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T he p resen t article aim s to  address a  curren t gap in  ou r understanding  o f  creativ ity  in  screenplay w riting 

by  focusing on the  cognitive, conative, affective, and environm ental factors that com e into play at 

d ifferent stages in  the creative process . It reports a  study em ploying in -dep th  in te rview s w ith 22 

recognized  F rench screenplay w riters. T he  findings reveal a  series o f  d istinct bu t in terrelated  stages in  

screenplay w riting , starting, in  general, from  a long and enjoyable  phase o f  im pregnation, fo llow ed in 

som e, b u t no t a ll cases, by a  fo rm al phase  o f  structu ring (w riting an outline and o r treatm ent), and, finally , 

in tense periods o f  w riting and rew riting  the script. T hese 3 stages, and, in particular, the m ultip le  and 

concrete  decisions to  be taken w ith in  each one o f  them , support a v ision o f  the creative process in this 

dom ain  m etaphorically  conceptualized  as c rossing a  m aze. C reators prepare for this “jo u rn ey ,” create  

“m aps,” and then en ter the m aze navigating th rough various true path  segm ents and blind alleys. This 

m aze is seldom  traveled  alone, the fo llow ed path  is no t linear, and there  are several back-and-forth  

m ovem ents before reach ing  the “exit,” w hich is represen ted  by the “final” version  o f  the  scrip t. These 

findings are d iscussed using central ideas from  a num ber o f  theories, and ideas fo r fu ture  research are 

proposed.
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A lfred H itchcock said, w hen asked about w hat is the m ost 

im portant part o f  film m aking, “the script, the script, the scrip t” 

(Truffaut, 1968). A nd yet the screenplay w riter’s activity  is rarely  

v isible  and its end  product, the script, alm ost never seen by 

audiences outside the film  industry  (S im onton, 2011).
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S creenw riters’ activity  has been theorized  from  a m ultitude o f 

perspectives from  socio logy, econom y, and labor (B lair, 2001; 

Conor, 2010), to critical theory and gender studies (Cox, 2005; 

K ohn, 2000). O nly a few  volum es have been published based on 

interview s w ith  celebrated screenw riters (e.g., Engel, 2002; F er ­

guson, 2004, 2009, 2014; Katz, 2000); o thers include personal 

reflections on o n e’s ow n activity  in  the film  industry  (e.g., G old ­

m an, 1996). The scarcity o f studies is probably  sym ptom atic o f  the 

m arginalization o f screenplay w riters w ithin  a h ighly  h ierarchical 

fdm  industry  (C onor, 2010; Pritzer & M cG arva, 2009).

The presen t article aims, in this context, to  contribute to  our 

understanding o f  creativity  in  th e  case o f  recognized  French 

screenw riters. It focuses, in particular, on  the activity  o f  w riting a 

scrip t as w ell as on indiv idual d ifferences that have the potential to 

shape th is activity . To do this, w e consider firs t the stages o f  the 

creative process as experienced by screenw riters.

The Creative Process of Screenplay Writers

The creative process has been  a key topic  w ith in  the psychology 

o f creativity  during the past century. W allas (1926) distinguished 

four m ain  stages— preparation, incubation, illum ination, and ver ­

ification. H ow ever, the general stages proposed by W allas m ight
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not be adequate to capture the essence of screenwriting activities. 

For example, discussing writing processes more generally, Hayes 

(1996) proposed a simpler, more specific model including the 

interrelating phases of planning, generation, and revision.

Screenwriting can be considered within the creative problem ­

solving framework. In one formulation o f this model, Treffinger

(1995) discussed three sets of processes specific for creative work: 

understanding the problem (including mess finding, data finding, 

and problem finding), generating ideas (idea finding, elaboration 

of ideas, and evaluation of ideas), and planning for action (solution 

finding and acceptance finding). To capture these particularities in 

relation to screenplay writing, Redvall (2009) applied the creative 

problem-solving model to the creation of the Danish film Lille 

soldat. This case study revealed that institutional acceptance and 

financing issues have a determining role in passing from one stage 

of scriptwriting to the next. This research highlighted the role of 

collaborative exchanges, including meetings with the actors, in 

shaping the final outcome and also the importance of specialist, 

disciplinary knowledge in this exchange.

The role of knowledge as a type of resource is emphasized but 

also contextualized within the multivariate approach to creativity 

(Lubart, Mouchiroud, Tordjman, & Zenasni, 2003; Sternberg & 

Lubart, 1995). This framework considers different resources for 

creativity such as intelligence, knowledge, cognitive style, person ­

ality, affect, motivation, and environmental aspects. Within the 

multivariate model, resources are grouped into four broad catego­

ries: cognitive, conative, affective, and environmental. Hayes’s

(1996) updated model of the three main processes (planning, 

generation, and revision) makes reference to several of the “re­

sources” aforementioned. He made a link between these processes 

and the cognitive functions of reflection, production, and interpre­

tation, and referred, for example, to the role played by information 

retrieved from long-term memory in writing the text. These cog­

nitive elements were also related to other aspects such as motiva­

tion, affect, and the task environment.

However, when faced with screenwriters’ descriptions of their 

own work, it becomes hard to recognize distinct stages within a 

process that seems experimental above all else; for instance, the 

French screenplay writer and celebrated novelist Jean-Claude Car- 

riere (1994, p. 177) characterized it as a “step-by-step discovery of 

a theme, a story, a style— a highly erratic process marked by long 

dry spells and sudden flashes.”

The present study aims to analyze the activity o f professional 

screenplay writers, its stages, and their characteristics, based on 

interview material, considering, as well, the differences between 

writers based on their professional training (graduates from script­

writing and/or filmmaking schools vs. writers without specific 

training, e.g., literature, history, philosophy) and their previous or 

current experience as novelist, scriptwriter, or director.

Method

Participants

An initial sample of 41 French professional screenwriters were 

contacted to take part in this study. They were selected by two film 

studies specialists on the basis of their institutional recognition 

(e.g., their films were well received by film critics and they 

enjoyed recognition from peers). Among them, 22 (54%) accepted

and an appointment was made with each scriptwriter, by e-mail or 

phone, during which the study was briefly presented. Following 

this, scriptwriters were interviewed either in their home or at their 

office. The sample included seven female and 15 male professional 

scriptwriters. Biographical details such as age, experience, formal 

education, function, types of film scripts written, and prizes and 

awards are presented in the Results section (see Table 1).

Materials

The interview guide used to collect data started with a general 

presentation of the scriptwriter. Then the writers were asked to 

reflect on the stages of their creative process, to present the general 

way in which they create a new script, and to illustrate these 

aspects by describing one o f their most successful productions.

The interview guide used was based on the critical incident 

technique (Flanagan, 1954) and invited participants to describe in 

detail a particular creative activity in order to avoid as much as 

possible generalizations and vague descriptions:

Among the scripts you have written or cowritten, is there one in 

particular that you consider as the m ost important in your career? Can 

you describe how you wrote it? Did you follow the official steps: 

synopsis, treatment, outline and then the script? Did you think of 

particular actors while writing? and so forth.

Adapted questions from the Position Analysis Questionnaire 

(PAQ) developed by McCormick, Denisi, and Shaw (1979), were 

included to cover scriptwriters’ activity in terms of information 

input (where and how the scriptwriter gets information and inspi­

ration), mental processes (reasoning, planning, thinking, day ­

dreaming, problem solving, decision making), relationships with 

others, job context, and constraints.

Procedure

Before starting, the interviewer presented in detail the research 

and its objectives. The interviews were semistructured and lasted 

for 90 min on average. All interviews were recorded with the 

authorization of the participants (their anonymity was guaranteed), 

and then transcribed verbatim. The verbatim transcription con­

sisted of faithfully noting the verbal content of the interview, 

including remarks about onomatopoeias, pauses, and so forth. 

Direct quotations from the participants are presented in the Results 

section.

Data Analysis

A qualitative coding of the 22 interviews was performed. The­

matic coding was achieved, though the construction of a coding 

frame that was both data and theory driven. The theoretical back ­

ground for framing questions was the creative problem-solving 

model (Treffinger, 1995), with a special focus on the stages of 

understanding the problem, generating ideas, and planning for 

action. In addition, “emotional outcomes” were also considered.

Twenty analysts (postgraduate psychology students) each inde­

pendently coded four interviews, and, after applying the initial 

coding frame, proposed a detailed set of features regarding the 

various sources of information and inspiration, as well as the 

mental processes involved in this type of activity. Then they
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T a b le  1

Scriptwriters’ Demographics, Experience, and Achievement

Directors 

in =  8)

Scriptwriters 

(n =  9)

Novelists 

in =  5)

Total 

(N =  22)

Gender

M ale (n =  15) 100% 33% 80% 71%

Fem ale (n =  7) 67% 20% 43%

Age

40-50  (n =  14) 75% 78% 20% 64%

50-60 (n = 5) 12,5% 22% 40% 23%

> 6 0  (n =  3) 12,5% 40% 14%

Education

Film m aking & script writing schools (n =  10) 63% 44% 20% 45%

Experience

A verage experience in years (A) 24.4 ±  8.5 17.1 ±  5.5 24.6 ±  7.1 21.4 ± 7 .6

N um ber o f  films (B) 137 114 122 373

Average: B/participant 17.1 ±  6 12.7 ±  6.7 24.4 ±  12 16,95

Average: B/A (year) .77 ±  .35 .77 ±  .36 .96 ±  .26 .88 ±  .33

Type o f  films

Authors (n =  8) 10% 38% 40% 29%

Dram a (n =  9) 56% 23% 20% 32%

Com edy (n = 2) 11% 8% 0% 7%

TV (n =  4) 11% 15% 20% 14%

All types (n =  5) 22% 15% 20% 18%

N ominations & awards

Total (C) 65 16 15 96

Average: C/participant 8.12 ±  6.7 1.8 ±  1.2 3 ±  3.5 4.4 ±  5.2

Average: C/A  (years) .34 ±  .24 .12 ±  .11 .11 ±  .12 .20 ±  .20

Average: C/B (total films) .65 ±  .73 .23 ±  .27 .10 ±  .09 .35 ±  .51

e n r ic h e d  th e  m a in  c a te g o rie s  w ith  su b c a te g o rie s , as sh o w n  in  T a b le

2  in  th e  R e su lts  sec tio n .

E le m e n ts  in  th e  a fo re m e n tio n e d  f ra m e  w e re  sc o re d  fo r  p re se n c e  

o r  a b se n c e  in  th e  in te rv ie w s, an d , w h e n  p re se n t,  d e sc r ip tiv e  q u o te s 

w e re  s e le c te d  f ro m  th e  te x t d a ta  to  i l lu s tr a te  th e  e le m e n ts  o f  th e  

f ra m e  a n d  th e y  w ere  ra te d  o n  a  sc a le  a c c o rd in g  to  th e ir  im p o rta n c e  

fo r  th e  c re a tiv e  p ro c e ss  (1 =  unimportant, 2  =  o f little importance;

3 =  moderately important; 4  = important; 5 =  very important). 

“Im p o rta n c e ”  c o rre sp o n d s  to  th e  e m p h a s is  p la c e d  by  th e  sc r ip t ­

w r i te r  o n  a  p a r tic u la r  i te m  o r  a sp e c t o f  th e  w ritin g  p ro ce ss . E m o ­

t io n s  w e re  n o t ra te d  in  te rm s  o f  im p o r ta n c e  b e c a u s e  th e  sc r ip tw rit ­

e rs  e x p re sse d  th e se  d u rin g  d if fe re n t s ta g e s  o f  th e  c re a tiv e  p roc e ss .

T o  e n su re  c o n s is te n c y  in  co d in g , th e  20  a n a ly s ts  c o d e d  th e  

in te rv ie w s  u s in g  th e  c o n so lid a te d  c h e c k lis t,  a n d  th e  o v e ra ll  a g re e ­

m e n t b e tw e e n  c o d e rs  w a s th e n  d e te rm in e d  fo r  ea c h  in te rv ie w  as a 

w h o le  (e .g .,  n o t fo r  e a c h  c a te g o ry ) . T h e  c o rre la tio n  c o e ffic ie n ts  

m a tr ix  sh o w e d  a  h ig h  le v e l o f  a g re e m e n t b e tw e e n  th e  an a ly s ts  fo r  

p re s e n c e -a b s e n c e  (.9 0 ) . H o w e v e r , th e  ra tin g  o f  th e  “ im p o r ta n c e ” 

o f  an  ite m  in  th e  c re a tiv e  p ro c e ss  w a s  m o re  su b je c t to  p e rso n a l 

in te rp re ta t io n  w h e n  w ri te rs  w e re  a m b ig u o u s o r  am b iv a le n t.  In  

a d d itio n , so m e  an a ly s ts  c o n s id e re d  th e  re c u rre n c e  o f  an ite m  in  th e  

w ri te r ’s d is c o u rs e , w h e re a s o th e rs  ra te d  an  ite m  a c c o rd in g  to  th e  

e m p h a s is  p la c e d  b y  th e  w rite r  on  th is  item . T h is  le d  to  a  m o d e ra te  

le v e l o f  a g re e m e n t p e r  in te rv ie w : .70  o n  a v e ra g e , w ith  a  m in im u m  

as lo w  as  .66  a n d  a  m a x im u m  o f  .88 . F o r  e a c h  in te rv ie w , an  

a v e ra g e  sc o re  w a s  u se d  p e r  i te m  a n d  th e  d e sc r ip tiv e  q u o te s  w e re  

ag g re g a te d .

Results

T h e  an a ly s is  o f  th e  in te rv ie w s  w ith  22  p ro fe ss io n a l sc rip tw rite rs  

c o v e re d  th e  w h o le  w ritin g  p ro c e s s  as w e ll  as th e  d if fe re n c e s

b e tw e e n  sc rip tw rite rs  a t e a c h  sta ge . T h is  se c tio n  w ill de scr ib e , 

f irs t, an  o v e rv ie w  o f  jo b  c o n te x t a n d  th e  sc r ip tw rite rs ’ b io g ra p h y , 

a n d  se c o n d , th e  ch ro n o lo g y  o f  th e  s c rip tw rit in g  s ta g es  a n d  a c tiv ­

it ies  f ro m  th e  e m e rg e n c e  o f  th e  in it ia l  id e a  o f  a  f i lm  to  th e  

p ro d u c tio n  o f  th e  “f in a l” v e rs io n  o f  th e  sc rip t.  C o g n itiv e , co n a tiv e , 

a f fec tiv e , a n d  e n v iro n m e n ta l fa c to rs  m o b il iz e d  d u r in g  e a c h  stag e  

o f  th e  c re a tiv e  p ro c e ss  a re  ex p lo re d .

Scriptwriters’ Biography and Job Context

T a b le  1 sh o w s  th e  m a in  in fo rm a tio n  re la te d  to  th e  sc r ip tw rite rs ’ 

ag e , e x p e rie n c e , fo rm a l e d u c a tio n , fu n c tio n , n u m b e r  a n d  ty p e s  o f  

f i lm  sc rip ts  w ri tte n , a n d  p riz e s  a n d  aw ard s.

Occupation or function. F o rty -o n e  p e rc e n t o f  th e  p a rtic ip a n ts  

p re se n te d  th e m se lv e s  as sc rip tw rite rs  m a k in g  a liv in g  b a s e d  on ly  

o n  th e ir  s c rip tw rit in g  ac tiv ity , an d , a m o n g  th e m , tw o  h a d  a lso  a 

l im ite d  p re v io u s  e x p e r ie n c e  o f  f ilm in g  (a  sh o r t f ilm  o r  d o c u m e n ­

ta ry ). T h ir ty -s ix  p e rc e n t p re se n te d  th e m se lv e s  as  “ f ilm  d ire c to rs ,” 

w ritin g  sc rip ts  fo r  th e ir  o w n  f ilm s an d  c o w rit in g  o th e r  d ire c to rs ’ 

f ilm s; fin a lly , 2 3%  w e re  b o th  sc rip tw rite rs  a n d  n o v elis ts . T w o  

d ire c to rs  in  o u r  sa m p le  p ro d u c e d  th e ir  o w n  f ilm s. A n  a lp h a n u m e ric  

co d e  w a s a ttr ib u te d  to  in te rv ie w  q u o te s  in  o rd e r  to  d iffe re n tia te  

b e tw e e n  th e se  th re e  m a in  c a te g o rie s  o f  p a r tic ip a n ts — “D ” fo r  d i ­

r e c to r , “ S ”  fo r  sc rip tw rite rs , “N ” fo r  n o v e lis t— a n d  w a s n u m b e re d  

f ro m  1 to  22 .

Age and experience. S ix ty -fo u r  p e rc e n t o f  p ro fe ss io n a l 

sc rip tw rite rs  w ere  b e tw e e n  4 0  a n d  5 0  y ea rs o f  age . T h re e  w rite rs  

h a d  p re v io u s  e x p e r ie n c e  in  a c tin g . T h e  av e ra g e  e x p e r ie n c e  in 

s c r ip tw rit in g  and  f ilm m a k in g  w a s  2 1 .4  ±  6 .2  y ea rs.  T h e  o ld e s t and  

th e  m o s t e x p e r ie n c e d  w rite rs  w ere  n o v e lis ts  an d  th e  y o u n g e s t and  

le a s t e x p e r ie n c e d  o n e s w e re  sc rip tw rite rs .
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T a b l e  2

Sources o f  Information, Inspiration, and the Mental Processes Involved in the Creative Process

I m p o r t a n c e

F r e q u e n c y m e a n s  (SD)

V e r b a l  i n p u t

C o m m u n i c a t i o n  w i t h  s p o n s o r s ,  p e e r s ,  c o w r i t e r s 9 1 % 4 .4 8  ±  .8 2

I n t e r v ie w s  &  m e e t i n g s  w it h  e x p e r t s  ( e .g . ,  d o c t o r s ) 6 4 % 4 .0 2  ±  .7 6

V is u a l  in p u t

W r i t t e n  m a t e r i a l  ( r e a d i n g  b o o k s ,  m a g a z i n e s ,  n e w s p a p e r s ,  a r c h i v e s ) 7 7 % 4 .2 4  ±  1 .1 5

O t h e r s ’ p r o d u c t i o n s  ( w a tc h i n g  f i lm s  &  d o c u m e n t a r i e s ,  v i s i t i n g  a r t

g a l l e r i e s ,  lo o k i n g  a t  p h o t o s ) 6 8 % 3 .2 4  ±  1 .1 1

H u m a n  b e h a v i o r  a n d  p h y s i c a l  a p p e a r a n c e  ( a c t o r s ,  p o l i t ic ia n s ,

s t r a n g e r s  . . .) 6 4 % 3 .2 0  ±  1 .1 6

O t h e r  s o u r c e s  o f  i n s p ir a t i o n

C h a n c e ,  h a z a r d ,  a n d  u n e x p e c t e d  e v e n t s 5 9 % 3 .8 5  ±  .9 0

D e s i r e s 7 3 % 3 .0 6  ±  1 .1 3

I n t r o s p e c t io n 6 8 % 3 .9 1  ±  1 .2 2

I n t u i t i o n ,  i n s t in c t ,  u n c o n s c i o u s  p r o c e s s e s 5 5 % 3 .6 9  ±  1 .0 4

M e n t a l  p r o c e s s e s

I m a g in a t i o n ,  d r e a m in g 5 0 % 3 .1 7  ±  1 .2 9

I n c u b a t io n ,  t h i n k in g ,  r e f le c t i o n 5 0 % 4 .1 8  ±  1 .1 7

T h e  c y c l e  o f  w r i t in g :  N e w  i d e a s - M a k i n g  c h o i c e s - A c t i o n  o r  c h a n g e 8 6 % 3 .4 2  ±  .7 5

S o lv i n g  p r o b l e m s / r e a s o n i n g 4 1 % 3 .5 5  ±  1 .1 3

S tr u c tu r i n g , p la n n i n g  ( f r e q u e n c y  o f  u s e )

S y n o p s i s  ( n e v e r , a v o id ) 9 5 % 1 .1 8  ±  .6 6

O u t l i n e  &  t r e a t m e n t

G r o u p  1 ( n e v e r ,  a v o id ) 4 5 % 1 .9 9  ±  .7 0

G r o u p  2  ( a l w a y s ) 5 5 % 4 .3 8  ±  .8 3

Note. F r e q u e n c y  =  p e r c e n t a g e  o f  i n t e r v i e w s  i n c l u d in g  a n  i te m .  I m p o r ta n c e  f o r  t h e  C r e a t i v e  P r o c e s s  s c a l e :  1 

(unimportant) ,  2  (of little importance), 3  (moderately important), 4  (important), 5  (very important). A v e r a g e  

s c o r e  a n d  s t a n d a r d  d e v i a t i o n  (SD) o f  t h e  i m p o r t a n c e  o f  a n  i t e m  o v e r  t h e  i n t e r v i e w s  i n  w h ic h  t h e  i t e m  w a s  

m e n t io n e d .

P a r t i c i p a n t s  w r o t e  s c r i p t s  m a i n l y  f o r  a r t  c i n e m a  ( e . g . ,  a u t h o r  

f i l m s )  a n d / o r  d r a m a t i c  f i l m s .  S c r i p t w r i t e r s  a n d  n o v e l i s t s  w r o t e  

m o s t l y  s c r i p t s  f o r  a u t h o r  f i l m s  a n d  d e s c r i b e d  t h e i r  f i l m s  a s  t h e  t y p e  

t h a t  o p e n  o n  f e w  s c r e e n s  a n d  e a r n  l e s s  m o n e y .  F o r  e x a m p l e ,  o n e  

n o v e l i s t  w h o  w o r k s  r e g u l a r l y  w i t h  a n  a r t  c i n e m a  d i r e c t o r  c o m ­

m e n t e d  o n  t h i s  t y p e  o f  f i lm :

w i t h  [ n a m e  o f  t h e  d i r e c t o r ] ,  w i t h  w h o m  I  w o r k e d  t h e  m o s t:  i t ’ s  

s o m e o n e  w h o  s e e s  t h e  s c r ip t  a s  a  k i n d  o f  i n t e l l e c t u a l  q u e s t i o n  r a t h e r  

t h a n  a  s t o r y  t o  te l l .  S o  t h e r e  a r e  d a y s  a n d  d a y s  o f  d is c u s s i o n  t o g e t h e r ,  

d e b a t e ,  th e o r iz i n g ,  s h a r e d  r e a d i n g s ,  a n d  s o  f o r th .  (N 1 5 )

D i r e c t o r s  a r e  m o r e  i n v o l v e d  i n  w r i t i n g  f o r  d r a m a t i c  f i l m s  t h a n  

a n y  o t h e r  t y p e .  N e a r l y  2 0 %  o f  p a r t i c i p a n t s  a c c e p t e d  a l l  k i n d s  o f  

p r o d u c t i o n s :  a u t h o r ,  d r a m a ,  a d a p t a t i o n s  f o r  T V ,  c o m e d y ,  o r  d o c ­

u m e n t a r y .

P a r t i c i p a n t s  w e r e  i n v o l v e d  i n  a  t o t a l  o f  3 7 3  f i l m s .  T h e  a v e r a g e  

n u m b e r  o f  f i l m s  p e r  p a r t i c i p a n t  w a s  t h e  h i g h e s t  f o r  n o v e l i s t s  

( 2 4 .4  ±  1 2 )  a n d  t h e  l o w e s t  f o r  s c r i p t w r i t e r s  ( 1 2 .7  ±  6 . 7 ) .  W h e n  

e x p e r i e n c e  i s  t a k e n  i n t o  a c c o u n t ,  t h e  r a t i o  n u m b e r  o f  f i l m s / e x p e -  

r i e n c e  ( y e a r s )  w a s  a g a i n  t h e  h i g h e s t  f o r  n o v e l i s t s  ( 0 .9 6  ±  .2 6  f i l m s  

p e r  y e a r ) .  T h e  a v e r a g e  n u m b e r  o f  f i l m s  f o r  d i r e c t o r s  w a s  a s  l o w  a s  

1 7 .1  ±  6 ,  w i t h  a  r a t i o  o f  .7 7  ±  .3 5  f i l m s  p e r  y e a r ,  s i m i l a r  t o  

s c r i p t w r i t e r s .  A l t h o u g h  n o v e l i s t s  a n d  d i r e c t o r s  b o t h  h a d  a n  a v e r a g e  

o f  2 4  y e a r s  e x p e r i e n c e ,  d i r e c t o r s  w e r e  i n v o l v e d  i n  a  f e w e r  n u m b e r  

o f  f i l m s ,  w h i c h  c o u l d  b e  e x p l a i n e d  b y  t h e  l o n g  p r o c e s s  o f  m a k i n g  

a  f i l m  o n c e  t h e  s c r i p t  i s  “ f i n i s h e d . ”

T h e  m a j o r i t y  ( 8 2 % )  o f  p a r t i c i p a n t s  w r o t e  s c r i p t s  f o r  f i l m s  w i t h  

s m a l l  o r  m e d i u m  b u d g e t s  ( u p  t o  € 3 M  [ $ 4 - m i l l i o n ]  o r  b e t w e e n  € 3 M

a n d  € 7 M  [ $ 4 - m i l l i o n  a n d  $ 9 . 4 - m i l l i o n ] ,  r e s p e c t i v e l y ) ,  a n d  e v e n  

h i g h - b u d g e t  f i l m s  ( m o r e  t h a n  € 7 M  [ $ 9 .4 - m i l l i o n ] )  r e m a i n  v e r y  

m o d e s t  c o m p a r e d  w i t h  t h e  $ 7 1 .5 - m i l l i o n  a v e r a g e  b u d g e t  f o r  a  f i l m  

d i s t r i b u t e d  o u t  o f  a  m a j o r  H o l l y w o o d  f i l m  s t u d i o  ( F e r g u s o n ,  2 0 0 9 ) .  

D e s p i t e  t h e  r e l a t i v e  l o w  b u d g e t  o f  t h e i r  f i l m s ,  p a r t i c i p a n t s  m e n ­

t i o n e d  t h a t ,  i n  F r a n c e ,  t h e  p r o d u c t i o n  i s  m o r e  i n t e r e s t e d  i n  f e a s i ­

b i l i t y  a n d  m o n e y  t h a n  i n  a r t :

F r o m  m y  p o i n t  o f  v i e w ,  I  f i n d  t h a t  t h e r e  i s  a  r a m p a n t  c e n s o r s h i p ,  

w h i c h  c o n s i s t s  o f  a s k i n g :  W i l l  t h i s  f i l m  m a k e  m o n e y ?  W i l l  t h e  

b u d g e t  b e  p a i d  o f f  w h e n  t h e  f i l m  o p e n s  o n  s c r e e n s  a n d  t h r o u g h  i t s  

v a r i o u s  r e v e n u e s ?  T h e r e  a r e  a b o u t  9 0 %  t o  9 5 %  o f  m o v i e s  t h a t  a r e  

c o n s i d e r e d  l i k e  t h a t  a n d  t h a t  a r e  d e s i g n e d  l i k e  t h a t .  . . .  I t ’ s  l i k e  a  

d i c t a t o r s h i p  o f  t h e  m i n d ,  o r  t h e  d i c t a t o r s h i p  o f  t h e  m a r k e t ,  b e c a u s e  

i t  m u s t  s e l l .  ( D 1 8 )

W h a t  p r o d u c e r s  s a y  h e r e  i n  F r a n c e  i s  s t i l l  o f t e n  q u i t e  p o o r :  “ I  l i k e / I  

d o  n o t  l i k e ” ; “ I t  l o o k s  l i k e  m e / i t  d o e s  n o t  l o o k  l i k e  m e ” ; “ I t  w i l l  

w o r k / i t  w i l l  n o t  w o r k .”  . . . T h e y  n e v e r  t a l k  a b o u t  a r t .  T h e y  n e v e r  

t a l k  a b o u t  c o n t e n t !  T h e y  t a l k  a b o u t  “ f e a s i b i l i t y . ”  I f  o n l y  t h e y  s a i d ,  

I  l i k e  r o m a n t i c  m o v i e s .  B u t  n o ,  t h e y  d o  n o t  e v e n  s a y  t h a t  a n y m o r e .  

T h e r e  i s  n o  “ t a s t e ”  a n y m o r e .  ( D 1 6 )

B a c k g r o u n d  a n d  e d u c a t i o n .  M o r e  t h a n  h a l f  o f  t h e  p a r t i c i ­

p a n t s  ( 5 5 % )  w e r e  s e l f - t a u g h t  w i t h  a  d e g r e e  i n  l i t e r a t u r e ,  p s y ­

c h o l o g y ,  h i s t o r y ,  j o u r n a l i s m ,  p h i l o s o p h y ,  o r  p o l i t i c a l  s c i e n c e s .  

S o m e  o f  t h e m  w e r e  s a r c a s t i c  w h e n  c o m m e n t i n g  o n  h o w  

y o u n g e r  g e n e r a t i o n s  o f  F r e n c h  s c r i p t w r i t e r s  a d o p t e d  t h e  A m e r ­

i c a n  w a y  o f  s t r u c t u r i n g  a  s t o r y  i n  a c t s ,  p l o t  p o i n t s ,  a n d  s o  f o r t h .
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I  d o  n o t  k n o w  a ll th e s e  te c h n iq u e s .  I  h e a r  m o re  a n d  m o re  a b o u t  th e m , 

w ith  E n g lis h  w o rd s  o f  w h ic h  I  k n o w  n o th in g . I  th in k  th e re  a re  a  lo t  o f  

y o u n g  w r i te r s  w h o  h a v e  b e e n  tra in e d  in  th a t  s c h o o l a n d  a p p ly  w i th  

c o n v ic t io n  th e s e  c e r ta in t ie s  th a t  a f te r  7  a n d  a  h a l f  m in u te s ,  su c h  e v e n t  

m u s t  h a p p e n  a n d  w e  c a n n o t  h a v e  a  c e r ta in  ty p e  o f  c h a ra c te r  w ith o u t  

h a v in g  its  n e g a t iv e  d o u b le ,  a n d  s o  f o r th  I  h a v e  a lw a y s  w o rk e d  e m ­

p ir ic a l ly .  I  l e a rn e d  m y  tr a d e  w i th  a r ti s a n s  o n  th e  w o rk b e n c h .  (N 1 3 )

T h e  o th e rs  (4 5 % )  h a d  g r a d u a te d  in  s c rip tw r it in g  a n d /o r  f ilm - 

m a k in g  f ro m  N e w  Y o rk  o r  P a r is ia n  u n iv e rs i tie s  a n d  F re n c h  

sc h o o ls  f o r  f ilm  s tu d ie s  (F E M IS  [E c o le  N a t io n a le  S u p e r ie u re  d e s  

M e tie rs  d e  lT m a g e  e t  d u  S o n ],  ID H E C  [In s t itu t d e s  h a u te s  e tu d e s  

c in e m a to g ra p h iq u e s ] ,  E N S A T T  [E c o le  n a t io n a le  s u p e rie u re  d e s  

a r ts  e t  te c h n iq u e s  d u  th e a tr e ] ) .  P a r t ic ip a n ts ’ c o m m e n ts  a b o u t  th e  

b e n e f its  o f  g ra d u a tin g  f ro m  th e s e  sc h o o ls  v a r ie d  b e tw e e n  d i re c to rs  

a n d  sc rip tw r ite r s .  A c c o rd in g  to  th e  d ir e c to rs  in  o u r  sa m p le , th e re  

w a s  n o  fo rm a l t r a in in g  in  s c r ip tw r it in g  in  th e ir  sc h o o ls  o r  u n iv e r ­

s it ie s— th e y  c o n s id e re d  th e m s e lv e s  a s  s e lf - ta u g h t w h e n  i t  c o m e s  to  

w ri t in g  a  s c rip t ; h o w e v e r ,  th e y  re c o g n iz e d  th a t  th e y  b e n e f i te d  f ro m  

th e  o p p o r tu n ity  to  o c c u p y  d if fe re n t  p o s it io n s  in  th e  f i lm  c r e w  

(c a m e ra m e n , e d i tin g , e tc .)  a n d  le a rn e d  a  lo t  f ro m  m a k in g  a  d o z e n  

f ilm s  o v e r  3 y e a rs . O n e  d ir e c to r  c o m m e n te d  o n  th e  c h a n c e  o f fe re d  

b y  th e  s c h o o l to  “ f a il  a  f ilm  w ith o u t  a n y  n e g a tiv e  c o n s e q u e n c e s  o n  

th e  o p p o r tu n ity  to  m a k e  a n o th e r  f i lm ; to  b e  lib e ra te d  a n d  n o t 

h a u n te d ” (D 4 ).

W r ite r s ,  w h o  g ra d u a te  in  s c r ip tw r it in g  f ro m  sc h o o ls , d e s c r ib e d  

th e  b e n e f i ts  in  te rm s  o f  a c q u ir in g  th e  d is c ip lin e  o f  d a i ly  w o rk , a  

b e t te r  to le ra n c e  to  c r it ic s ,  a s  w e ll  a s  th e  n e e d  to  u n d e rs ta n d  th e  

in tr in s ic  m o tiv a t io n  o r  th e  g o a l o f  th e  s to ry  to  b e  w ri tte n :

I  a lw a y s  lo v e d  w r i t in g ,  b u t  b e f o re  a tte n d in g  th is  sc h o o l ,  I  w ro te  

sp o ra d ic a lly ,  w a itin g  f o r  “ in s p i r a t io n ”  . . . f ro m  th e  [ tit le  o f  th e  

sc h o o l] ,  w r i t in g  b e c a m e  f o r  m e  a  c ra f t ,  s o m e th in g  m o re  c o n c re te  . . . 

I  b e g a n  to  u n d e r s ta n d  th e  v a lu e  o f  d a ily  w o rk .  I  c a n  n o  lo n g e r  w o rk  

d if fe re n tly :  I  m u s t  s i t  d o w n  a lm o s t  e v e ry  d a y  a t  a  ta b le  in  f ro n t  o f  a  

c o m p u te r ,  a n d  fo r c e  m y s e l f  to  w r i te  e v e n  i f  I  h a v e  n o  id e a s .  T h e n  

id e a s  c o m e  f ro m  th e  w o rk  i ts e l f . (S 2 )

[In  th is  sc h oo l] I  h a v e  le a rn e d  to  c o n f ro n t w h a t  I  w ro te  to  th e  sc ru tin y  o f  

o th e r— w h ic h  th e n  a llo w e d  m e  to  w ith s ta n d  c ritic ism , r e a s s e s s m e n t . . . 

th e  p rin c ip le  to  a lw a y s  a sk  w h y  I  w ro te  th a t?  W h a t  e f fe c t d o  I  w a n t  to  

c o n v e y ?  T h e s e  a re  b a s ic  q u e s tio n s , b u t  b e fo re , I  w o u ld  n o t  b o th e r  to  a sk  

th e m  o f  m y se lf . (S 1 4 )

Achievement. P a r tic ip a n ts  r e c e iv e d  a  to ta l o f  9 6  a w a rd s  a n d  

n o m in a tio n s ,  a n d  d ir e c to rs ,  in  p a r tic u la r ,  re c e iv e d  6 8 %  o f  th e m . 

A lth o u g h  th e  c o l le c te d  in fo rm a tio n  m ig h t b e  in c o m p le te  ( in fo rm a ­

tio n  g a th e re d  f ro m  c in e m a  w e b s i te s )  a n d  th e  a n a ly s is  n o t  th o ro u g h  

(c o m p a re d  w ith  S im o n to n ’s, 2 0 1 1 , e x te n s iv e  r e s e a rc h ) ,  i t  se e m s 

th a t  th e  d ir e c to rs  w h o  w r i te  o r  c o w r ite  th e ir  s c rip ts  w in  m o re  p r iz e s  

a n d  a w a rd  n o m in a tio n s  th a n  th e  o th e r  c a te g o r ie s  o f  w ri te rs . A s  

p r e v io u s ly  in d ic a te d , th e y  a re  m a in ly  in v o lv e d  in  d ra m a  film s .

Satisfaction and recognition. A m o n g  th e  p a r tic ip a n ts  w h o  

m e n tio n e d  th e ir  in c o m e  (6 8 % ), th e  m a jo r ity  (8 0 % )  w e re  s a tis f ie d  

w ith  th e  o v e ra ll  le v e l o f  p a y  f o r  th e i r  p r o fe s s io n a l a c tiv i ty ,  th e  

n u m b e r  o f  c o n tra c ts  th e y  h a d ,  a n d  m e n tio n e d  sa tis fa c tio n  l in k e d  to  

th e ir  p r o fe s s io n  s u c h  a s r e a d in g  a n d  w ritin g : “ [b e in g  a  p ro fe s s io n a l 

w r i te r  g iv e s  m e ] f re e d o m . T h e  r ig h t  to  re a d , a s i f  I  h a d  b o u g h t  m y  

re a d in g  t im e ” ( S I ) .

U n lik e  d ir e c to rs ,  s c r ip tw r ite r s  a n d  n o v e l is ts  m e n tio n e d  a  la c k  o f  

p u b l ic  a n d  m e d ia  r e c o g n it io n  in  F ra n c e :

T h e re  is  n o  re c o g n i t io n  in  th is  p ro fe s s io n .  R e c o g n it io n  g o e s  to  a c to r s ,  

p ro d u c e r s  a n d  d ire c to rs .  T h e  r e s t  d o e s  n o t  e x is t.  N e i th e r  th e  w ri te rs  

n o r  th e  te c h n ic ia n s .  (N 1 2 )

T h e  p u b lic  c o u ld  n o t  c a re  le s s ,  a n d  jo u r n a l i s t s  g e n e ra lly  d o  n o t  ta lk  

a b o u t  it. (N 1 0 )

I  k n o w  v e ry  w e ll  th a t  th e  p u b l ic  w il l n e v e r  r e a d  m y  n a m e  in  th e  

c lo s in g  c re d i ts  n o r  d o  I  d re a m  a b o u t  b e in g  in v ite d  to  a  T V  sh o w  . . . 

b u t  w h a t  i s  d is g ra c e fu l  i s  to  b e  q u i te  s y s te m a tic a lly  u n d e rso m e th in g :  

u n d e rp a id ,  u n d e r re w a rd e d ,  u n d e r re c o g n iz e d .  (S 1 4 )

O n e  n o v e l is t m e n tio n e d  th a t  th e  o n ly  s c rip tw r ite r s  w h o  re c e iv e  

c re d i t  f o r  th e ir  w o rk  a re  th o s e  w h o  w r i te  f o r  T V  se rie s : “ I t  is  tru e  

th a t  th e  b o s s  in  a  T V  s e rie s  is th e  o n e  w h o  m a d e  th e  B ib le ,  w h o  

w ro te  a t  le a s t  th e  f i r s t  fe w  e p is o d e s  a n d  b a s ic a l ly  d e s ig n e d  th e  

th in g ” (N 8 ).

A lth o u g h  c o m p la in in g  f ro m  a  la c k  o f  r e c o g n it io n , th e  id e a  o f  

d ir e c tin g  a  f d m  se e m s a  v e ry  d a u n t in g  ta s k  f o r  sc rip tw r ite r s ,  a n d  

e v e n  f o r  so m e  d ire c to rs ,  p re fe r rin g  to  r e m a in  in  th e  “ sh a d o w ” o f  a  

d ir e c to r  e i th e r  b e c a u s e  th e y  c o n s id e r  th a t  th e y  d o  n o t h a v e  th e  

n e c e s s a ry  sk il ls , th e  le a d e rs h ip ,  o r  th e  “ u rg e n t  n e e d  to  te ll  a  s to ry  

in  im a g e s ” :

I  c o u ld  n e v e r  b lo c k  a  s t re e t , o r  s p e n d  fo u r  y e a r s  o n  th e  sa m e  th in g  . . .  

I t  s c a re s  m e . I  w o u ld  n o t  b e  th is  k in d  o f  e n tr e p re n e u r ,  a n d  I  th in k  I  d o  

n o t  h a v e  th e  d is p o s i t io n  f o r  i t . . .  . A n d  I ’m  n o t  e v e n  ta lk in g  a b o u t  th e  

d a y  th e  f i lm  is  r e le a s e d  o r  th e  d a y  b e fo re ,  i t  s e e m s c ra z y  to  m e . 

D ire c to r s  a re  p ro te c te d  b y  th e i r  d e fe n s e s ,  b y  a n  e x c i te m e n t  a n d  b y  th e  

c o n v ic t io n  th a t  th e i r  f i lm  is  g o o d , w h ic h  I  w o u ld  n e v e r  f in d  in  m y s e lf .  

W h ile  h e re ,  I  c a n  h id e  m y se lf .  T h e  w r i te r  is  s ta sh e d . ( S I )

[T o  b e c o m e ]  a  d ire c to r ,  n o , I  d o  n o t  w a n t  to  d o  i t  b e c a u s e  I  th in k  it 

in v o lv e s  a  s p e c ia l  ta le n t,  it  r e q u ir e s  th e  k in d  o f  f o rc e  o f  a n  e n tr e p re ­

n e u r:  O n e  m u s t  c o n s ta n t ly  m o v e  m o u n ta in s  a t  a ll  le v e ls .  (S 1 5 )

F o r  m e , th e re  is  m o re  p le a s u re  in  b e in g  h id d e n  b e h in d  th e  d ir e c to r  

w ith  w h o m  I w o rk  r a th e r  th a n  in  th e  e x h ib i t io n  a n d  in  th e  a c t  o f  sa y in g  

th is  i s  m y  m o v ie . (D 9 )

F ir s t ,  I ’m  sh y . . . . B u t  a b o v e  a ll  I  d id  n o t  fe e l  I  h a v e  s o m e th in g  

“ u rg e n t”  to  sa y  a n d  I  d id  n o t  s e e  im a g e s  in  a n  a c u te  w a y , a s  a n  “ u rg e .” 

(S 1 7 )

S c r ip tw ri te r s  te n d  to  s e e k  s o la c e  in  w r i tin g  b o o k s  o r  in  th e  

n u m b e r  o f  c o n tra c ts  th e y  s ig n  a n d  th e  re c o g n it io n  o f  th e ir  p e e rs . 

T h e y  w e re  a l so  sa tis f ie d  w h e n  th e  f i lm  w a s  w e ll  r e c e iv e d  b y  f i lm  

c r it ic s  o r  th e  g e n e ra l p u b lic  a n d , c o n s e q u e n tly ,  a  p r o d u c e r  o r  a  

d ir e c to r  w is h e d  to  w o rk  w ith  th e m  a g a in .

Working environment and hours. T h e  m a jo r i ty  o f  p a r t i c i ­

p a n t s  c o m m e n te d  o n  th e  f a c t  th a t  t h e i r  p r o f e s s io n a l  a n d  p e r ­

s o n a l  l iv e s  a r e  in te r tw in e d  ( w r i t in g ,  s h o p p in g ,  c le a n in g ,  c o o k ­

in g ,  p ic k in g  u p  c h i ld r e n  f ro m  s c h o o l ,  e tc . ) .  T h e y  w o rk e d  m a in ly  

a t  h o m e  o r  in  c a f e te r ia s  a n d  s o m e t im e s  in  a  p r o d u c t io n  o f f ic e :

I  w o r k  in  c a f e s .  A t  h o m e  I  d o  th e  p r in t i n g  a n d  th e  c o r r e c t io n .  B u t  

th e  f i r s t  d r a f t ,  it  i s  n e v e r  a t  h o m e  . . .  I n  a  c a f d  I  h a v e  th e  f e e l in g  

t h a t  I  m a n a g e  to  b e  j u s t  a  m in d  a t  w o r k  . . .  a t  h o m e ,  i t  i s  a s  i f  a ll 

d e f in e d  m y s e l f  t o o  m u c h  a s  m y s e lf .  (S 3 )

A m o n g  th e  p a r t i c ip a n ts  w h o  m e n t io n e d  th e i r  w o r k in g  h o u r s  

(6 8 % ) , th e  m a jo r i ty  ( 8 4 % )  e n jo y e d  th e i r  f r e e d o m  a n d  a u to n o m y  

r e g a r d in g  th e i r  w o rk in g  h o u r s  a n d  n o t  h a v in g  to  g o  e v e r y  

m o r n in g  to  a n  o f f ic e .  D e s p i te  th is  f r e e d o m , th e y  a l l  w o rk e d
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e x t e n d e d  h o u r s  ( u p  t o  1 5  h r / d a y )  d u r i n g  t h e  w r i t i n g  a n d  r e w r i t ­

i n g  p h a s e .

S o m e  p a r t i c i p a n t s  m e n t i o n e d  t h e i r  n e e d  t o  l i s t e n  t o  m u s i c  o r  

t o  h a v e  b a c k g r o u n d  n o i s e ,  w h i c h  h e l p e d  t h e m  t o  b e  c r e a t i v e  

w h i l e  w r i t i n g :

I  l i s t e n  t o  m u s i c ,  r a d i o  . . .  I  h a v e  a l w a y s  s o m e t h i n g  i n  m y  e a r s  

w h e n  I  w r i t e .  I t  i s  l i k e  a  s t a t e  o f  t r a n c e .  ( N 5 )

I  g o  t o  c o f f e e  s h o p s  b e c a u s e  t h e r e  i s  a  s o u n d s c a p e  t h a t  h e l p s  m e  t o  

b e  “ a b s e n t  o f  m y s e l f , ”  d i s t a n t  f r o m  t h e  p e r s o n  I  a m  a l l  t h e  t i m e . . . .  

B e i n g  o u t s i d e ,  i n  o t h e r  c i r c u m s t a n c e s ,  a n d  w i t h  a  s o r t  o f  b a c k ­

g r o u n d  n o i s e  g i v e s  m e  g r e a t e r  f r e e d o m  f o r  o b j e c t s  t o  “ c i r c u l a t e ”  in  

m y  h e a d  a n d  a r o u n d  m e .  I  f e e l  t h a t  t h e  c o n n e c t i o n s  a r e  n o t  s i m i l a r  

( w h e n  w o r k i n g  a t  h o m e ) .  ( S 3 )

I f  I  w o r k  i n  c o n d i t i o n s  w h e r e  a  w h o l e  p a r t  o f  m y s e l f  i s  f o r c e d  t o  

f i g h t  a g a i n s t  t h e  o u t s i d e ,  a g a i n s t  n o i s e  f o r  e x a m p l e ,  t h e  s u r p l u s  o f  

p o w e r  t h a t  I  d e p l o y  t o  r e s i s t  a l l o w s  m e  t o  c o n c e n t r a t e  b e t t e r .  I  a m  

f i e r c e r  w i t h  m y  o w n  o b j e c t ,  m o r e  a c t i v e .  . . . m o r e  p o w e r f u l  i n  

w h a t  I  a m  g o i n g  t o  t e l l ,  a v o i d i n g  c o q u e t r y  o r  t h i n g s  t h a t  w o u l d  j u s t  

b e  p l e a s i n g  t o  m e .  ( D 1 6 )

Scriptwriters’ Activities and Their Stages

W r i t i n g  a  s c r i p t  w a s  b a s e d  o n  a  c o n c e p t ,  a  t r u e  s t o r y ,  a  b o o k ,  a  

s y n o p s i s ,  o r  a n  e x i s t i n g  s c r i p t .  A  d i r e c t o r  o r  p r o d u c e r  c a n  c o m ­

m i s s i o n  a  s c r i p t w r i t e r ,  n o v e l i s t ,  o r  a n o t h e r  d i r e c t o r  t o  w r i t e  o r  

c o w r i t e  t h e  s c r i p t .  A f t e r  a c c e p t i n g  a  d e m a n d  f o r  w r i t i n g  a  s c r i p t  o r  

h a v i n g  a n  i d e a  f o r  a  f i l m ,  t h e  w r i t e r s  w i l l  e n g a g e  i n  d i f f e r e n t  

a c t i v i t i e s  a n d  s t a g e s  t h a t  c a n  b e  s u m m a r i z e d  a s  f o l l o w s  ( s e e  F i g u r e  

1 ) :  i m p r e g n a t i o n  ( P h a s e  A ) ,  s t r u c t u r a t i o n  ( P h a s e  B )  a n d  w r i t i n g ­

r e w r i t i n g  ( P h a s e  C ) .  T h e s e  p h a s e s  i n v o l v e  i n f o r m a t i o n  i n p u t  f r o m  

d i f f e r e n t  s o u r c e s ,  m e n t a l  p r o c e s s e s ,  a n d  a r e  a s s o c i a t e d  w i t h  s p e ­

c i f i c  e m o t i o n s  ( s e e  T a b l e s  2  a n d  3 ) .  S e v e r a l  s i m i l a r i t i e s  a n d  

d i f f e r e n c e s  a m o n g  p a r t i c i p a n t s  w e r e  o b s e r v e d  i n  r e l a t i o n  t o  t h e  

i m p o r t a n c e  a n d  t h e  o r d e r  o f  t h e s e  g e n e r a l  a c t i v i t i e s  a n d  s t a g e s .

The demand or the initial idea. O n l y  d i r e c t o r s  ( 3 6 % )  w r o t e  

o r  c o w r o t e  a  s c r i p t  a n i m a t e d  b y  a n  i n t r i n s i c  d e s i r e  o r  n e e d  t o  c r e a t e  

a  f i l m .  F o r  t h e  m a j o r i t y  o f  p a r t i c i p a n t s ,  w r i t i n g  a  s c r i p t  h a d  i t s  

o r i g i n  i n  a  d e m a n d  m a i n l y  f r o m  a  d i r e c t o r  a n d  s o m e t i m e s  f r o m  t h e  

p r o d u c e r  o f  a  T V  s e r i e s  o r  d o c u m e n t a r y .  B e i n g  c o m m i s s i o n e d  b y  

a  p r o d u c e r  t o  w r i t e  a  s c r i p t  f o r  a  f i l m  w i t h o u t  k n o w i n g  w h o  w i l l  b e

Job context and dem ands  

In teractions w ith  o thers

W riter’s background, experience, personality, m oral values, preferences, m otivations, em otions

• I n f o r m a t i o n  i n p u t :  r e a d in g  

b o o k s ,  m a g a z i n e s ,  

n e w s p a p e r s ,  a r c h iv e s ,  

w a t c h i n g  f i l m s  &  

d o c u m e n t a r i e s ,  v i s i t i n g  a r t  

g a l l e r i e s ,  l o o k i n g  a t  p h o t o s ,  

d i s c u s s i o n s

• M e n t a l  p r o c e s s e s :  

i m a g i n a t i o n ,  d r e a m i n g ,  

t h i n k in g ,  r e f l e c t i o n .  

I n c u b a t i o n

• O u t p u t :  u n d e r s t a n d i n g  t h e  

d e m a n d ,  t h e  m o t i v a t i o n  a n d  

p r e f e r e n c e s  o f  t h e  d i r e c t o r ,  

d e f i n i t i o n  o f  t h e  g e n r e  o f  

t h e  f i l m  a n d  t h e  b io g r a p h y  

o f  t h e  c h a r a c t e r s ,  s y n o p s i s

• I n f o r m a t i o n  i n p u t :

n o te s ,  d i s c u s s io n s ,  

d e s i r e s . . .

• M e n t a l  p r o c e s s e s :  

r a t i o n a l  c o n c r e t e  

p r o c e s s ,  a u t o m a t i c  

p r o c e s s

• O u t p u t :  m e n t a l  

r e p r e s e n t a t i o n  o f  t h e  

s t a y ' ,  v a g u e  p l a n ,  

s k e t c h e s  o r  f o r m a l  

s t r u c t u r e :  o u t l in e ,  

t r e a t m e n t ,  s y n o p s i s

*̂>1 .11,1..^

• S o u r c e s  o f  I n s p i r a t i o n :

u n c o n s c i o u s  p r o c e s s e s ,  

i d e n t i f i c a t io n  w i t h  t h e  

c h a r a c t e r s ,  c h a n c e ,  h a z a r d ,  

u n e x p e c t e d  e v e n t s ,  d e s i r e s ,  

t i r e  c a s t ,  i n t r o s p e c t i o n ,  

in t e r v ie w 's ,  d i s c u s s io n s  

• M e n t a l p r o c e s s e s :  i n s i g h t .  

F lo w ’, i n t u i t io n ,  i n s t i n c t ,  

p r o b l e m  s o l v i n g ,  d e c i s i o n  

m a k i n g ,  c y c l e  o f  w r i t i n g :  

N e w  i d e a s  - M a k in g  

c h o i c e s  -  A c t i o n  o r  c h a n g e  

• O u t p u t :  d e v e l o p m o i t  o f  

s c e n e s  a n d  s e q u e n c e s ,  

W r i t i n g  d i a l o g s ,  a  f i r s t  

v e r s i o n  o f  a  s c r i p t

• I n f o r m a t i o n  i n p u t : n e w '  

d e m a n d s  f r o m  th e  

p r o d u c t i o n ,  s p o n s o r ,  

d i r e c t o r ,  a c t o r s . . .

• M e n t a l  p r o c e s s e s :  

p r o b l e m  s o lv in g ,  d e c i s i o n  

m a k in g ,  c y c l e  o f  w r i t in g :  

N e w  i d e a s  -  M a k i n g  

c h o i c e s  -  A c t i o n  o r  c h a n g e  

• O u t p u t :  C h a n g i n g ,  

s u p p r e s s i n g ,  m o v i n g  a n d  

a d d i n g  s c e n e s ,  s e q u e n c e s  

a n d  d i a l o g s  s c e n e s  a n d  

d i a l o g s /  N  v e r s i o n s  o f  t h e  

s c r i p t

D i s c u s s i o n s  w i t h  a  d i r e c t o r ,  a  p r o d u c e r ,  a  s p o n s o r ,  a c t o r s ,  f i l m  c r e w ,  f r i e n d s  a n d  f a m i l y /  I n t e r v i e w s  &

m e e t i n g s  w i t h  e x p e r t s  ( e x .  d o c t o r s )

L a c k  o f  r e c o g n i t i o n / T i m e  p r e s s u r e / b u d g e t  c o n s t r a i n t s / W r i t i n g  f o r  T V ,  C i n e m a  ( t y p e  o f  f i l m s ) / D i s c i p l i n e  o f  a  d a i l y  w o r k /  

L o n g  h o w s  o f  w r i t i a g / W o i k i n g  a t  h o m e ,  i n  c a f e s ,  i n  a  p r o d u c t i o n  o f f i c e ,  b a c k g r o u n d  n o i s e / m u s i c

Figure 1. A c t iv i t i e s  a n d  s t a g e s  o f  t h e  w r i t i n g  a s  w e l l  a s  j o b  c o n t e x t  a n d  d e m a n d s .  S e e  t h e  o n l i n e  a r t i c l e  f o r  th e  

c o l o r  v e r s i o n  o f  t h i s  f i g u r e .
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T a b le  3

Positive and Negative Emotions Involved in the Three Stages o f the 

Creative Process: Impregnation, Structuring and Production

Positive em otions N egative em otions

Pleasure 82% H esitation/doubt/blocks 80%

Jubilation 50% Frustration 55%

Excitem ent 45% A nxiety 55%

Interest/passion 32% Sadness 36%

A m usem ent 27% B ad m ood 23%

Pride 23% B oredom 14%

Enthusiasm 23%

Note. Frequency =  percentage o f interview s containing the specified 

emotion. P leasure, jubilation , frustration, anxiety, and doubt were the m ost 

frequently quoted em otions.

th e  d ir e c to r  w a s  m e n t io n e d  o n ly  tw ic e ; in  o n e  c a se , th e  e x p e r ie n c e  

w a s  d e sc r ib e d  as “ e x c it in g ,” a n d  in  th e  o th e r  c a se , as  a  “ n ig h t ­

m a re ” b e c a u se  o f  a  la c k  o f  g u id a n c e  a n d  fe e d b a c k  d u r in g  sc r ip t 

d e v e lo p m e n t, a s  re p o r te d  b y  a  n o v e lis t:

To take a sim ple exam ple, i f  I w rite that the character enters a 

building, w ill he take the stairs or the elevator? B asically, I do not 

care. I prefer that a director says: “I w ill never film  in an elevator!” A t 

least things are clear; som eone decides. I do no t have to decide. If  I 

w anted to decide, I w ould be a director. (N13)

A c c o rd in g  to  th e  d ire c to rs , th e  in i tia l  id e a  o f  a  f i lm  is  so m e th in g  

th a t  “h a u n ts  th e m  o r  ta lk s  to  th e m ” ; i t  re s u lts  f ro m  a  c o in c id e n c e  

o r  h a p p e n s  b y  c h a n c e ; fo r  e x a m p le , i t  c o u ld  b e  tr ig g e re d  b y  a  p h o to  

o r  b y  s o m e th in g  se e n  o r  h e a rd . T h e  d if f ic u lty  fo r  th e m  re s id e s  in  

b e in g  a b le  to  re c o g n iz e  th e  p o te n t ia l o f  a n  id e a  a n d  to  d e v e lo p  it. 

T w o  n o v e lis ts  c o m m e n te d  o n  th e  fa c t th a t  so m e tim e s  th e y  “g a v e ” 

th e  o r ig in a l id e a  o f  a  f i lm  to  a  d ire c to r , a n d  o n e  re p o r te d  th a t  h e  

w a s  e n g a g e d  o n c e  b y  a  p ro d u c e r  to  h e lp  a  d ir e c to r  f in d  a n  id e a  fo r  

a  film .

O n ly  o n e  d ir e c to r  in  o u r  s a m p le  w ro te  h is  o w n  sc r ip ts  w ith o u t 

c o lla b o ra t in g  w ith  o th e rs . H o w e v e r , i t  h a s  b e e n  re p o r te d  th a t  

p ro d u c e rs  a n d  p u b lic  fu n d in g  a g e n c ie s  a re  le s s  k e e n  to  su p p o r t a  

d ir e c to r  w h o  w rite s  o n  h is  o r  h e r  o w n  sc r ip t; th e y  e v e n  p a r t ic ip a te  

in  th e  c a s t in g  o f  s c re e n w rite rs :

The conditions have tightened. B efore, there were very intim ate 

stories, focusing exclusively on the feelings o f  the director. Such 

projects have now m ore and m ore difficulties to be b u il t . . .  A  director 

w anted to w ork w ith me, bu t the production perform ed a casting o f 

w riters— w hich is increasingly the case. . . .  and a w riter w ith a m ore 

developed C V than m ine w as chosen. I understand that the producer 

tried to play it safe: B ut in the end the director and the w riter did not 

manage to w ork together. A s I w as next in line, they called m e in. 

(SI 5)

D e m a n d s  fo r  w ritin g  f i lm  sc r ip ts  c a n  b e  a c c e p te d  o r  re je c te d  b y  

th e  w rite r , a n d  th e  d e c is io n  is  b a s e d  o n  f in a n c ia l re a so n s  (th e  

a b il ity  o f  th e  d ir e c to r /s p o n s o r  to  p a y  fo r  th is  a c tiv ity )  a n d , m o re  

im p o r ta n tly , p e rs o n a l p re fe re n c e s  (a c c e p tin g  b e c a u se  o f  b e in g  

m o v e d  b y  th e  s to ry , o r  re je c tin g  b e c a u se  th e  g e n re  o f  th e  f i lm  is  n o t 

o f  in te re s t) :  “T h e re  a re  su b je c ts  I  c o u ld  n o t  d o , so  I  sa y  n o . A n d  

th e re  a re  su b je c ts  th a t  d o  n o t  in te re s t m e , so  a g a in  I  sa y  n o . . . . 

T h e n  m o n e y  m a tte r s ” (S 2 0 ) .

T h e  a lc h e m y  a n d  th e  a f f in ity  w ith  th e  d ir e c to r  w a s  d e sc r ib e d  as 

b e in g  o f  g re a t im p o r ta n c e  b y  sc r ip tw rite r s  w h e n  th e y  c o m m e n te d  

o n  p re v io u s  b a d  e x p e rie n c e s :

It occurred to me to w ork w ith lunatics, it w as hell. A nd I do not want 

that, I do not w ant to w ork in a kind  o f sadom asochistic relationship, 

or in a kind o f vam piric relationship. (D18)

I  do not w ant to w ork anym ore w ith psychopaths, and there are still 

too m a n y .. . .  because projecting neuroses onto others does not bring 

m uch. (S I5)

W hen I m eet som eone w ho has expressed his desire to w ork w ith me, 

I take the tim e to know if  I would w ant to w ork  w ith him . . . .  If  he 

is som eone w ho is very hysterical, who tends to w orship an idea  the 

nigh t before only to burn it the  nex t day, there is no way it can work. 

I f  it’s som eone w ho knows too m uch w hat he w ants it also bothers m e 

because I feel I w ill ju s t have to fill the gaps. (N10)

Phase A : Impregnation. D u rin g  th is  p h a se , sc r ip tw rite r s  fo ­

c u se d  o n  u n d e rs ta n d in g  th e  d e m a n d  th ro u g h  d is c u s s io n s  w ith  th e  

d ir e c to r  o r  p e e rs , c o lle c tin g  a n  im p o r ta n t a m o u n t o f  d o c u m e n ta ­

t io n , a n d , f in a lly , th in k in g  a n d  “ d re a m in g ” a b o u t th e  to p ic  o f  th e  

film . T h is  in i tia l  p h a se  c a n  la s t s e v e ra l w e e k s  a n d  e v e n  m o n th s  

b e fo re  w r it in g  th e  a c tu a l sc r ip t b e g in s ; i t  w a s  c o n s id e re d  a  d e te r ­

m in a n t  p h a s e  in  th e  c re a t iv e  p ro c e s s . R e fe r r in g  to  th is  p h a se , so m e  

p a r t ic ip a n ts  m a d e  c o m m e n ts  re g a rd in g  th e ir  d if f ic u lty  to  g e t 

s ta r te d  a n d  h o w  th e y  “tu rn  a ro u n d  th e  f i lm  id e a ” :

I like to hang around, read, do nothing . . .  I f  I  am the one in charge 

o f w riting the outline, I say: “yeah, yeah, i t ’s com ing along” even 

though  I have not w ritten a f***g line. B ut I have taken som e notes, I 

have read  . . .  I  have w orked internally. (S I)

I am starting a new project and currently I am turning around. I t’s a 

kind o f ritual: I am turning around the topic like w olf around its prey. 

(D18)

I find  it hard  to tack le  the  jo b  head  on. I firs t c ircle, I tu rn  around 

it. I have  a re la tion  to w ork  a b it like the  w ay  I read  the  new spaper: 

w hen I spo t a page  in a new spap er th a t in tere sts m e, I read  firs t all 

th ose  w ith little  in tere st to m e to  fin ish  by read ing  th e  one that 

in tere sts m e. This is a very  perverse m ania; w hen I find  a goo d 

idea, or a scene th a t I like, I tu rn  around it. G enera lly , I do  a lo t o f 

th ings th a t are in d irec tly  re la ted  to  the w ork , I  read  a lot, I copy 

m any tex ts th a t in tere st m e, I see a lo t o f  m ovies, I listen  to a lo t 

o f  m usic . . .  I do m any th ings around th e  w ork  w hich I th in k  w ill 

be the  foundation  o f  the  w ork  itse lf. (D4)

O th e r  w rite rs  m e n tio n e d  th e ir  n e e d  o f  b e in g  im p re g n a te d  b y  th e  

to p ic  o f  th e  f i lm  to  b e  a b le  to  g e n e ra te  id e a s : “ O n e  h a s  to  b e  re a lly  

im p re g n a te d  w ith  h is  s to ry . . . .  i f  o n e  is  su ff ic ie n tly  im p re g n a te d , 

id e a s  w ill e m e rg e  su d d e n ly  w h ile  o n  th e  b u s . . . .  I f  y o u  a re  n o t 

im p re g n a te d , n o th in g  c o m e s  o u t, y o u  h a v e  n o  id e a ” (N 1 2 ).

M eetings with sponsors. T h e  s c r ip tw rite r  tr ie s  to  u n d e rs ta n d  

th e  “h e a r t” o f  th e  p ro je c t  th ro u g h  d is c u s s io n s  w ith  th e  s p o n s o r  o f  

th e  sc r ip t, th e  d ire c to r , p ro d u c e r , o r  c o w r ite r  (9 1 % ). T h e se  m e e t ­

in g s  a re  fre q u e n t (u s u a lly  o n  a  d a ily  b a s is )  a n d  a re  a s s o c ia te d  in  

g e n e ra l w ith  th e  fe e l in g  o f  in te re s t an d  p le a s u re  in  sh a r in g  id eas . 

D ia lo g u e s  a re  fr e e  a n d  o p e n , a n d  th e s e  d is c u s s io n s  a re  o f  g re a t 

im p o r ta n c e  fo r  th e  m a jo r i ty  o f  th e  sc r ip tw rite r s  ( im p o r ta n c e  sc o re  

a n d  SD = 4 .4 8  ±  .8 2 ). In  th is  p h a se , th e re  is  a  lo t  o f  “ d e s ire ” 

(7 3 % ) a n d  o p e n n e s s  to  w h a te v e r  c o m e s .
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O n e  o f  th e  m a jo r  a im s  o f  th e se  m e e t in g s  is to  u n d e r s ta n d  th e  

m o tiv a tio n  b e h in d  th e  f ilm . S o m e  w ri te rs  d e s c r ib e d  th e s e  m e e t in g  

a s  “p s y c h o a n a ly tic ” se ss io n s  n e c e s sa ry  to  d is c o v e r  th e  m o t iv a tio n  

a n d  p r e fe re n c e s  o f  th e  d irec to r :

B e s id e s ,  I  th in k  th a t  w o rk in g  w ith  th e  d i r e c to r  w o u ld  c o u n t  a s  p s y ­

c h o a n a ly s is  . . . .  w e  ta lk  a b o u t  “ s e s s io n s .”  W e  m e e t  e v e ry  d a y — th is  

is  a  se r io u s  a n a ly s is .  . . . e s p e c ia l ly  w h e n  i t ’s p e rs o n a l .  . . .  w e  h a v e  

to  ta lk  a b o u t  v e ry  in tim a te  th in g s ,  o th e rw is e  i t  w il l  n o t  w o rk .  S o m e ­

t im e s  y o u ’re  d e a l in g  w i th  p e o p le  w h o  h a v e  d if f ic u l ty  v e rb a l iz in g ,  a n d  

y o u ’re  th e re  to  lis te n ,  b r in g  th e m  s lo w ly  to  sp e a k  a b o u t  th e m se lv e s .  

(N 1 3 )

S im ila r ly , a  d ir e c to r  w h o  w ro te  a  s c r ip t  f o r  a n o th e r  d irec to r,  

sa id ,

I  h a v e  to  s tr ik e  a  d e e p  c h o r d . . . .  h e  ( th e  d ir e c to r )  m u s t  e x p la in  to  m e  

in  a n  a n a ly t ic a l  w a y  o r  a n o th e r , w h a te v e r .  B u t ,  I  n e e d  to  k n o w  w h y  he  

is in te re s te d  in  th is  su b je c t . B e c a u s e  i f  I  d o  n o t  k n o w , I  m ig h t  ta k e  h im  

to  s id e  r o a d s ,  a n d  th is  is  n o t  th e  d e s i r e d  o u tco m e . (D 1 8 )

A  sc r ip tw r ite r  o f fe re d  a n  in te rp re ta t io n  o f  th e  c a u s e  o f  a  b a d  

s c r ip t  a s  a  la c k  o f  u n d e rs ta n d in g  th e  m e a n in g  o f  th e  s to ry  r a th e r  

th a n  th e  w ritin g :

B e c a u s e  a  v e ry  b a d  sc e n a r io , i t  is  n o t  th a t  i t  is  n o t  w e ll  w r i t te n , b u t  th e  

q u e s t io n  a s  to  w h y  th is  s to ry  h a s  to  b e  to ld  h a s  n o t  b e e n  a sk e d . . . . 

w h e n  th e  p u rp o s e  is  la c k in g ,  in  fa c t . . . . W h e n  th e re  is  a  p u rp o s e ,  a  

r e a l  d r iv e ,  s o m e th in g  w il l a lw a y s  c o m e  o u t  o f  it. (S 2 2 )

A n o th e r  a im  o f  th e s e  f ir s t m e e tin g s  is to  d e f in e  th e  c h a rac te rs ,  

th e  to p ic  o f  th e  f ilm , se t th e  to n e ,  an d  d e c id e  o n  th e  g en re  (a ll 

w ith in  th e  c o n s tra in ts  o f  th e  f ilm  b u d g e t) ,  b u t  a lso  to  g e t  to  k n o w  

e a c h  o th e r  a n d  th e  h a b i ts  a n d  th e  f ilm in g  p re fe re n c e s  o f  th e  

d ir ec to r , a s  m e n tio n e d  in  th e  fo llo w in g  in te rv ie w  p a s sa g e :

F o r  m e  i t  is  e ss e n tia l  to  d isc u ss  th e  o p tio n s  f o r  th e  f ilm . I f  y o u  w r i te  

th in g s  th a t  th e  o th e r  d o e s n ’t w a n t  to  f i lm  o r  d o e s n ’t  k n o w  h o w  to  f ilm , 

e v e n  i f  th e  s c r ip t  i s  g o o d , it  w il l  b e  a  c a ta s tro p h e  o n  th e  sc reen . . . . 

F o r  e x a m p le ,  I  w ro te  f o r  [n a m e  o f  a  d ir ec to r ]  a n d  I ’v e  c o m e  to  

u n d e r s ta n d  th a t  s h e  d o e s  n o t  f i lm  sp a c e s  a t  a ll. . . . sh e  p re fe r s  p e o p le .

. . . W h e n  d ire c tin g  sh e  a lw a y s  f o rg o t  to  f i lm  sp a c e s ,  s c e n e ry ,  a n d  

lo c a t io n ,  th a t  h a v e  a n  im p o r ta n t  ro le  in  th e  sc rip t . (N 5 )

In  g e n e ra l,  th e  sc r ip tw r ite r  ta k es  n o te s  a n d  th e n  sk e tc h e s  o u t  a  

te m p o ra ry  s to ry b o a rd  sh o w in g  se v e ra l a l te rn a t iv e s ; th e  fa m il ia r ­

iz a tio n  w ith  th e  m a in  c h a ra c te rs  o f  th e  s to ry  s ta rts  a t  th is  s ta g e  an d  

th e i r  p e r s o n a li ty  a n d  b io g ra p h y  a re  d e fin e d .

Documentation. T h e  m a jo r ity  o f  p a r tic ip a n ts  d e c la re d  th a t  

th e y  c o l le c t  in fo rm a tio n  f o r  th e ir  w ri tin g  th ro u g h :

• R e a d in g  b o o k s ,  m a g a z in e s ,  n e w s p a p e rs  a n d  co n s u lt in g  a r ­

c h iv e s  (7 7 % ). T h is  is  a  v e ry  im p o r ta n t s o u r ce  o f  in fo rm a t io n , a n d  

th e  a m o u n t o f  d a ta  c o l le c te d  fo r  e a c h  f ilm  is u su a lly  d is p ro p o r ­

tio n a te  c o m p a re d  w ith  th e  n ee d s  o f  th e  s c rip t,  a s “ e a c h  f i lm  is  an  

e x c u s e  to  b u y  a  to n  o f  b o o k s .”  (D 2 0 );

• C o n s u lt in g  e x p e r ts  (6 4 % )  to  g iv e  th e ir  c h a ra c te rs  m o re  c re d ­

ib il ity  a n d  co m p le x i ty ;

•  W a tc h in g  p le n ty  o f  f ilm s  an d  d o c u m e n ta rie s ,  v is i tin g  a r t g a l ­

le r ie s  an d  m u s e u m s  to  b e c o m e  p e rm e a te d  w ith  an  e p o c h , a  su b je c t , 

o r  a  th e m e ;

• O b s e rv in g  h u m a n  b e h a v io r  a n d  th e  p h y s ic a l a p p e a ra n c e  o f  

p o li t ic ia n s ,  a c to rs ,  a n d  fam ily  m e m b e rs ,  o r  e v e n  s tran g e rs  co u ld  b e  

a  s o u rc e  o f  in fo rm a tio n  o r  in sp ira tio n  (6 4 % ).

Thinking and dreaming. H a lf  o f  th e  p a r tic ip a n ts  e m p h a s iz e d  

th e  im p o r ta n c e  (4 .1 8  ±  .1 7 ) o f  th in k in g , re f le c tin g , o r  a llo w in g  

t im e  f o r  in c u b a tio n  d u r in g  th is  in it ia l p h a s e  o f  w o rk in g  o n  a  sc rip t. 

T h ey  c o n s id e re d  th a t  in c u b a tio n  h e lp s  e s ta b l is h  u n c o n s c io u s  c o n ­

n e c tio n s  th a t a re  im p o r ta n t f o r  th e  p ro d u c tiv e  p h a s e  o f  th e  c re a tiv e  

p ro c e s s .  In  ad d i tio n , 7 0 %  o f  th e m  m e n tio n e d  th a t th e  im p re g n a tio n  

p h a s e  is  s t ro n g ly  a s s o c ia te d  w ith  a  lo t  o f  “d ay  d re a m in g ”  a b o u t  th e  

to p ic  o f  th e  f ilm  a n d  im a g in g  s itu a tio n s :

D re a m in g  f o r  a s  lo n g  a s  p o s s ib le  a b o u t  th in g s , in  a  c h a o tic  a n d  e r ra t ic  

w a y , I  t ry  to  m a k e  th is  t im e  o f  o p e n n e s s  la s t  a s  lo n g  a s  p o ss ib le .  I  f in d  

th a t  th is  s p a c e  o f  c o n n e c tio n s  m a d e  a t th e  b e g in n in g ,  m a in ly  b e c a u s e  

y o u  a re  s t ill  n o t  “u n d e r  th e  g u n ,”  is  g e n e ra lly  d e c is iv e .  (S 3 )

I  n e e d  tim e  to  im a g in e ,  to  le a v e  so m e  r o o m  f o r  d a y d re a m in g . . . .  In  

a n y  c a s e ,  I  th in k  th a t  i t  is  l ik e  a  w a s h in g  m a c h in e  c y c le ,  y o u  k n o w , th e  

o n e s  th a t  a re  v e ry  s lo w : W e  b e lie v e  th e  m a c h in e  is  d o n e  b u t  n o , in  fa c t  

i t  c o n tin u e s  to  w o rk .  I n  fa c t ,  y o u  c a n  d o  o th e r  th in g s , e v e n  w a tc h  a  

s il ly  T V  sh o w , th e re  a re  n e u ro n s  th a t  c o n n e c t  a n d  s ta y  o n  th e  to p ic .  I t 

is  fo u n d a tio n a l  w o rk  b e in g  d o n e :  i t  m o v e s ,  i t  is  a lw a y s  th e re . (N 1 3 )

T h is  lo n g  p ro c e s s  o f  im p re g n a tio n  se em s to  b e  l im ite d  w h en  it 

co m es  to  ad a p tin g  a  b o o k , w r i tin g  fo r  a  T V  se rie s ,  an d  w h e n  th e  

s c r ip t  is b a s e d  o n  a  tr u e  s to ry  o r  p e rs o n a l ex p e r ie n c e .  T w o  s c rip t ­

w ri te rs  w h o  w e re  m a in ly  in v o lv e d  in  a  lit e ra ry  ad a p ta tio n  c o n s id ­

e r e d  th a t  m o s t  o f  th e  t im e  th e y  d id  n o t  c re a te  an y th in g  b e c a u s e  th e  

s to ry  a l re a d y  ex is te d — th e y  k n e w  w h a t to  “te l l”  e v e n  w h e n  ta k in g  

so m e  lib e r tie s  w ith  th e  o r ig in a l b o o k , a n d  th e  b a s ic  w o rk  w as  to  

re a d  th e  b o o k  a n d  d e c id e  o n  w h a t  to  k ee p  a n d  w h a t to  le a v e  o u t. 

H o w e v e r ,  so m e tim e s  th e  ch a n g e s  w e re  so  d e e p  th a t  th e  s c r ip t w as  

c o n s id e re d  a s  o r ig in a l w o rk  “ in sp ire d  b y  th e  m a in  id e a  o f  th e  

b o o k ” : “ I t  w a s  a  s c r ip t  in sp ire d  lo o se ly  f ro m  th e  b o o k : it d o e s  n o t 

e n d  th e  s a m e  w ay , th e  c h a ra c te rs  d o  n o t  h a v e  th e  sa m e  ag e , a n d  so  

fo r th  T h e  s o c io lo g y  re m a in s  th e  sa m e , b u t  m a n y  th in g s  h av e  

c h a n g e d ” (S 2 2 ).

Phase B: Structuring and planning. T h is  p h as e ,  w h ic h  fo ­

c u s e s  o n  b u ild in g  th e  “a rc h ite c tu re ”  o f  th e  s to ry , in c lu d e s  th e  

w ri tin g  o f  a  sy n o p s is  ( th e  c o n d e n s e d  v e r s io n  o f  th e  p lo t) , a n  o u tlin e  

( a  l is t  o f  sc en e s  a n d  s e q u e n c es ) , a n d  a  tr e a tm e n t ( th e  e la b o ra te d  

v e rs io n  o f  th e  o u tl in e  in  3 0  to  4 0  p ag es ).

T h e  g rea t m a jo r ity  o f  sc rip tw r ite r s  (9 0 % ) c o n s id e re d  w ri tin g  th e  

sy n o p s is  b e f o r e  f in is h in g  th e  s c rip t to  b e  an  “a b e r ra tio n  d u e  to  

p ro d u c tio n  c o n s tr a in ts ” ; u n le s s  th ey  a re  fo rm a lly  c o n tra c te d  to  d o  

so , th e y  r e fu s e  to  w ri te  it in  th e  in i tia l p h as e  o f  th e  c re a tiv e  p ro ce ss  

b e c a u s e , a s  m e n tio n e d  b y  o n e  p a r tic ip a n t,  “I t  s e em s v e ry  a rt if ic ia l; 

i t  fo rc e s  u s  to  d e v e lo p  a  s to ry  w ith  c h a ra c te rs  w e  d o  n o t  y e t k n o w  

. . . .w e  h a v e  to  p re te n d . . . .  I  h a te  it”  (S 2 ).

H o w e v e r ,  o n e  d ir e c to r  co m m e n te d  o n  th e  n e c e s s ity  f o r  h im  to  

h a v e  a  sy n o p s is :  “W h e n  I  w ri te  fo r  m y s e lf  a n d  b e c a u s e  I  a m  n o t  a  

f a m o u s  d ir ec to r , I  a lw a y s  h a v e  to  ‘g o  th r o u g h ’ w ith  a  sy n o p s is  o r  

tr e a tm e n t to  g e t  f u n d in g ” (D 18 ).

O n e  m a jo r  d if fe re n c e  in  th is  r e g a rd  b e tw e e n  sc rip tw r ite rs  w as  

r e la te d  to  c re a tin g  an  o u tl in e  a n d  a  tr e a tm e n t.  T w o  g ro u p s  c a n  b e  

id e n ti f ie d  b a s e d  o n  th is .

A  f ir s t g ro u p  o f  10  sc rip tw r ite r s  ( th re e  d irec to rs ,  fo u r  n o v e l is ts , 

a n d  f o u r  a u to d id a c t sc rip tw r ite rs )  c o n s id e re d  th e  w r i tin g  o f  an  

o u tl in e  a n d /o r  a  tr e a tm e n t a s a  d au n tin g  ta s k  a n d  av o id e d  it u n le ss  

fo rm a lly  s p e c if ie d  in  th e  c o n tra c t . T h ey  d e c la re d  th a t  th e y  a re  

a g a in s t  a  p re c o n c e iv e d  p la n ; fo r  th e m , th e  w ri tin g  o f  th e  n a r ra t iv e  

is n o t ab o u t “ f il lin g  in  th e  g a p s ” o f  th e  o u tl in e :
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I feel I should have written a scene to know how to “shape” the next 

one. It’s the same for my books, I do not have a plan. (N8)

I am not able to follow the official steps: synopsis, treatment, outline 

and finally script. I can proceed with the details of some scenes while 

I still do not know yet what will be the end of the film. . . .  I do not 

start from the skeleton and then add muscles, organs and so on. What 

I have is some organs, some muscles, a head, arms, maybe bones, and 

when I have all the parts of the body I try to combine them and make 

them fit together. (D6)

This is also why I do not like the outlines and treatments: I find them 

too predictable. Especially now that they are “validated” by the 

producers, so if you change something, they strike back. (N8)

However, they do recognize the use o f a basic or “vague” road 

map of drawings and diagrams m ade for personal use: “I have in 

general a vague idea o f the architecture [of the script], but a 

finished plan is something that I never get to have and wouldn’t 

like to make” (N8).

In addition, experience seems to balance the lack o f a rigorous 

plan or outline. Indeed, the discourse o f some writers suggests that 

some processes as com plex as building a story or adopting a 

90-min form at becam e automatic with time:

1 have the impression of having acquired a certain competency re­

garding these fundamental questions: how to construct a story, depart 

from one already written, how to write dialogues that don’t sound too 

awkward, how to enter a scene and end it without getting lost. (N8)

Writing is a matter of “breath.” A story of 1 hour 30, it is a bit like an 

athletic discipline: The more you practice, the more you are comfort­

able. But I’m useless when I have to write a short film! What’s crazy 

is that, almost by magic, by experimentation as well, the rhythm of 90 

minutes becomes natural. I have great difficulty with other rhythms. 

(S15)

A second group of 11 scriptwriters (among them six with a 

specific education in scriptwriting) seemed very rigorous about 

developing an outline and treatment before starting to write:

After this very open dialogue phase, I start with the treatment which 

I often offer to write alone. In general the directors agree, because the 

treatment is a step that pisses them off, while it allows me to already 

set things. (S14)

In this group, scriptwriters described the benefits o f the outline 

as follows:

• It sets the tem poral pattern o f the narrative: the plot order, the 

duration of the story, the rhythm of the story, the shortcuts, 

acceleration, ellipsis, flashbacks;

• It helps to have an overview of the story, which is one of the 

m ajor challenges during the writing-rewriting phase;

• It is a useful diagnostic tool; it helps to step back from the 

m anuscript to see what might be wrong in it.

The structuration phase seems to involve rational concrete men­

tal processes:

You can have all the talent and all the literary imagination—which are 

two essential components of the profession— if you don’t have the 

skills for this tedious task of structuring, you cannot go far. This is 

something that has more to do with math, a kind of mental structure 

or consistency: such cause produces such effect. (N15)

The scriptwriters in the second group em phasized that the initial 

structure o f the treatment or the outline is neither static nor a 

definitive tool. It is most often challenged or updated retroactively 

while writing scenes and dialogues because of the choices that are 

continuously made. It acts like a hybrid object containing dia ­

logues.

The exact mom ent when the outline or treatm ent is written can 

vary. For example, an outline may be generated early in the 

process in order to understand the problem, and then written 

formally before the production phase or after an initial version of 

the script.

The differences between these two groups m entioned above 

have been described by one scriptwriter:

It is as if  you are starting a walk. There are two schools: you either go 

on an adventure and let yourself be guided by the path, or you 

carefully study the maps, weather forecast, possible pitfalls, and so 

forth Either way you can have a very nice walk. (N13)

Phase C: Production. This stage concerns the actual process 

o f writing and rewriting the script. For some participants, the 

writing process seems to take place intensively and at great speed; 

some of them  declared that they set tim e constraints for working:

And suddenly I would say, let’s get started! . . .  I like this frantic 

process: I get up at 4:30 in the morning, I work all d ay .. . .  it becomes 

a kind of war p lan .. . .  I can stay 15 hours completely immersed in my 

work. (SI)

Other writers seemed to wander aimlessly as reported below by 

participants who, in general, disliked the development o f formal 

architecture:

I’m going in all directions, like a hunter who wanders in a forest. 

(D16)

For an original script, I start from a situation, which seems interesting 

or funny. Then I try to see where it will lead me. In most cases, I don’t 

know where I am going. Things build up gradually, and the meaning 

of all this emerges very late and sometimes not at all. (D6)

I start writing the scene, I know roughly where I want to go, even 

though I do not really know how to get there, and the fact of writing 

by following the character makes me find it. (D20)

For example I start a scene, I try to write dialogues, and then I realize 

that it is too early. If you do not know where it all goes, you often find 

that the dialogues are very poor. So I always work everything at the 

same time: I write a synopsis and I start a scene.. . .  It is very mixed, 

and frankly it’s a bit of a bloody mess. (N12)

W hen writing for a TV series in which the form at is clear and 

always the same, the creative process speeds up; as a scriptwriter 

pointed out,

For example, I think of those who write series or things very formatted 

for TV. They are more professional than me, as they know how to 

treat a subject very quickly, or even several subjects at the same time. 

They have acquired a real expertise, appropriate to their imagination.

. . . And they make a lot more money than the movie writers. (S17)

Depending on the project, the first version of the script could be 

written alone (when the director does not want to take part in 

writing) or with another writer or the director (writing with “four
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hands,’”  as m en tioned  by co -scrip tw riters). In  so m e cases, the 

w rite r had  an  adv iso ry  ro le— he read  w hat th e d irec to r w ro te  and 

rew ro te  the tex t i f  needed. In o th er cases, th e d irec to r asked  the 

sc rip tw riter fo r a f irs t versio n  o f  the scrip t and rew ro te  it a fterw ard .

Information and inspiration. T he m ain  so urces o f  in sp ira tion  

m en tioned  durin g  th e p ro d u ctio n  ph ase  are  lin ked  to in te rnal and 

ex tern al so urces su ch  as in tu ition , in stin ct, o r u nconscio us p ro ­

cesses; chance, hazard , and  unex p ected  events; in trospection  and 

id en tifica tion  w ith  th e characters; th e cast; op in io ns an d  d iscus ­

sions; and  docum enta tion  and  in terv iew s.

Intuition, instinct, or unconscious processes le ad  to a new  

d eve lo pm en t th a t w as n o t p la n n ed  in  advance and  is som ehow  

bey o n d  th e sc rip tw riter’s w ill, as describ ed  in a “flo w ” state 

experience  (C sik szen tm ih aly i, 1996). I t  is as i f  the ch arac ter took  

control:

So m etim es, in deed , a  ch arac te r th a t one has c rea ted  o r h a lf  created , 

escap es. . . . T h ere  is  a  m om en t w hen, as the  sto ry  gets built, the 

characters beg in  to  h av e  som e ra tio n a lity  in  b eh av io r th a t can  then  

lead  to  a  new  situation , and ge t the  sto ry  to  p rog ress. (D 6)

It is the  u nconsc io us th a t talks . Y ou  are  ab o u t to  w rite  som eth ing  and  

it  takes you  in  an  un fo reseen  d irec tion . (S I )

O n e sc rip tw riter u sed  a m etap h o r o f  an  au tom atic  ca r to  illu s ­

trate th e fee ling  o f  b e in g  ca rried  over:

In every  sto ry , th e re  is a  m om en t that rem inds m e  o f  w hat w e feel in  

an  au to m atic  car. T here  can  alw ays be  a  ch an g e  o f  g ear dec id ed  by  the 

c a r  itself, n o t y o u r h an d  o r foot. T h is  a rrives w hen  the  sto ry  is on  the  

w a y . . .  . T h ere  is  a  sensa tio n  o f  sp eed  and  f luency  one can  recogn ize  

w hen  it  happens. (S3)

Introspection and identification with the characters w as re ­

p o rted  as one o f  th e m ajo r sou rces o f  in sp ira tion  durin g  th e w riting  

process, as m entioned by the fo llow in g  directors:

E ven  w hen  y o u ’re  w ritin g  a  sc ience  fic tion  m ovie , o r  a film  th a t is 

apparen tly  the  o p posite  o f  o u r life , w h ich  is n o t a t all au to b iog raph ­

ica l, it  is  to ta lly  m ad e  up  o f  w ho  w e are, o u r p e rsonality  and  o u r life . 

(D 18)

F ro m  the  d ialogues, and  in  each  scene, I re a lly  p u t m y se lf  in  the  skin 

o f  the  charac te r . . . th en  allow  m y se lf  to  be  carried  over, I  le t 

unp red ic ta b le  th in gs happen , pu tting  m y se lf  inside  the  characters . 

(D 16)

Knowledge o f the cast p lays its  part. A ccord ing  to  sc rip tw riters, 

know in g  th e cast o r ju s t th in k ing  ab ou t a particu la r ac to r (even a 

dead  one) can be  a  source o f  in sp iration :

W h at can  change  the  w ritin g  is know ing  the  cas ting . . . . O ne realizes 

that w ith  th a t pa rticu la r ac to r o r  actress, w e  ge t the  d esire  to  m ake  h im  

o r h e r do  som eth ing. T h is  c rea te s a  desire. K now in g  w ho  w ill p lay  the 

part changes the v ision  o f  a  ch arac te r and  undoub ted ly  g ives m any  

m ore  ideas, ideas th a t co u ld n ’t h av e  com e otherw ise. (S3)

A n oth er scrip tw riter reported  an “ex c itin g ” experience w hen  

choosin g  the cast (based  on  a synopsis)  w ith  th e he lp  o f  a  casting  

d irec to r, and  th en  started  w riting:

T hen  w e w ro te  a  scrip t fo r  them , fo r these  spec ific  acto rs, on  the 

adv ic e  o f  a p ro fessional. I loved  it, it  w as very  excitin g! A s I saw  w hat

I w ro te , I  im ag ined  the  acto rs, and  it  m o tiv a ted  m e . . . .  W e  w ere  lu cky  

all the  actors accep ted  th e ir ro le , la te r on. (N 5)

C hance , h aza rd  and  unexpec te d  even ts su ch  as read ing  th e  n igh t 

befo re  a heart b reak in g  p assage  from  a  b o o k  w ill sudden ly  insp ire  

y o u . . . .  So  yes, in  th a t p erio d , som eth ing  you  read , o r  see in  a m ov ie , 

o r  experience  in  an  everyday  situation , can  ech o  the  w ork  you  are 

cu rren tly  do in g . So, th is  can  trig g e r a new  idea. (D 6)

Documentation and interviews. T o  w rite  a specific  scene, scrip t­

w rite rs need  so m etim es to  assum e the ro le  o f  the ch arac ter o r ask 

fo r  a  to u r from  an  insider:

F o r a film , I  w orked  a t the  laund ry  serv ice , I  lea rn ed  to  iron  w ith  

som eone  there , i t  w as very  strange. . . . F o r ano th e r film  I w as an 

in te rn  w ith  the  po lice . F o r a  sho rt film , I spen t o n e  m orn in g  in  an  

in te nsive  ca re  unit. (N 10)

Opinions and discussions w ith  a cow riter, peers, friends, or 

fam ily  m em bers can  h elp  so m etim es to see o th er p erspectives fo r 

th e story . Y e t o n e  needs to se lec t a good  adviser:

T h ere  a re  good  an d  b a d  readers. F o r exam ple, [nam e o f  a  d irec to r] is 

a  very  g o o d  reader, an d  [nam e], w h o  is a p roducer, can  also  b e  a  good  

r e a d e r . . . .  w h a t is  very  im portan t to  m e is w h en  a  read e r o pens a new  

ang le  o f  th e  sto ry  w e had  no t seen  ourse lves. T hen  it becom es 

in teres ting! B ad  readers c ling  to  deta ils , say fo r exam ple, “B u t th is 

g irl, sh o u ld n ’t  she  b e  b londe, ra th e r th an  b ru n e tte?” W ith  th is , you 

canno t do m uch . (N 12)

The cycle o f writing scripts: New ideas-making choices-action 

or change. A ccord ing  to  86%  o f  th e partic ip an ts , insp ira tion , 

in sigh t, new  ideas, and  so lu tio ns occur m ain ly  durin g  th e p ro d u c ­

tion  o r  w riting  phase w heth er o r no t you  h av e  an  in itia l p lan , 

outline, o r trea tm en t fo r th e script. Indeed , w hen  scrip tw riters w ere 

asked  to  describ e w hen  an d  how  they  w ere in sp ired  fo r the w riting  

o f  a  p articu la r film , they  w ere unan im ous abou t th e fac t th a t there 

w as no  in sp ira tion  w ithou t th e d isc ip line o f  hard  and  daily  w ork. 

In sig h t and  b rig h t so lu tio ns w ould  happen  suddenly  o n ly  i f  they  

h ad  tr ied  hard  before:

It is necessa ry  to  be  de ta ched  fro m  an y  idea  th a t co u ld  b e  c lo se  to 

“ in sp iration ,” from  all those  fan ta sies you read  abou t w riters w ith  their 

little  no tebooks w here  they  w ou ld  take  a  no te  o f  a  su dden  brillian t 

idea . . . .  I f  I w ere  to  w rite  on ly  w hen  I am  in  the  m ood  o f  w riting, I 

w ould  no t go far. (N 5)

I ’d  say  you  m u st search , search , and  again  search ; n o th in g  com es 

w ithou t effo rt. N o th ing  is ev e r g iven  to  you . A n d  th is  is a lso w hy 

reg u la r d a ily  w o rk  is  requ ired . T here  a re  days w hen  no th in g  happens, 

and  th is  is norm al, so  you  shou ld  no t b lam e  you rse lf. A n d  there  are  

o ther days w hen  th in gs happen  . . . and  th is  is becau se  fo r th ree  days 

you have searched  w ith o u t find in g  any th ing . (S3)

B rig h t id eas cou ld  em erge w h ile  w riting , as w ell as during 

un re la ted  tasks:

I ’ll  sta rt by  read in g  it [the p roposa l o f  the  d irec to r], th en  I ’ll hang  ou t 

the  w ash ing  an d  m ay b e  there  I  w ill have  an  id e a . . . .  I t  cou ld  be  w hile  

g iv in g  m y  d augh te r a  bath . . . .  bu t a lso  w hen  I fo rce  m y se lf  to  w rite . 

( S I )

Q uite  o ften  w h ile  dev elo p in g  d ia lo gues and  scenes, w hat has 

been  p lanned  can  b e  abandoned; new  id eas are  generated , tested, 

and  im plem ented , w h ich  w ill have  an  im pact on  w h at has been
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a lre a d y  w r i tte n — a  c la ss ic  “ d o m in o  e f fe c t .”  T h e  c h o ic e  b e tw e e n  

n e w  a l te rn a t iv e s  o r  id e a s  le a d s  to  th e  r e w r it in g  o r  s u p p re s s io n  o f  

p re v io u s  d ia lo g u e s  a n d  sc e n e s . T h e s e  p ro c e s se s  o c c u r  in  a  c y c lic a l 

m a n n e r  u n t i l  th e  ta s k  is  c o m p le te d :

W e  p ro g re s s  b y  a s k in g  q u e s t io n s .  B u t  th e  c h o ic e s  a re  m a d e  w h e n  y o u  

w r ite .  . . . th e n  y o u  w ill  s ta r t  a l l  o v e r  a g a in  a n d  try  to  p u l l  th e  th re a d  

fo r  a  w e e k . S o m e tim e s  i t  le a d s  to  a n  im p a s s e , y o u  re a l iz e  th a t  i t  is  n o  

lo n g e r  te n a b le .  . . . B e c a u s e  th e  s c e n a r io  is  l ik e  a  g a m e  o f  d o m in o e s :  

th e  a c tio n  o f  a  c h a ra c te r  o n  s c e n e  3 w il l  h a v e  c o n se q u e n c e s  n o t  

n e c e s s a r i ly  p re d ic ta b le  a t  th e  b e g in n in g . ( S I )

W h ile  w r it in g , th e  r e v ie w  o f  th e  w r i tte n  m a te r ia l  r e s u l ts  in  

c h a n g in g , a d d in g , s u p p re s s in g , a n d  m o v in g  d ia lo g u e s , sc e n e , a n d  

se q u e n c e s ;  b e c a u s e  th e  o u tc o m e  is  to o  lo n g , th e re  a re  lo t  o f  

i r r e le v a n t  d e ta ils ,  r e p e t it io n s ,  w e a k  l in k s ,  a n d  so  fo rth :

B e c a u s e  in  th is  f i r s t  a t te m p t o f  d ia lo g u e , w e  s h if t  to  s o m e th in g  m u c h  

le s s  c o n tro l la b le ,  w h ic h  h a s  to  d o  w ith  th e  w a y  th e  c h a ra c te r s  sp eak .

. . . O f te n , w h a t  w a s  d e f in e d  in  th e  o u t l in e  a s  th e  o b je c t  o f  a  sc e n e , 

w h e n  w r it in g  w e  n o t ic e  th a t  i t  su c k s , a n d  th a t  i t  is  u s e le ss  to  “ ta lk ”  fo r  

p a g e s  w h ile  w h a t  w e  w a n t  to  e x p re s s  c a n  b e  to ld  w ith  a  s i tu a t io n  in  a 

‘m u te ’ h a lf -p a g e . S o  e v e ry th in g  c a n  b e  re c o n s id e re d . (S 2 2 )

S o m e  o f  th e  w r i te rs  ( in  p a r tic u la r ,  th e  s e c o n d  g ro u p  w h ic h  is  

v e ry  r ig o ro u s  a b o u t  d e v e lo p in g  a  p la n ) u p d a te  th e ir  in i t ia l  o u t lin e  

a n d  tr e a tm e n t  a c c o rd in g ly  in  o rd e r  to  m a in ta in  a n  o v e ra l l v ie w  o f  

th e  s to ry :

I  d o  n o t  s t ic k  to  th e  le t te r  o f  th e  o u tl in e , th is  is  n o t  a  c o o k in g  re c ip e . 

T h is  is  a  t r a n s i t io n a l o b je c t .  A n d  a f te r  th e  f i r s t  d ra f t,  I  o f te n  re d o  an  

o u tl in e  to  h a v e  a  c le a r  v ie w  o f  th e  m o v e m e n t  o f  th e  f i lm . B e c a u s e  

o fte n , w h ile  w r it in g , th e  s c e n e s  c h a n g e  a n d  I  a lw a y s  n e e d  th e  o u t l in e  

to  k e e p  a n  o v e rv ie w  o f  th e  w h o le .  (S 2 )

A  m a jo r  d if f e re n c e  d u r in g  s c r ip tw ri tin g  is  l in k e d  to  th e  w r i te r ’s 

e x p e r ie n c e  w ith  f i lm m a k in g . A  d ire c to r  w o u ld  in c lu d e  in  th e  s c rip t  

d e c is io n s  a b o u t  th e  sh o o tin g :

I fe e l— e s p e c ia l ly  w h e n  I ’m  c o w r it in g  w ith  [n a m e  o f  a  d irec to r ]— th a t 

w h a t  w e  a lre a d y  h a n d le d  is  la rg e ly  th e  s ta g in g . (D 9 )

A n d  I  n o tic e d  th a t  fo r  m e , th e  w r i t in g  d e te rm in e s  th e  s ta g in g  . . . 

h a v in g  w r it te n  th e  s c e n e s  m y s e lf  h e lp s  m e  k n o w  in s t in c t iv e ly  h o w  I 

s h o u ld  f i lm  w h e n  I  g e t  o n  s tag e . (D 2 1 )

In  c o n tra s t , s c r ip tw ri te r s  n e e d e d  in p u t f ro m  th e  d ire c to r  a b o u t  

th e  e m o tio n s  th e  la t t e r  w o u ld  l ik e  to  c o n v e y  o r  tr ig g e r :

I  c o w ro te  w ith  a  d ir e c to r  a  s c r ip t w h e re  th e re  w e re  tru c k s  t r a v e lin g  a t 

n ig h t .  S o  I a s k e d  h im : T h e se  t ru c k s , h o w  d o  y o u  w a n t  to  f i lm  th e m ?  

W h a t  im a g e  d o  y o u  s e e ?  Is  i t  a  h e l ic o p te r  v ie w , o r  is  th e  c a m e ra  o n  

a  t ru c k ?  O r  is  th e  c a m e ra  o n  th e  s id e  o f  th e  ro a d  a n d  w a tc h in g  th e  

tru c k s  p as s  b y ?  E ac h  ty p e  o f  im a g e  c o n v e y s  a n  e m o tio n , w h ic h  g u id e s  

th e  w r it in g . . . . B u t  d ire c to r s  d o  n o t  l ik e  th e s e  k in d s  o f  q u e s t io n s .  

T h e y  fe e l  th a t  w e  s te p  o n  th e ir  to e s . (S I  1)

Reasoning and problem solving. S c r ip tw ri te r s  r e p o r te d  o n  th e  

p ro b le m s , o b s ta c le s ,  im p a ss e s ,  o r  d e a d lo c k s  th e y  e x p e rie n c e  d u r ­

in g  th e  w r i tin g  p ro c e s s :  “ th e  c re a te d  c h a ra c te rs  o r  th e  s itu a tio n s  

th e y  a re  in  le a d  to  im p a s se s  o r  d e a d lo c k s”  (S 2 ). S o lv in g  th e se  

p ro b le m s  le a d s  to  n e w  d e v e lo p m e n ts :  “T h e re  a re  a lso  tim e s  w h e n  

it  is  la b o rio u s . A n d  in sp ira tio n  h a p p e n s  so m e tim e s  b e c a u se  it  w as

la b o r io u s , b e c a u s e  w e  m a d e  a  m is ta k e , b e c a u se  w e  re a c h e d  im ­

p a s s e s ”  (D 2 0 ).

D if fe re n t  ty p e s  o f  p ro b le m  s o lv in g  s tra te g ie s  w e re  d e sc r ib e d  b y  

s c r ip tw r i te rs  a n d  w e re  u se d  a lte rn a tiv e ly :  a  c o n fro n ta t io n a l  s t r a t ­

e g y ; s e e k in g  s u p p o r t a n d  o p in io n s ;  a  p a s s iv e  s tr a te g y  o r  p e rio d  o f  

in c u b a t io n ;  a n d  ra tio n a l  a n a ly s is .

The confrontational strategy. W r ite rs  s p e n d  h o u rs  “ f ig h t in g ” 

w ith  th e  p ro b le m , w h ic h  le a d s  o f te n  to  f ix a t io n  o r  m e n ta l  b lo c k s . 

I t  b e c o m e s  im p o ss ib le  to  g o  b a c k  a n d  im p o ss ib le  to  c o n s id e r  o th e r  

so lu tio n s .  D ire c to r s  s e e m e d  to  u s e  f r e q u e n tly  th is  s tr a te g y  to  so lv e  

p ro b le m s , b u t  w e re  a w a re  o f  its  in e f f ic ie n c y  a n d  c o m m e n te d  o n  

th e i r  f e e lin g  o f  fru s tra tio n :

T h e re  a re  m o m e n ts  w h e n  y o u  fe e l  i t  j u s t  tu rn s  a ro u n d  a n d  y o u  a re  n o t 

g e t t in g  a n y w h e re . (D 6 )

O f te n  i t is  th e  c a s e  th a t  w e  s tru g g le  fo r  a  v e ry  lo n g  t im e  o n ly  to  se t t le  

th e  p ro b le m  w ith  o n e  lin e . I c a n  s tru g g le  fo r  tw o  h o u rs  fo r  a  c o m m a , 

re a l ly !  B u t  i f  I  s t ru g g le  i t  is  b e c a u se  I  a m  n o t  w is e  e n o u g h  to  n o t ice  

th a t  th e  s i tu a t io n  is  n o t  g o o d . I  t ry  to  s o lv e  th e  p ro b le m  a r t i f ic ia l ly , b u t  

th e  c h a ra c te r s  c a n n o t  e x is t  in  th a t  s i tu a t io n . (D 1 6 )

Seeking support and opinions. W r ite rs  c a n  a s k  s o m e o n e  th e y  

t ru s t  to  r e a d  o r  r e v ie w  th e  sc r ip t; th e y  c a n  ta lk  a b o u t it. T h e se  

e x c h a n g e s  c a n  so lv e  th e  p ro b le m  o r  g iv e  a  n e w  d ire c tio n :

O fte n , a n d  th is  is  th e  a d v a n ta g e  o f  c o w ri t in g  w ith  a  d ire c to r , w h e n  o n e  

b lo c k s , th e  o th e r  c a n  f in d  th e  s o lu t io n . I t  c a n  a ls o  b e  a  th ird  p a r ty ,  th e  

p ro d u c e r  fo r  e x a m p le . . . . O n c e , w ith  th e  d ire c to r , w e  w e re  b o th  

f lo u n d e rin g ; n o se  g lu e d  o n  o u r  c h a ra c te r s ,  w e  c o u ld  n o t  h a v e  th e  

n e c e s s a ry  d is ta n c e . . . . A n d  i t  w a s  th e  p ro d u c e r  o f  th e  f i lm , re a d in g  

th e  sc r ip t , w o rk in g  o n  it, w h o  fo u n d  th e  so lu t io n . (S 2 0 )

The passive strategy or period of incubation. T h is  s tr a te g y  

in v o lv e s  s te p p in g  b a c k  f ro m  th e  m a n u sc r ip t,  d o in g  s o m e th in g  th a t  

is  n o t  r e la te d  to  it:

Y e s  ( I  w o rk  s im u lta n e o u s ly  o n  d if fe re n t  p ro je c ts ) . I t  is  d if f ic u l t  a n d  a t 

th e  s am e  t im e , I  f in d  i t  g o o d . B e c a u s e  w h e n  I  s t ru g g le  a n d  w h e n  I  a m  

s a tu ra te d  w ith  a  p ro je c t , b e in g  a b le  to  s w itch  to  a n o th e r  p ro je c t  f r ee s  

m y  m in d  a n d  a l lo w s  m e  to  f in d  a n sw e rs  to  th e  f irs t . ( S I )

L ik e  in  p a in t in g , y o u  n e e d  to  le t  i t  d ry . Y o u  w r ite  a  v e r s io n  a n d  th e n  

l e t  i t  r e s t . . . .th e n  re ta k e  it. B e c a u s e  i t ’s  v e ry  h a rd  to  s e e  i t  w h e n  y o u  

h a v e  y o u r  n o se  in  it. I t  is  e x a c t ly  l ik e  in  p a in t in g : i f  y o u  h a v e  b lu e  a n d  

w a n t  i t  to  b e  r e d  a n d  i t  is  n o t  d ry  i t  w ill  b e c o m e  b ro w n . (D 1 6 )

O n e  s c r ip tw r ite r  u se d  th e  fo llo w in g  ‘Y ish in g  n e t”  m e ta p h o r  to  

d e s c r ib e  a n  e ff ic ie n t  s t r a te g y  fo r  s o lv in g  p ro b le m s  in  c re a tiv e  

w r itin g :

W h e n  y o u r  f ish in g  n e t  is  ta n g le d , fu l l  o f  k n o ts , th e  o n ly  w a y  is  to  

u n ta n g le  i t  w ith o u t  r e f le c t in g  to o  m u c h  o n  h o w  i t  b e c a m e  ta n g le d . 

Y o u  m u s t  e a s e  th in g s , r e s ta r t  th e  g a m e . In  d o in g  th is ,  in  g e n e ra l ,  w e  

f in d  q u i te  n a tu ra l ly  th e  th in g s  a n d  lo g ic  o f  th e  c ra f t.  B e in g  a n n o y e d  

a n d  p u l l in g  m e a n s  g e t t in g  s tu c k . (D 9 )

Rational analysis. U s in g  th e  o u t lin e  a s  a  d ia g n o s t ic  to o l to  see  

w h a t  m ig h t  b e  w ro n g  in  th e  m a n u sc rip t :

W h e n  I  r e re a d  th e  d ia lo g u e s , I  a m  m o re  in  th e  d e ta il  o f  th e  s ce n e s . T h e  

fa c t  o f  r e tu rn in g  to  th e  o u t l in e  a l lo w s  m e  to  ta k e  so m e  d is ta n c e  f ro m  

th e  s c r ip t a n d  b e t te r  se e  w h a t  m ig h t  b e  w ro n g  th e re .  B e c a u s e  in  th e  

sc r ip t , th e r e  is  a lr e a d y  th e  a ffe c t: w e  s ta r te d  to  lo v e  o u r  s c e n es , to
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m a k e  o u r  c h a r a c t e r s  s p e a k ;  w e  b e c o m e  a t t a c h e d  t o  a  p a r t i c u l a r  m o ­

m e n t ,  a  p a r t i c u l a r  d i a l o g u e .  . . .  w e  t h e n  s t r u g g l e  t o  u n d e r s t a n d  w h e r e  

t h e  p r o b l e m  i s  o r  t o  c u t  w h e n  i t  i s  t o o  l o n g .  T h e  o u t l i n e ,  w h i c h  i s  m u c h  

c o l d e r  o b j e c t  t h a n  t h e  s c r i p t  a l l o w s  i t .  I t  i s  v e r y  b o r i n g  t o  r e a d .  ( S 2 )

Rewriting several versions. T h e  c e r t a i n t y  t h a t  t h e  s c r i p t  w i l l  

e v e n t u a l l y  b e c o m e  a  f i l m  i s  r a r e l y  o b t a i n e d  d u r i n g  t h e  w r i t i n g  

p r o c e s s .  I t  d e p e n d s ,  o f  c o u r s e ,  o n  f u n d i n g  a n d  o t h e r  e x t e r n a l  

f a c t o r s .  T h e  f i l m  c a n ,  i n  s o m e  c a s e s ,  b e  p r o d u c e d  l o n g  a f t e r  t h e  

s c r i p t  h a s  b e e n  c o m p l e t e d .  A s  t h e  s c r i p t  p r o g r e s s e s  t h r o u g h  

t h e  h a n d s  o f  m a n y  p e o p l e ,  t h e  s c r i p t w r i t e r  c o u l d  b e  a s k e d  t o  

m a k e  c h a n g e s  b e f o r e  o r  d u r i n g  t h e  s h o o t i n g .  T h e  s u p p r e s s i o n  o f  

s o m e  s c e n e r y  o r  t h e  r e w r i t i n g  o f  s c e n e s  c o u l d  b e  r e l a t e d  t o  a  t i g h t  

b u d g e t ,  o r  b e c a u s e  t h e  d i r e c t o r ,  p r o d u c e r ,  s p o n s o r  ( i n  t h e  c a s e  o f  

T V ) ,  a c t o r s ,  o r  t e c h n i c i a n s  d i d  n o t  l i k e  a  s c e n e :

E v e r y o n e  h a s  a n  o p i n i o n ,  a n d  s h o u l d  b e  t a k e n  i n t o  a c c o u n t  m o r e  o r  

l e s s .  T h e  d i r e c t o r  w o u l d  s a y ,  “ M y  w i f e  d i d  n o t  l i k e  t h e  e n d , ”  “ T h e  

s p o n s o r  d o e s  n o t  w a n t  a  c h i l d  m a r t y r . ”  . . . A n d  y o u  a r e  f o r c e d  t o  

c o n s t a n t l y  a d a p t .  ( N 1 3 )

T h e  p r o d u c e r  w i l l  s a y ,  e . g . ,  “ T h i s  c h a r a c t e r  i s  n o t  f r i e n d l y  e n o u g h .  

G i v e  h i m  a  m o r e  s y m p a t h e t i c  c h a r a c t e r .  M a y b e  i f  h e  w a s  a  m u s i c i a n  

a s  w e l l ,  o r  i f  h e  f e e d s  t h e  p i g e o n s ,  e t c .  ( D 1 6 )

E a c h  p e r s o n  w h o  r e a d s  a  s c r i p t ,  w i l l  f a n t a s i z e  a b o u t  t h e  f i l m ,  h e  i s  l e s s  

i n t e r e s t e d  a b o u t  t h e  m o v i e  t h a n  a b o u t  h i s  o w n  f a n t a s i e s .  A n d  t h a t  i s  

t h e  d a n g e r .  ( S I  1 )

S o  o n c e  y o u  h a v e  w r i t t e n  a  s c r i p t ,  a t  t h e  r e q u e s t  o f  a  p r o d u c t i o n  

c o m p a n y  . . .  t h e y  s t a r t  l o o k i n g  f o r  a  d i r e c t o r .  T h e  m o s t  t a l e n t e d  o r  t h e  

m o s t  a m b i t i o u s  w o u l d  s a y ,  “ A h ,  b u t  I  w o u l d  n o t  d o  i t  t h i s  w a y ”  . . . 

s o  w e  h a v e  t o  r e d o  e v e r y t h i n g .  ( N 1 3 )

T h e  p r o d u c e r  w a n t e d  t h i s  a c t o r ,  t h e  d i r e c t o r ,  w h o  s o m e t i m e s  i s  f o r c e d  

t o  c o m p r o m i s e ,  b e g a n  t o  d o u b t .  . . . A n y w a y ,  w e  r e w r o t e  a l m o s t  1 0  

d i f f e r e n t  e n d s  t o  t h i s  p r o j e c t ,  a n d  t h e  l a s t  o n e ,  w h i c h  e v e n t u a l l y  

c o n v i n c e d  t h e  a c t o r  a n d  t h e  p r o d u c e r ,  a n d  i s  p e r h a p s  t h e  o n e  t h a t  w i l l  

b e  f i l m e d ,  i s  i n  m y  o p i n i o n  a t  o d d s  w i t h  e v e r y t h i n g  w e  h a d  o r i g i n a l l y  

i m a g i n e d .  S o ,  i n  t h i s  i n s t a n c e ,  I  a m  a  b i t  d i s a p p o i n t e d .  ( D 2 0 )

R e g a r d i n g  t h e  r e a c t i o n s  g e n e r a t e d  b y  t h e s e  c h a n g e s ,  o n e  s c r i p t ­

w r i t e r  e m p h a s i z e d  t h a t  “ o n e  s h o u l d  n o t  b e  i n  t h e  p r o j e c t i o n  o f  t h e  

s e l f  i n  a  s c e n e  s o  t h a t ,  i f  o n e  a m e n d s  i t ,  i t ’ s  l i k e  a  p e r s o n a l  

p r e j u d i c e .  Y e t ,  m a n y  p e o p l e  a r e  l i k e  t h a t ”  ( S 2 2 ) .

A l l  t h e  w r i t e r s  c o n s i d e r e d  t h a t  t h e  s c r i p t  i s  n e v e r  f i n i s h e d  a n d  

d i r e c t o r s  i n  g e n e r a l  i n t r o d u c e d  c h a n g e s  d u r i n g  t h e  s h o o t i n g  a n d  

d u r i n g  t h e  e d i t i n g .  A  d i r e c t o r  c o m m e n t e d  o n  t h e  c h a n g e s  w h e n  h e  

c o w r i t e s  a  s c r i p t  f o r  a n o t h e r  d i r e c t o r  a n d  w h e n  h e  i s  i n  c h a r g e  o f  

t h e  s h o o t i n g :

W h e n  I  w o r k  f o r  o t h e r s ,  t h i s  i s  w h a t  I  t h i n k :  T h e  s c r i p t  w i l l  n o w  l i v e  

i n  t h e  t r a n s f o r m a t i o n  t h a t  i t  w i l l  u n d e r g o  d u r i n g  t h e  s h o o t i n g .  B u t  I  d o  

n o t  r e a l l y  c o n s i d e r  t h e  s c e n a r i o  a s  t h e  e n d  o f  a  j o b .  . . .  I  c o n s i d e r  m y  

s c r i p t s  a s  “ f i n i s h e d ”  w h e n  i m a g e  e d i t i n g  i s  f i n i s h e d  a n d  w e  m o v e  t o  

s o u n d  e d i t i n g .  T h e  s c r i p t  i t s e l f ,  w e  k n o w  t h a t  i t  w i l l  b e  c h a l l e n g e d  b y  

t h e  s h o o t i n g  a n d  t h e  e d i t i n g .  I t  i s  n e v e r  s t a t i c .  ( D 9 )

Emotions. I n  g e n e r a l ,  t h e  c r e a t i v e  p r o c e s s  w a s  a s s o c i a t e d  w i t h  

p l e a s u r e  ( 8 2 % )  a n d  e x c i t e m e n t  ( 4 5 % ) ,  a n d  w h e n  a  b r i g h t  i d e a  w a s  

f o u n d ,  i t  w a s  a s s o c i a t e d  w i t h  “j u b i l a t i o n ”  ( 5 0 % ;  s e e  T a b l e  3 ) .  T o  

a  m i n o r  e x t e n t ,  s o m e  o t h e r  p o s i t i v e  e m o t i o n s  a r e  m e n t i o n e d  

t h r o u g h  t h e  d i s c o u r s e ,  i n c l u d i n g  i n t e r e s t / p a s s i o n  ( 3 2 % ) ,  a m u s e ­

m e n t  ( 2 7 % ) ,  p r i d e  ( 2 3 % ) ,  o r  e n t h u s i a s m  ( 2 3 % ) .  A l s o ,  n e g a t i v e

e m o t i o n s  a p p e a r e d  w i t h  a n x i e t y  ( 5 5 % ) ,  s a d n e s s  ( 3 6 % ) ,  b a d  m o o d  

( 2 3 % ) ,  a n d  b o r e d o m  ( 1 4 % ) .

T h e  g r e a t  m a j o r i t y  o f  s c r i p t w r i t e r s  m e n t i o n e d  t h a t  t h e  w r i t i n g  

p r o c e s s  b e c o m e s  p a i n f u l  w h e n  t h e y  e x p e r i e n c e  b l o c k s  ( 8 0 % ) .  T h e  

e m o t i o n a l  s t a t e  i s  c o n s t a n t l y  f l u c t u a t i n g  b e t w e e n  j u b i l a t i o n  a n d  

f r u s t r a t i o n  ( 5 5 % ) ,  a s  m e n t i o n e d  i n  t h e  f o l l o w i n g  e x c e r p t :

T h e r e  i s  a  c o n s t a n t  f l u c t u a t i o n .  T h e r e  a r e  o n l y  m a n i c - d e p r e s s i v e  

p e o p l e  i n  t h i s  p r o f e s s i o n !  ( l a u g h s )  I t ’ s  l i k e  c l i m b i n g  s t a i r s  t o w a r d  a n  

u n t o u c h a b l e  s t a r ,  b e c a u s e  i n  f a c t  a t  e a c h  s t e p  w e  n e e d  t o  c l i m b  a n o t h e r  

o n e ,  a n d  a s  t h e  g o a l  i s  t o  r e a c h  a n  u n t o u c h a b l e  s t a r ,  w e  a r e  a l w a y s  i n  

t h i s  s i t u a t i o n .  S o ,  d e p e n d i n g  o n  w h e r e  w e  a r e ,  w e  p a s s  f r o m  e x t r e m e  

j u b i l a t i o n  t o  e x t r e m e  d e p r e s s i o n  a n d  t h e  k e y  i s  t o  l o o k  b a c k  a n d  s a y :  

w e l l ,  I  h a v e  g o n e  u p  t h r e e ,  f o u r  s t e p s ,  I  c a n  c l i n g  t o  s o m e t h i n g  a n d  s e e  

t h e  r o a d  I  t r a v e l e d .  T h e  o t h e r  d i f f i c u l t y  i s  t o  k n o w  w h e n  t o  s t o p .  ( S 2 2 )

T h e  i m p a c t  o f  t h i s  m o o d  s w i n g  o n  t h e  f a m i l y  h a d  b e e n  r e p o r t e d  

b y  o n e  d i r e c t o r :

I n  t h e  p e r i o d s  o f  m e n t a l  b l o c k ,  f o r  e x a m p l e ,  y o u  a r e  l e s s  a t t e n t i v e  t o  

t h e  p e o p l e  a r o u n d  y o u ,  f a m i l y ,  l o v e d  o n e s ,  a n d  I  t h i n k  i t  m u s t  b e  q u i t e  

p a i n f u l  f o r  t h e m .  B e c a u s e  w e  r e h a s h  i t ,  r e h a s h  i t ,  a n d  t h e r e f o r e  w e  

c l o s e  u p .  I n  t h e  p o s i t i v e  p h a s e ,  h o w e v e r ,  w h e n  t h e  w o r k  i s  p r o g r e s s i n g  

w e l l ,  i t ’ s  e a s i e r  t o  s a y  t h a t  I  n o w  s t o p  a n d  I  c a n  f o c u s  o n  o t h e r  t h i n g s ,  

l i k e  f a m i l y .  I t  i s  m o r e  d i f f i c u l t  t o  m a k e  t h i s  b r e a k  w h e n  t h e r e  i s  n o  

p r o g r e s s .  ( D 6 )

A t  t h e  e n d  o f  t h e  p r o c e s s  o f  w r i t i n g ,  f e e l i n g s  o f  r e l i e f ,  j o y ,  a n d  

f a t i g u e  w e r e  r e p o r t e d .  A s  d e s c r i b e d  b y  o n e  s c r i p t w r i t e r ,

W h e n  a  s c r i p t  i s  f i n i s h e d  a n d  e v e r y o n e  i s  h a p p y .  . . . t h e r e  a r e  a b o u t  

4 8  h o u r s  w h e r e  I  a m  t h e  h a p p i e s t  p e r s o n  o n  e a r t h .  . . . B u t  t h e n  I  w i l l  

s l u m p  i n t o  d e e p  d e j e c t i o n ;  f i r s t  f a t i g u e  w i l l  o v e r t a k e  m e .  . . . W h a t  I  

l o v e ,  h o w e v e r ,  a f t e r  w r i t i n g ,  i s  t h e  r e h e a r s a l  p e r i o d  w i t h  t h e  a c t o r s .  

T h a t  i s  a n  a b s o l u t e  r e w a r d .  . . . T h e  f i r s t  r e a d i n g s  a r e  a  t r u e  t e s t .  A n d  

t h i s  i s  a  t i m e  o f  i n c r e d i b l e  i n t e n s i t y ,  i n t e n s e  j o y  e v e n ,  s o m e t i m e s .  ( S 3 )

A f t e r  t h e  r e l e a s e  o f  a  f i l m ,  d i f f e r e n t  f e e l i n g s  a n d  e m o t i o n s  c o u l d  

b e  e x p e r i e n c e d .  F o r  e x a m p l e ,  s c r i p t w r i t e r s  c o m m e n t e d  o n  h o w  

t h e y  w e r e  d i s a p p o i n t e d  a n d  “ h u r t ”  w h e n  t h e  d i r e c t o r  s e e m s  t o  h a v e  

f o r g o t t e n  t h e  l o n g  c o l l a b o r a t i o n  a n d  t h e  c o m p l i c i t y  d u r i n g  t h e  

w r i t i n g :

I f  t h e  d i r e c t o r ,  f o r  e x a m p l e  d u r i n g  a n  i n t e r v i e w ,  a c t s  a s  i f  h e  h a d  

w r i t t e n  h i s  f i l m  a l o n e ,  I  f e e l  b a d  a n d  s l i g h t l y  h u m i l i a t e d . . . .  w e  h a v e  

s p e n t  a  y e a r  o f  o u r  l i v e s ,  s o m e t i m e s  m o r e ,  s h a r e d  m a n y  t h i n g s ,  

c o n f l i c t s ,  j o y .  . . .  i t ’ s  p r e t t y  v i o l e n t .  ( S 2 )

N o v e l i s t s  w e r e  m o r e  “ v o c a l ”  a n d  a n g r y  p r o b a b l y  b e c a u s e  t h e y  

a r e  u s e d  t o  h a v i n g  m o r e  r e c o g n i t i o n  a n d  c r e d i t  f o r  t h e  b o o k s  t h e y  

w r o t e :

I  h a p p e n e d  t o  s h o u t  s o m e t i m e s  b e c a u s e  I  f o u n d  m y  n a m e  i n  t h e  h e r d ,  

s t u c k  b e t w e e n  t h e  e d i t o r  a n d  I  d o  n o t  k n o w  w h o m ,  u n r e a d a b l e .  W e  

m u s t  s e e  h o w  i t ’ s  d o n e !  . . . I t ’ s  a s  i f  a  t o o  i m p o r t a n t  s c r i p t  b o t h e r s ,  

c u r i o u s l y  a n d  p a r a d o x i c a l l y ,  a  d i r e c t o r .  ( N 1 0 )

A  d i r e c t o r  w h o  w r o t e  o r  c o w r o t e  a  s c r i p t  f o r  a n o t h e r  d i r e c t o r  

d e s c r i b e d  d i f f e r e n t  f e e l i n g s  ( p l e a s u r e ,  b o r e d o m ,  a n g e r )  d e p e n d i n g  

o n  t h e  f i n a l  o u t p u t  ( t h e  f i l m ) :

I ’ m  p l e a s e d  w i t h  a  f i l m  w h e n  t h e  d i r e c t o r  h a s  p r o v i d e d  a n  a d d e d  v a l u e  

b y  h i s  r e a l i z a t i o n  . . .  W h e n  t h e  f i l m  s t i c k s  t o  t h e  s c r i p t ,  w h e n  i t  i s  o n l y  

a n  i l l u s t r a t i o n ,  I  g e t  b o r e d .  A n d  w h e n  i t  i s  b e l o w  t h e  s c r i p t ,  t h e n  I ’m  

f u r i o u s .  ( D 1 8 )
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Finally, directors commented on their relief followed by the 

apprehension regarding public reaction to the film:

First, there is a feeling of deliverance. Then anxiety about how the 

film  will be received, will it touch the public? . . .  It is no longer the 

anxiety of creation. (D19)

At the end of a film I have directed, there is a satisfaction that comes 

from the fact that it exists, that something concrete has come out o f so 

much subjectivity and doubts even if  jitters persist about how people 

will receive it? . . .  . There is confusion between the self and the 

object. I always try to tell m yself that the goal is that this is the film 

that one judges, not me. (D9)

Discussion

The present study uncovered a series of general stages of activ ­

ity in the case o f screenplay writers— their emotions, background, 

and experience, as well as job context and demands that come into 

play when creating. Creative action usually starts from a demand 

(i.e., a film project never originates through a screenwriter as 

described in the “script development” stories of major Hollywood 

studios; Ferguson, 2004). The writer can be hired by a director, a 

producer, or a sponsor (TV) to develop an original idea, adapt a 

book for the screen, or modify an existing script. As previously 

shown (Ferguson, 2004, 2009, 2014), financial reasons, but more 

importantly the affinity with the director, artistic preferences, and 

moral values, are deemed to be essential with regard to accepting 

or refusing a demand. Indeed, participants commented on bad 

experiences with some directors they qualified as “psychopaths,” 

“lunatics,” or “madmen” who engage in a sort of “sadomasochis­

tic” or “vampiric” relationship with them. They seek to have a 

cordial relationship based on trust and esteem. It has often been 

noted that creative individuals are described by traits such as 

perseverance, tolerance for ambiguity (Zenasni, Besancon, & 

Lubart, 2008), openness to new experiences, individuality, risk 

taking, and even psychoticism. According to Ferguson (2014), 

professional creators, such as screenplay writers, develop different 

practices to achieve respectful and successful creative collabora­

tion with film crew members.

The process o f rewriting several versions of the script seems to 

be universal among screenplay writers, engaging often the pro­

ducer of the film, actors, and so forth. The simultaneously indi­

vidual and industrial working contexts foster interactions with 

others that can be, at times, a source o f tension and frustration 

(Conor, 2010). A final version of a script is virtually impossible, as 

it is challenged before and during the shooting, as well as during 

the editing. Participants acknowledged that the goal o f the creative 

process is making the film; therefore, the completed script is the 

“end o f the beginning,” as Winston Churchill (Churchill, 1942) 

said after El Alamein: “Now this is not the end. It is not even the 

beginning of the end. But it is, perhaps, the end of the beginning.”

Despite the relatively low budget of their films, participants 

complained about the production obsession with profitability, its 

lack of artistic interest, and how this economic pressure influences 

the writing process. Recognition of peers (directors and producers) 

was a more sensitive issue than the lack of social status and public 

and media recognition for scriptwriters. Preliminary analyses of 

participants’ achievement showed that drama film directors won 

more prizes and award nominations than novelists and scriptwrit­

ers. Pritzer and McGarva (2009) found that a large majority of

Oscar-winning writers also did the directing, and Simonton (2011, 

p. 113) mentioned, “Those who occupy more than one position in 

the core crew are more likely to attain award-winning achieve­

ments . . . they enjoy the freedom to work out a unique creative 

vision.” Personality, leadership, being haunted by an idea or im ­

ages, and a “compelling” need to tell a story contribute to a 

director’s achievement. However, the contribution of the script­

writer or cowriter is not recognized enough, leading to uncomfort­

able and ambivalent feelings. The late Jean Aurenche (a French 

scriptwriter with 60 years experience) said that the only creator is 

the director but sometimes he gave talent to talentless directors 

(Riou & Riou, 2002).

The creative process typically includes three phases: impregna­

tion (Phase A), structuration (Phase B), and the period o f writing 

and rewriting the actual script (Phase C). These three stages, and, 

in particular, the multiple concrete decisions to be taken during 

Phase C, resemble the act o f wandering through a maze, some­

times laboriously and sometimes effortlessly, with a feeling of 

being “carried over,” as described in a flow state (Csikszentmi- 

halyi, 1996). This maze is seldom traveled alone, and the “exit” is 

represented by the “final” version of the script, but just as with any 

maze, there are various true path segments (good ideas) and blind 

alleys (unsuccessful ideas/blocks), as well as obstacles, problems 

to solve, and constraints. The writer progresses down the maze by 

trial and error, retracing his or her steps, progressing meticulously 

by seeking advice, consulting and updating the “map,” responding 

to internal and external stimuli or cues, and so forth. Frustration 

increases when experiencing many obstacles, entering several 

blind alleys, going back over and over, and getting lost. However, 

the writer could traverse the maze quickly in an intuitive or 

automatic way if the path to follow is clearly indicated (e.g., book 

adaptation), or if he or she had already experienced a similar maze 

(e.g., TV series format) and had learned how to navigate by 

developing a sort of cognitive map of where many of the blind 

alleys are.

To consider the underlying mechanism that promotes the emer­

gence— the selection and implementation of creative ideas during 

script writing— the discussion will focus on central ideas from a 

number of psychological and neuropsychological theories.

Preparing to enter the maze is what defines all the actions 

grouped under Phase A of the process. During the initial meetings 

or “sessions,” the writer considers the script project in terms of 

“why” rather than “how” and, just as in “talking therapy,” he or 

she tries to understand the director’s motivation behind the project 

o f the film through daily discussions without censorship. The 

openness, trust, and pleasure in sharing ideas and desires that 

characterize these meetings might lead to a positive mood and a 

feeling of freedom to explore unconventional ideas about the story 

to be told, to develop the personality and the biography of the main 

characters. Research suggested that events happening in the distant 

future—for example, the project of the film in our study— are 

represented in a more abstract, structured, high-level manner. 

According to construal level theory (CLT), a framework that links 

processing styles and psychological distance (McCrea, Liberman, 

Trope, & Sherman, 2008), processing information in a global, 

abstract, and explorative way helps in finding creative solutions 

and ideas (Forster & Dannenberg, 2010; Steidle & Werth, 2013). 

At the same time, the feeling of being free from constraints
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(Steidle & W erth, 2013) and in a positive mood (Labro & Patrick, 

2009) elicit global thinking and prom ote creative idea generation.

Participants com mented on their difficulty to get started, on 

how, at first, they collect a m assive and usually disproportional 

am ount o f inform ation, reading books, magazines, newspapers, 

consulting archives and photos, w atching movies, and so forth. 

They engage in actual writing when a deadline is looming. The 

CLT fram ew ork could explain this. M cCrea, Liberm an, Trope, and 

Sherman (2008, p. 1308) indicated that participants “w ould engage 

in an activity at a later point in time when it was described in 

abstract (rather than concrete) terms, when they had first consid ­

ered why (rather than how ).” As suggested by M cCrea et al. 

(2008), m ental association betw een level o f abstractness and tem ­

poral distance is a bidirectional relationship: Events that are distant 

in  tim e tend to  be represented m ore abstractly than events that are 

close in tim e, and the level of representation o f an event has effects 

on the tim e when the activity is perform ed. In other words, 

procrastination increases when thinking about the task in abstract 

term s rather than in concrete ones.

W riters put lots o f em phasis on allow ing the m ind to wander 

freely, reflecting, thinking, daydreaming, reading, and collecting 

inform ation, and so forth before starting the actual writing. They 

m ade com m ents about how their brain works feverishly and con ­

tinuously m aking unconscious associations and connections, how 

im ages em erge and how  solutions are suddenly transferred to 

consciousness at a  later stage o f the creative process. Interestingly, 

their description o f  w hat happens in  their brain during this passive 

state is in fine w ith the findings o f neuroim aging studies o f  the 

brain (Andreasen, 2011; Andreasen, O ’Leary, Cizadlo, Arndt, & 

Rezai, 1995): W hen individuals are given the instruction to  “relax 

and sim ply think about w hatever com es in to their m ind,” the 

association cortices are the m ost active; these brain areas, which 

are referred to as the default netw ork (DNT), are sim ilar to 

those active during rem em bering in  an autobiographical task. 

During this passive period, creative individuals (who have won 

prestigious awards in art and sciences) dem onstrated stronger 

activations in DNT com pared w ith control participants. As pointed 

out by Binder et al. (1999, p. 85), such activations are adaptive: 

“By storing, retrieving, and manipulating internal inform ation, we 

organize what could not be organized during stimulus presentation, 

solve problem s that require com putation over long periods o f time, 

and create effective plans governing behavior in the future.” Sub ­

sequent research (Buckner, 2012; Buckner, Andrew s-H anna, & 

Schacter, 2008, p. 18) showed that the activation o f the DNT has 

been associated w ith “constructing dynam ic m ental sim ulations 

based on personal past experiences such as used during rem em ­

bering, thinking about the future, and generally when imagining 

alternative perspectives and scenarios to  the present.”

These conscious and unconscious processes result in  the extrac ­

tion o f the gist o f the original idea o f the film , and boost the 

associative search for creative solutions using the collected infor ­

mation, introspection, past experiences, and thoughts. The biogra ­

phy o f the main characters is refined and a schem atic representa ­

tion or “m ap” o f the story em erges, turning an abstract goal into 

more concrete specific steps necessary to  achieve the goal.

A crucial point in  the creative process, defined as Phase B in our 

study, is creating a “m ap” for the path to be taken before entering 

the labyrinth o f creation. This map can be m ore or less well 

defined, conscious or unconscious, a  simple sketch of the story to

be written or an elaborate sequenced plan. The generation o f  a 

rigorous map is specific for writers trained at scriptwriting schools 

and distinguishes them  from  writers with a nonspecific education 

in script writing (history, literature, or film m aking studies with no 

strong training in writing, etc.). For these writers, the role o f  the 

outline is to  organize the tem poral aspects of the script, give an 

overview o f the story, and offer the w riter a  possibility to step back 

from  the dialogue and consider it in relation to the broader picture. 

How ever, while w riting (Phase C) they do not hesitate to explore 

new opportunities and im plem ent new idea goals relevant to , but 

not present in, the initial plan. It is worth noting that experienced 

screenplay writers often do not need to write down a full extended 

outline o f the story, and are still being guided by the general plan 

at all times. Their expertise allows them to counterbalance the lack 

o f a rigorous map at the start and find an effective path w ithin the 

labyrinth o f creation, w hich is more or less “autom atic” and 

intuitive— an exam ple o f habitual creativity (Glaveanu, 2012). As 

Nelm es (2007, p. 112) considered, “experience and craft help the 

w riter know how to get characters out o f  difficult situations, how 

to get around plot inconsistencies, distract the audience from  slips 

in logic or unbelievable situations, and w ork through difficult 

scenes.”

A nother stage widely discussed in the literature refers to the 

period o f  w riting and rew riting the script. In contrast to the myth 

that creative ideas result from  a  “dream ing” person having a flash 

o f insight, our participants insisted on the fact that insights, new 

ideas, and solutions are the result o f discipline and daily hard 

work, also confirm ing previous findings (Paton, 2012). They en ­

gage in  conscious w ork even when not inspired, focusing their 

attention on the task, developing ideas, solving problem s, and 

taking decisions or making choices between different alternatives. 

Participants described the writing process as a cycle, alternating 

between generating creative ideas and evaluating their potential, 

through “a continual testing o f and discarding o f ideas as to their 

suitability for the story,” as mentioned by Nelmes (2007, p. 111). 

M arkman and Dyczewski (2010) described the portrait o f an 

effective decision maker, problem  solver, and goal pursuer as “an 

individual w ho displays the cognitive flexibility to th ink and act 

both globally (i.e., looking at the forest) and locally (i.e., looking 

at the trees)” (p. 240). This flexible inform ation-processor em ploys 

both processing styles either sim ultaneously, or at least more 

interchangeably. The discourse o f our participants suggests that 

this process is driven not by the plot or the structure, but rather by 

the characters, the emotions they elicit, and consequences of their 

“actions” on past, present, and future events. In addition, they reported 

that as one “gets into the skin o f the main character,” “understands 

the character,” and “makes him talk,” they often experience enjoyable 

moments in  which intuition, unconscious, and automatic process take 

over the generation and selection of creative ideas. The empathy with 

the characters leads to the feeling that they came to life and make the 

choices instead of the writer as reported by Australian fiction writers, 

“hijacking or guiding the story line in unexpected ways” as reported 

by Australian fiction writers (Paton, 2012, p. 74). This sense of being 

“carried over” designates a temporary loss o f self-consciousness char­

acteristic for the flow state (Csikszentmihalyi, 1996).

M ost screenplay writers com m ented on the fact that idea gen ­

eration occurs frequently during unrelated tasks (e.g., em ptying the 

washing machine, bathing a child, taking public transport, or 

working alternatively on another film  project in  a less dem anding
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phase). Some o f the participants em phasized their need to write 

w ith background noise in cafes or to listen to their favorite music. 

These findings could be explained by the mediating role o f un ­

conscious thoughts and distractions in facilitating problem solving 

and decision making. M cM ahon, Sparrow , Chatman, and Riddle 

(2011) showed that participants who were distracted with easier 

tasks (listening to music and word search puzzles) made the best 

decision significantly more often than conscious thinkers, and even 

outperform ed participants distracted with more difficult tasks. 

Finally, M ehta, Zhu, and Cheem a (2012) suggested that moderate 

(70 dB) background am bient noise reflecting consumption con ­

texts (e.g., a com bination o f m ultitalker noise in a cafeteria, 

roadside traffic, and distant construction noise) induced processing 

difficulty, w hich activates abstract cognition and consequently 

enhances creative performance. Studies on the deliberation- 

w ithout-attention effect show that a period o f unconscious 

thoughts while making com plex decisions can actually lead to 

better decisions than a period o f thorough conscious deliberation 

(Dijksterhuis, Bos, Nordgren, & Van Baaren, 2006).

These phases o f work— Phases A, B, and C— broadly resemble 

the planning, generation, and revision model proposed by Hayes 

(1996), w ithout a one-to-one correspondence (e.g., planning is 

central fo r Phases A and B, generation takes places at all times, 

particularly in Phases C and B). Because our model articulates 

phases that are m ore heterogeneous than those suggested by 

Hayes, the latter could be considered as cyclical processes taking 

place w ithin the units o f the former. M ost importantly, our data 

seem to suggest different possible “paths” between these three 

broad stages. W riters can have a more linear work process, ad ­

vancing (on the whole) from Phase A to B and then C, but they can 

also start with Phase A  and then alternate between Phase B and C. 

The variables that affect these variations, perhaps both individual 

(e.g., experience and training) and situational (type o f demand, 

etc.), require further research.

There are a few limitations o f the present research. To begin 

with, all the writers were involved in French cinem a and the 

sample was quite heterogeneous. In our exploration, only two main 

differentiating criteria were observed (previous training and func ­

tion). Additionally, the article did not address the creation o f spec 

scripts, which initiate w ith the writer. Differences could also be 

studied in the future in relation to gender, the type o f scripts being 

written (comedies, drama, documentaries, etc.), their destination 

(e.g., TV  and/or cinema), the nature o f the collaboration, stylistic 

diversity, and internal cohesion o f the creative team  (cowriting a 

script with a professional scriptwriter, a novelist, a director, an 

actor, or a producer). Future studies could equally try to apply 

different data collection methods, like the diary method, or another 

observation technique in order to capture group dynamic, the 

duration, and the order o f the various stages and activities of 

crossing the “creativity m aze” that lead to a successful outcome in 

this creative domain. A  direct exploitation and valorization o f the 

results o f this project and future studies could be observed in 

education in order (a) to  help prospective writers gain a deep 

awareness regarding jo b  demands and constraints, (b) to put more 

em phasis on the role o f the two initial phases (Phases A and B) of 

the creative process, and (c) to develop training guidelines to coach 

scriptwriter students in conjunction w ith other film production 

m em bers to enhance com m unication, mutual understanding, prob ­

lem  solving, decision making, and teamwork.
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Correction to Tchalenko, Nam, Ladanga, and Miall (2014)

In the article “The Gaze-Shift Strategy in  D raw ing,” by John Tchalenko, Se-Ho Nam , M oshe 

Ladanga, and R. Chris M iall (Psychology o f Aesthetics, Creativity, and the Arts, Vol. 8, No. 3, pp. 

330-339 . doi:10.1037/a0036132), there was an error in the author note. The last sentence o f the 

second paragraph o f  the author note stated that “R. Chris M iall is also funded by the W ellcom e Trust 

and the HFSP.” The third paragraph o f the author note stated that the article was published under 

the Creative Com m ons A ttribution License; however, this was m istakenly added. This article was 

not sponsored by the W ellcom e Trust or the HFSP. The copyright is therefore retained by the 

Am erican Psychological Association. The online version o f this article has been corrected.
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