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Tuesday 16 November 
 
9 am – Panel 1: National and international screenwriting productions, and 
perspectives on the text 

• Welcome and introduction of co-chairs and presenters 
• Fadi G. Haddad and Alexander Dhoest (Dubai, United Arab Emirates, Antwerp, 

Belgium), Netflix Speaks Arabic, Arabs Speak Netflix: How SVOD is Transforming 
Arabic Series Screenwriting  

• Tom Carter (Lancaster, UK), Transcultural Screenwriting Considerations and the 
British Screenwriter in South Korea 

• Fanny Van Exaerde (Lille, France), Cocteau’s Screenwriting in Testament of Orpheus 
• Carina Böhm (Adelaide, Australia), Unfiltered Storytelling – An exploration of 

(highly) sensitive perception for character development 
• Louise Sawtell (Adelaide, Australia), A screen of one’s own: Writing a female gaze in 

the screenplay 

 
 
5 pm – Panel 2: The Screenplay as object of study and the subjectivity of the text 

• Welcome and introduction of co-chairs and presenters 
• Lucas Martins Néia (São Paulo, Brazil), The Brazilian Telenovela as an Object of 

Screenwriting Studies: Theoretical Perspectives and Empirical Challenges  
• Érica Ramos Sarmet (São Paulo, Brazil), The Useless Writing: Excess in Film 

Screenplays 
• Michael Welles Schock (Portland, Oregon, USA), Redefining the Character Arc 

through Berger & Luckmann’s The Social Construction of Reality 
• Márcio Andrade (Rio de Janeiro, Brazil), Prayers Out of Closet – From the memories 

of a queer childhood to a filmic letter in the search for another spirituality 
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Panel 1 - National and international screenwriting productions,  
and perspectives on the text 

 

Tuesday 16 November 5 pm 

 

Netflix Speaks Arabic, Arabs Speak Netflix: How SVOD is Transforming Arabic 

Series Screenwriting  

Fadi G. Haddad (Dubai, United Arab Emirates) 

Alexander Dhoest (Antwerp, Belgium) 

Abstract 

While subscription video on-demand (SVOD) services have become increasingly popular 
across the world in recent years, the arrival of Netflix to the Arab world was 
transformational. As it stepped up to produce original Arabic series, Netflix-modeled 
services from the region proliferated, promising to challenge the existing Arabic series’ 
(musalsalat) routines in content and form. Since the Arab World is scarcely mentioned in 
the growing scholarly literature on SVODs, this article attempts to understand how the 
Arabic TV drama industry is recalibrating to this new transnational co-production context, 
particularly when it comes to developing series ideas and screenplays. Our aim is to outline 
the creative interplay in which these ideas and screenplays are evaluated and developed. To 
this effect, we draw on original interviews with screenwriters, development producers and 
creative executives who have worked with Netflix on original Arabic series, as well as those 
who have worked with Shahid VIP, a Saudi-owned pan-Arab SVOD platform. Informed by 
the ‘Screen Idea System’ that suggests ‘a dynamic understanding of the processes where the 
existing knowledge in the domain informs the choices of individuals as well as the 
conceptions of quality when the field assesses suggested new variations’ (Redvall 2013), we 
explore whether the current business model results in certain cultural narratives and how 
this affects the perceptions of quality and success of the produced series. Our findings show 
that transnationalism is instigated by the writers’ perception of a transnational target 
audience, and is reflected strongly on the levels of production and creative decision-making. 
Moreover, the systems in which the series of both platforms are developed are in constant 
negotiations with the musalsalat conventions, while aiming to prompt novelty based on a 
Western perception of the idea of quality. 
 
Keywords 
Arabic Series; Screenwriting; Transnationality; Screen Idea System; Netflix; SVOD 
 
Bio 

Fadi G. Haddad. Through a diverse experience across the field since 2010, Fadi has worked 
as a screenwriter, director, editor, creative producer, and script analyst for several short and 



feature films, and TV series. His award-winning debut feature film as a writer and director, 
When Monaliza Smiled (2012), was presented in international film festivals around the 
world, Jordanian cinemas and Arab televisions. Currently, Fadi teaches film and TV 
screenwriting and production at the American University in Dubai (AUD), and mentors the 
school’s writers’ room incubator for TV series. Moreover, Fadi is currently a Phd candidate 
in Film and Visual Culture at the University of Antwerp (Belgium). His doctoral research is 
focused on Pan-Arab TV series screenwriting practices and transnational Arabic storytelling. 
  



Transcultural Screenwriting Considerations and the British Screenwriter in 

South Korea 

Tom Carter (Lancaster, UK) 

Abstract 

In an age of movement, interrelations and interconnectedness, accelerated by 
developments in international travel and communicative technologies, cultural edges blur, 
and growing numbers of people are mobile across the planet. Within these people are 
screenwriters and filmmakers who embrace the freedom of this mobility to cross national 
borders and immerse themselves in new cultural environments. I define transcultural 
screenwriting as a practice conceived by practitioners who embrace the opportunities and 
freedom provided by the new socio-cultural conditions of globality, to live and create 
beyond or on the edges of a single culture to embrace or combine different cultural 
elements and perspectives in storytelling. Transcultural screenwriting is an evolving field. 
However, first-hand case studies of transcultural screenwriting – the methods, realities, 
challenges and strategies of screenplay development in a transcultural context – are 
relatively undocumented. 
Against this, my PhD research investigates transcultural screenwriting practice by 
developing a feature film screenplay for South Korean cinema by a British screenwriter. I am 
a resident of South Korea through marriage, have long been interested in writing stories for 
domestic audiences, and feel that I have permission to follow up on my creative intentions. 
The narrative is set on the road in South Korea, features predominantly Korean characters, 
and is intended to become a Korean and English language film. At the centre of this research 
is a deeper understanding of the challenges faced when developing a screenplay for South 
Korean cinema as a non-Korean screenwriter. My stated creative intentions and 
transcultural position as a British screenwriter in South Korea form the foundation of this 
project. My unique perspective provides context for critical reflection on the creative and 
theoretical considerations that arise as screenwriting craft is explored through practice-
based research.  
 
Bio 

Tom Carter is a screenwriter, English teacher and a current PhD candidate with Lancaster 
University, UK. His practice-based research project investigates the challenges of 
transcultural screenwriting practice and script development from the perspective of a 
British screenwriter writing for South Korean cinema. Tom currently divides his time 
between the UK and South Korea. 
 
Email: tom.carter.sk@gmail.com 
  



Cocteau’s Screenwriting in Testament of Orpheus  

Fanny Van Exaerde (Lille, France)  

Abstract 

As Jean Cocteau’s last film, Testament of Orpheus (1960) is particularly documented in its 
making. Lucien Clergue published a behind-the-scenes photography book; radio 
commentator and journalist Roger Pillaudin printed a book version from his interviews and 
daily reports on the film shooting; Cocteau himself narrates this cinematographic adventure 
in his journal. Many critics worked and wrote on the film, sometimes using screenwriting 
materials to illustrate how the film was about to be shaped.  
 
In my PhD dissertation, I however choose to solely focus on the screenplay. I have collected 
14 different versions of Testament of Orpheus (completed by various notes and sequences 
drafts), and I organised them to understand how Cocteau conceived his screenwriter task, 
how he performed it, and how the screenplay evolved from a few sentences to a 
preparatory, sometimes technical, text.  
 
I realised that first, Cocteau expanded his materials, developing lines and stage directions, 
before reducing, refining them – “tightening” them, as he explains. Some scenes are never 
questioned or moved, while some others required multiple attempts. Using these archives, I 
intend to show how Cocteau concentrates his scenes around a few emblematic figures, 
characters or quotes, for example: Œdipus, embodied by Cocteau’s muse Jean Marais, was 
supposed to be walking with Antigone, then with Antigone and Ismene, and eventually only 
with Antigone. As they walk away, the viewer “realizes that they are not characters, that 
they are real people”, tell the various screenplays. Cocteau crystallises around mythic 
characters he had previously displayed as he reflects on artificiality and reality.  
 
Coupling genetic editing study and an intermedial lens, I will discuss how as a 
metadiscursive film, Testament of Orpheus produces and develops this media-lucid speech 
through different stages of the screenwriting creative process. Cocteau writes and rewrites 
sequences and stage directions to perfect his cinematographic vision, so as to make at the 
same time a personal and a professional self-portrait out of this last cinematographic piece.  
 
Bio 

Fanny Van Exaerde is doing a joint PhD at the University of Lille (France) and at the Vrije 
Universiteit Brussel (Belgium), majoring in French Literature. She formerly attended a 
Cinema Studies Master degree. Her research focuses on Cocteau’s screenplays; her work 
involves genetics studies, poetics studies and intermediality analyses.  
At the University of Lille, she teaches XIXth and XXth century French literature as well as a 
class on intermediality in Cocteau’s plays and films.  
Her published work and research interests include genetic studies, poetry, intermediality, 
visual studies and screenwriting history.  
 
Email: fannyvanexaerde@gmail.com 
  



Unfiltered Storytelling – An exploration of (highly) sensitive perception for 

character development  

Carina Böhm (Adelaide, Australia) 

Abstract 

Unlike plot and narrative structure, which work at the surface of a story, character 
perspective provides an element of depth to a story. Intertwined with perception, 
perspective provides an experience that is sensed (Chamberlain 2016). On the screen these 
sensations are often ‘invisible’ – they are fires burning underground, the silence between 
words that remain unspoken, that are written in the screenplay and sensed on the screen.  
 
It is this silence and these hidden perspectives that I am interested in: How can they be 
expressed through the language(s) of our craft? How do they create depth of character and 
of story?  
 
An interdisciplinary craft, screenwriting draws from literary and audio-visual storytelling 
traditions and their accompanying languages (c.f. e.g. for performance: Joyce 2010, for 
indigenous storytelling: Maras 2017). Into this stylistic diversity, I aim to introduce the 
language of sensitivity.  
 
As a unique trait, sensitivity describes the intensity with which every individual perceives 
and experiences life through their senses of smell, taste, touch, hearing, seeing and 
empathy, respectively (Harke 2015). In the case of the highly sensitive person, this evokes 
‘unfiltered’ sensations of life, that evoke deep and intense perceptions. My research aims at 
adapting an unfiltered perception for character development towards a practice of 
‘unfiltered’ storytelling: What potential does an understanding of the highly sensitive offer 
for character development? And how does it translate into storytelling experiences for page 
and screen?  
 
Bio 

Carina Böhm holds a MA in Writing for the Media from Bournemouth University. She is a 
screenwriter who has been working in for German television and in music video production. 
She is aspiring to commence a PhD in the subject area “Studying the screenplay text: Script 
development and creative practice” at the University of South Australia in receipt of the 
Australian Government Research Training Program international (RTPi).  
 
References 
Chamberlain, D. (1990). “Narrative Perspective in Fiction: A Phenomenological Meditation 
of Reader, Text, and World”. University of Toronto Press.  
Harke, S., (2014). „Hochsensibel – Was tun? “, Via Nova. 
Joyce, H., (2016). “Text and performance: What does a screenplay do?”. Journal of  
Screenwriting. 7. 245-254. 10.1386/josc.7.3.245_2. 
Maras, S., (2017). “Towards a critique of universalism in screenwriting criticism”. Journal of  
Screenwriting. 8 (2): pp. 177-196.  



A screen of one’s own: Writing a female gaze in the screenplay  

Louise Sawtell (Adelaide, Australia) 

Abstract 

From its earliest stage of development, a story is shaped by the writer’s point of view and 
subjective experience. As a writer of women’s stories, I have found a screen of my own to 
subvert and challenge mainstream cinema and conventional screenwriting practices. If a 
feminist film embodies those gestures of women that are now made visible, I argue that the 
gaze in a screenplay can also be female. This gaze and subjectivity can be expressed through 
both its content and form, focusing on ‘a specific language of women’s cinema’ (de Lauretis 
1987, 131). In this paper, I search for ways that women can write a female gaze in the 
screenplay. By exploring examples of scenes from screenplays I have written, I will show 
how content, inflection, space and time can be shaped to represent a female gaze and 
subjectivity. These representations can then be transferred to the production of the film, 
and later, the screen, giving agency to women at all stages of the process. 
 
Bio 

Dr Louise Sawtell is an experimental filmmaker and academic for the digital media program 
at the University of South Australia Online. She has published her research in The Journal of 
Screenwriting, New Writing and the Journal of Writing in Creative Practice. Louise’s 
experimental short films have won awards and screened at film festivals. As a writer-
director she is interested in telling female stories through a multidisciplinary film practice 
that challenges traditional and industrial storytelling models. She is currently working on a 
short film collection focused on women’s work in the domestic space. 
 
Reference 
de Lauretis, T. (1987) Technologies of Gender: Essays on Theory, Film and Fiction. Macmillan 
Press, Hampshire 
 
 
  



Panel 2 - The Screenplay as object of study and the subjectivity of the text 

Tuesday 16 November 5 pm 

 

The Brazilian Telenovela as an Object of Screenwriting Studies: Theoretical 

Perspectives and Empirical Challenges  

Lucas Martins Néia (São Paulo, Brazil) 

Abstract 

This paper aims to investigate the role of the screenplay in telenovela studies. Telenovelas 
are TV products traditionally predominant in all of Latin America and acquired singular 
features in Brazil due to the mestizaje (Martín-Barbero, 1993) of melodramatic aesthetics 
(and ethics) and themes from the country’s public life (Néia, 2021). Thus, these fictions have 
become the communicative, cultural, and social experience that, according to Lopes (2009), 
best characterizes a narrative of the Brazilian nation.  
 
Not by chance, telenovelas were taken as one of the sources of reflection for two seminal 
publications regarding screenwriting in Brazil: Roteiro: arte e técnica de escrever para 
cinema e televisão [Screenplay: The Art and Technique of Writing for Film and Television] 
(1983), written by Doc Comparato; and O roteirista profissional: televisão e cinema [The 
Professional Screenwriter: Television and Film] (1989), by Marcos Rey. In the academic 
sphere, telenovela scripts – hard-to-access materials – tend to support investigations with a 
historical approach, serving to reconstitute the discursive surround (Klinger, 1997) of 
television productions of which few audio-visual records remain.  
 
As an initial effort to delineate the state of the art of this very specific object, a mapping and 
a bibliographic study will be carried out regarding works that intersected screenwriting and 
the Brazilian telenovela. From that, it will be possible to deal with thematic contents and 
methodological and theoretical models present in this kind of research. It is hoped that 
these findings will also allow for discussions about the challenges of investigating long-form 
TV fiction within the field of screenwriting studies.  
 
Bio 

Lucas Martins Néia is a screenwriter, playwright, and theatre director. He holds a PhD in 
Communications from the University of São Paulo (USP, Brazil) and a BA in Performing Arts 
from the State University of Londrina (UEL, Brazil). He is also a workshop instructor and 
speaker with the Pontos MIS Program, from the São Paulo Museum of Image and Sound 
(MIS-SP, Brazil), as well as a member of the Screenwriting Research Network (SRN) and the 
International Network of Communication Historiographers (RIHC). His research interests 
include melodramatic manifestations and cultural identities, media representations, the 
theory and practice of screenwriting, and the history of drama in theatre, film, radio, and 
television.  
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The Useless Writing: Excess in Film Screenplays  

Érica Ramos Sarmet (São Paulo, Brazil) 

Abstract 

Despite the efforts to conceptually separate the distinct forms of excess, the word survives 
through time as a labyrinthine signifier that "remains unique and, in its paradoxical unity, 
ensures the ontological link between all forms of excess (Demouliè, 2007:13). In this 
presentation, I recognize excess as a form of affection which implies loss of control, 
abundance of sensations and crossing of limits, especially bodily ones. I circumscribe this 
field with the ultimate goal of reflecting on forms and possibilities of sensory construction in 
the screenplay, understanding excess as an existing filmic sensibility among others. Thus, 
some questions are posed to us: can a screenplay affect its reader, cause a subjective, 
corporeal and sensorial rapture, if it configures in practice a "pre-film" stage? How can filmic 
writing anticipate sensation? How can we touch the body with words that want to become 
images and sounds? 
 
I recognize an analysis of the screenplay as an autonomous technique requires methods 
that neither traditional literary criticism nor the tradition of film analysis has at its disposal, 
which poses for us the challenge of imagining new codes. If, as proposed by Kristin 
Thompson (1977), excess is that which escapes the narrative, that which is useless, since it is 
unnecessary for the understanding of the plot, then one of the paths may be the recognition 
of elements considered useless according to the most widespread mode of writing among 
professionals writers, the one that comes from manuals. Subscribed to the ocularcentric 
tradition of film criticism and theory, screenwriting manuals stress the imperative of an 
"active" writing, devoid of figures of speech, abstraction and qualification of nouns and 
verbs. I believe this vision favors the prevalence of a disembodied and desireless mode of 
writing. Like Pasolini (1986), I see the screenplay as a structure in movement, a structure 
that desires to be another structure, that desires to gain body, alive and pulsating. Thus, by 
analyzing excerpts from the screenplay of Portrait of a Lady on Fire (Céline Sciama, 2019) I 
will seek to identify the marks of excess and discuss some of the questions posed in my 
ongoing PhD research. 
 
Bio 

Érica Sarmet is a screenwriter, filmmaker and researcher from Rio de Janeiro currently 
based in São Paulo. PhD Candidate in Media and Audiovisual Processes at Universidade de 
São Paulo, their research encompasses the construction of sensation in feature films 
screenplays, with a focus on the issue of excess. Director of queer shorts "Latifúndio" (2017) 
and a "A Wild Patience Has Taken Me Here" (2021), they are also curator and founder of 
feminist film club Quase Catálogo.   
 
  



Redefining the Character Arc through Berger & Luckmann’s The Social 

Construction of Reality 

Michaelo Welles Schock (Portland, Oregon, USA) 

Abstract 

One of the defining characteristics of a Western film narrative is the “Character Arc,” the 
course of psychological transformation undergone by the protagonist in response to 
dramatic events. While discussions on the Character Arc traditionally center on the notion 
of a “flaw” in need of “correction,” these value judgment-based analyses struggle to 
adequately cover the range of personal qualities altered in any narrative, do not explain the 
psychological processes through which internal changes occur, and, most significantly, fail to 
consider what factors determine qualities to be “flawed” or “correct” in the first place. 
Using Peter L. Berger and Thomas Luckmann’s The Social Construction of Reality, the 
Character Arc may be better understood as a movement of the protagonist’s “subjective 
reality” into greater or lesser congruence with an “objective reality” of the diegetic world. 
According to Berger and Luckmann, successful socialization creates a symmetry between an 
individual’s subjective reality (the personal apprehension of the world and its proper norms) 
and the objective reality of the individual’s environment (the social consensus regarding the 
rules, structures, and role expectations of the shared world). Cinematic protagonists begin 
in a state of subjective misalignment with the drama’s primary or secondary spheres of 
action, resulting in a psycho-social dissonance which hampers their operational abilities. A 
successful Character Arc then may be defined as a realignment of the protagonist’s 
subjectivity into greater congruence with the requirements of the story’s objective reality, 
typically accomplished through dramatic scenarios analogous to Berger and Luckmann’s 
processes of therapy, secondary socialization, or alternation. Redefining the Character Arc 
thusly may then clarify the Arc’s relation to other narrative structures, as well as the Arc’s 
contribution to the story’s expression of social meaning. 
 
Bio 

Michael Welles Schock lives in Portland, Oregon. He is the author of Screenwriting Down to 
the Atoms and Screenwriting & The Unified Theory of Narrative. He is a recent graduate of 
the Reed College Master’s program with an academic interest in the dialectic relationships 
between cultural ideologies and popular narratives. He currently teaches online 
screenwriting courses through Portland Community College. 
 
Michael Welles Schock 
8115 N. Portsmouth Ave 
Portland OR 97203 
503-333-9772 
 
michaelwellesschock@gmail.com 
scriptmonk@yahoo.com 
  



Prayers Out of Closet – From the memories of a queer childhood to a filmic 

letter in the search for another spirituality  

Márcio Andrade (Rio de Janeiro, Brazil) 

Abstract 

In the short film Prayers Out of Closet (2018), I, [author of the article], create a relationship 
between autobiographical act (LEJEUNE, 1989) and other characters to represent a 
marginalized and underrepresented community - LGBTQIA + Christian groups. The 
realization of this project was possible because I’ve had the funds from a public call for the 
production of documentary short films, developed by a Brazilian television channel called 
Canal Futura. To create the film to talk about spirituality and sexual diversity, I thought that 
could be interesting to a more intimate and subjective relationship to the film. I started 
from a context of my personal life to understand the experiences, experiences and 
perspectives that the people who compose these churches have. Taking archival materials, 
voice over narrations and interviews, I composed the film as a filmic letter written to my 
mother. In this article, I connect personal reflections about the production of an 
autobiographical documentary with thoughts about creating a narrative about a life in 
screenwriting form (LANE, 2002; MACDONALD, 2013). In performing autobiographical 
works, the experiments proposed by filmmakers in handling the camera and editing can 
extrapolate the content of the scenes by printing “the filmmakers’ psychic experiences and 
aesthethic interpretations of the events and activities depicted” (MacDonald 2013: 129). As 
much as it is a film that starts from an intimate and private context, the relationship 
between religion and sexual diversity allowed me to make political and collective 
connections from my own life. In this article, the conclusions are that self-writing can 
function, in this context, as a space for reinventing the imaginary that surrounds the 
exercise of faith by any person. This act of writing make us discover other ways of relating 
body and soul, matter and transcendence, unity and diversity through the image. 
 
Keywords 
Documentary; Autobiography; Religion; Sexual Diversity; Memory; Archive 
 
Bio 

Márcio Andrade PhD in Communication at State University of Rio de Janeiro (PPGCOM / 
UERJ), with an exchange at the Universidad de Navarra - Pamplona (Spain), with publication 
of articles in academic journals, such as Revista Doc-Online (UBI / Portugal), Cambiassu 
(UFMA), Hipertextus (UFPE), Rumores (ECA / USP) and Fronteiras Estudos Midiáticos 
(Unisinos).  
Nowadays, he is part of the research groups Arqueologia do Sensível (UFBA), an 
interdisciplinary group that develops theoretical and experimental investigations related to 
the experiences of images; and the Screenwriting Research Network (interinstitutional), 
which brings together academics, professionals and researchers interested in research and 
script creation. 
 


