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Stepping pages. Contemporary studies about the screenplay writing 

Rebeca Romero Escrivá and Miguel Machalski (coord.)

Prologue. Stepping pages. Rebeca Romero Escrivá

Abstract: Stepping pages is a metaphor that we use for the pages of a non-written screenplay. As it
happens, even though the screenplay may be written, the film isn’t produced. These contrasts between
the real and the virtual world, which are still of greater interest than what is offered by the new
technologies applied to the world of films, set up the basics that develop the reflections about the
work of scriptwriters. The blank pages obey a silence that is conditioned by the expectations on the
film we want to watch. In the audiovisual area, the figure of the scriptwriter is shown in order to cross
over its stepping pages, from the creator’s shore of silence to the expectations of the public. New
areas, like North American and British television series, video games, interactive films or collaborative
projects in the Internet, that became closer to the cinematographic aesthetics and narrative, assume
the challenges not trodden for the creative screenplay writing. The articles in this volume, written by
professionals (directors, screenplay writers and screenplay consultants or script doctors) as well as
by those who study the subject (critics and analysts), all of them belonging to the Hispanic world,
even though from different film industries, are trying to explore the extent of the changes produced
in the work that vertebrates the audiovisual process and notice the characteristics of these and other
contemporary audiovisual narratives, just like its scenery innovations.

Keywords: film, literary screenplay, cinematographic works, audiovisual narrative, work of art,
interactive films, television series, video games, transmedia, crossmedia, non-linear narrative,
metacinematographic language.
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Dreaming about the film and literature-illusion: controversy about placing the screenplay
between literary forms. Antonio Sánchez-Escalonilla

Abstract: To emphasize the importance of the screenplay in the cinematographic process, Carrière
and Bonitzer assure that without dreaming about a film there is no realization of a film: without the
film on paper, there is no film on celluloid. Furthermore, more than its professional use, the artistic
value of a screenplay text could be taken into consideration as a literary genre, as an imitation of a
drama text. The present chapter discusses the difficulty of this comparison, with professional, technical
and artistic arguments.

Keywords: Literary screenplay, technical screenplay, literary forms, film professions, artistic
evocation.
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The multiple faces of a screenplay. Miguel Machalski

Abstract: A screenplay poses a film, and a film, as well as the aesthetics and the formal, brings about
a story. What is the role of stories, especially in the context of the audiovisual creation and looking it
from its foundation stone: screenplay? What do the stories, as an entertaining form, mean? And what
about creating stories for films? Could it be considered as an artistic gesture? In what way are the
stories vehicles of idiosyncrasy or specific sociocultural contexts?

Keywords: screenplay features, entertaining, creativity, cultural representativeness.
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The multidisciplinary side of the screenplay writer in the new audiovisual framework. Michel
Marx

Abstract: In this article the author traces a short historic route of the consideration of the work of a
scriptwriter and its transformations from the past to present days, in which, far from disappearing, it
has adapted and diversified in order to survive. Even though the idea of the author keeps fluctuating,
the landscape that nowadays is being profiled looks like the one that was introduced by the Nouvelle
Vague, with the encouragement that emerged from the affinities for schools, that gathered talents,
just like the magazine Cahiers du Cinéma did in the 60s. A new type of authors who serve other
authors has been born, just as it happens with so many theoreticians, who stop creating in order to
teach. Working on multiple jobs, nowadays the scriptwriter deals with the new technologies just as
much as the narratives which are a result of the recent multimedia approaches.

Keywords: screenplay, screenplay writer, authorship, democratization of art.
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The new cinematographic screenplay: narrative avant-gardes and creative rebellion for the
XXI century film. Jordi Revert

Abstract: This article tries to identify some elements and key names at the forefront of the renovation
of film screenplay. Taking the revision of the screenplay concept as a starting point, which is subject
to the different synergies of production that affect every project, the goal is to analyze some aspects
that have introduced new approaches when it comes to the screenplay, which redefine its role in the
process of the creation of a film, provide new types of relations between the screenplay writer and
the story, and between the story and the spectator, and denies the idea of a creative crisis in recent
cinema.

Keywords: new screenplay, film story, avant-garde, structure, crisis of ideas, narrative.
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The screenplay of nonlinear narrative structure in the fiction film. Ignacio Palau

Abstract: Lately, the screenplays of nonlinear narrative structures have proliferated. The aim for this
chapter is to approach this type of screenplays in fiction film. Taking the definition of the concept as
a starting point, the author establishes the relations that emerge with the spectator and the way
these narrations are faced. He deals with the distinction between the time of the story and of the
discourse and defines the existent connections between both concepts. The author proposes an ap-
proach to the creative act of this type of screenplays, tracing its origins and resorting to recent
examples in order to illustrate different forms in which these constructions, according to its different
utilities, can be used.

Keywords: screenplay, nonlinear narrative, linear narrative, order, frequency, time of the story, time
of the discourse, flash-back.
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Homer in cyberspace. Daniel Tubau

Abstract: The appearance and extent of the digital media presumes a challenge for the audiovisual
narrators, that have to face the nonlinear or multilinear structures where the classic linear rules can’t
be applied. However, the hypertextual character offered by the new media doesn’t imply a real



innovation, even though that is the case with its displacement towards the very spectator or player,
that feels encouraged to take part in the creative and in the decision making process. As far as the
hypertextual, interactive and database stories, they should look for the different ways to attract the
audience’s attention through strategies different from those of linear stories. Video games, that face
a difficult balance between gameplay and storytelling are the more successful hypertextual and
interactive stories, but not the only ones that combine interactivity, databases and hypertext in order
to propose new narrative forms.

Keywords: screenplay, hypertext, multilinear narratives, non-linear structures, digital video games,
interactivity.
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The screenplay of the video games. From the background stories to the interactive films.
Marta Martín Núñez, Carlos Planes Cortell y Violeta Martín Núñez.

Abstract: This chapter approaches the contact points which can be established between film and
video game screenplays, taking as a starting point the analysis of the dramatic structure, the
architecture of the narrators, the construction of the characters, the articulation of time and the
handling of space. In order to do this, the text focuses on a new generation of video games, whose
paradigmatic example would be Heavy Rain (Quantic Dream, 2010), where the gameplay is
subordinated to a plot and characters that manage to capture the interest of the player, coming close
to the concept of interactive film.

Keywords: screenplay, video games, film, narrative structure, hybridization, new technologies,
interactive film
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Only promising. Shapeshifters and circumlocutions in the creation of series. Iván Bort Gual
and Shaila García Catalán.

Abstract: Creators of television series have become important figures in business. David Chase, Aaron



Sorkin, David Milch, Ryan Murphy, Alan Ball, but especially others like Matthew Weiner or J.J. Abrams
have managed to stamp their mark in their fictions and to build a non-transferable universe of their
own in the convulse contemporary American audiovisual world. Like showrunners, they control every
single creation and production level in their shows while delegating the development of complex plots
to teams of scriptwriters, just like architects do with construction workers. The aim of this paper is to
apply this perspective to the works of J.J. Abrams —Alias, Lost and Fringe— contrasting them with
obvious historical precedents like Twin Peaks, as well as with formally antagonic narrative works, like
Mad Men, Mildred Pierce, Boardwalk Empire or Breaking Bad, whose narrative is built through
circumlocution.

Keywords: television series, creator, script, author, showrunner.
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The source for stories. Alicia Scherson Vicencio

Abstract: This chapter, written from the perspective of a scriptwriter/director —i.e. someone who
writes her own projects— deals with what is captured in a scriptwriter’s notebook: the source for
stories. Anecdotes, news, overheard conversations, casual pictures, excerpts from good books,
beginnings of films, memories and dreams taken both from one’s own or from someone else. All these
will be revisited afterwards, organising, dismissing, transforming, disguising them. Everything that
catches our attention and the future audience’s. What interest? Where can it be found? Does it have
any inherent characteristic that makes it be deserving of the honour —or the horror— of becoming
the source for a film? In this paper, Scherson discusses how those ideas are worthy for cinema. For
the filmmaker, interest is rarely transferable since it does not lie in the fact itself, but in the link
between event-eye / story-notebook / event-author.

Keywords: script, source, adaptations, biopic, original ideas.
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Emotional zone system. Rafael Ballester Añón

Abstract: This essay brings forward a narrative/emotional zone system, taking Ansel Adam’s zone
system as a model, through different combinations of information the scriptwriter provides both the
character and the audiences, as an instrument to analyse existing scripts or to create new. It also
defends a possible new point of view of genre theory in the audiovisual field.

Keywords: script, narrative zone system, narrative range, narrative histogram, zone script, script
theory, emotional zone system.
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The watchful gaze. Narrator and point of view. Julio Rojas

Abstract: Plot coherence and sense construction in narration reach their ultimate expression in the
watchful “gaze” of one character toward the others. A gaze that allows them to get hold of the scenes
they appear in. This narrator generates the value of emotional connection and the audience’s
understanding of the story. This chapter poses to what extent the hierarchy system of narrators and/or
points of view resolves scene composition, arc construction and plot decision issues, and provides any
script with a sense of totality and coherence, no matter whether it is applied by authors or
consultants.

The story is usually narrated by someone (N) who survives the series of events and main plots through
scenes and sequences, and experiments a value shift in some way when they reach the end of their
narrative cycle. The narrator’s process of “ending awareness” generates a theoretical dynamics where
the aforementioned N tries to remember the story they have just experienced, and by recreating it
from the ending backwards, the script is “born”. In other words, a film is the memory of a narrator
who has survived and who is in a safe point, a point of awareness that allows them a game of
retrospective recreation. Therefore, there is a coherence between the ending and the beginning of
the narration. This mechanism allows the scriptwriter to use the narrator as an articulator of the
narration. According to this paper, the main narrator (MN) can narrate through others (N2, N3, Nn)
to build the understanding of the whole event. one can say a film has as many plots as narrators, but
there can be only one responsible for taking the persistence and the possibility of narrative shift to
the end.

Keywords: script, narrator, perception, narration, plot, point of view
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Script and theory: so far, so close. Arturo Arango

Abstract: Scriptwriting has become more “technical” during the past decades. Along with the eager-



ness to learn to write scripts, manuals and courses with a normative character have become thriving,
reproducing a model of hegemonic cinema. Manuals try to impose rules. However, there are theories
emerging from other sources (narratology, play-writing, semiotics, structuralism) which help break
that hegemonic model and make the most of devices belonging not only to play-writing, but also to
narrative, which is not necessarily based on Aristotle’s dramatic unit. It also helps to rearticulate
senses from expressive needs far from the so-called “classical model”. Nevertheless, theory can be
useless and futile if it is not thought from creation. In this paper, the author proposes some examples
and ways in which certain theories (Propp, Greimas, Brecht) can be articulated according to different
poetics or universes.

Keywords: manuals, theory, hegemony, classical model, Greimas narrative model, episodes.
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Epilogue. The scriptwriter as the critic. Some observations about the importance of
educating the perception. Javier Alcoriza Vento

Abstract: These observations about liberal education of the perception are related with the reading
of a classic text of aesthetic thinking, The Critic as Artist, by oscar Wilde. The author starts from the
contrast that Wilde establishes between the art of life and the art of literature in order to underline
the value and extent of the proceedings which reinforce the meaning of the fiction in the cinematographic
creation. As an art, film reproduces movement when and, at the same time, it invites to become
emancipated from time. The scriptwriter operates as a demiurge that supplies the director with the
elements of the world that, for the spectator, will assume a revelation of daily life.

Keywords: script, film, creativity, imagination, movement, esthetic, vulgarity, metacinematographic
language.
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