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Introduction

Stayci Taylor and Craig Batty

When we put out the call for book chapters on the topic of script development
in July 2017, little did we know that four years later we would be publishing
the second of two books—one that, as you will have noticed, contains 40 chap-
ters. This volume follows our first edited collection arising from this call, Script
Development: Critical Approaches, Creative Practices, International Perspectives
(2021). Back in 2016, when we started to drive a research agenda on the topic
of script development—with colleagues Louise Sawtell and Bridget Conor,
and subsequently also Philippa Burne, Glenda Hambly, Hester Joyce (see
Chapter 29), Marilyn Leder, Noel Maloney, Radha O’Meara (see Chapter 8)
and Mark Poole—we knew that there was a scholarly gap, and we were keen
to address this gap through strategic collaboration and publishing. While a
few publications explicitly interrogating the topic of script development had
already emerged (see, for just one example, Taylor & Batty, 2016), the first
official output from this formalised endeavour was a special issue of the Journal
of Screemwriting in 2017, which began to lay the foundations for research in
this area of screenwriting studies. Two books and over 60 chapters and journal
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articles later, we can probably no longer say that script development is an
‘emerging area’.

Reflecting on our initial call for book chapters, which generated so much
interest that we produced two edited collections, it is interesting to see
what we foregrounded as important and in need of scholarly attention. For
example, we wrote in the call that ‘this collection is intended to explore
singular instances of script development ‘in action’ across various coun-
tries and cultures>—and, indeed, this collection features contributors from
around the world reflecting on their own experiences of participating in and
researching script development, across geographical, historical, cultural and
political contexts. We also flagged our interest ‘in both mainstream and niche
practices across all forms of screen media [to] present a rich and diverse set
of analyses of script development’ to help us understand ‘what it is, what it
looks like, and how it is being approached in various personal, industrial and
geographic contexts’. Thanks to the contributions of our authors, this goal
has been achieved, with some distinctive and arguably world-first case studies
and scholarship in the field.

Looking at the two collections, the first, Script Development, is in many
ways an extension of the special issue of the Journal of Screemwriting. While
it has case studies and specific contexts (e.g. how Denmark and Australia
compare in their discourses on script development; how two Ph.D. candi-
dates innovated development practices to address their research needs; how
notions of quality and betterment appear in script development discourse), it
very much provides further theorisation about how we might understand the
practices of script development—useful, we hope, in continuing to provide
scholarly foundations for further work in the area. What this, The Palgrave
Handbook of Script Development, offers is a much more diverse, eclectic and
‘lived” account of script development.

Across the book’s 40 chapters, which take us inside the writers’ room,
alongside the script editor, between development conversations, and outside
the mainstream and into the experimental, we learn about policies, practices,
collaborations, breakdowns, creative interventions, critical explanations and
emotional responses to script development. With authors spanning upwards
of 15 countries, and who have inhabited an array of roles—including writer,
script editor, producer, script consultant and executive, this is a truly interna-
tional perspective on how script development functions (or otherwise) across
media and platforms. Topics range from script readers and script reporting to
feedback and collaboration, to gender, diversity and ethical representation and
to specific national and cultural contexts. Form, format and mediums of focus
include (as we would expect) narrative film and television, but also web series,
video games, cinematic virtual reality, documentary and factual programming,
transmedia and animation. Among the chapters focussing on original scripts
and screenplays are analyses of adaptation including case studies of a Brazilian
novel, a Czech opera and an Australian YA novella. Many of our authors’ sites
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of analysis go beyond specific media and into such contexts as the classroom
and script development services.

Comprising four parts, our handbook guides readers through the many and
varied processes of script development, from the perspectives of creators of
original works to consultative roles and to international perspectives, alterna-
tive approaches and specific and contextual case studies. Chapters represent key
challenges, roles and cultures of script development, adding new knowledge
about, and insights into, this process.

In Part, our contributors take us ‘behind the scenes’, exploring how
script development is being enacted, and how it is experienced, by those for
whom this process is part of their professional, pedagogical or research prac-
tice. The chapters in this section ask questions about, and provide examples
from, creators and writers of original screenplays, as well as revealing insights
from those in other script developmental roles—script doctors, consultants,
funding agencies, showrunners and those teaching in screenwriting training
facilities. The authors in this section contribute to reflections upon, and inter-
rogations of, roles and responsibilities, navigating development and deploying
interventions across modes, forms, budgets and audiences.

In Part: Script Development in Time and Place, the chapters pull into
sharp relief the historical, social, temporal and geographical specificities of
developing screen stories, and challenge notions of ‘universal’ approaches to
script development. Through case studies and interviews, the authors span
decades, continents and applications to offer unique perspectives on a wide
range of script development processes.

Part explores Alternative Approaches, whereby scholars, teachers and
practitioners offer a range of approaches to script development that may be
considered outside of the mainstream or that challenge dominant practices.
The range of chapters in this section includes both case studies and reflections,
offering new methodologies, experiments, multi-modalities and perspectives
on script development innovation.

In the final section, Part, we explore some of the Unique Contexts
of Script Development, discussing a range of novel challenges and specific
contexts over various sites, roles and responsibilities of script development.
Some of these chapters look at some of script development’s social factors,
and through reflection, case study and interview explore a range of consider-
ations, dynamics and challenges including issues of communication, notions
of gate-keeping and quests for greater diversity of perspective. Others focus
on specific sites of practice, uncovering unique insights into script develop-
ment for children’s drama, transmedia narratives, green screen fantasy, the
Hollywood studio system, animation and modal migrations.

To look at this book now, five years after setting out on a programme of
research to celebrate and encourage further scholarship on script development,
encourages us to assess how far we have come and what is yet to be achieved.
The chapters in this book tell their own story and that the term ‘script devel-
opment’ warrants its own handbook also speaks for itself, even while some of
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the scholarship grapples with, or even contests, the definition (see Batty et al.,
2018; Price, 2017). In this introduction, we go briefly to where all of this has
landed in terms of questions, debates and research endeavours. We propose
that in inviting scholars to home in on script development, we uncover aspects
of screenwriting and screen production that might otherwise be overlooked,
or covered more generally, in screen studies scholarship or even, arguably, in
screenwriting practice/screen production research analyses. The areas of focus
we raised with our colleagues in the article, ‘Script Development: Defining
the Field” (Batty et al., 2017) included questions we can use as a roadmap by
which to further reflect.

Some of those questions were along the lines ‘why’ and ‘where’ people look
do develop scripts. Here and elsewhere over the past five years, researchers
have used interviews, discourse analysis, ethnography and reflective prac-
tice to unpack motives for, and subsequent experiences of, commitment to
script development. And while the chapters in the handbook detail many of
the contexts in which script development happens (as summarised above),
our contributors go further to provide in-depth analyses of ‘how’ scripts
are developed. They do this by showing us the methods enacted ‘behind
the scenes’ of mainstream film and television script development (including
Bevan-Mogg, Kraufl, Macneill, Moore, C., Taylor and Batty), sharing their
own—or analysing other’s—innovative processes (including Black and Dzenis,
Daniels, Gay, Gist, Huebner and Flowers, Ferrell, Milligan, Strand and Svens
and Turina), building case studies of the script development behind historical
and/or landmark screen works (Benis, Joyce and Jontef, Miranda, Seager and
Tieber) or tracking the process of becoming ‘green lit” (Leal). Our authors also
provide granular studies on some of the roles, stages, impacts and institutions
of script development such as the showrunner (O’Meara and Moore), the table
read (Cake), script development services such as The Black List (Twarog) and
the political economy of script development (Sengupta). Others (Ianniello and
Ianniello, Kelly, Senje and Weaving) take us into dedicated sites of script devel-
opment—Ilabs, pods and screenwriting courses—to give us a perspective on
how script development is practiced outside of the ‘factory line’ of mainstream
screen production. We also blur the boundaries of fiction and nonfiction script
development with an account of using documentary methods to develop an
adapted screenplay (Landers), and an analysis of script development for factual
programming using fictional frameworks (Brown).

Other questions posed by the 2017 article—around the role of the script
‘expert’, the possibilities for script development in the academic context and
the influence of format and media on the practice—are equally instructive in
establishing how our authors have contributed new scholarship to the field.
In this collection, for example, the role of the script ‘expert’ is interrogated in
chapters based on interviews with writers, script editors and development exec-
utives, but also in others with more dedicated foci, such as the script reader
as gatekeeper (Napoli) and the cross-cultural script consultant (Rush). When
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raising questions around media and format, we had suggested in our jour-
nal’s special issue that a comparative study of script development practices
across media—film, television, animation, games, web series and so on—
could illuminate similarities and differences. Four years on, most work still
centres around more traditional film and television. Therefore, we are happy
to include in the collection chapters focussed on (and troubling notions of)
script development in ‘web series’ (Gee), cinematic virtual reality (Dooley),
green screen (Jackson), video games (Di Crosta), transmedia content develop-
ment (Renger), the multi-modal screenplay (Moore, D.) and animated opera
(Kolokytha), while also acknowledging we have only crested the wave of multi-
media possibilities. Further research might also bear in mind Steven Price’s
(2017) thoughts about the intersection of script development scholarship
and adaptation studies, specifically the potential of practitioner engagement
to ‘re-energize that field [adaptation] just as it has with research into the
screenplay’ (p. 328). While inside the collection are wide-ranging analyses of
script development processes for adapted screenplays as previously highlighted,
only two are from an ‘insider’s’ perspective, which might suggest a gap in
practitioner-led analyses of adapted scripts and screenplays.

Researchers drawing on the theoretical resources of sociology, cultural
studies and critical policy perspectives have begun to develop an evidence
based focus on asymmetrical ‘access’ to script development, and how broader
structural and social inequalities impact upon script development practices
and spaces. There is no doubt that there is scope, and need, for a lot more
work here, particularly longitudinal studies of these contexts. This feels like
a natural progression of the work undertaken to date, especially of the case
studies offered in this book covering script development under considerations
including Indigeneity and mental health (Hopgood, Huebner and Flowers and
Milligan).

Screenwriting in the academy is arguably an area in which Australia has
already taken a lead, specifically looking at the screenwriting doctorate, in
part because of the sheer number of research degree students enrolled in
practice-based work (i.c., the creative Ph.D.). While this is a niche area of script
development studies, Australia provides a case in point that many established
writers and script development personnel are undertaking Ph.D.s, expanding
their practice through research. Whether and to what extent this informs
industry practice beyond the Ph.D. is still to be determined, but in the context
of increasingly conservative industries less willing to take creative risks, univer-
sity research spaces might well be becoming incubators for innovation in script
development. While this Handbook looks more into industry than it does to
the academy, it is important in such a collection to highlight the research from
those who, at the time of writing, are Ph.D. candidates (Gist, Ianniello, M.,
Leal, Milligan, Moore, D.; Seager, Sengupta and Twarog).

The summaries of our authors’ research detailed in the paragraphs above
are by no means exhaustive, as many of our authors’ chapters address some,
or all, of the questions and categories by which we have framed our assessment



