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The present article aims to address a current gap in our understanding of creativity in screenplay writing
by focusing on the cognitive, conative, affective, and environmental factors that come into play at
different stages in the creative process. It reports a study employing in-depth interviews with 22
recognized French screenplay writers. The findings reveal a series of distinct but interrelated stages in
screenplay writing, starting, in general, from a long and enjoyable phase of impregnation, followed in
some, but not all cases, by a formal phase of structuring (writing an outline and or treatment), and, finally,
intense periods of writing and rewriting the script. These 3 stages, and, in particular, the multiple and
concrete decisions to be taken within each one of them, support a vision of the creative process in this
domain metaphorically conceptualized as crossing a maze. Creators prepare for this “journey,” create
“maps,” and then enter the maze navigating through various true path segments and blind alleys. This
maze is seldom traveled alone, the followed path is not linear, and there are several back-and-forth
movements before reaching the “exit,” which is represented by the “final” version of the script. These
findings are discussed using central ideas from a number of theories, and ideas for future research are

proposed.
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Alfred Hitchcock said, when asked about what is the most
important part of filmmaking, “the script, the script, the script”
(Truffaut, 1968). And yet the screenplay writer’s activity is rarely
visible and its end product, the script, almost never seen by
audiences outside the film industry (Simonton, 2011).
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Screenwriters’ activity has been theorized from a multitude of
perspectives from sociology, economy, and labor (Blair, 2001;
Conor, 2010), to critical theory and gender studies (Cox, 2005;
Kohn, 2000). Only a few volumes have been published based on
interviews with celebrated screenwriters (e.g., Engel, 2002; Fer-
guson, 2004, 2009, 2014; Katz, 2000); others include personal
reflections on one’s own activity in the film industry (e.g., Gold-
man, 1996). The scarcity of studies is probably symptomatic of the
marginalization of screenplay writers within a highly hierarchical
film industry (Conor, 2010; Pritzer & McGarva, 2009).

The present article aims, in this context, to contribute to our
understanding of creativity in the case of recognized French
screenwriters. It focuses, in particular, on the activity of writing a
script as well as on individual differences that have the potential to
shape this activity. To do this, we consider first the stages of the
creative process as experienced by screenwriters.

The Creative Process of Screenplay Writers

The creative process has been a key topic within the psychology
of creativity during the past century. Wallas (1926) distinguished
four main stages—preparation, incubation, illumination, and ver-
ification. However, the general stages proposed by Wallas might




CREATIVITY MAZE 385

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 of 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 of 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 of 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 most 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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Table 1
Scriptwriters’ Demographics, Experience, and Achievement
Directors Scriptwriters Novelists Total
(n=218) n=9 (n=25) (N = 22)
Gender
Male (n = 15) 100% 33% 80% 71%
Female (n = 7) 67% 20% 43%
Age
40-50 (n = 14) 75% 78% 20% 64%
50-60 (n = 5) 12,5% 22% 40% 23%
>60 (n = 3) 12,5% 40% 14%
Education
Filmmaking & scriptwriting schools (n = 10) 63% 44% 20% 45%
Experience
Average experience in years (A) 244 =85 17.1:£'5.5 246 7.1 214176
Number of films (B) 137 114 122 373
Average: B/participant 186 12.7 *=:6.9 244 *+ 12 16,95
Average: B/A (year) A= 35 7436 96 *= .26 .88 = .33
Type of films
Authors (n = 8) 10% 38% 40% 29%
Drama (n = 9) 56% 23% 20% 32%
Comedy (n = 2) 11% 8% 0% X 7%
TV (n = 4) 11% 15% 20% 14%
All types (n = 5) 22% 15% 20% 18%
Nominations & awards
Total (C) 65 16 15 96
Average: C/participant 8.12 + 6.7 1.8 =0 3.4 1335 44*+52
Average: C/A (years) 34+ .24 A2.6010 AlGE 12 20520
Average: C/B (total films) 655413 23 =107 .10 = .09 355151

enriched the main categories with subcategories, as shown in Table
2 in the Results section.

Elements in the aforementioned frame were scored for presence
or absence in the interviews, and, when present, descriptive quotes
were selected from the text data to illustrate the elements of the
frame and they were rated on a scale according to their importance
for the creative process (1 = unimportant; 2 = of little importance;
3 = moderately important; 4 = important; 5 = very important).
“Importance” corresponds to the emphasis placed by the script-
writer on a particular item or aspect of the writing process. Emo-
tions were not rated in terms of importance because the scriptwrit-
ers expressed these during different stages of the creative process.

To ensure consistency in coding, the 20 analysts coded the
interviews using the consolidated checklist, and the overall agree-
ment between coders was then determined for each interview as a
whole (e.g., not for each category). The correlation coefficients
matrix showed a high level of agreement between the analysts for
presence—absence (.90). However, the rating of the “importance”
of an item in the creative process was more subject to personal
interpretation when writers were ambiguous or ambivalent. In
addition, some analysts considered the recurrence of an item in the
writer’s discourse, whereas others rated an item according to the
emphasis placed by the writer on this item. This led to a moderate
level of agreement per interview: .70 on average, with a minimum
as low as .66 and a maximum of .88. For each interview, an
average score was used per item and the descriptive quotes were
aggregated.

Results_

The analysis of the interviews with 22 professional scriptwriters
covered the whole writing process as well as the differences

between scriptwriters at each stage. This section will describe,
first, an overview of job context and the scriptwriters’ biography,
and second, the chronology of the scriptwriting stages and activ-
ities from the emergence of the initial idea of a film to the
production of the “final” version of the script. Cognitive, conative,
affective, and environmental factors mobilized during each stage
of the creative process are explored.

Scriptwriters’ Biography and Job Context

Table 1 shows the main information related to the scriptwriters’
age, experience, formal education, function, number and types of
film scripts written, and prizes and awards.

Occupation or function. Forty-one percent of the participants
presented themselves as scriptwriters making a living based only
on their scriptwriting activity, and, among them, two had also a
limited previous experience of filming (a short film or documen-
tary). Thirty-six percent presented themselves as “film directors,”
writing scripts for their own films and cowriting other directors’
films; finally, 23% were both scriptwriters and novelists. Two
directors in our sample produced their own films. An alphanumeric
code was attributed to interview quotes in order to differentiate
between these three main categories of participants—“D” for di-
rector, “S” for scriptwriters, “N” for novelist—and was numbered
from 1 to 22.

Age and experience. Sixty-four percent of professional
scriptwriters were between 40 and 50 years of age. Three writers
had previous experience in acting. The average experience in
scriptwriting and filmmaking was 21.4 * 6.2 years. The oldest and
the most experienced writers were novelists and the youngest and
least experienced ones were scriptwriters.
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Table 2
Sources of Information, Inspiration, and the Mental Processes Involved in the Creative Process
Importance
Frequency means (SD)
Verbal input
Communication with sponsors, peers, cowriters 91% 448 = 82
Interviews & meetings with experts (e.g., doctors) 64% 4.02 .76
Visual input
Written material (reading books, magazines, newspapers, archives) 77% 424 * 1.15
Others’ productions (watching films & documentaries, visiting art
galleries, looking at photos) 68% 3.24 £ 1.11
Human behavior and physical appearance (actors, politicians,
strangers . . .) 64% 320 £ 1.16
Other sources of inspiration
Chance, hazard, and unexpected events 59% 3.85 = .90
Desires 73% 3.06 £ 1.13
Introspection 68% 391 = 1.22
Intuition, instinct, unconscious processes 55% 3.69 = 1.04
Mental processes
Imagination, dreaming 50% 17129
Incubation, thinking, reflection 50% 4.18 £ 1.17
The cycle of writing: New ideas—Making choices—Action or change 86% 342 £ .75
Solving problems/reasoning 41% 3.53 1713
Structuring, planning (frequency of use)
Synopsis (never, avoid) 95% 1.18 £ .66
Outline & treatment
Group 1 (never, avoid) 45% 1.99 = .70
Group 2 (always) 55% 438 = .83

Note. Frequency = percentage of interviews including an item. Importance for the Creative Process scale: 1
(unimportant), 2 (of little importance), 3 (moderately important), 4 (important), 5 (very important). Average
score and standard deviation (SD) of the importance of an item over the interviews in which the item was

mentioned.

Participants wrote scripts mainly for art cinema (e.g., author
films) and/or dramatic films. Scriptwriters and novelists wrote
mostly scripts for author films and described their films as the type
that open on few screens and earn less money. For example, one
novelist who works regularly with an art cinema director com-
mented on this type of film:

with [name of the director], with whom I worked the most: it’s
someone who sees the script as a kind of intellectual question rather
than a story to tell. So there are days and days of discussion together,
debate, theorizing, shared readings, and so forth. (N15)

Directors are more involved in writing for dramatic films than
any other type. Nearly 20% of participants accepted all kinds of
productions: author, drama, adaptations for TV, comedy, or doc-
umentary.

Participants were involved in a total of 373 films. The average
number of films per participant was the highest for novelists
(24.4 = 12) and the lowest for scriptwriters (12.7 = 6.7). When
experience is taken into account, the ratio number of films/expe-
rience (years) was again the highest for novelists (0.96 =+ .26 films
per year). The average number of films for directors was as low as
17.1 £ 6, with a ratio of .77 %= .35 films per year, similar to
scriptwriters. Although novelists and directors both had an average
of 24 years experience, directors were involved in a fewer number
of films, which could be explained by the long process of making
a film once the script is “finished.”

The majority (82%) of participants wrote scripts for films with
small or medium budgets (up to €3M [$4-million] or between €3M

and €7M [$4-million and $9.4-million], respectively), and even
high-budget films (more than €7M [$9.4-million]) remain very
modest compared with the $71.5-million average budget for a film
distributed out of a major Hollywood film studio (Ferguson, 2009).
Despite the relative low budget of their films, participants men-
tioned that, in France, the production is more interested in feasi-
bility and money than in art:

From my point of view, I find that there is a rampant censorship,
which consists of asking: Will this film make money? Will the
budget be paid off when the film opens on screens and through its
various revenues? There are about 90% to 95% of movies that are
considered like that and that are designed like that. . . . It’s like a
dictatorship of the mind, or the dictatorship of the market, because
it must sell. (D18)

What producers say here in France is still often quite poor: “I like/I
do not like”; “It looks like me/it does not look like me”; “It will
work/it will not work.” . . . They never talk about art. They never
talk about content! They talk about “feasibility.” If only they said,
I like romantic movies. But no, they do not even say that anymore.
There is no “taste” anymore. (D16)

Background and education. More than half of the partici-
pants (55%) were self-taught with a degree in literature, psy-
chology, history, journalism, philosophy, or political sciences.
Some of them were sarcastic when commenting on how
younger generations of French scriptwriters adopted the Amer-
ican way of structuring a story in acts, plot points, and so forth.
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I do not know all these techniques. I hear more and more about them,
with English words of which I know nothing. I think there are a lot of
young writers who have been trained in that school and apply with
conviction these certainties that after 7 and a half minutes, such event
must happen and we cannot have a certain type of character without
having its negative double, and so forth I have always worked em-
pirically. I learned my trade with artisans on the workbench. (N13)

The others (45%) had graduated in scriptwriting and/or film-
making from New York or Parisian universities and French
schools for film studies (FEMIS [Ecole Nationale Supérieure des
Meétiers de I’'Image et du Son], IDHEC [Institut des hautes études
cinématographiques], ENSATT [Ecole nationale supérieure des
arts et techniques du théatre]). Participants’ comments about the
benefits of graduating from these schools varied between directors
and scriptwriters. According to the directors in our sample, there
was no formal training in scriptwriting in their schools or univer-
sities—they considered themselves as self-taught when it comes to
writing a script; however, they recognized that they benefited from
the opportunity to occupy different positions in the film crew
(cameramen, editing, etc.) and learned a lot from making a dozen
films over 3 years. One director commented on the chance offered
by the school to “fail a film without any negative consequences on
the opportunity to make another film; to be liberated and not
haunted” (D4).

Writers, who-graduate in scriptwriting from schools, described
the benefits in terms of acquiring the discipline of daily work, a
better tolerance to critics, as well as the need to understand the
intrinsic motivation or the goal of the story to be written:

I always loved writing, but before attending this school, I wrote
sporadically, waiting for “inspiration” . . . from the [title of the
school], writing became for me a craft, something more concrete . . .
I began to understand the value of daily work. I can no longer work
differently: I must sit down almost every day at a table in front of a
computer, and force myself to write even if I have no ideas. Then
ideas come from the work itself. (S2)

[In this school] I have learned to confront what I wrote to the scrutiny of
other—which then allowed me to withstand criticism, reassessment . . .
the principle to always ask why I wrote that? What effect do I want to
convey? These are basic questions, but before, I would not bother to ask
them of myself. (S14)

Achievement. Participants received a total of 96 awards and
nominations, and directors, in particular, received 68% of them.
Although the collected information might be incomplete (informa-
tion gathered from cinema websites) and the analysis not thorough
(compared with Simonton’s, 2011, extensive research), it seems
that the directors who write or cowrite their scripts win more prizes
and award nominations than the other categories of writers. As
previously indicated, they are mainly involved in drama films.

Satisfaction and recognition. Among the participants who
mentioned their income (68%), the majority (80%) were satisfied
with the overall level of pay for their professional activity, the
number of contracts they had, and mentioned satisfaction linked to
their profession such as reading and writing: “[being a professional
writer gives me] freedom. The right to read, as if I had bought my
reading time” (S1).

Unlike directors, scriptwriters and novelists mentioned a lack of
public and media recognition in France:

There is no recognition in this profession. Recognition goes to actors,
producers and directors. The rest does not exist. Neither the writers
nor the technicians. (N12)

The public could not care less, and journalists generally do not talk
about it. (N10)

I know very well that the public will never read my name in the
closing credits nor do I dream about being invited to a TV show . . .
but what is disgraceful is to be quite systematically undersomething:
underpaid, underrewarded, underrecognized. (S14)

One novelist mentioned that the only scriptwriters who receive
credit for their work are those who write for TV series: “It is true
that the boss in a TV series is the one who made the Bible, who
wrote at least the first few episodes and basically designed the
thing” (N8).

Although complaining from a lack of recognition, the idea of
directing a film seems a very daunting task for scriptwriters, and
even for some directors, preferring to remain in the “shadow” of a
director either because they consider that they do not have the
necessary skills, the leadership, or the “urgent need to tell a story
in images”:

I could never block a street, or spend four years on the same thing . . .
It scares me. I would not be this kind of entrepreneur, and I think I do
not have the disposition for it. . . . And I’'m not even talking about the
day the film is released or the day before, it seems crazy to me.
Directors are protected by their defenses, by an excitement and by the
conviction that their film is good, which I would never find in myself.
While here, I can hide myself. The writer is stashed. (S1)

[To become] a director, no, I do not want to do it because I think it
involves a special talent, it requires the kind of force of an entrepre-
neur: One must constantly move mountains at all levels. (S15)

For me, there is more pleasure in being hidden behind the director
with whom I work rather than in the exhibition and in the act of saying
this is my movie. (D9)

First, I'm shy. . . . But above all I did not feel I have something
“urgent” to say and I did not see images in an acute way, as an “urge.”
(S17)

Scriptwriters tend to seek solace in writing books or in the
number of contracts they sign and the recognition of their peers.
They were also satisfied when the film was well received by film
critics or the general public and, consequently, a producer or a
director wished to work with them again.

Working environment and hours. The majority of partici-
pants commented on the fact that their professional and per-
sonal lives are intertwined (writing, shopping, cleaning, cook-
ing, picking up children from school, etc.). They worked mainly
at home or in cafeterias and sometimes in a production office:

I work in cafes. At home I do the printing and the correction. But
the first draft, it is never at home . . . In a café I have the feeling
that I manage to be just a mind at work . . . at home, it is as if all
defined myself too much as myself. (S3)

Among the participants who mentioned their working hours
(68%), the majority (84%) enjoyed their freedom and autonomy
regarding their working hours and not having to go every
morning to an office. Despite this freedom, they all worked
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extended hours (up to 15 hr/day) during the writing and rewrit-
ing phase.

Some participants mentioned their need to listen to music or
to have background noise, which helped them to be creative
while writing:

I listen to music, radio . . . I have always something in my ears
when I write. It is like a state of trance. (N5)

I go to coffee shops because there is a soundscape that helps me to
be “absent of myself,” distant from the person I am all the time. . . .
Being outside, in other circumstances, and with a sort of back-
ground noise gives me greater freedom for objects to “circulate” in
my head and around me. I feel that the connections are not similar
(when working at home). (S3)

If I work in conditions where a whole part of myself is forced to
fight against the outside, against noise for example, the surplus of
power that I deploy to resist allows me to concentrate better. I am
fiercer with my own object, more active. . . . more powerful in
what I am going to tell, avoiding coquetry or things that would just
be pleasing to me. (D16)

389

Scriptwriters’ Activities and Their Stages

Writing a script was based on a concept, a true story, a book, a
synopsis, or an existing script. A director or producer can com-
mission a scriptwriter, novelist, or another director to write or
cowrite the script. After accepting a demand for writing a script or
having an idea for a film, the writers will engage in different
activities and stages that can be summarized as follows (see Figure
1): impregnation (Phase A), structuration (Phase B) and writing—
rewriting (Phase C). These phases involve information input from
different sources, mental processes, and are associated with spe-
cific emotions (see Tables 2 and 3). Several similarities and
differences among participants were observed in relation to the
importance and the order of these general activities and stages.

The demand or the initial idea. Only directors (36%) wrote
or cowrote a script animated by an intrinsic desire or need to create
a film. For the majority of participants, writing a script had its
origin in a demand mainly from a director and sometimes from the
producer of a TV series or documentary. Being commissioned by
a producer to write a script for a film without knowing who will be
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Table 3
Positive and Negative Emotions Involved in the Three Stages of the
Creative Process: Impregnation, Structuring and Production

Positive emotions Negative emotions

Pleasure 82% Hesitation/doubt/blocks 80%
Jubilation 50% Frustration 55%
Excitement 45% Anxiety 55%
Interest/passion 32% Sadness 36%
Amusement 27% Bad mood 23%
Pride 23% Boredom 14%
Enthusiasm 23%

Note. Frequency = percentage of interviews containing the specified
emotion. Pleasure, jubilation, frustration, anxiety, and doubt were the most
frequently quoted emotions.

the director was mentioned only twice; in one case, the experience
was described as “exciting,” and in the other case, as a “night-
mare” because of a lack of guidance and feedback during script
development, as reported by a novelist:

To take a simple example, if I write that the character enters a
building, will he take the stairs or the elevator? Basically, I do not
care. I prefer that a director says: “I will never film in an elevator!” At
least things are clear; someone decides. I do not have to decide. If I
wanted to decide, I would be a director. (N13)

According to the directors, the initial idea of a film is something
that “haunts them or talks to them”; it results from a coincidence
or happens by chance; for example, it could be triggered by a photo
or by something seen or heard. The difficulty for them resides in
being able to recognize the potential of an idea and to develop it.
Two novelists commented on the fact that sometimes they “gave”
the original idea of a film to a director, and one reported that he
was engaged once by a producer to help a director find an idea for
a film.

Only one director in our sample wrote his own scripts without
collaborating with others. However, it has been reported that
producers and public funding agencies are less keen to support a
director who writes on his or her own script; they even participate
in the casting of screenwriters:

The conditions have tightened. Before, there were very intimate
stories, focusing exclusively on the feelings of the director. Such
projects have now more and more difficulties to be built . . . A director
wanted to work with me, but the production performed a casting of
writers—which is increasingly the case. . . . and a writer with a more
developed CV than mine was chosen. I understand that the producer
tried to play it safe: But in the end the director and the writer did not
manage to work together. As I was next in line, they called me in.
(S15)

Demands for writing film scripts can be accepted or rejected by
the writer, and the decision is based on financial reasons (the
ability of the director/sponsor to pay for this activity) and, more
importantly, personal preferences (accepting because of being
moved by the story, or rejecting because the genre of the film is not
of interest): “There are subjects I could not do, so I say no. And
there are subjects that do not interest me, so again I say no. . . .
Then money matters” (S20).

The alchemy and the affinity with the director was described as
being of great importance by scriptwriters when they commented
on previous bad experiences:

It occurred to me to work with lunatics, it was hell. And I do not want
that, T do not want to work in a kind of sadomasochistic relationship,
or in a kind of vampiric relationship. (D18)

I do not want to work anymore with psychopaths, and there are still
too many. . . . because projecting neuroses onto others does not bring
much. (S15)

When I meet someone who has expressed his desire to work with me,
I take the time to know if I would want to work with him. . . . If he
is someone who is very hysterical, who tends to worship an idea the
night before only to burn it the next day, there is no way it can work.
If it’s someone who knows too much what he wants it also bothers me
because I feel I will just have to fill the gaps. (N10)

Phase A: Impregnation. During this phase, scriptwriters fo-
cused on understanding the demand through discussions with the
director or peers, collecting an important amount of documenta-
tion, and, finally, thinking and “dreaming” about the topic of the
film. This initial phase can last several weeks and even months
before writing the actual script begins; it was considered a deter-
minant phase in the creative process. Referring to this phase, some
participants made comments regarding their difficulty to get
started and how they “turn around the film idea”:

I like to hang around, read, do nothing . . . If I am the one in charge
of writing the outline, I say: “yeah, yeah, it’s coming along” even
though I have not written a ***g line. But I have taken some notes, I
have read . . . I have worked internally. (S1)

I am starting a new project and currently I am turning around. It’s a
kind of ritual: I am turning around the topic like wolf around its prey.
(D18)

I find it hard to tackle the job head on. I first circle, I turn around
it. I have a relation to work a bit like the way I read the newspaper:
when I spot a page in a newspaper that interests me, I read first all
those with little interest to me to finish by reading the one that
interests me. This is a very perverse mania; when I find a good
idea, or a scene that I like, I turn around it. Generally, I do a lot of
things that are indirectly related to the work, I read a lot, I copy
many texts that interest me, I see a lot of movies, I listen to a lot
of music . . . I do many things around the work which I think will
be the foundation of the work itself. (D4)

Other writers mentioned their need of being impregnated by the
topic of the film to be able to generate ideas: “One has to be really
impregnated with his story. . . . if one is sufficiently impregnated,
ideas will emerge suddenly while on the bus. . . . If you are not
impregnated, nothing comes out, you have no idea” (N12).

Meetings with sponsors. The scriptwriter tries to understand
the “heart” of the project through discussions with the sponsor of
the script, the director, producer, or cowriter (91%). These meet-
ings are frequent (usually on a daily basis) and are associated in
general with the feeling of interest and pleasure in sharing ideas.
Dialogues are free and open, and these discussions are of great
importance for the majority of the scriptwriters (importance score
and SD = 4.48 = .82). In this phase, there is a lot of “desire”
(73%) and openness to whatever comes.
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