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Letter From the Editor 
The big day is fast approaching… On September 15th we will 
announce the 2022 PAGE Awards Finalists. What an 
achievement this represents for entrants in one of the world’s 
largest and most competitive screenwriting contests. But it 
also means the 2023 PAGE Awards are just around the corner. 
Want expert assistance getting your script ready for next 
year’s contest, and the industry as a whole? Use Promo Code 
SUMMER22 to get $20 off all of our terrific Script Services. 
PAGE Judges are happy to provide detailed feedback and  

revision advice on your script. But the big sale ends on Labor Day, this Monday, 
September 5th, so make sure you get your order in right away. You’ll be glad you did! 
In store for you in this autumn edition of the LOGLINE  eZine: PAGE Award winner 
Nardeep Khurmi shares what acting classes can bring to your writer’s toolbox. PAGE 
Judge Michael Kuciak espouses clarity of concept as critical to the success of your 
script. Script analyst Ray Morton explains why specs simply cannot justify an excessive 
page count. Dave Trottier, our in-house expert on format, gets granular with scene 
headings in INT./EXT. situations. Career coach Lee Jessup gives you a game plan for 
what comes next after completing your script. And as always we wrap up with three 
specific leads from producers, hot and fresh from our good friends at InkTip.  

Happy reading,  

 

Published by: 
 

The PAGE International 
Screenwriting Awards 
7190 W. Sunset Blvd. #610 
Hollywood, CA 90046 
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Latest News From the PAGE Awards 

u  2009 PAGE Gold Prize winner Rob Sudduth is a writer and co-executive producer on the new 
musical series Grease: Rise of the Pink Ladies, which is slated to premiere on Paramount+ 
later this year. Rob is also in the midst of developing two feature projects: the musical comedy 
Penelope for Disney, based on the classic fairy tale “The Princess and the Pea,” and a Latina 
ensemble drama entitled Tias for Universal Studios and Eva Longoria. Since winning his PAGE 
Award, Rob has worked as a writer and producer on such series as Zoey’s Extraordinary 
Playlist (NBC), The Real O’Neals (ABC), On My Block (Netflix), and The New Normal (NBC). 
He is represented by MetaMorphic Entertainment and UTA. 

u  2006 Silver Prize winner Davah Avena was hired as co-executive producer for Season 2 of the 
Netflix series Firefly Lane, and she wrote the upcoming episodes “Papa Don’t Preach” and “All 
Apologies.” Since winning her PAGE Award, Davah has worked as a writer and producer on such 
shows as Grand Hotel (ABC), BH90210 (Fox), Kevin (Probably) Saves the World (ABC), 
and Medium (NBC). She is represented by Sheree Guitar Entertainment and UTA. 

u  2017 Silver Prize winner Michael Moskowitz’s feature adaptation of William Hazelgrove’s 
biography Madam President: The Secret Presidency of Edith Wilson has been optioned by 
producers Robyn Holt, Harrison Kordestani and Caroline Sweet and is currently in development. 
In addition, Michael is working on an adaptation of Ellen Feldman’s book Terrible Virtue, the 
story of Margaret Sanger, for producer Sam Rosette, as well as The Few, The Proud, the true 
story of a pioneering female Marine, for producer Cybill Luc Eppich. Michael is represented by 
Empirical Evidence and UTA. 

u  The 2020 PAGE Bronze Prize-winning thriller Echo Base, by Mark Keavney, is currently 
filming in Los Angeles. Directed by Craig Goldstein and produced by Cartel Pictures for TubiTV, 
the movie features Carolyn Hennesy, Alicia Ziegler, Talon Warburton and Chris Boudreaux in the 
starring roles. Mark is represented by The Cartel. 

u  More PAGE Award winners getting representation… 2020 Bronze Prize winner Nicole Jones 
and 2015 Gold Prize winner Heather Faris have both signed with Empirical Evidence; 2019 Silver 
Prize winner Harriet Beaney has been signed by Entertainment 360; 2017 Gold Prize winner Alex 
Drummond has been signed by Fourth Wall Management; 2019 Silver Prize winner Nabil 
Chowdhary is now represented by Sugar 23; 2015 Silver Prize winner Andrew Henderson is 
represented by The Cartel; and 2015 Bronze Prize winner Vivian Lin has been signed by 3 Arts.  

2022 Finalist Announcement: Thursday, September 15 

 

 

http://pageawards.com/
https://podcasts.apple.com/us/podcast/the-writers-hangout/id1606573965
https://pageawards.com/resources/script-services/
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In addition to helping you write the best damn 
characters and dialogue possible, there’s another bonus 
that being an actor gives you as a writer. Most writers 
forget that putting the story on the page is only half the 
battle. The other half is pitching that story to other 
artists (and non-artists)  
to get the thing made. 
I recently experienced  
this in the most real way 
possible when I pitched  
my script Land of Gold 
to the AT&T Untold  
Stories program. The 
program required me to  
deliver my pitch in front  
of millions of people to  
win a  million dollars. I  
was terrified. Thankfully, 
I was trained to perform 
and hold court. I’ve been 
taught how to make a  
story compelling, make  
it feel spontaneous  
(even though it’s been rehearsed ad nauseam), and 
build a rhythm with beats that draw the viewer in. 
The best pitches are like campfire storytelling. There’s 
got to be a build, an arc, some mystery, and some 
catharsis. And you have to do it all with your voice (and 
maybe some key visual accents). You need to make this 
part of the process engaging, otherwise you’ll lose your 
audience – and that’s the audience who could give you 
the green light. 
A great story can die on a bad pitch, so there’s a lot of 
pressure associated with these moments. It’s hard to 
not feel like your entire future could be made in the  
10-20 minutes you have. But having a background  
in performance is a beautiful tool to lean on. You can 
rehearse the pitch like a play, feel the beats, create 
suspense, and bring the executives who are listening  
on a journey with you. And isn’t that Writing 101?  
Show, don’t tell? Getting some training as an actor gives 
you the ability to read the room, and not just recite your 
story, but perform it beautifully, engaging the audience, 
and hopefully convincing them to give you some fat 
stacks of cash to bring what’s on the page to the 
screen. With my pitch I won the AT&T grant and got my 
movie produced. 
So, writers, take an acting class! Learn to be a fool and 
embrace your inner child. It’ll help you in more ways 
than you know.  
 

In addition to writing, I’ve been studying and working as 
an actor for over fifteen years now, and I can’t tell you 
how many times I’ve excitedly opened an email from  
my agent labeled “audition!”, sat on the couch with  
my drink of choice, opened up the pdf of the script, and 
completely deflated. Not that these scripts were terrible 
(though admittedly sometimes they were), but I’m 
constantly flabbergasted at how often bad 
characterization and dialogue sneaks into scripts.  
Call me a snob. Most actors are. But it makes those rare 
occurrences when you read something with depth and 
grace a real treat.  
I’m not saying I’m the world’s greatest writer. Or actor. 
Or human. But I do think my acting background has 
benefitted my writing with a very real understanding  
of character and tone. Too often I see writers smashing 
square pegs into circular holes, trying to make their idea 
of a character fit into a plot that won’t bend or budge. 
Oftentimes the writer isn’t thinking about how a 
moment can and should be played realistically or 
honestly because they’re too concerned with how to  
get to the next plot point – character be damned.  
I know I often have that issue when I’m working on  
my own scripts.  
Actors are interpretive artists, trained to dismantle and 
break down scripts to find the emotional wave to ride 
on. This becomes difficult if the writer hasn’t made the 
character’s journey clear and concise. The actor is then 
left searching to justify the character’s actions, or left 
purely dependent on the director’s interpretation.  
Time to pray for a good director.  
What can acting experience really gain you as a writer? 
Well, if you’ve ever wanted to receive compliments like 
“your dialogue is so natural” or “those character arcs 
and relationships are so fulfilling,” I think some acting 
experience can help. I find that being an actor helps me 
slip into naturalistic dialogue very easily. I can act out 
scenes on my own, make things flow in a compelling 
way, and then further refine by having other actors  
read the scenes.  
Improvisation is a big part of my process as an actor, so 
I try to approach my scene work and dialogue with that 
feeling of spontaneity that comes with improv. It lends a 
natural call and response to the flow of dialogue scenes. 
I try to approach each new draft from the point of view 
of a specific character, experiencing it from their 
perspective, getting into their head, and making sure 
the narrative arcs and responses to situations remain 
true to that character. Rinse. Repeat. Plus, since I can 
act out the situations, it allows me to see when there’s 
too much dialogue, and when letting a strong performer 
tell the story with an action or a glance is a better 
choice than a pontificating speech. The human face is 
the best weapon a writer has.  
If you haven’t yet done so, I highly recommend you 
take an acting class with scene study, so you can learn 
the actor's method and point of view. Not only will it 
give you some empathy for the other side of the craft, 
but you will get an intimate and alternate perspective on 
how your screenplay is functioning and an even deeper 
understanding of what you’re writing. You may think 
this could derail your script. It often will, but for the 
better. Things will make sense in a character sense – 
and I’m a firm believer that all story is character. 

 

THE WRITER’S PERSPECTIVE 

 How Acting Can Make You a Better Writer. Really! 
  by Nardeep Khurmi 

Nardeep Khurmi won a 2021 PAGE 
Silver Prize for his drama Land of Gold. 
The script was also awarded the AT&T 
Untold Stories production grant and 
Screencraft Film Fund, then premiered 
at the 2022 Tribeca Film Festival this 
summer to rave reviews. After 
a festival run Land of Gold will stream 
on HBO Max in 2023. Nardeep is also an 
accomplished stage and screen actor, 
having recently appeared on Rebel, 
SWAT and Puppy Place, also voicing 
over 30 characters on the hit Disney 
show Mira, Royal Detective. 

 

 

 



 
3 

 

A screenplay is a blueprint for a movie, so when 
industry executives read a screenplay their first and 
most important question is, “What is this movie?”  
In genre, tone, paradigm, what kind of movie is this 
screenplay describing? What is it about? Who is the 
protagonist? What is it offering to the audience?  

For a lot of scripts, the answers to these very core 
questions are unclear. We can sometimes try to guess 
at an answer by picking up on clues. Well, this part is 
funny, so perhaps it’s a comedy? There’s a haunted 
house, so maybe it’s a horror movie? Oh, now these 
characters are talking about robbing a bank, I guess  
it’s meant to be a crime-thriller? And so on… 

Yes, there is such a thing as a genre hybrid. Yes, 
projects do not have to be tonally monochromatic in 
order to pay off the chosen genre (e.g., we can have 
lighter moments in a thriller or horror movie in order  
to relieve tension). But one of the main things to notice 
about pro and pro-level scripts: The intention of the 
project is obvious. We know what it’s going for, the 
story it’s telling, what the movie is.  

The key for the writer is to figure this out, right at the 
top of the creative process, and from that point forward 
work to ensure that the script delivers on that concept.  

This usually starts with the logline. Sometimes writers 
will bang out a script, and only then try to craft a logline 
that pitches the project. The better approach is to flip 
that, start with the logline, and use that logline as a 
guide to every choice along the way. “This is a (genre) 
about a (protagonist) who (gets into a genre-
appropriate situation).”  

You have to first settle on a primary genre: action, 
drama, comedy, horror, thriller. Then decide on a sub-
genre. For example, though slashers and ghost movies 
are both horror films, they are very different in terms  
of the kind of movie they offer the audience.  

Once you have a specific idea of your genre and sub-
genre, you can craft the tone and paradigm. First, look 
at “comparables.” That is, movies that are similar to 
your project. What commonalities do you find in terms 
of budget level, star level, tone, rating, business?  

It might seem a bit crass to factor business 
considerations into the creative process, but that is 
because, again, a script is a blueprint for a movie, and 
movies require money to make. So here’s the other 
element that frequently sets pro scripts apart: We not 
only see exactly what kind of movie it is, we can 
immediately see where that movie sits in the ecosystem 
of the larger industry.  

Above and beyond these general considerations, you 
should be thinking in terms of the unique concept or the 
“hook” of your film. The hook will be informed by the 
genre and vice versa.  

It begins with the title. Your title is the first point of 
contact between your script and its reader and your film 
and its audience. It’s the handle – the words that sum 
up everything the movie has going on.  

The best situation is when the film’s high-concept hook 
is right there in the title, an excellent example being 
The 40-Year-Old Virgin. Just from the title, we can 
guess that this is a comedy. Who is our protagonist? 
Well, it’s probably going to be our titular virgin, right? 

 

THE JUDGE’S P.O.V. 

What Is This Movie? 
 by Michael Kuciak 
 And what is this movie about? If we’re mentioning his 

virginity in the title, the movie is probably going to  
be about our guy trying to rectify this situation, yes?  
So in five words the audience has a pretty solid guess  
as to: a) genre; b) sub-genre (broad comedy); c) tone; 
d) protagonist; and e) what the movie is about.  

Now watch the movie; its entire run-time is devoted to 
paying off this concept. It’s the source of our comedy, 
storytelling, romance, character development. The title 
not only pitches the movie in an accurate manner, it 
focuses every choice throughout the creative process.  
Flip it around and consider a movie called The 40-
Year-Old Virgin in which our virginal protagonist is 
struggling with a serious disease in a lot of dramatic, 
tear-jerking scenes… when he isn’t fighting alien sharks 
from another planet. As wild as it might seem, there are 
a lot of scripts out there with a similar lack of focus.  
The script’s conceptual focus should begin right off the 
bat. Your first scene often serves as a “statement of 
intent.” If this is a comedy, the first thing that happens 
in the script is something funny. If it’s an action project, 
you open on action, and so on.  
Within the first 10 pages we should meet your 
protagonist and get a sense of his/her situation: the 
“problem of the story.” In many cases, financing is 
contingent on attaching name talent (i.e. movie stars)  
to the leads, and a common piece of industry wisdom 
suggests that bankable talent rarely read past the first 
10 pages unless something hooks them. They have to 
see the role they’d play, and that role should be 
interesting in some way. And from that point forward, 
the protagonist needs to drive the A-story. The star gets 
the movie made, and the protagonist is the audience’s 
way into the story; so arguably the star/protagonist is 
the movie, both creatively and commercially.  
Bottom line, a script that remains focused on one 
character and one concept all the way through is almost 
always going to be more successful than a script that 
can’t decide who or what its story is really about.  
I have sometimes heard writers say they cannot 
synopsize their own scripts, that they struggle to write 
loglines or any other encapsulation of their story. With  
a novel, okay. But this is exactly how movies are made 
and how cinematic stories are told. A film begins with 
the title, the pitch, the one-sheet. If all of these line up 
to deliver a project with a clear, focused idea of the 
movie it’s trying to be, in producer-speak we can say, 
“Now all it has to be is good!”  
 
 
  

 

Michael Kuciak is the writer-
producer of From the Shadows 
(starring Keith David and Bruce 
Davison) and the writer-director of 
Death Metal. Both films are due 
for release in 2023. In addition to 
directing music videos and award-
winning short films, he has 
produced or executive produced 
several independent films. Michael 
was SVP of Development for a 
management-production company 
and the founder of literary 
management company Samurai MK 
and prodco Blast Furnace Media.  
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The long-standing industry “rule” is that a spec script should never be more than 
120 pages in length. That should probably be amended to 110 pages, since that is 
the length preferred by most execs these days. I happen to agree completely with 
this notion, but whenever I say this, complainers will cite as exceptions a number 
of wonderful movies that run longer than two hours. Given the old rule of thumb 
that one page of script equals one minute of script time (which is, by the way, 
pretty darn accurate), these movies must have had screenplays longer than 120 
pages. For example, The Godfather, The Dark Knight and Django Unchained 
are all great movies with screenplays that were much longer than the accepted 
norm. However, the objectors have overlooked one very important point – none of 
these films began life as a spec. 

Movies begin their journeys to the screen in a number of different ways. Many are 
adaptations of best-selling material from other media (books, plays, comics, old TV 
shows, etc.), for which a studio or producer has acquired the rights. Others are 
properties developed by talent (actors and directors) as projects they can then 
bring to a studio or other production entity. If a project begins life in one of those 
ways, then the script “rules” tend to be loosened. If it takes three hours to tell the 
story of a particular best-selling novel, then a studio will let both the script and the 
film run that long, especially if it thinks that doing so will make it a gigantic hit. And 
if a highly sought-after star or director’s pet project runs long, the studio will allow 
it to do so in direct proportion to how much it thinks that particular talent’s name is 
worth at the box office. After the incredible success of Christopher Nolan’s The 
Dark Knight, Warner Bros. had no problem letting Nolan’s next two films clock in 
at 148 and 165 minutes respectively.  

But when it comes to original pieces of material (specs), the industry tends to hew 
to the rules pretty strictly, at least in the initial evaluation stage. Besides the usual 
concerns about budgets (the cost of a film rises exponentially the longer it runs)  
and the desire to make movies as short as possible (so that they can be screened 
as many times a day as possible, selling more tickets) there is another extremely 
legitimate reason for this. 

A spec script is an original story conceived directly for the screen. To create a 
successful spec, a writer needs to have a firm understanding of the parameters of 
cinematic storytelling. For many reasons both creative and practical, it is generally 
accepted that the running time of the average commercial, narrative film should be 
somewhere between 90–120 minutes, so a screenwriter needs to figure out how to 
tell his/her story in that amount of time. If you have a strong understanding and 
mastery of the principles of dramatic writing for the screen it is more than possible 
to do so, as the existence of thousands of successful and creatively solid feature 
films made over the past century proves.  

So when anyone involved in motion picture story development picks up a script 
that runs longer than 120 pages, one of their first assumptions is going to be that 
the author does not have a strong understanding of these principles and that, as a 
result, the story is either going to be poorly structured, extremely unfocused, 
overwritten (overly detailed descriptions, “directing on paper” with camera and 
editing instructions) or loaded with extraneous material. And 99% of the time, 
they’re going to be right. I can say with certainty that the excessive length of just 
about every overlong script I have ever read is the result of poor writing rather 
than narrative necessity.  

Hopefully this explains why, as far as industry readers are concerned, an overlong 
script already has one or two strikes against it before the pdf is even opened. We 
expect overlong scripts to be bad (or at least extremely problematic) because they 
usually are. 

Now, you may indeed have a story that truly justifies a page count longer than 
120. If you do, then the reader will recognize this and won’t penalize you for 
running long. After all, a great story is a great story. But just make sure that you 
aren’t fooling yourself. In all of the years that I have been reading and analyzing 
specs, I have only once come across one that ran longer than 120 pages and 
deserved to. The rest were structurally deficient and/or contained 10, 15 or even 
30 pages that could have (and should have) been removed. 

The way to avoid this problem is to work, work, work at your craft until you are 
skilled enough to tell an exciting story in the allotted number of pages. And then be 
as ruthless in editing and streamlining your scripts as you possibly can. Doing these 
things will ensure that readers focus on your story and not your page count. 

  

 

 

 

 

 

 

 

Ray Morton is a writer and 
script consultant. He was 
a senior writer for Script 
and was also the author 
of Scriptmag.com’s Meet 
the Reader column.  

Ray’s books A Quick Guide 
to Screenwriting  
and A Quick Guide to 
Television Writing are 
available in stores and 
online. He analyzes scripts 
for producers and 
individual writers.  

You may contact Ray at 
ray@raymorton.com and 
follow him on Twitter 
@RayMorton1.  

 

 

SCRIPT NOTES 

Length Does Matter 
 by Ray Morton 

 

 
 
 
 
 
 

http://www.writersstore.com/trubys-great-screenwriting?utm_source=linkconnector&utm_medium=affiliate&cid=54170
mailto:ray@raymorton.com
https://twitter.com/RayMorton1
https://www.amazon.com/Quick-Guide-Screenwriting-Ray-Morton-ebook/dp/B00GWKFJ7G/ref=sr_1_5?ie=UTF8&qid=1504540560&sr=8-5&keywords=ray+morton
https://www.amazon.com/Quick-Guide-Television-Writing-ebook/dp/B00GWKFKHU/ref=sr_1_6?ie=UTF8&qid=1504540560&sr=8-6&keywords=ray+morton
https://scriptmag.com/
https://virtualpitchfest.com/
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Dave Trottier has sold 
screenplays and developed 
projects for companies such  
as The Walt Disney Company,  
Jim Henson Pictures, York 
Entertainment, On the Bus 
Productions, Hill Fields and 
New Century Pictures. 
 
As a script consultant, he has 
helped dozens of clients sell 
their work and win awards.  
The Screenwriter’s Bible, 
Dave’s primer for both 
aspiring and professional 
scribes, is perhaps the most 
comprehensive industry guide 
on the market.  
 
To learn more about Dave 
Trottier's books, classes and 
mentoring services, visit his 
site: www.keepwriting.com.  
 
For $20 off your script 
evaluation, email Dave at: 
dave@keepwriting.com.  

 

 

 

 

 

READER’S QUESTION: 
I have a scene where one person is inside a house, traveling from room to room 
describing what he sees to someone outside. I feel it is important to list each 
room the character on the inside is exploring, but if I put an EXT or INT each 
time the dialogue goes from inside to outside it would make for a horrible read. 
Therefore, I wrote it this way (Colin is inside and Dick is outside): 
EXT/INT. HAUNTED HOUSE - FRONT YARD - NIGHT 

Colin enters the house. 

DEN 
    Colin 
  It's creepy in here. 

    Dick 
  It's supposed to be, it's haunted. Keep moving. 

HALLWAY 
    Colin 
  In the hallway now, getting ready to go upstairs. 

And so on. I write each room Colin enters as a subheading [secondary scene 
heading], but I trust that the reader will know Dick is always outside. 

DAVE’S ANSWER: 

How do they communicate if one is inside and one is outside? For the purposes 
of our discussion, I’ll assume that they are on the phone. My response is in two 
parts: 1) proper format for your example, and 2) the answer to your question. 
First, the master (or primary) location is the HAUNTED HOUSE, and the 
secondary location is the FRONT YARD. There cannot be an INT. (INTERIOR) 
for the FRONT YARD, so write EXT. only. Thus: 

EXT. HAUNTED HOUSE – FRONT YARD – NIGHT 

A secondary location must be part of the master (primary) location. The DEN 
and the HALLWAY are not part of the EXTERIOR of the house or the front yard, 
so you need to establish the interior of the house first. One way is as follows: 
INT. HAUNTED HOUSE – DEN - CONTINUOUS 

In addition, you should follow virtually all master and secondary scene headings 
with some description (action) before writing dialogue. 
There are two issues with the dialogue blocks: 
1. The character cue (character name) in a dialogue block should always be 

written in ALL CAPS.   
2. The speech should have a right margin. The width of a dialogue block 

should be no more than 3.5 to 4 inches. If you use Final Draft or Movie 
Magic Screenwriter software, this will happen automatically as you type.   

Finally, here is the answer to your question: 

If Dick and Colin are communicating via cell phone, one possible solution is 
keep the action inside the house and to voice-over Dick’s speeches, so we hear 
him but don’t see him (since he is outside the house). For example: 
    DICK (V.O.) 

It’s supposed to be, it’s haunted.  
Keep moving. 

An alternate solution is to use the INTERCUT. First, establish Dick out in the 
front yard and Colin inside the house: 
EXT. HAUNTED HOUSE - FRONT YARD - NIGHT 

Dick stands in the front yard, phone to his ear. 

INT. HAUNTED HOUSE - DEN - CONTINUOUS 

Colin enters, eyes scanning the room. He whispers into his phone. 

COLIN 
It’s creepy in here. 

INTERCUT - FRONT YARD/HAUNTED HOUSE 

Then just describe the action and write out the dialogue that follows, using your 
secondary scene headings for the secondary locations inside the house. And (of 
course) keep writing.  
   
 
 
 
 
 

SPEC WRITING TIPS 

Scene Heading Headache 
by Dave Trottier 

 

 

Dave Trottier’s  

“The Screenwriter’s 
Bible” 

Fully updated seventh edition 

 

 

 

 

 

 

 

• A screenwriting primer 
for both aspiring and 
professional scribes 

• Offers a comprehensive 
overview of all facets  
of screenwriting 

• Includes worksheets,  
samples and more 

 
Click here for all the details! 

 
 

http://www.keepwriting.com/
mailto:dave@keepwriting.com
http://keepwriting.com/tsc/swbible.htm
http://keepwriting.com/tsc/swbible.htm
http://keepwriting.com/tsc/swbible.htm
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Author of the best-selling books 
Getting It Write and Breaking 
In: Tales From the 
Screenwriting Trenches,  
Lee Jessup is a career coach 
for professional and emerging 
screenwriters. Her clients 
include writers who have sold 
pilots, pitches and specs; 
staffed television writers; 
participants in TV writing 
programs or feature labs; and, 
of course, writers who are just 
starting out. 

In her role as coach, Lee serves 
as an industry guidance 
counselor, adviser, drill 
sergeant, cheerleader, 
confidant and strategic 
partner. Previously, Lee had 
her own script picked up, 
worked in development  
and ran ScriptShark.com for 
more than 6 years. 

To learn more about Lee’s 
services, visit leejessup.com. 

INDUSTRY INSIDER 

You Just Typed “THE END.” What Now? 
by Lee Jessup 

So you’ve completed a new feature screenplay or pilot and want to get it out 
there? Great! Let’s break it down: What do you do next?  
First, take a moment to celebrate. The journey of an emerging screenwriter 
is riddled with challenges, which means that you have to celebrate each and 
every win when it comes. Once you’ve completed your well-deserved happy 
dance, consider that all too often writers go from typing “THE END” to trying 
to get their recently completed work out into the professional space too 
quickly. If there’s one bit of advice to emerging writers that we hear again 
and again from agents, managers and producers, as well as working writers 
lamenting old mistakes, it’s this: Don’t take your screenplay out before it’s 
ready. Instead, this is the time to gather information. You need a plan.  
Your most obvious first step should be to get your screenplay or pilot vetted. 
Not everyone is going to fall madly in love with your work, but you want to 
get a thumbs up from someone who is going to be honest with you, who 
has a deep understanding of the craft, and whose story sensibility you 
respect. (For more insights on script vetting, check out my blog 
post Screenwriting Mistakes: Not Vetting Your Work.)  
Now develop an effective logline. Most loglines take time and finessing, so 
be sure to try out different versions and run it by writer friends and writers 
groups for feedback. Make sure to give it the time and attention it deserves. 
I personally like to see both a basic logline and a more elaborate logline 
paragraph. Some writers also like to develop a synopsis and a quick two-
minute pitch, just to have them ready in hand.  
Next, consider the comps (i.e., comparable projects) for your material that, 
if shared, would help illuminate its tone and/or provide a sense of where the 
material lives. The use of comps in a query draws contrasting opinions: 
some think it’s absolutely necessary, especially when limited to a short 
logline, in order to nail down the material’s vibe and stimulate a read; others 
find it to be an old-school approach. I can tell you that when my working 
writers take out a pitch, comps are more often than not brought into the 
conversation in order to get the desired impact.  
Then consider your personal connection to the material. The industry is 
doggedly drawing a connection between story and storyteller now, so be 
ready to illustrate what makes you the right writer for the project. It could 
be literal (based on or inspired by your own experience) or less so, such as 
thematic choices that are meaningful to you. If your project bears a 
resemblance to others that have come before, be sure to call out its 
differentiators (i.e., anything that would uncheck the derivative box, and 
provide a “same-but-different” take that makes it feel distinctive and fresh).  
Keep a running list of the project’s accolades. Whether it’s high scores from 
The Black List or significant contest placements, make sure you aggregate 
that information in one place, so that it’s ready should anyone ask. 
Finally, any time a feature or pilot goes out, be ready with material that will 
answer the question, “What else do you have?” Be prepared with your 
follow-up script and all of the supporting information that goes along with it, 
logline, comps and all. It shouldn’t be just any old script written at any old 
time. Make your second script one that is not only ready for the professional 
space, but shores up the case for the writer you want to be. Your second 
script should fall in the same or similar genre as your lead, in order to 
solidify your brand. Put side by side, the two scripts should tell a clear, 
focused story about who you are while showing you’re not a one-trick pony.  
Who are you going to send your screenplay or pilot out to? There are a 
number of websites dedicated to helping writers connect their work to the 
marketplace: Virtual Pitch Fest, Stage 32, Roadmap Writers, The Black List, 
etc. Investigate each of them thoughtfully and consider which site or sites 
can help facilitate the exposure your work deserves.  
If your logline has a unique and exciting concept that can stand out and 
stimulate interest from representation, start putting a list of managers 
together. If the script is more execution dependent, consider taking it 
directly to producers who work in the same space. Do your research, know 
why you’re approaching who you’re approaching, and be clear to 
communicate that when you reach out to them.  
Cliché or not, luck all too often does favor the prepared. So take these steps 
in order to give yourself and your writing the best chance to succeed.  
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CAREER OPPORTUNITIES 

HOW TO SUBMIT YOUR SCRIPTS: 
1. Create an account: www.inktip.com/writer_register.php 
2. Log in here: www.inktip.com/leads/ 

3. Copy/paste the corresponding code. You’ll then be able 
to submit your work directly to InkTip’s producers.  

4. IMPORTANT: Please submit your work only if it fits these 
companies’ needs. If you aren’t sure your script meets 
their criteria, please check with jerrol@inktip.com 
before submitting.   

Company A: Seeking Smart Sci-Fi Scripts 

We are looking for intelligent sci-fi scripts with a bit of 
action (no vehicles, please), minimal cast/locations, 
and ideally shoot-able in SoCal desert. Scripts in the 
vein of Stalker, The Signal and Io are ideal. 

Budget won’t exceed $1M. WGA and non-WGA writers 
are welcome.  

To find out about this company and submit a query: 

1) Go to https://www.inktip.com/leads/ 

2) Copy/paste this code: 8gtjpaqa49 
 

 
Company B: Seeking High-Concept Comedy 
and Family-Friendly Comedy Scripts 

We are looking for high-concept comedy and family-
friendly comedy scripts. We highly prefer scripts that 
are based on true stories, but this is not necessary.  

Budget TBD. WGA and non-WGA writers are welcome.  

To find out about this company and submit a query: 

1) Go to https://www.inktip.com/leads/ 

2) Copy/paste this code: g31q0thnv6 
 

Company C: Seeking Heist Scripts and 
Contained Thrillers  

We are looking for heist scripts and contained thrillers. 
We highly prefer high-concept and true stories, but this 
is not necessary in order to submit. Our credits include 
The Heist of the Century, among others. 

Budget TBD. WGA and non-WGA writers are welcome. 

To find out about this company and submit a query: 

1) Go to https://www.inktip.com/leads/ 

2) Copy/paste this code: e9e5a5swew 
 
 
 

 
 
 
 

Submit Your Scripts 
to Producers 
 

 

 

 

 

Subscribe to InkTip’s Free Newsletter 
Get a Free Script Request Each Week 

Producers tell us what they need, and we pass that 
information on to you. Receive 1–2 leads per week, 
then submit queries directly to a producer's inbox 
using InkTip’s exclusive codes.  

 

You’ll also get the latest news regarding InkTip 
successes, exclusive articles, festival and 
contest information, special offers from 
partners, and much more. 

 

 

mailto:jerrol@inktip.com
http://www.inktip.com/
https://www.InkTip.com/leads
https://www.inktip.com/index.php
https://www.inktip.com/leads/
https://www.inktip.com/leads/
https://stowestorylabs.org/
https://www.inktip.com/leads/
https://www.inktip.com/writer_register.php
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RECOMMENDED RESOURCES 

 

 

http://www.finaldraft.com/
https://www.roadmapwriters.com/
https://www.filmarkethub.com/
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