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Entrepreneurship and film making: Translation of ideas in 
the initial phase of a film project needs attention  
Marja Soila-Wadman 

 

Introduction 
 
To make a new film is a highly risky adventure. It concerns the modest film production in a 

small European country as Sweden, but also the huge USA film business. The risks concern 

the creation of the artistic/creative expression, organizing processes and not at least the 

economy. Consequently, to start a new film project mobilizes a lot of entrepreneurial 

activities in a society. According to a classic view on entrepreneurship (a. a. Schumpeter, 

1934) it is a question of finding out the anomaly in a society, a gap, where the aesthetic 

product film will find a market. When the spectators later on see the film it will, hopefully, 

evoke an aesthetic experience in them. Thus, it is important for film makers to have a sense 

for timing in the society. The aesthetic product film then may be shows it’s entrepreneurial 

potential also in the meaning as Spinoza & al (1997) talk about it: Entrepreneurship can be 

viewed as something which transforms the practises of everyday life of the people. This 

provides an opportunity to figure out one’s life in a new way, and as a result of it, actively 

participate in history making. Hjorth (2007) presents similar ideas when he talks about an 

entrepreneurial event as something which changes people’s attitudes, resulting in a new order.  

 

Both the production process of film making and the consumption of the final product film, 

when the audience is seeing it, are centred around the aesthetic experience, which is 

connected to disorientation and creation of affects. One of the basic aspects when starting a 

new film project is to have, or find, an idea which will be a good story. How to find that 

story? Corresponding to thoughts of Callon (1986), about the uncertainty in success of 

translating ideas to realizable projects, film makers are highly conscious of the difficulties 

with a new film project. Among people working in film business a common opinion, which is 

repeated almost as a mantra, is that it is impossible to know if a film will become a success, 

and whether the money invested in the project will come back. When planning for the 

activities both film workers and film scientists are somewhere in their backbones conscious of 

the matter that, besides the artistic idea that eventually will be materialised in a script, the 

successful execution of a film project is depending on the budget available and organizing of 

division of labour in a film team (Hollows, 1995).  
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In order to face risks in a film project the initiation phase of a project is noticed as an 

important one.  It is often emphasized that there should be more time and economic 

possibilities to invest in the preliminary work before the start of the shooting process, where 

the artistic work culminates (a.o. Cissi Elwing, CEO at Swedish Film Institute, TV interview 

2009). Thus, the aim of this text is to draw attention to some aspects on what is happening in 

the initial phase of a film project, which is crucial when the entrepreneurial network is in 

becoming and created. I am particularly interested in the translation of ideas. This will be 

done with the consciousness of what the Swedish director and producer Christina Olofson told 

me. She emphasized that she gets a lot of energy for her film as a creative, artistic project 

when trying to find financing for it and talking about it with different people in the initial 

phase of the project. 

 

 
Epistemological, methodological and empirical background 
 
 

The text draws on relational constructionism (Gergen, 1994;  Dachler, Hosking & Gergen, 

1995; Hosking & McNamee, 2006), reflective ethnography (Law, 1994; Kostera, 2007) and 

narrative knowledge creation (Czarniawska, 1998, 2004; Chia,1997; Hjorth & Steyaert, 

2004). The empirical knowledge is, on the one hand, based on research for my doctoral thesis 

(Soila-Wadman, 2003). I interviewed persons in varying occupational roles in film production 

and made an ethnographic study in a film project. Later, I have continued being in touch with 

the field in different contexts. I have made several new interviews and followed the film 

industry in Sweden in discussions in media, newspapers, panels, film festivals, etc. Besides a 

lot of information coming from an experienced film director Christina Olofsoni, worth 

mentioning are the interviews with two appreciated Swedish film producers, Bo Jonssonii and 

Lars Jönssoniii. They deem it of vital interest to participate in the creative process in film 

making. Consequently, my reason to choose interviewees can be named as a strategic 

selection (Eneroth, 1984; Bryman, 2001) in order to gain interesting information, not to 

present generalizing truths. 
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To make a film is a collective effort. Entrepreneurship occurs in 
networks. Ideas need to be translated. 
 

Surely, a film project needs its entrepreneurs, fiery spirits, to drive the risky production 

process through. In film production we can find several people, directors, producers, 

photographers etc., who are passionately devoted to the creation of the aesthetic product, The 

Film. Not unlike the stories of heroic entrepreneurs or company leaders, there are stories like 

the one told about film director Bo Widerberg. If he had a compelling idea which he wanted 

to tell, he started production without knowledge of how to finance it.  Further, instead of 

having a thoroughly elaborate script he started by using sketches drafted on some pieces of 

paper on the floor. However, in film science the theory of the great “auteur” as the creator of a 

film has been problematized when acknowledged that the film is a product of several people 

(Lapsley & Westlake, 1988; Koskinen, 2002).  

 

In entrepreneur research, too, the tradition which focuses on an individual entrepreneur as the 

creator of business has been criticised (Gartner, 1988). Certainly, there is always a human 

being acting in entrepreneurial processes, an experiencing, embodied subject as Johannisson 

(2005) points out. But entrepreneurship is also going on as a process which takes place in 

interaction in varying places and times with people in specific contexts, mutually creating 

these contexts (see also Hjorth, Johannisson & Steayert, 2003). Consequently, 

entrepreneurship will be viewed as interaction and networking in this text. (Bjerke, 2005; 

Johannisson, 2005) To meet people in different contexts and conversations is important; you 

never know what a brief chit chat can mobilize. It can be like circles on the water surface, 

they spread, as Johannisson puts it (2005). And this can eventually lead to creating a system 

of alliances and relationships between several intressents through different states and in 

varying actions (Callon, 1986). Surely, Callon talks about interaction in an entrepreneurial 

project between the nature and the society in creating Holy alliances between fisherman , 

scallops and researchers in a project “to induce the scallops of St. Brieuc Bay to multiply” 

(ibid., p 206) but his thoughts have inspired me to see the problems with starting the 

“muddling through” with an entrepreneurial  project, whatever enterprise is in question. 

 

To talk about enterprising and industry in film production is not a new question. Whether film 

can be seen as art, or popular culture and entertainment with connections to industrial 

techniques has been a long discussion during the film history (Björkegren, 1994; Söderbergh 
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Widding, 1996). As well as the discussion about what art is, is continuously going on 

(Becker, 1992, Wolff, 1993). Consequently, in our post industrial world there are several 

boarders which have been questioned. In this text I speak about art creating processes in film 

making, with inspiration from persons in film production, who meant that there are so many 

different aspects in a film, for instance, photo, sound, story, etc.,  that it is difficult to say 

where it is art, and where it is not. How the question of art can inspire the topic of film 

making as a collective effort and (film) entrepreneurship as networking comes from Guillet de 

Monthoux (2004). Instead of focusing on a single artist or a piece of art work, he writes about 

how a work of art is created in a circle of poets, critics, audience etc. He talks about art as an 

agent which has a mobilizing potential in our society, and should be viewed as a dynamic 

human activity with an inspiring and organizing power. Drawing on Genette (1997), he argues 

that as a work of art the script for a play or the score for an opera, will be more than a written 

text; they include the performance on stage and will be born of the countless exchanges that 

take place between their manifestations on the stage and interactions with the audience.  

 

However, before a script can be manifested on a stage, or as a film, the idea behind it must 

have been materialized just as a script. The ideas must be translated to objects and actions as 

Czarniawska & Joerges (1996) put it.They present an earlier link in the travel chain of ideas, 

and also parallel thoughts to Guillet de Monthoux, when explaining that images can be 

manifested in paintings or written as in a script for a play, and sounds can be recorded. These 

ideas as objectifications must travel, the ideas in books left on the library shelves do not 

travel. Further, Czarniawska & Joerges state that ideas are instruments for transforming our 

environment. The materialization of ideas causes change when unknown objects appear or 

known objects change and their appearance and practices become transformed. Consequently, 

the ideas must be communicated. 

 

Latour talks about the concept ‘translation’ when explaining how anything -  whether it is  

“claims, orders, artefacts, goods” - can spread in time and space (Latour, 1986, p. 267). This 

spreading is in the hands of people and people can act in many different ways “letting the 

token drop, or modifying it, or deflecting it, or betraying it, or adding to it, or appropriating it” 

(ibid.). The concept ‘translation’ as it is used in social sciences today is introduced by Serres 

in Hermes books 1982 according to Czarniawska (2005).  Czarniawska & Joerges (1996) 

write that the translation model explains the question of energy that is needed for travelling of 

ideas. People as creators or users energize any idea when they translate it for their own use or 
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for the use of somebody else. Further, they state that “the concept is attractive to us; it 

comprises what exists and what is created; the relationship between humans and ideas, ideas 

and objects and humans and objects” (ibid., p 24). Worth emphasizing is that ‘translation’ in 

this context doesn’t only concern the linguistic use but “it means displacement, drift, 

invention, mediation, creation of a new link that did not exist before and modifies in part the 

two agents” (Latour cited in Czarniawska & Joerges,1996, p. 24)  

 

Maybe Serres (2007/1982) concept of quasi-object can give further light to this kind of 

thinking. An idea which has become objectified can be described as a quasi-object. It is not 

quite a material object, but it is not only a symbolic, relational object, either. Human relations 

emerge through stabilizing effect via things that we turn into quasi-objects Serres maintains. 

For example, a plate which stabilizes eating procedures can be viewed as a quasi-object, as 

well as a football which is a centre of a game. Serres talks about quasi-objects as being the 

organizing device.  

 

Consequently, I argue that the travel of ideas is an important part of an entrepreneurial 

process, if we want to understand entrepreneurship as something which emerges, is created 

and occurs in different kind of processes in networks. The ideas must in some way be 

conceptualised as quasi-objects. That is, the script could be viewed as the quasi-object. 

 

Examples of the script as the quasi-object in translations 
 

Following the ideas in project management literature, a film project can be conceptualised in 

different phases in the chronological time: initiation, planning, implementing/execution, 

termination (Christensen & Kreiner, 1997; Lundin & Söderholm, 1995). Some of these 

activities would be parallel, but with different intensity. In the initial phase of a film project, 

besides for finding out and processing the idea to be a new film, the activities include to find 

and to stake those approximately 15 – 20 millions crowns that a Swedish feature film costs. 

Second, an agreement with a distributor for exhibition of the film must be reached. This is 

required in order to get economic contribution from the Swedish film institute for financing 

the film.  Third, the activities include creating a team to carry out the shooting process, both 

the technical crew and the artistic crew. Then follows the planning phase for the shooting 

phase, where the activities culminate. After that editing, mixning, …. Finally, launching and 
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advertising activities must be organized. Consequently, there are several alliances and 

associations to be created and connected during the project in the initial phase; the triangle 

producer, script writer, director; the financers who often are represented by several people in 

co-production; the crew – both the technical and the artistical; the distributors…   

 

To find a story that the film is going to tell and which will have enough power in it is crucial 

for the whole film making process according to several of interviewees. Following examples 

of the importance of the script as a communication device are told by some of them: 

 

Finding the story 

To find the idea which will end up in a script can be seen as a starting point for a new film 

project. The important triangle in film making consists of the director, the producer and the 

script writer. A director or a scriptwriter can initiate the idea, but they must find a producer, 

who thinks that the idea is something to commit oneself to and start further activities.  

 

One way of finding The Story is told by the producer Lars Jönsson; he wants to produce film, 

which he himself wants to see. In his production company Memfis film they work actively by 

looking out what is going on around us. Lars Jönsson reads newspapers, watches plenty of 

film, works together with new, inexperienced directors and tests new ideas. This has showed 

to be a fruitful strategy; quite new and inexperienced directors have made several of the 

successes of Memfis film. Further, he is one who invests much energy in the script phase and 

relies on his intuition in his judgments. 

 

When I was in my youth I spent lots of time in the cinema. Went to film clubs and 

festivals and watched lots of great stuff from the film history. All those films are 

now somewhere in my backbones for inspiration and reference. Nowadays I trust 

on my taste and intuition. In the beginning of your career you perhaps are not so 

sure about your decisions. However, my experience is that if there has been some 

slight feeling of uncertainty during the script phase, there often will be troubles 

later on in the shooting or editing phase. That is why it is better to try to work up 

the script so that you can trust on it. (Producer Lars Jönsson) 
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“To be making the same film” 

In my interviews with film workers in varying professions in film business it has been quite 

common to hear about differences and controversies in opinions concerning the artistic 

question between the producer, the director and the script writer. For instance, some directors 

want themselves to produce their films, because they don’t want any intervention in the 

artistic process. Others, on the other hand, want to have a producer to have the responsibility 

for finances and the overall organizational procedures, in order to be able themselves to 

concentrate in the artistic process.  

A discussion between the producer, the script writer and the director in a project group about 

how an initial idea will be developed further in order to become a script, and eventually the 

base for the project plan for a specific film, can be exemplified by producer Bo Jonsson’s 

story. 

 
We are working with a Swedish novel, which is going to have a debutant as a director. 

The author, me and the director have been working together for a very long time. During 

the journey the script has totally been worked up. We have started with the novel and 

the aim has been to meet the director in order to get him to understand what he is doing. 

It has been a very special process. The scriptwriter and I are old friends. We know 

everything in the text, which is about the 1980th. We imagined that everything was clear, 

but the director, who belongs to a younger generation, has been wondering around 

several questions that what we do mean. Fortunately, there has been a good co-operation 

in our team. We could have done a break, "he doesn’t understand anything’, and chosen 

another director. However, we have had a successful communication. The director has 

taken the script to him, and we know that he is able to make this film. So, the author and 

I have stepped back, and the director has climbed in. (Producer Bo Jonsson)  

 

Financing is described as making puzzle 

To find financing to a planned film is hard work in Sweden.  To create a budget for a film is 

well described by the comparison of making puzzle, there are several financers involved. 

There are private financers, but an important actor is the Swedish State through the Swedish 

Film Institute, without which it is almost impossible to finance film making in Sweden. That 

the state participates in film production depends on a culture political decision that it is 

important with Swedish film production within the country. There are some problems, 
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however. The film maker must have a contract with a distributor for showing the film in a 

cinema. Because of the limited cinema resources there are only a few films which manage to 

get the contract in hard concurrence with other film makers. Film consultants at the Swedish 

Film Institute have an important role when deciding which films are going to get the contract. 

 

Lars Jönsson about the negotiations with financers:  

It is my job to present a specific project with the director and the actors to different 

financers. The industry is a bit conservative and we have now and then come with some 

spectacular projects. Everybody has opinions and attitudes concerning the film, like "the 

script is too long" or "the script is too short’. Then I see it as my responsibility to be a 

kind of safe guard to the director so that the director doesn’t need to meet all the 

financers and all these opinions. I make a kind of filtering on what goes on to the 

director and at the same time try to convince the financers with words about the 

potential of the project. (Producer Lars Jönsson) 

 

Creating commitment in the crew 

Creating the team for the shooting phase includes both selecting the members of the crew and 

decisions for division of labour for specific tasks, too. Both producers and directors tell that it 

is of value to have a crew which doesn’t question their decisions because of the high working 

tempo during the shooting. It is also desirable that there are several people in the crew who 

have worked together earlier. The conditions are often tough during a shooting phase, with a 

lot of overtime. It requires good cooperation. Consequently, there is a need of social networks 

in film industry with knowledge of people who can work together without too much gravel in 

the machinery. Filmdirector Christina Olofson told that before deciding for the crew she lets 

the prospective actors and crew members read the script and participate in the processing of it. 

  

My impression was that this story was a really good one (the film Happy End). I was 

certain that I would want Harriet Andersson as the principal actress. The script then, we 

were several persons who made some comments on it. The script writer continued 

working on the text and I began to seek money for the project. Then we started 

rehearsals with the actors, which the script writer participated in. We changed the 

dialogues as the actors had ideas about them. Both the cinematographer, assistant 

director and the art director participated in these rehearsal. 

 9



 10

 

My experience is that these preparations take time. I get a lot of energy from the process 

when I am talking about the film, when I’m thinking of the expressions, actors, music 

and photosound. It is a way to invoke the demons during the time when you don’t know 

if the film will be or not. (Film director Christina Olofson) 

 

As all the examples above show there is much negotiations going on during the initial phase 

of a project. Whether film making can be regarded as an entrepreneurial enterprise, as the 

organization of the production mostly follows a traditional process of project organizing, has 

been questioned by some. On the other hand, Lindgren & Packendorf (2003) argue for a 

project-based view on entrepreneurship in their text about the temporary nature of 

entrepreneurial acts and the social construction of events when something new is created. In 

film production there are new stories, new crews, new shooting places, and new markets. This 

speaks for using the translation model for further understanding of the dynamics of the 

creative process as the model emphasizes the ongoing processes of the negotiations in the 

project performance. It is in these negotiations where the identities of the actors and the 

possible interactions and margins of the operations will be formed (Callon, 1986). The script 

of a film could be viewed as that quasi-object which helps to weave the net, artistic, 

organizational, financial, and thereby mobilising entrepreneurship. 

 

… “voices speaking in unison will be heard”? 
 

Although much knowledge about how to initiate a film project in practice will be available all 

projects do not start after the initial phase. There are projects which don’t start and there are 

projects which are put down. According to Callon (ibid.) translation processes are always 

uncertain. Displacements and transformations can occur in every stage of the process. There 

can be changes in goals and interests, in human beings, in devices and inscriptions. In film 

projects there are several intressents involved in them. Now and then controversies flare up 

between the various representatives and are reflected in media. One example of these 

controversies between art, decision-making and finances is a debate, which was going on high 

in Swedish media during the summer 2004 (one of the references Dagens Nyheter 20040707). 

It concerned the decision from some television producers to engage a specific film director in 

a new drama production at the television. The problem was that the scriptwriter was annoyed 
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over the producers’ choice of the director. He didn’t consider the director’s artistic potential 

high enough to realize the project.  

 

Who will then become the spokesman for a project? Callon writes that “to translate is also to 

express in one’s one language what others say and want, why they act in the way they do and 

how they associate with each other: it is to establish oneself as a spokesman. At the end of the 

process, if it is successful, only voices speaking in unison will be heard.” (1986, p. 223). In 

that meaning, and inspired by the persons I have interviewed, I argue for thorough 

communications between the intressents. I also recommend considering the several comments 

on the script as enriching. The travel of ideas would be regarded as a part of the artistic 

process.  

 

But Callon (ibid.) also states that there is a question of power relations. Who has the right to 

represent the many silent actors? In a Swedish film project the director traditionally has the 

right to “the final cut”, which means the responsibility for the final artistic expression. The 

producer on the other hand has the responsibility for the finances.  In my research I followed 

one project where the director was not satisfied with the script, thus not letting the project go 

further from the initial phase. That kind of decision would be of the most important one in a 

project with artistic ambitions. Following Deleuze (2005) I agree that the question of the 

value of an art work is not about communication in the meaning conveying information. But 

perhaps it in somehow has relation to resistance in all the negotiations in translations. He talks 

that ideas are potentialities which are connected to a specific form of expression. In this case 

the question is of the form film, of the necessity of film making and also, of the skill of film 

making. Surely, I maintain that communication in the triangle director, script writer producer 

is important as well as communication with other intressents. However, art is not solely 

communication. 

 

What about the entrepreneurial project mentioned above? The project was not successful in 

the sense that it didn’t continue after the initial phase. However, the networking had been 

carried out. And we never know what kind of circles were mobilised…. 
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Concluding comments 
 
In this text I have drawn attention to the role of the script when creating an entrepreneurial 

organizing process in the initial phase of a film project. First, concerning the development of 

the artistic contents in the script the negotiations between the producer, the director and the 

scriptwriter are described to be important for the further realising of the project. Second, the 

script is used as a communication device when the work with finding finances for the project 

is in progress. Third, the script is also used as a means of creating commitment and 

developing the story when a film crew is being organized for the shooting phase. I have tried 

to show how the script can become the quasi-object which stabilizes the organization when 

the network needed for an entrepreneurial enterprise emerges. When several intressents are 

involved and something new is evolving in translations, it would be surprising if the script did 

not change during its travels. Negotiations and controversies between the intressents then are 

not only of evil, but would be seen as a means of developing the artistic idea when the script 

is in movement. However, the question must be raised: who has the power of the final word? 

We should, either, not expect consensus when talking about art. 

 

There is a lot of demand on creativity, innovation and entrepreneurship in our contemporary 

world. My aim with this text has been to participate in this discussion by directing attention to 

some important aspects when starting an entrepreneurial project. The examples come from 

film production but I hope that these thoughts can inspire mobilization of all kind of 

entrepreneurial projects.  
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production company CO-Film. Films which she has directed are e.g. “Dirigenterna – A woman is a risky bet – 
Six Orchestra Conductors”, “Eve’s daughters”, “Lines from the heart”, “Truth or dare”, “Happy End”, 
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produced film in different genres, e.g. several films about the package tours directed by Lasse Åberg, “When the 
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