at Altamont. This paper, foundation for a recorded conversation with 
Scott Rettberg at ELO 2026, makes the case for capturing the creative process behind web-born fiction 
while its makers can still contextualize it. The argument runs through one writer’s archive—and through 
the persistence of a single worldview across three works and three decades, from the 1991 workshop 
that yielded the 1994 thesis @ltamont to the 1996 web novel to the recent prose companion “Stingray.” A 
first instance of a form preserves evidence: how the thing was made, by whom, under what constraints, 
with whose help. That evidence is most legible while its makers can still annotate it.

I. The Dossier
For a snapshot of what Sunshine ’69’s prognosis looked like at thirty, the first task was the one I’d been 
avoiding for years: opening an old box I had not fully examined in decades. I don’t think I’m the only 
academic who treats conference panels as self-assigned workout routines—a way to make myself do 
the thing I’d otherwise keep deferring. It was vertigo-inducing—uncertainty about what was in there, 
and about what it would say concerning the work’s standing, and my own. What I found was a dossier.

Inside were printed drafts of Sunshine ’69 that Robert Coover—who died in 2023—had annotated 
across three separate passes, each in a different pen color, at the level of the word and the phrase. For 
as long as I knew him, Coover’s strong preference was to read with a pen on the printed page, as it 
remains mine to this day. So although he looked at the Storyspace file, I knew I would get the most out 
of him by printing every passage of both @ltamont and Sunshine ’69 and putting paper in his hands. He 
was not signing off on a thesis. He was inventing the criticism as I was inventing the form.
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This is not correspondence about the work. 
It is the teacher’s hand inside the work.

Figure 1. Coover’s Sunshine ’69 annotations, one of three 

passes in distinct pen colors.

On a node titled “Sunshine, Autumn,” 
Coover writes in red, with arms extending to 
specific words—Burroughs, White Panther 
leader John Sinclair, Ken Kesey:

“do we need informative links? even 
the CIA might get a window or two: 
why would they be worried about the 
counterculture…?”

He was not editing prose. He was proposing 
the surveillance state as a navigational 
perspective—a node with its own point 
of view on everything else in the novel. 
The suggestion took: the published work 
includes a character drawn from Ronald 
Stark, alias Khouri Ali, the documented 
agent provocateur who claimed CIA ties and 
moved through the Bay Area counterculture 
in 1969. This is one of many instances of co-
architecture between myself and Coover.

On a draft I had titled, with some impatience, “Sunshine Revision”—hoping he would simply call it 
finished—Coover instead pressed harder, in another color: “some forced lyricism here—but the tone is 
exactly right—continual intensity.” And on the novel’s Vietnam passages: “good to contrast the VC war/
violence with this lyrical stuff—just think out the lyricisms some more, perhaps, and be careful not to 
over-romanticize the Vietnamese culture & its people so that the writing doesn’t go flat.” These are the 
notes of a writer who read the manuscript three times, in three states of attention, and cared enough 
each time to push.

His 1992 essay “The End of Books” predicted what the web would do to reading and writing. These 
annotations show what he believed it could do in practice, at the level of craft. They survived because I 
kept them—not because any institution acquired, catalogued, or digitized them. They remain, for now, 
in a box in Oregon.

ArellanoArellano



ProceedingsProceedings

258

II. The Machine
What was Coover annotating? Not a print manuscript bound for hypertext, but a work conceived for 
the network from the start. Sunshine ’69 began in Coover’s Hypertext Fiction Workshop at Brown in 
1991, built in Storyspace—the authoring system developed by Jay David Bolter, Michael Joyce, and 
John B. Smith in the late 1980s and published by Eastgate Systems under Mark Bernstein’s continuing 
development (Arellano, “Storyspace”). Completed as the first born-digital Literary Arts MFA thesis in May 
1994—titled @ltamont, with an anarchy symbol for the first letter—it was rechristened and serialized 
on SonicNet from the summer solstice in June through December 6, 1996, the anniversary of the 
Altamont concert where Meredith Hunter was murdered before the Rolling Stones on film. In Rettberg’s 
Electronic Literature, the standard textbook, 
it is identified as “the first hypertext novel 
written specifically for the World Wide Web” 
(Rettberg 78).

The architecture was not incidental to the 
meaning; it was the meaning. The thesis 
announced as much on its title screen, which 
I made in MacPaint (Figure 2). A bright red 
anarchy-A—doubling as a bicycle wheel, 
its black-and-white spokes radiating from 
the crossbar—stands in for the first letter of 
the title; the rest, “ltamont,” trails after it in 
rectilinear hand-lettered script. The letters sit 
on a cerulean asphalt plane, a yellow broken 
centerline rising crookedly to the horizon, a 
skidmark smirching the screen beneath them. 
Before a single lexia is clicked, the novel is 
already encoded there: the red of anarchy 
and of the blood at Altamont; the wheel that 
is also a letter that is also a road; the skid that 
is the crash to come; the horizon where the 
ending always waits, somewhere else.

Figure 2. Title screen of @ltamont, made in 
MacPaint (c. 1994). 

Zoom in on the Storyspace map itself and the full frame resolves into a crude two-wheeled bicycle—
handlebars, saddle, two wheels of clustered lexia. What joins the wheels is a derailleur of links, 
rendered literally in the Storyspace interface as pixelated arrows pointing between the Lego-like blocks 
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of passages. The derailleur was not only linkage but lexia in its own right—a chain of small interstitial 
nodes that, depending on how you cranked, could throw you into a different gear than the one you 
expected, spinning the reader out onto a passage no direct path would have reached (Figure 3). The 
back wheel is innocent Bobby riding to the video parlor; the front wheel is the Rolling Stones and 
what I was beginning to learn about Meredith Hunter, the victim at Altamont. The reader navigates by 
pedaling and backpedaling between them, the work toggling between two states it labels Innocence 
and Experience, after Blake. At the center is Bobby Rabyd, a boy undone by the aftershocks of 1969—
too young to have lived it, old enough to brood on it, the youngest of five outsiders piecing together 
what sad thing happened in the world back when his siblings were his age. He retreats into a fantasy 
of being Bobby Brady—until his own looping rumination on it all overtakes him and he goes flying off 
his bicycle, down Broad Street as it inexplicably becomes Estrecho. That crash is the seam: it connects 
him to the other dead of the year—Kent State, the Manson victims, Meredith Hunter—while Miss P., his 
avatar on the Experience side, modeled on the Stones’ companion Pamela Des Barres, feels herself 
going one with those souls.

Figure 3. Screen capture of the @ltamont / 
Sunshine ’69 Storyspace map. 

This is the distinction the field has not 
preserved. Most hypertext asks what if 
everything were connected. Sunshine ’69 
begins from because we know everything 
is connected. The links are not speculative; 
they are the worldview’s native grammar. 
Coover named it exactly: “you’re actually 
creating an acid trip here with hypertext.” 
Not the drug—the dissolution, the way fixed 
boundaries between people, times, and 
deaths stop holding. The form and the 1969 
subject were never two things.

The documentary substrate beneath the acid 
logic was real. I spent hours at the Alameda 
County courthouse—then the only source for 
the public record of Alan Passaro’s trial for 
Hunter’s murder—copying files at a nickel 
a page. The defense’s exhibits included a 
dressmaker’s dummy diagramming the stab 
wounds and the knife itself, still bloodstained. 
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Working from the New Journalism of Didion and the gonzos, I treated hypertext as a way to run a 
current back through the documentary record and reanimate it: not fiction instead of fact, but fiction as 
the charge that makes the act live.

III. Composing Consciousness
Before turning to the archive itself, it is worth pausing over the kind of compositional problem those 
archival materials document. One passage from Sunshine ‘69  illustrates the challenge Coover was 
responding to in his annotations. It comes from the “Orange Sunshine” sequence, in which a young 
traveler searches for peyote under the guidance of the enigmatic Ali, a character drawn from the 
documented countercultural figure Ronald Stark. The episode is less about psychedelics than about 
learning an unfamiliar grammar of attention.

“If you should ‘find’ a cactus at all,” Ali tells him, “it is really that you have been found.”

The instruction sounds mystical until the prose begins to obey it. As the search continues, agency 
quietly changes hands. The narrator ceases to move through the landscape as an observing subject 
and instead becomes an object within another creature’s field of perception:

In the interstice between when I am looking bootlessly, brashly and unabashedly engaged in the 
hopeless act of an unworthy upstart, to the second I see myself from the perspective of my first cactus, 
it’s as if a massive swoop of camera takes place: I’m a wild angel on a desert plain, and the earth spins 
off kilter for an instant while I genuinely see myself from below, from the cycloptic, blind eye of the 
cactus.

What interested Coover was not simply the language but the compositional operation. Hypertext made 
it possible to imagine consciousness as something that need not remain anchored to a single observer. 
Perception migrates. Subject and object exchange places. The reader is not led toward a privileged 
perspective so much as continually repositioned within a network of perspectives. The links were never 
merely navigational; they were cognitive.

IV. Persistence
The compositional method outlived the medium.

The bicycle architecture evolved between works. In  @ltamont  (1994), Bobby Rabyd’s childhood 
narrative formed one wheel of the Storyspace map, balanced against the gathering catastrophe at 
Altamont. By Sunshine ‘69  (1996), the architecture had become more elaborate, the bicycle giving 
way to a larger web of intersecting consciousnesses. By “Stingray” (2018), the hypertext map had 

disappeared altogether.
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The underlying operation, however, remained unchanged. The piece braids three voices: a meteorite 
hurtling earthward “like a stone from a slingshot,” a bicyclist struck on the forehead by a grain of space 
dust “about the diameter of the period at the end of this sentence,” and the deep-time narration of the 
impact itself. One pressure receptor fires, and the boy is connected across sixty-five million years to the 
brontosaurus standing under the meteorite’s shadow.

“Stingray” started forming in the winter of 1995–96—begun around 1994, when I was twenty-five—
which makes it the hangover companion to Sunshine ’69: the same consciousness, the same window, 
but rendered in linear prose rather than hypertext. This is the answer to a question Rettberg once put 
to me: what does writing hypertext leave behind in the writing that follows it? “Stingray” is the evidence. 
The bicycle, the rider, the kiss of catastrophe—I no longer needed the Storyspace map to write that 
way. The map had become a way of seeing. The worldview outlived its machine.

V. Process
The materials described here—Coover’s annotated drafts, the bicycle-shaped Storyspace map, Richard 
Schuler’s illustrations, courthouse research, notebooks, correspondence, and composition sketches—
document more than the history of a single work. Together they preserve the record of literary decisions.

The Pathfinders project demonstrated that creator testimony can preserve how early digital literature 
was experienced. What remains comparatively undocumented for the first generation of web-born fiction 
is how those works were composed. A process archive allows future scholars to ask not simply how 
the first web novel read, but how it was built—and to recover that answer from the writer who made it.

My own record also includes video of early hyperperformances, as I called them. On stage—a laptop 
and a portable projector—I would set Sunshine ‘69 running while a large plush mouse, self-designed 
and sewn by a friend, passed through the audience: whoever held it chose the next link. It was a mouse 
‘the animal, not the peripheral,’ as I put it at the time—the reader’s click made physical, the cursor 
rendered in felt and tossed hand to hand like a hot potato. N. Katherine Hayles once reminded me that 
she had seen one of my first hyperformances at the Digital Arts and Culture conference at Georgia Tech 
in 1999, which dates the practice nearly to the work’s own beginnings. The events survive as video 
on aging media, and in a 2003 email exchange with Jessica Pressman, then Associate Director of the 
Electronic Literature Organization, in which I framed the hyperformance as a way to introduce audiences 
to nonlinear authorship and interactive readership. Both records exist in one place, uncatalogued.

The earliest scholarship was just as fragile. In the fall of 1999, three years after publication, Robert 
Coover assigned Sunshine ’69 to his Brown students, seeding the course forum with a prompt that 
described Bobby Rabyd as “overhauling this 5-year-old beta-version” so that the students’ reading 
might help him “realize its full potential.” The phrasing is telling: three years on, neither author nor 
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mentor regarded the work as finished. The students gave it genuine close readings—among them two 
who would go on to literary careers: Judd Morrissey, now a significant artist in electronic literature, 
and Jessamine Chan, later a best-selling novelist, who singled out the Vietnam sections as “the most 
compelling and lyrical.” That thread survives only as an online document saved to PDF and kept by the 
teacher. The reception, like the work, was preserved by accident—because Robert Coover printed it.

The recorded conversation this paper accompanies, with Scott Rettberg at ELO 2026, is one example 
of that practice. The decisions behind Sunshine ‘69 presently exist in three places: the work itself, the 
paper archive in Oregon, and one living memory that can still explain the relationship between the two.

Taken together, they make the creative process reconstructible from the inside. Preserving them is less 
an act of nostalgia than an opportunity to understand how one of the web’s earliest literary experiments 
came into being while the people who made it can still explain it.

Figure 4. Richard Schuler’s faceless character “suit” illustrations from the Sunshine ’69.

But the value of reconstructing that process is not merely historical. There is a deeper question 
these materials open that this paper can only point toward. Coover’s sense of hypertext as “a kind of 
acid trip”—a dissolution of the fixed boundaries between selves, times, and deaths—anticipates an 
argument now being made in media phenomenology: that the unstable, malfunctioning technology of 
the 1980s and 1990s reads as uncanny only in retrospect, and that the uncanniness is evidence of 
how thoroughly the medium has reorganized the reader’s own subjectivity (Bown 99–100). To preserve 
the process behind a work like Sunshine ’69 is therefore not only to keep an artifact legible. It is to 
keep available the record of a moment when a new medium was actively rewiring how its authors and 
readers experienced being on another plane at all.
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Marjorie C. Luesebrink Career Achievement AwardMarjorie C. Luesebrink Career Achievement Award
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