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A Little of the Heart Abstract

A Little of the Heart is a short fiction film made from an

Practice-as-Research Statement experimental screenwriting process using generative

Conferencepeaper Al. The film investigates the entangled post-digital

(delete as appropriate) intra-actions that occur between humans and machine
interlocutors in screenwriting and in the intimate

Sarah Gibson Yates moment of therapeutic exchange with Al chatbots.

Drawing on combinatorial literary techniques and

Anglia Ruskin University traditional screen story development processes, this

British Academy-funded project responds to calls for
new narratives reflecting our everyday relationship
with Al and posits new ways of generating screen
stories with, about and through Al. Clarke’s notion of
creative amplification (Clarke, 2022), informs the
iterative human-machine dialogues that shape the
screenwtriting process, resulting in a contemporary
screenplay about a young woman holding trauma from
a past relationship who turns to Al for advice, and a
framework for future screenwriting with Al (SWAIF).

The ensuing realist film, including a real-time
conversation with an Al chat bot, explores the
contradictions inherent in asking a computational
device for help with ‘matters of the heart’ while also
exploring Al's capacity to respond appropriately to the
intimate, personal, embodied experiences of the
protagonist.

Clarke, L. (2022) Towards Creativity Amplification.
Writing in Practice. Vol 7 pp. 134-145.
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Exploring intimacy through hybrid screenwriting with generative Al: towards a postdigital co-creative screen practice.

A Little of the Heart (1), a hybrid film both in its conceptual foundation and method of creation, aims to construct a sense of
intimacy by foregrounding an aesthetic of closeness. The experience of digital intimacy—the emotional resonance felt
during interactions with technology (2) —emerges through both the narrative subject and method, highlighting the cultural
significance of the affective digital space. My Gen Z protagonist, raised digital, unselfconsciously turns to an Al chatbot
for deeply personal advice. This act not only exemplifies the evolving threshold of emotional exchange with machines but
also suggests a new dimension of technological intimacy—at once processual and therapeutic.

The story explores how an Al chatbot embedded in social media application helps a young woman holding tfrauma from a
past relationship by providing a conversational yet reflective space within which she reaches her own conclusion about how
to act. Her eventual reliance on common sense, a quality Al is often said to lack, reveals her emerging independence and
inner growth. It is made from an experimental screenwriting process using generative Al and addresses the efficacy of
therapeutic chatbot aimed at helping young people navigate their interpersonal and intrapersonal relationships. Engaging
closely with contemporary notions of digital infimacy and human-machine collaboration through both subject and method,
the work speaks directly to our entangled relationship with technology and posits this moment as an opportunity to gain
insight into the complex interactions of digital and material agents and understanding into how they can be harnessed.

Through the deliberate construction of audiovisual elements, in the screenplay and the screen realisation, this British
Academy-funded work explores a techno-realist space where intimacy is refracted through digital embodiment.
Continuing the aesthetic and narrative strategies developed in earlier works (3,4), this film pursues a youth-centred, realist
narrative that brings together haptic visuality (5) with digital intimacy. Here, the sensation of touch is not literal but
metaphorically expressed through affect, embodied trauma, desire, and interiority—mapping a new terrain of postdigital
intimacy for fiction filmmaking and responding to calls for new narratives reflecting our everyday relationship with Al (6).
This work highlights the role of the screenplay within the traditional fiction or drama filmmaking process and investigates
its position within the context of generative Al. By drawing on combinatorial literary techniques and traditional screen
story development processes, this work seeks to better understand how a screenplay can constitute a site of experiment
and research and posits new ways of generating screen stories with and about Al through its articulation of a new writing
framework—The Screenwriting with Al Framework (SWAIF).

The process for the work began by considering the aesthetic and ethical implications of these emerging human-machine
collaborations for film practice: how could Al shape the way we tell stories and how this could be creatively integrated
within a new production context of care? Could Al write scenes that actors wanted to perform2 Which felt rooted in
authentic, human experience? How would Al cope with generating emotional and physical intimacy? Could it generate
desirable idiosyncratic, memorable moments of human interaction? How did |, as a writer-director, need to think differently
when devising, writing, planning, shooting drama using Al generated action, conversations, images or audio? These
underpinning concerns crystalised into the following three key research questions (RQs):

RQ1. Can Al write intimate human-centred dramas when it has not had the human interaction that lent the words meaning?
(7)

RQ2. How can we creatively integrate Al technology with film practice within the new film production context of care?

RQ3. What are the aesthetic and ethical implications of these emerging human-machine collaborations for drama /fiction
film practice?

RQ1 was explored through an experimental process of screenwriting the short drama screenplay for this film using
generative Al including Claude, Chat GBT 3.5 and Google Gemini. My project explored creative human machine
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collaboration in screenwriting and filmmaking within a new context of care that emerged in response to the #metoo
movement and the climate crisis. In it | built on Clarke’s notion of creativity amplification (8) and developed a framework
with which to generate ideas, scenes, dialogues that could feed into my creative process. The Screenwriting with Al
Framework (SWAIF)(?) emerged from an initial messy process of devising prompts based on my research questions and
aesthetic intentions for the work, assessing the results according to a range of specified criteria, intuition and
understanding of context in which the work would sit—and budget (| needed to produce this film after all). It provided a
structure to my workflow while preserving the collaborative approach to fostering creative spontaneity and flexibility and
to enable authentic moments of human-machine intra-action and entangled meaning making.

RQ 2 explored the use of Al-generated text in the screen realisation of the screenplay. Workshopping scenes written by
Al and humans, | worked closely with the actors and an intimacy co-ordinator to unearthed intimacy, and its absence,
within the generated texts. RQ 3 highlighted the ethical questions that arise from using material generated from data
sources drawn from large unsolicited databases where IP is unknown. Through these research questions and their creative
exploration, the work engages with new ways of fiction film thinking /filmquiry (10) and fiction film practice at the level of
narrative subject (about) and narrative method (apparatus and process) and therefor offer a range of innovative insights
and

Beyond the fabula of the screenplay, | sought to explore how screenwriters might construct a sense of intimacy within the
text itself, particularly when collaborating with generative Al. Is such intimacy solely the domain of cinematic performance
and direction, or can it be inscribed in the screenplay?2 Olebanjo (11) offers insight into this question through her
articulation of the haptic encounter, a concept rooted in sensorial cinema theory. While traditional cinematic intimacy is
typically conveyed through performance, visual proximity (e.g., close-ups), and decisions made by the director and
cinematographer, Olebanjo suggests that screenwriters can foster intimacy through focalisation—describing narrative
details only accessible to the protagonist. This technique corporealises character interiority and invites the reader into a
more embodied and affective experience of both the screenplay and film text.

Holohan, observes that ‘the formal constraints and mode of address of the short construct an aesthetic of intimacy within
which the author is experienced as an active presence...’ (12). This ‘active presence’ foregrounds the relationality of
screen text, author /filmmaker and viewer, informing my construction of this particular haptic encounter, and was central in
preserving a personal embodied poetics in a process of co-creation that could sometimes feel detached or overly
curatorial. Keeping mindful of this ‘active presence’ allowed me to stay embodied in the emotional labour of the work. For
example, through the inclusion of textual extracts from Cyrano de Bergerac (13) and corresponding images | was able to
engage familiar affective textual language to draw new parallels between the role of the chatbot and earlier human
conduits of emotion reflection. These provide the viewer not only with a comparison of the role of poet and therapeutic
chatbot in this context but provide a level of filmic abstraction—moments of pause or re-focusing, enabling a shift in
perspective across emotional and conceptual registers.

The ensuing film brings all these ideas, methods and experiments together as it explores the contradictions inherent in
asking a computational device for help with ‘matters of the heart’ while exploring Al’s capacity to respond appropriately
to the intimate, personal, embodied experiences of the protagonist.
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